
 

 
 

 

 

 
 

 

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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Ludwig van Beethoven  (1770-1827)    Adelaide Op. 46 (c.1794-6)   

An die ferne Geliebte Op. 98 (1816)   
Auf dem Hügel sitz ich, spähend 
Wo die Berge so blau 
Leichte Segler in den Höhen 
Diese Wolken in den Höhen 
Es kehret der Maien  
Nimm sie hin denn, diese Lieder  

Gustav Mahler  (1860-1911)     Hans und Grete (1880)   

Lieder eines fahrenden Gesellen (1883-5)   
Wenn mein Schatz Hochzeit macht 
Ging heut' morgen über's Feld 
Ich hab' ein glühend Messer 
Die zwei blauen Augen  

 

 

 

  

 
 
 

 
 

 

  

 



 

 

'Adelaide' dates from around 1796, the same period 

that saw the composition of the early piano trios and 

sonatas. It was not until 1800, however, that 

Beethoven sent the song to Friedrich von Matthisson, 

the author of the poem which had enjoyed enormous 

popularity as soon as it was published. Beethoven 

dedicated his ‘Adelaide’ to the poet, and sent him the 

song with a letter that speaks volumes about the 

composer’s lack of confidence in his own work. ‘Even 

now’, the second paragraph begins, ‘I send you my 

Adelaide with some apprehension. You yourself are 

aware what difference a few years can make in a 

composer who continues to develop: the greater the 

progress one makes in art, the less satisfactory one’s 

early works become. My greatest wish will have been 

fulfilled if my musical setting of your heavenly 

Adelaide does not entirely displease you . . .’. When 

the song was mentioned to Beethoven many years 

later, he contented himself with the lapidary reply, 

‘Das Gedicht ist sehr schön’ (‘The poem is very 

beautiful’). 

An die ferne Geliebte is widely considered to be the 

first ever song cycle – it was certainly the first time 

that a major composer had organised a group of 

songs with piano accompaniment into a coherent 

whole. Beethoven had written his celebrated letter to 

the ‘Immortal Beloved’ in July 1812, and although An 
die ferne Geliebte was composed four years after that 

tortured outpouring, there’s enough evidence to 

suggest that he was still obsessed by the unknown 

woman, and that the cycle was an attempt to exorcise 

her. The poet, Alois Jeitteles (or Aloys Jeiteles), was a 

doctor by profession, and though his verse appeared 

in several almanacs, the poems were never published 

in book form, and Beethoven was probably delighted 

to have found a virtually unknown collaborator who 

was not only musical and cultured but almost 

certainly willing to be directed. Each of the six poems 

is dominated by the image of the distant beloved. 'Auf 

dem Hügel sitz’ ich, spähend' tells of their first 

meeting (‘in the distant meadows’) and their 

subsequent separation which, we are told, is a 

torment (‘Qual’) to both of them. 'Wo die Berge so 

blau' expresses the poet’s obsessive wish – the ‘wo’ is 

mentioned four times – to be by her side. His reverie 

is banished in the next song, 'Leichte Segler in den 

Höhen', in which he begs the scudding clouds, 

rippling brook and gusting breeze to convey to her 

his longing. The same idea (and same key) is 

continued in 'Diese Wolken in den Höhen' which 

contains the only sensuous phrase in the cycle that 

describes the breeze frolicking about her cheeks and 

breast and burrowing in her silken locks. All these 

fond imaginings, however, vanish in the fifth song, 'Es 

kehret der Maien', as the poet comes down to earth 

with a bump, and the joy of all nature (especially the 

conjugal bliss of the swallow) is contrasted with the 

barrenness of his own love, which leads him to 

conclude in 'Nimm sie hin denn, diese Lieder' – with a 

mixture of reverence and stoicism – that only through 

his poetry will he be at one with the object of his 

desire.  

Mahler’s 'Hans und Grete' has an interesting history. 

Fragments from the song occurred in the third of the 

Poisl-Lieder that he had composed in 1880 to his own 

poems, as an expression of his love for Josephine 

Poisl, daughter of the postman in Jihlava, where he 

had spent his early childhood. They were performed 

on Prague radio in 1934, with Alfred Rosé, the 

composer’s nephew, at the piano. The third song was 

called ‘Maitanz im Grünen’, themes of which Mahler 

incorporated into the later ‘Hans und Grete’ and also 

into the scherzo second movement of his First 

Symphony. 

The poems of Lieder eines fahrenden Gesellen 
were written by Mahler in the midst of a traumatic 

relationship with Johanna Richter, a soprano at the 

Kassel Opera, where Mahler was Chorus Master. The 

poems, by Mahler himself, are heavily 

autobiographical, and the mood and theme of the 

four songs bear a striking resemblance to Schubert’s 

Winterreise. Both protagonists are jilted, both set out 

on a journey and both lie down to rest beneath a lime 

tree. Mahler’s opening song shares with Schubert’s 

last the same pedal-point and empty fifths, and 

throughout the two works the wanderer’s grief is 

highlighted by sporadic references to unattainable 

joy – in Schubert the retrospective bliss of a past 

relationship, in Mahler the presence of nature’s 

ravishing beauty. The cumulative power of this nature 

description has its counterpart in the progressive 

tonality of the cycle, for each song ends in a higher 

key than the one in which it started – a sort of 

cranking up of the emotions. The distraught mood of 

'Wenn mein Schatz Hochzeit macht' is underlined by 

the constant shift from allegro to andante, and from 

4/8 to 3/8 time. 'Ging heut’ morgen über's Feld' is the 

only song that starts happily and never modulates to 

the minor. The opening phrase with its fourths 

became the main theme of Mahler’s First Symphony. 

'Ich hab’ ein glühend Messer' starts in D minor, and in 

the middle section, at ‘Wenn ich in den Himmel seh’, 

seh’ ich zwei blaue Augen stehn’, magically enters C 

major, accompanied continually, though, by sharp 

dissonances. When the main theme returns it is a 

semitone higher. 'Die zwei blauen Augen' begins as a 

funeral march, the first of many that appear in 

Mahler’s works. Unlike the protagonist in Schubert’s 

Winterreise, Mahler’s wanderer finds lasting peace 

beneath the linden tree. 
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Please do not turn the page until the song and its accompaniment have 
ended. 
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 (1880) 
Gustav Mahler 

 

 

 (1883-5) 
Gustav Mahler 

 

 

 

 

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



 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
All translations except 'Hans und Grete' 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. 'Hans und Grete' by Richard Stokes. 
 

 




