
 

 
 

 

 

 
 

 

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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Gustav Mahler  (1860-1911)    From Des Knaben Wunderhorn (1892-99, rev. 1901)   
Rheinlegendchen • Wo die schönen Trompeten 

blasen • Wer hat dies Liedlein erdacht?  

Franz Liszt  (1811-1886)      Die Loreley S273/1 (1841)   

Elsa's Traum from Aus Lohengrin S446 (1854) 

based on Richard Wagner  

Richard Wagner  (1813-1883)     From Wesendonck Lieder (1857-8)   
Der Engel • Im Treibhaus • Träume  

Interval    

Samuel Barber  (1910-1981)     Knoxville: Summer of 1915 Op. 24 (1947)   

Stephanus Le Roux Marais  (1896-1979)   Mali die slaaf se lied (1932)   

Trad/South African       Thula Baba arranged by Iain Farrington  

Selection of Spirituals introduced from the stage    

 

 
 

 
 

 

  



 

 

Des Knaben Wunderhorn (‘The Youth’s Magic Horn’) is a 

collection of German folk verses compiled by the poets 

Achim von Arnim and Clemens Brentano while travelling 

in the Rhine region. The poems have been set by Robert 

Schumann, Mendelssohn, Brahms and Richard Strauss – 

but generally to light-hearted music. Mahler seems to 

have felt a deeper affinity with the texts, which inspired 

from him a great outpouring of music. 

In total, Mahler composed two dozen Wunderhorn 
songs; unified by their musical landscape but 

independent in order, they may be performed in any 

combination. One of the most charming, the lilting 

‘Rheinlegendchen’ (1893) is in the Ländler dance style, 

and was so well received at its first performance that the 

audience demanded an encore. The piano interludes are 

suggestive of folk-like fiddle music, and the song’s 

apparent simplicity is undercut by some striking key-

changes, especially the harmonic descent used to 

illustrate the ring sinking into the Rhine. 

‘Wo die schönen Trompeten blasen’ (1898) is one of 

Wunderhorn’s dramatic high-points: foreboding martial 

figures set the scene for a young woman visited by her 

lover – or his wraith – on the eve of battle. In ‘Wer hat dies 

Liedlein erdacht?’ (1892) Mahler carries us along with a 

playful perpetual motion in the piano, over which the 

voice unfurls Alpine yodelling figures, contrasted with a 

mock-serious central section of Schubertian modulations. 

We remain in the Rhine region for Liszt’s song Die 
Loreley, S273 which almost certainly influenced the 

opening of Wagner’s Tristan und Isolde. This is the first of 

two versions of this song (the second dates from 1854-9); 

Liszt seems to have been fascinated by Heinrich Heine’s 

poetic account of a siren on the banks of the Rhine luring 

sailors to their deaths. The voice’s lines are shapely and 

mesmerising, while the watery piano writing, initially 

timorous, eventually builds to threatening waves. Yet 

rather than dividing the material simplistically, with singer 

as siren and piano as ocean, Liszt gives the piano 

haunting material symbolic of the siren, while the voice 

takes the form of the narrator. 

Liszt was entrusted with directing the first performance 

of Wagner’s Lohengrin when the composer was exiled 

from Germany on account of his revolutionary politics. 

Aus Lohengrin (1854) is a three-part piano transcription of 

extracts from Wagner’s work; its central movement is 

Elsas Traum, Elsa’s Act I vision of the knight who will be 

her champion. Whereas Wagner’s original music was 

composed seamlessly so that each section flows into the 

next, Liszt adds a more conclusive ending to each of the 

three pieces in his transcription. 

On hearing Lohengrin conducted by Liszt at Weimar, 

Hans von Bülow decided to devote his life to music; he 

then rose to prominence as a conductor. But his wife, 

Liszt’s daughter Cosima, would run off with Wagner – who 

became Liszt’s son-in-law when he and Cosima married. 

Wagner had a history of this kind of behaviour: his 

Wesendonck-Lieder (1857-8) and Tristan und Isolde 

stemmed from his friendship with Otto Wesendonck (a 

retired silk merchant and Wagner’s patron), and 

subsequent infatuation with Wesendonck’s wife, Mathilde. 

Wagner set Mathilde Wesendonck’s 5 
Gedichte between November 1857 and May 1858. Along 

with Tristan and the Sonate für das Album von Frau 
MW for solo piano, they are a monument to his feelings for 

her. Two of the songs, ‘Im Treibhaus’ and ‘Träume’, were 

described by Wagner as ‘studies for Tristan und Isolde’. 

The first song of the five, ‘Der Engel’, contrasts heavenly 

angels (represented by the music’s gentle ascent) with 

earthly concerns (repeated chords), Wagner’s harmony 

suggestive of liturgical music to reflect Mathilde 

Wesendonck’s text. The third song, ‘Im Treibhaus’ – which 

is audibly related to the sombre prelude to Act III of 

Tristan – is set in a greenhouse; the branches of palm 

trees reach desperately for the air, only to find 

nothingness. Wagner wrote to Mathilde on 28 September 

1861 that his setting of ‘Träume’, the last song, was ‘finer 

than all I have made!’ Suffused with longing, this song 

anticipates the love duet in Act II of Tristan und Isolde; 

Wagner also arranged the song for solo violin and 

chamber orchestra as a birthday present to Mathilde, 

conducting this version at the Wesendoncks’ villa on 23 

December 1857. 

Samuel Barber found composing songs to be ‘a natural 

thing to do’ and favoured the voice’s emotive qualities, as 

his partner and fellow composer Menotti emphasised: 

‘There is a certain indolence towards the use of the voice 

today, a tendency to treat the voice instrumentally, as if 

composers feared that its texture is too expressive, too 

human’. Barber’s setting of excerpts from James Agee’s 

Knoxville: Summer of 1915 was commissioned by soprano 

Eleanor Steber and is Barber’s most archetypally 

‘American’ work, conjuring up a childhood in a small 

Southern town by using bluesy ideas and a flexible sense 

of meter – reflecting Agee’s aim that his words should 

convey ‘a kind of parallel to improvisation in jazz’ – as well 

as vivid word-painting. Another American composer, 

David Diamond, argued that the piece represented ‘the 

pinnacle beyond which many a composer will find it 

impossible to go’. 

A direct contemporary of Barber’s, but less widely 

performed, South African composer Stephanus le Roux 

Marais studied in Cape Town and at the Royal College of 

Music in London before pursuing a career as a teacher 

and church organist. Marais pioneered Afrikaans art song, 

of which ‘Mali die slaaf se lied’ (‘Mali the slave’s song’) is a 

fine example. The third of Marais’s 5 Art Songs of 1931-2, 

this heartfelt ballad is about a slave yearning for home, 

and here precedes a traditional South African song, Thula 
Baba, arranged by Iain Farrington, as well as a selection of 

Spirituals. 
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arranged by Iain Farrington 
 

 

We are unable to provide a text and translation for this song on this 
occasion.

 

 

 

 
Translations of Mahler, Liszt and Wagner 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. Text and translation of Marais kindly provided by the 
artists. 
 

 


