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Carl Loewe  (1796-1869)    Die Lotosblume Op. 9 (1828)   

Fanny Mendelssohn  (1805-1847)   Schwanenlied Op. 1 No. 1 (1839)   

Josephine Lang  (1815-1880)    Wenn zwei von einander scheiden Op. 33 No. 6 (1864)   

Felix Mendelssohn  (1809-1847)   Reiselied Op. 34 No. 6 (?1836)   

Héloïse Werner  (b.1991)    Knight's Dream (2023)   
I. • II. • III. • IV. • V. postlude 

Robert Schumann  (1810-1856)    Dichterliebe Op. 48 (1840)   
Im wunderschönen Monat Mai • Aus meinen Tränen 
spriessen • Die Rose, die Lilie, die Taube, die Sonne • 
Wenn ich in deine Augen seh • Ich will meine Seele 
tauchen • Im Rhein, im heiligen Strome • Ich grolle nicht 
• Und wüssten’s die Blumen, die kleinen • Das ist ein 
Flöten und Geigen • Hör’ ich das Liedchen klingen • Ein 
Jüngling Liebt ein Mädchen • Am leuchtenden 
Sommermorgen • Ich hab im Traum geweinet • 
Allnächtlich im Traume • Aus alten Märchen • Die alten, 
bösen Lieder  
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During his turbulent life, Heine was known for his 

political views, family squabbles and exile from 

Germany as much as for his poetry. He was frequently 

at odds with the society he inhabited, and his political 

works caused his verse to be banned in his home 

country. It was his romantic poetry, however, which 

became irresistible to composers (and remains so). 

His poems were snatched up greedily by Schubert, 

Schumann, a brace of Mendelssohns and many 

others: all the texts here are from his Lyrisches 
Intermezzo published in 1823. Yet they are not simple 

statements of love but speak of its sorrow and pain 

(its ‘Leid und weh’) and the foolishness of imagining it 

will turn out well. 

While Schumann only met Heine once, the poet was 

a regular visitor to the Mendelssohn family’s salons. 

Fanny Mendelssohn’s ‘Schwanenlied’ is a deceptively 

subtle song, seemingly in a straightforward two-

strophe structure over a rippling piano line, but with a 

poignant emphasis on certain words which disrupts 

the pattern. Most significantly, it is the ‘watery depths 

of the river’ rather than the swan, star or apple tree, 

which become the focus of the song. Another 

member of the Mendelssohn circle was the composer 

Loewe, whose ‘Die Lotosblume’ is one of his 400 or so 

songs and ballads. Even more than the Fanny 

Mendelssohn setting, it disrupts the poetry in 

surprising ways, initially through a darkly discordant 

first verse, and then by dismantling the text entirely in 

the final verse. 

In Josephine Lang’s beautifully restrained ‘Wenn 

zwei von einander scheiden’, the piano introduction 

prefigures the emotional heart of the song, which the 

voice eventually echoes with the words ‘die Tränen 

und die Seufzer’. Its elegant understatement is in 

striking contrast with Felix Mendelssohn’s ‘Reiselied’, 

a fiery, epic setting of a gallop through the night to 

the waiting beloved’s arms, the illusion of which is 

punctured by a sarcastic oak-tree. The piano 

heroically takes on the ferocity of the autumn wind, 

while the vision of the beloved is brutally shattered, 

dissolving into a bathetic conclusion. 

It has long been accepted – and rightly so – that the 

pianist in a Lieder recital is not a mere ‘accompanist’ 

to the headline act of singer, but a true partner. 

Schumann’s Dichterliebe extended the role by 

including substantial piano postludes, while Héloise 

Werner, in Knight’s Dream, leans further into the 

participative element by having the pianist speak, 

hum, knock on wood and duet with the singer. As 

such, the pianist breaks the fourth wall, as it were, 

drawing attention to the creation of a musical world 

while it is unfolding, and occasionally translating the 

singer’s words in real time. 

The text of Knight’s Dream is taken from the Prolog 
to the Lyrisches Intermezzo in which a melancholy 

knight ‘full of sorrow and doubt’ is visited after 

midnight by a beautiful vision, a woman who is 

‘radiant as a rosebud.’ She vanishes as suddenly as 

she arrives, leaving the knight back in his ‘gloom-

shrouded place.’ Werner has written that on reading 

the Prolog she was ‘struck by …how the narrative 

quickly spiral[s] into a surreal, magical and 

passionate adventure before abruptly returning to a 

somewhat stark reality.’ It was commissioned as a 

companion piece to Dichterliebe, serving here as an 

introduction – a ‘prologue’ indeed – yet also 

transplanting the bewildered Knight into a vivid, 21st-

century setting. 

The vision’s arrival is foretold throughout the first 

song by a ‘knocking’ on the piano, and by the 

dreamlike quality of the musical lines, which weave 

patterns around a repeated phrase. The second song 

is livelier, resembling a more conventional lied with 

voice and piano once again echoing each other’s lines 

as the vision arrives. But the melodic contours of the 

first song are a constant presence, suggesting the 

Knight is at least partly aware of the vision’s illusory 

quality. The magic is broken at the start of number 

three: the disarrayed Knight is reduced to making 

fragmented utterances, snatches of melody from the 

previous two songs and a disconcerting mix of 

German, English, whispers and hisses – all in eerie 

counterpoint with the pianist. In the following song 

the relative serenity of the first returns, the poet back 

in his ‘gloomy’ room with the same elusive piano 

undercurrent. In the epilogue, singer and pianist 

simply process their experience through a series of 

random vowels, Heine’s words a distant memory. 

Schumann did not set the Prolog in his Dichterliebe, 

yet its sense of abandonment and loss filters through 

to the poems which follow. The cycle is a series of 

(mainly) short songs, the pithiest of which is the 

tongue-twisting No. 3 at only 30 seconds or so, while 

the final song is by far the longest, and concludes 

with a lengthy postlude. The musical language is 

richly varied, responsive to both each individual song 

and to the darkening emotions as the cycle 

progresses. In the first song, the piano begins as if 

halfway through a thought, and it ends on an 

unresolved question. This questioning mood 

continues throughout the first five songs, which are 

generally delicate, but have a foreshadowing 

melancholy. Numbers 6-9 are considerably more 

turbulent, representing a transition into the more 

sombre tone of the second half, with the almost 

operatic ‘Ich grolle nicht’ reaching the highest note of 

the whole piece. The final song moves from a defiant, 

fist-shaking call for the biggest coffin possible in 

which to ‘bury’ the bad old dreams, to a sad reflection 

that it also needs to contain sorrow and lost love. 

Mirroring the opening of the cycle, the singer’s vocal 

line remains unresolved as if the thought is still 

ongoing. It is up to the piano to complete the musical 

story. 
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Translations of Loewe, Felix Mendelssohn and Schumann 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. Fanny Mendelssohn and Lang 
by Richard Stokes. Werner by Hal Draper published by Oxford 
University Press and Suhrkamp/Insel Verlag (1984). 

 




