
 
 

 

 

 
 

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’. 
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Mingjie Lei tenor 

Jan Philip Schulze piano 

 

Long Wang       Jǐn sè (2021)   

Sergey Rachmaninov  (1873-1943)   In my garden at night Op. 38 No. 1 (1916)   

How fair this spot Op. 21 No. 7 (1902)   

A-u! Op. 38 No. 6 (1916)   

Henry Purcell  (1659-1695) Music for a while from Incidental music for Oedipus, King of 
Thebes Z583 (1692)  realised by Benjamin Britten  

Turn then thine eyes from The Fairy Queen Z629 (1692)  realised 
by Benjamin Britten  

Not all my torments can your pity move Z400 (1693)  realised by 
Benjamin Britten  

Johannes Brahms  (1833-1897)    Ständchen Op. 106 No. 1 (c.1888)   

Auf dem See Op. 106 No. 2 (1885)   

Es hing der Reif Op. 106 No. 3 (1888)   

Meine Lieder Op. 106 No. 4 (1888)   

Ein Wanderer Op. 106 No. 5 (1885)   

Kurt Weill  (1900-1950)     Lottery Agent's Tango from Der Silbersee (1932-3)   

Lonely House from Street Scene (1946)   

Buddy on the night shift from Propaganda Songs (1942)   
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Arriving for a song recital at Wigmore Hall, it can be 

tempting to see this temple to music as a rather 

European affair, dedicated above all to the great 

masters of the classical past. But look closely at 

Gerald Moira’s cupola over the stage, and you’ll see a 

figure that represents the 'Soul of Music', gazing 

rapturously at the ball of fire above. This is the 'Genius 

of Harmony', and its rays – like those of the sun – 

illuminate the whole world. Music, too, reaches across 

boundaries of time and space, and in this programme, 

we are invited to embark on a journey that takes us 

from the theatres of 17th-century London to 

contemporary Beijing, travelling via the salons of 

19th-century Germany and the concert halls of early 

20th-century Moscow, the bars of Weimar Berlin and 

even the bright lights of Broadway. 

We begin in Tang-dynasty China, with a poem by Li 

Shangyin (c.813-858). One of his most celebrated 

lyrics, Jǐn Sè has been subjected to many and varied 

interpretations over the centuries. It opens with an 

image of an 'ornate zither' (other translations refer to 

it as 'sad', 'beautiful' or 'inlaid'), and in the lines that 

follow, the poet evokes the power of music to stir 

nostalgic memories. That power continues to inspire 

composers to this day, as in the case of Long Wang, a 

young pianist and composer at the China 

Conservatory of Music, who set 'Jǐn Sè' to music in 

2021. 

In the case of Rachmaninov, it was the Russian 

landscape that provoked feelings of profound 

longing. 'How fair this spot' takes an exquisite and 

intimate lyric by Glafira Galina, a little-known woman 

poet of the turn of the century. When Rachmaninov 

wrote it in 1902, he could have had little idea that he 

would have to flee his homeland after the October 

Revolution in 1917. Not long before this, he completed 

his 6 Poems Op. 38, of which the opening and closing 

numbers are heard today. Blok’s translation of an 

Armenian poem by Isahakyan struck him with its 

'musical feeling for nature', and in Balmont’s torrid 'A-

u!', the poet roams the mountains, calling out in vain 

for his beloved. Many of Rachmaninov’s songs were 

written for Imperial Russia’s leading vocalists and 

featured regularly in their public recitals. Others were 

rather less technically demanding and were targeted 

instead at talented amateurs who would perform 

them in salons and other domestic spaces. 

But songs are not just meant for concert halls and 

private performance – they have often been heard on 

the theatrical stage too, from where they have made 

their way into everyday life. Purcell’s 'Music for a 

while' has become so famous on its own that it is easy 

to forget that it was written for a production of Dryden 

and Lee’s translation of Sophocles’s Oedipus in 

London in 1692. That same year, Purcell composed 

The Fairy Queen, a loose adaptation of Shakespeare’s 

A Midsummer Night’s Dream, from which 'Turn then 

thine eyes' is taken. Purcell is often seen as a 

quintessentially English composer, but in 'Not all my 

torments can your pity move', he paid homage to the 

florid expressivity of the Italian Baroque. After his 

death, Purcell’s music was forgotten for nearly two 

centuries. A performance of Dido and Aeneas by 

students of the Royal College of Music in 1895 – 

designed to mark the bicentenary of his death – was 

the beginning of a major revival, and later on, Britten 

would arrange many of his songs for modern 

performance. 

Brahms composed his 5 Lieder Op. 106 between 

1885 and 1888, and although they were published as 

a single group in Berlin in 1889, they were not 

necessarily meant to be heard together. There is little 

to connect the individual songs, either stylistically or 

thematically. Instead, they constitute an anthology of 

individual verses, whose particular features are set in 

greater relief by a principle of contrast rather than 

similarity. Indeed, the very word 'anthology' derives 

from the Greek word for 'flower' (anthos) – making 

this a musical and poetic bouquet, whose perfumes, 

colours and textures we are invited to savour. 

Moreover, Brahms fashions his musical posy not from 

expensive, hot-house blooms, but from more diffident 

domestic species that are easily overlooked. His texts 

are taken from 19th-century poets such as Kugler, 

Köstlin, Groth, and Frey, many of whom he knew 

personally, and whose verses were popular with 

ordinary middle-class readers. Yet Brahms’s genius 

was to treat even these poems with great delicacy 

and infinite respect, immortalising them for future 

generations, and for audiences around the world. 

Brahms was born in Hamburg and spent most of his 

life in Vienna, where he came to represent the solidity 

and even conservatism of the Austro-German 

musical tradition. The same cannot be said of Weill. 

Born into an observant Jewish family in Dessau in 

1900, he later studied in Berlin under Busoni. It was in 

1920s Berlin that Weill became familiar with the city’s 

lively cabaret scene and began to consort with left-

wing radicals. The 'Lottery Agent’s Tango' is taken 

from Der Silbersee, a musical that opened 

simultaneously in Leipzig, Erfurt and Magdeburg on 

18 February 1933, just three weeks after the Nazis 

seized power. Soon afterwards, Weill fled first to 

London, and then to New York, where he died in 1950. 

Street Scene, which Weill described as an 'American 

opera', dates from 1946, and 'Lonely House' shows 

just how carefully he had listened to the jazz and 

blues that he had encountered in Harlem. 'Buddy on 

the Nightshift' was composed in 1942 for a popular 

review that was designed to sustain the morale of 

America’s factory workers. We have come a long way 

from Li Shangyin’s melancholy zither. 
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ǐ  (2021) 
Li Shangyin, trans. Qin Da 
Chuan 

锦瑟无端五十弦，一弦一柱

思华年。

庄生晓梦迷蝴蝶，望帝春心

托杜鹃。

沧海月明珠有泪，蓝田日暖

玉生烟。

此情可待成追忆，只是当时

已惘然。

 

 

 (1873-1943)  

 (1916) 
Aleksandr Aleksandrovich Blok, after Avetik Isahakian

 

 

 (1902) 
Galina 

 

 (1916) 
Konstantin Balmont

 

 

 (1659-1695)  

 (1692) 

realised by Benjamin Britten 
John Dryden/Nathaniel Lee 

 (1692) 

realised by Benjamin Britten 
Anonymous 

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



 (1693) 

realised by Benjamin Britten 
Anonymous 

 

 (1833-1897)  

 (c.1888) 
Franz Kugler 

 

 

 (1885) 
Christian Reinhold 

 

 

 (1888) 
Klaus Groth 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 (1888) 
Adolf Frey 

 

 

 (1885) 
Christian Reinhold 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 (1900-1950)  

 

(1932-3) 
Georg Kaiser

 
 
 
 
 
 
 
 
 
Song continues overleaf. Please turn the page as quietly as possible. 



 

 

 (1946) 
Langston Hughes 

 

Due to copyright reasons we are unable to reproduce the text for the 
above song. 

 (1942) 
Oscar Hammerstein 

 

Due to copyright reasons we are unable to reproduce the text for the 
above song. 

Translations of Rachmaninov by Richard D Sylvester from 
Rachmaninoff’s Complete Songs: A Companion with Texts and 
Translations published by Indiana University Press. 'Ständchen' and 'Es 
hing der Reif' 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. 'Auf dem See', 
'Meine Lieder' and 'Ein Wanderer' by Richard Stokes. 
 

 


