
 

 
 

 

 

 
 

 

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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Franz Schubert  (1797-1828)    Winterreise D911 (1827)   
Gute Nacht • Die Wetterfahne • 
Gefrorne Tränen • Erstarrung • 
Der Lindenbaum • Wasserflut • 
Auf dem Flusse • Rückblick • 
Irrlicht • Rast • Frühlingstraum • 
Einsamkeit • Die Post • Der greise Kopf • 
Die Krähe • Letzte Hoffnung • 
Im Dorfe • Der stürmische Morgen • 
Täuschung • Der Wegweiser • 
Das Wirtshaus • Mut • 
Die Nebensonnen • Der Leiermann  

 

 

 

 

 

Wigmore Hall £5 tickets for Under 35s supported by Media Partner Classic FM  

 

 
 

 

  

 



 

 

In 1858, one of Schubert's closest friends, Joseph 

von Spaun, wrote the following in his Reflections and 
Notes on My Friendship with Franz Schubert: 

For some time Schubert appeared very 

upset and melancholy. When I asked him 

what was troubling him, he would say only, 

'Soon you will hear and understand.' One day 

he said to me, 'Come over to [Franz von] 

Schober’s today, and I will sing you a cycle of 

horrifying songs. I am anxious to know what 

you will say about them. They have cost me 

more effort than any of my other songs.' So 

he sang the entire Winterreise through to us 

in a voice full of emotion. We were utterly 

dumbfounded by the mournful, gloomy tone 

of these songs, and Schober said that only 

one, 'Der Lindenbaum', had appealed to him. 

To this Schubert replied, 'I like these songs 

more than all the rest, and you will come to 

like them as well.' 

No wonder his friends were taken aback. Like Greek 

tragedy or Rembrandt’s self-portraits in old 

age, Winterreise's beauty is of a different order, 

beyond prettiness. It seems almost inconceivable 

that this epitome of dark soul-searching issued from 

someone only 29 years old at the time of 

composition, but then Schubert was no ordinary man. 

The poetic work appeared in three stages, 

beginning with the first 12 poems entitled Wanderlieder 
von Wilhelm Müller. Die Winterreise. In 12 Liedern, 

published in the periodical Urania: Taschenbuch auf 
das Jahr 1823. Schubert discovered this source 

sometime in late 1826 or early 1827 and set its 12 

poems as a complete work. But in March 1823, Müller 

had published ten additional poems in the Deutsche 
Blätter für Poesie, Literatur, Kunst und Theatre and 

then added 'Die Post' and 'Täuschung' in the final 

version, printed in the second volume of Müller's 

collected poems, the Gedichte aus den 
hinterlassenen Papieren eines reisenden 
Waldhornisten II: Lieder des Lebens und der 
Liebe ('Poems from the Posthumous Papers of a 

Traveling Horn-Player: Songs of Life and Love'), 

published in 1824 and with the order rearranged. The 

title is Müller’s post-Romantic 'send-up' of as many 

Romantic motifs as he could cram into one name. 

In early March 1827, Schubert invited his friends to 

the unveiling of new works but unaccountably failed 

to appear, perhaps because he had discovered the 

complete poetic cycle - twice as long as the 

original Wanderlieder - and realized that his labours 

were not finished. Schubert could not duplicate 

Müller's final order without disrupting the musical 

continuum already created, so for his Continuation, 

he simply set the remaining poems in order, although 

he reversed the poet's order of 'Mut' and 'Die 

Nebensonnen' near the end. The publisher Tobias 

Haslinger brought the work out in two stages: Part I in 

the summer of 1828, Part II after the composer's 

death. According to Haslinger and Schubert's brother 

Ferdinand, Schubert corrected the proofs for Part II 

after he took to his bed in Ferdinand's apartment on 

Kettenbrückengasse, where he would die shortly 

afterwards. 

Müller borrowed the subject of Die 
Winterreise from the stockpile of standard Romantic 

themes - a journey by an alienated wanderer with a 

tragic finale in madness or death - and varied it in 

original ways. (Schubert omitted the definite article 

from his title for a stronger, starker effect.) The poetic 

cycle is a monodrama in which a single character 

investigates the labyrinth of his or her psyche in 

search of self-knowledge, surcease from 

psychological torment, or both. What defines 

monodrama is the exclusion of any other characters 

and the obliteration of as much awareness of the 

poet's control as possible. Whatever we know in this 

cycle, we know from the wanderer's point of view, 

without narrator, plot, or logical succession of events 

in the external world. Instead, we spy on fleeting 

emotions and states of mind. We are never told the 

persona’s name, occupation, upbringing, personal 

history, or appearance (except that he has black hair 

and is therefore not elderly). This underscores the 

interiority of the cycle; if we know very little about the 

wanderer’s external circumstances, we learn much 

more about his inner life. Long before Freud, he 

knows that dreams are wish-fulfillment fantasies, but, 

in his despair, he is unable to resist the lure of those 

illusions by which we comfort ourselves. 

When Schubert set these poems to music, he was 

confronting his own probable fate. Enough was 

known in the 1820s about syphilis for Schubert to 

realize that this disease often led to dementia and 

paralysis before release in death. He might have 

wondered as he read 'Der Leiermann' whether he too 

would be condemned to suffer what the wanderer 

faces: a future with his creative faculties numbed and 

the capacity to create music restricted to a single 

phrase, repeated mindlessly over and over. The cycle 

ends on a question mark for which there is no answer, 

only the echoing silence following the dying-away 

drone of the hurdy-gurdy. 

Realising this, one understands what a heroic act it 

was for Schubert to set this text, of all texts, to music, 

to fashion transcendent art from the bleakest fear 

imaginable. Perhaps Death, flattered by Schubert's 

many portraits of him in music, spared the composer 

the fate he most dreaded, taking him swiftly before 

insanity and paralysis could claim him as their own. 

Despite the tragedy of his premature death (and we 

will always wonder what might have been), we can 

only be grateful that he did not become the wanderer 

but instead turned him into songs he liked 'more than 

all the rest'. 
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Texts continue overleaf 
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Translation 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. 

 


