
 
 

 

 

 
 

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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Regula Mühlemann soprano 

Tatiana Korsunskaya piano 

 

 

Franz Schubert  (1797-1828)    Viola D786 (1823)   

Die Gebüsche D646 (1819)   

Der Musensohn D764 (1822)   

Richard Strauss  (1864-1949)    Mädchenblumen Op. 22 (1886-8)   
Kornblumen • Mohnblumen • Epheu • Wasserrose  

Ständchen Op. 17 No. 2 (1886)   

Interval    

Dominick Argento  (1927-2019)   6 Elizabethan Songs (1957)   
Spring • Sleep • Winter • Dirge • Diaphenia • Hymn  

Frank Bridge  (1879-1941)    Goldenhair (1925)   

Mantle of blue (1918)   

Isobel (1912)   

Berceuse (1901)   

Go not, happy day (1903)   

Love went a-riding (1914)   
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German lyric poetry frequently features flowers as 

not-so-thinly-veiled references to young women (with 

Goethe’s Heidenröslein being perhaps the most 

famous of all). But it’s relatively rare to find a song that 

tells the story of a particular anthropomorphic bloom 

over the course of a day – her wedding day, in fact. 

Schubert’s 'Viola' is a tragic tale of love and loss, 

lovingly and delicately realised. The snowdrops chime 

daintily as the song begins; Spring approaches to 

cheerful fanfares, and the eponymous Violet prepares 

herself for her wedding. That she is a flower does not 

lessen the care that Schubert takes in depicting her 

apprehension and sorrow, and she trembles and weeps 

audibly in the shivering piano writing. The snowdrops 

ring out tenderly in her memory as the song closes. 

The rather earlier 'Die Gebüsche' of 1819 draws on the 

poetry of the pantheist Friedrich von Schlegel: a vivid 

description of the natural world as experienced only by 

the individual who truly understands it. The music 

pivots again and again onto unexpected chords, as if 

emphasising the difficulty of finding the true Romantic 

path: to be the unique soul who hears the ‘leiser Ton’ in 

all things. Such power is also afforded to 'Der 

Musensohn', of course – but although he bounds 

energetically and delightedly through the seasons of 

the year, he is full of longing for a lover whom he has 

not yet found. 

Floral imagery was still an important aspect of poetry 

in the 1890s, when the young Richard Strauss 

completed a clutch of four songs entitled 

Mädchenblumen. The poems are by Felix Dahn, a high-

profile writer of the time and a frequent contributor to 

Die Gartenlaube, Germany’s most popular family 

magazine. But Strauss’s settings are somewhat 

surprising, because although the association with Dahn 

suggests a desire to appeal to exactly the kind of 

middle-class amateur musicians who read Die 
Gartenlaube, these songs are far too hard for such 

amateurs to perform: Strauss himself called them 

'extremely ungrateful!'. They were dedicated to the 

tenor Hans Buff-Giessen, principal tenor of the Weimar 

Court Opera when Strauss began working there in 1889 

– a man more than qualified to perform them. 

Strauss’s biographer Norman del Mar rather 

sardonically describes the Mädchenblumen as a cycle 

in which the writer (and by extension, composer) 

‘sentimentally rhapsodises over different sorts of girls 

in terms of their botanical equivalents.’ Sentimentality 

is certainly in evidence. But so too is rich, yearning 

lyricism in the sweeping melodies of cornflower and 

ivy, the dizzy passion of the poppy – and the exquisite, 

fairy-tale water-rose in all her fragile beauty. We end 

our first half with 'Ständchen', perhaps Strauss’s most 

famous song, composed in 1886 when he was just 22 

years old. As with the later Mädchenblumen, this is a 

ferociously difficult song which must sound feather-

light and entirely without effort: a gauzy, fluttering 

accompaniment and gorgeously expansive vocal line. 

The American composer Dominick Argento was in 

Florence on a Guggenheim Fellowship in 1957 when he 

received a letter from the tenor Nicholas Di Virgilio, 

who had been a fellow student and collaborator at 

Eastman School of Music. Virgilio wrote to request that 

his friend write some songs for his graduation recital. 

Argento recalled going to the nearest bookshop with 

an English poetry section, on the hunt for texts: he 

came away with a copy of Francis Palgrave’s poetic 

collection The Golden Treasury and selected works by 

Thomas Nashe, Henry Constable, Ben Jonson and 

Shakespeare. The songs were finished by 1958 and 

duly given by Virgilio in his April recital at Eastman. The 

Elizabethan Songs are now one of Argento’s most 

popular and frequently performed pieces. ‘I’ve been 

informed,’ he wrote, ‘that the Songs are required 

repertory for voice majors in Canadian music schools, 

which to me is more significant than winning the 

Pulitzer Prize.’ (Which he did, in 1975, for From the 
Diary of Virginia Woolf.) 

‘Spring’ is a jolly echo of the Baroque concerto 

grosso, with a bouncing bass and arpeggiated piano 

melody to accompany the singer. ‘Sleep’, after such 

happy, busy lines, seems spacious in its long bars of 

8/8 time, the steady tread of the bass at the opening 

giving way to high, twinkling harmonies as we look 

starwards. ‘Winter’ brings pointed, nippy chords and 

the vocal cry of the owl – and the appearance of Greasy 

Joan prompts slippery slides for the pianist’s right 

hand. Shakespeare’s famous ‘Dirge’ from Twelfth Night 

is simple and melancholy, often with only bare thirds 

from the piano to accompany the singer. Henry 

Constable’s ‘Diaphenia’ is a wild, galloping depiction of 

young passion, with key words in the text – power, 

dead, life, love – set as long melismas over wildly 

unstable harmonies. Finally, the ‘Hymn’ to Diana is a 

noble mock-Tudor song of praise. We are left with the 

sense that this poem could continue indefinitely, a 

graceful bow to the beloved ‘Goddess excellently 

bright’. 

Our programme closes with a group of songs by the 

British composer Frank Bridge, completed between 

1901 and 1925, and taking us from Victorian poetry to 

modernist contemporary writers. 'Goldenhair' sets the 

words of James Joyce, an indoor serenade to match 

Strauss’s outdoor 'Ständchen' of the first half, 

rhapsodic and gleaming. Padraic Colum’s lullaby 

'Mantle of blue' comes next, rocking and mysterious, 

composed six months before the end of the First World 

War. 'Isobel' dates from 1912 and is noticeably late-

Romantic – more so even than the strikingly dramatic 

and varied 'Berceuse', Bridge’s first surviving song from 

1901. 'Go not, happy day' is a song of lovesickness and 

delight, whirring and excitable; and 'Love went a-riding', 

perhaps Bridge’s most famous song, is a rapturous 

gallop across the sky. 
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Please do not turn the page until the song and its accompaniment have 
ended. 
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Alfred, Lord Tennyson 
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Translation of 'Viola' by Richard Wigmore from Schubert – The 
Complete Song Texts published by Victor Gollancz Ltd. 'Die Gebüsche' 
by Richard Wigmore. 'Der Musensohn' and 'Ständchen' 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. All other Strauss by Richard 
Stokes. 
 

 


