
 
 

 

 
 

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 switch ing 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. 
 

The Wigmore Hall Trust Registered Charity No. 1024838 

36 Wigmore Street, London W1U 2BP • Wigmore-hall.org.uk • John Gilhooly Director 

 

Wigmore Hall Royal Patron HRH The Duke of Kent, KG 

Honorary Patrons Aubrey Adams OBE; André and Rosalie Hoffmann; Louise Kaye; Kohn  

Foundation; Mr and Mrs Paul Morgan 

Monday 26 June 2023 

 7.30pm 
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Julia Kleiter soprano 

Michael Gees piano 

 

Gustav Mahler  (1860-1911)    Rückert Lieder (1901-2)   
Ich atmet' einen linden Duft • Blicke mir nicht in die Lieder • 
Ich bin der Welt abhanden gekommen • 
Liebst du um Schönheit • Um Mitternacht   

Arnold Schoenberg  (1874-1951)   From 4 Lieder Op. 2 (c.1899-1900)   
Erwartung • Schenk mir deinen goldenen Kamm 

A Morning in the Life of Maria Magdalena: an improvisation on 

a text from The Last Temptation of Christ by Nikos Kazantzakis 

Arnold Schoenberg      From 4 Lieder Op. 2    
Erhebung • Waldsonne 

Interval    
Richard Strauss  (1864-1949)    3 Lieder der Ophelia Op. 67 (1918)   

Wie erkenn' ich mein Treulieb vor andern nun? • 
Guten Morgen, 's ist Sankt Valentinstag • 
Sie trugen ihn auf der Bahre bloss  

Johannes Brahms  (1833-1897)    Wir wandelten Op. 96 No. 2 (1884)   

Wenn du nur zuweilen lächelst Op. 57 No. 2 (c.1871)   

Dein blaues Auge hält so still Op. 59 No. 8 (1873)   

Sommerabend Op. 85 No. 1 (1878)   

Mondenschein Op. 85 No. 2 (1878)   

Von ewiger Liebe Op. 43 No. 1 (1864)   

Richard Strauss       Ruhe, meine Seele Op. 27 No. 1 (1894)   

Morgen Op. 27 No. 4 (1894)   

Heimliche Aufforderung Op. 27 No. 3 (1894)   

Cäcilie Op. 27 No. 2 (1894)   
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The running order has changed since these programme 
notes were written. 

Tonight’s performance opens with Mahler’s Rückert 
Lieder . The moto perpetuo piano accompaniment of 

'Blicke mir nicht in die Lieder' depicts the buzzing of bees 

who, the poem tells us, will not be watched when they 

build their cells. So it should be with the composition of 

songs: do not look into them, as I write, for when they are 

finally completed, you shall be the first to hear them. 

'Liebst du um Schönheit' was composed for his wife Alma, 

who in her autobiography wrote: ‘The final “Love me for 

ever and ever more” is so fervent that I was almost 

overcome with emotion when after a long period I looked 

at it again. I often feel how insignificant I am and how little 

I have, compared to his immeasurable richness.’  

It was in February 1901, shortly before he started work 

on the Rückert Lieder, that Mahler suffered the 

haemorrhage which nearly killed him, and there is 

something autobiographical about his choice of Rückert’s 

'Um Mitternacht'. The first four stanzas are characterised 

by repetitions of two motifs: one resembles the ticking of 

a clock; one aches with anguish as it descends the scale. 

The basic mood is bleak A minor – until the final stanza 

when, in the orchestral version, trumpets, trombones, 

tuba and timpani blaze out in the major, as an expression 

of the poet’s faith. Rückert’s 'Ich atmet’ einen linden Duft' 

originally ended: ‘Ich atme leis/Im Duft der Linde/Der 

Herzensfreundschaft linden Duft’. Mahler, by replacing 

the inelegant ‘Herzensfreundschaft’ with ‘Liebe’, changes 

not only the sound but also the meaning of the final lines: 

the poem, originally an expression of friendship, becomes 

an avowal of love. 'Ich bin der Welt abhanden gekommen' 

deals with the artist’s loneliness: the poet pleads for a 

cessation of human anguish and withdrawal from the 

world, and Mahler rises to the occasion with one of his 

most yearning melodies which breathes the same 

atmosphere as the Adagietto of the Fifth Symphony.  

Schoenberg’s Opus 2 songs display his own personal 

language for the first time. The chordal combinations at 

the beginning of 'Erwartung' call to mind the fourth chords 

of Debussy and Skryabin, and the E flat major triad that 

fans out chromatically forms a wonderfully atmospheric 

background to Dehmel’s poem. The same poet’s 

lubricious and blasphemous Jesus bettelt – a 

conversation between Christ and Mary Magdalen – 

inspired Schoenberg to write a song of veiled tonality: 

within five bars he leads us from F sharp minor, via C 

minor, B minor and D major back to F sharp minor. Before 

the final two songs, the artists improvise on a text from 

The Last Temptation of Christ by Nikos Katzanzakis. Julia 

and Michael chose the title and the piece’s placement in 

the programme because its situation reflects similarly to 

that of Schoenberg’s second song. 'Erhebung', also to a 

poem by Dehmel, is a simple but ardent love-song, while 

'Waldsonne' (Johannes Schlaf) is a happy spring song in 

the bright key of D major. 

Strauss’s 3 Lieder der Ophelia, unlike Brahms’s Ophelia-
Lieder, which were intended to be sung unaccompanied, 

are set to piano accompaniments that stress Ophelia’s 

insanity: the little wandering motif and dissonances of 

'Wie erkenn' ich mein Treulieb', the bizarre flapping 

syncopations of 'Guten Morgen, ’s ist Sankt Valentinstag', 

and in 'Sie trugen ihn auf der Bahre bloss' the abrupt shifts 

in tempi. 

Georg Friedrich Daumer, the translator of the next two 

songs, was Brahms’s favourite poet for Lieder 

composition. 'Wir wandelten' was described by Elisabeth 

von Herzogenberg, Brahms’s sternest critic, as ‘one of the 

most glorious songs in the world’. In 'Wenn du nur 

zuweilen lächelst' the gently flowing lilt is repeatedly 

broken up by rests that graphically convey the lover’s 

yearning. The first bars of 'Dein blaues Auge hält so still' 

breathe peace but at ‘Es brannte mich ein glühend Paar’, 

memory casts a shadow across the picture. He recalls the 

pain of a past relationship and the song ends ambiguously 

with an angular phrase, a forte marking and an indecisive 

postlude. Much turns on the singer’s interpretation of the 

final ‘kühl’: does the coolness of her eyes bring solace or 

renewed anguish? 'Sommerabend' and 'Mondenschein' 

are the opening two songs of Op. 85 and though one 

poem describes an idyllic moonscape and the other an 

anguished heart, Brahms ingeniously uses substantially 

the same musical material for both songs. Max Kalbeck 

records how Brahms confided to Hermann Deiters that, 

when he once played 'Von ewiger Liebe' to Clara 

Schumann, she had sat there in silence and, when he had 

looked at her, he had seen that her face was bathed in 

tears. 

The four songs of Strauss’s Op. 27 were a wedding 

present for his wife, the soprano Pauline de Ahna. A year 

and a half after the composition of 'Ruhe, meine Seele', the 

poet Karl Friedrich Henckell wrote with gratitude to 

Strauss: ‘About half a year ago I became acquainted with 

your work and I was deeply moved to hear a poem from 

my so tempestuously spent youth – which I wrote when I 

was 19 or 20 – set to such tremulous music. [...] The way 

you rendered the passage at "Stiehlt sich lichter 

Sonnenschein" and "Wie die Brandung, wenn sie schwillt", 

is to my way of thinking especially wonderful.’ 'Cäcilie' was 

composed after the other three, the day before the 

wedding. Heinrich Hart’s passionate declaration of love to 

his wife Cäcilie struck a chord in the soul of the composer 

who created a euphoric song of adoration, in which the 

opening phrase ‘Wenn du es wüsstest’ appears seven 

times with increasing ardour. 'Heimliche Aufforderung' 

sets a poem by John Henry Mackay, a left-wing thinker 

with anarchist leanings. Much of his work has a queer 

subtext: ‘Heimliche Aufforderung’ is a secret assignation, 

and the lovers steal out into the garden for their amorous 

rendezvous, leaving the other guests to carouse indoors. 

'Morgen!' looks forward to a time (tomorrow!) when gay 

men and women can live and love without persecution, a 

theme that is even more evident in the original title of 

Mackay’s poem – ‘Morgen!. . .’ – where the three dots 

invite the reader to imagine a less homophobic era. Alfred 

Orel tells us in Richard Strauss als Begleiter seiner 
Lieder that the composer accompanied his song with a 

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



 

 

 

 (1874-1951)  

 (c.1899-1900)  

 

 
Richard Dehmel 

 

 

Richard Dehmel 

 

 

 

 

 

 
 
 
 
 
 
 
 
 
 



  

   

 

 
Richard Dehmel 

 

 

 
Johannes Schlaf 

 

 

 

 

 

  

 

 
 
 

 (1864-1949)  

 (1918) 
William Shakespeare, trans. Karl Simrock 

 

 

 

 

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



 

 

 

 

 

 (1833-1897)  

 (1884) 
Georg Friedrich Daumer, 
after Sándor Petőfi 

 

 

 

(c.1871) 
Georg Friedrich Daumer 

 

 
 
 
 
 
 



 

(1873) 
Klaus Groth 

 

 

 (1878) 
Heinrich Heine 

 

 
 
 
 
 
 
 
 
 
 
 

 (1878) 
Heinrich Heine 

 

 

 (1864) 
Traditional trans. Hoffmann 
von Fallersleben 

 
 
 
 
 
 
Song continues overleaf. Please turn the page as quietly as possible. 
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Karl Friedrich Henckell 
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John Henry Mackay 
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Heinrich Hart 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
All translations 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. 

 




