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Franz Schubert  (1797-1828)    Die Bürgschaft D246 (1815)   

Wer sich der Einsamkeit ergibt (Gesänge des Harfners I) D478 
(1822)   

Wer nie sein Brot mit Tränen ass (Gesänge des Harfners II) 

D480 (1822)   

An die Türen will ich schleichen (Gesänge des Harfners III) 

D479 (1822)   

Rastlose Liebe D138 (1815)   

Wandrers Nachtlied D224 (1815)   

Erlkönig D328 (1815)   

Interval    
Franz Liszt  (1811-1886)     Freudvoll und leidvoll II S280bis (?1848)   

Carl Loewe  (1796-1869)   Lynceus, der Türmer, auf Fausts Sternwarte singend Op. 9 
(1833)   

Ludwig van Beethoven  (1770-1827)   Wonne der Wehmut Op. 83 No. 1 (1810)   

Hugo Wolf  (1860-1903)    Phänomen from Goethe Lieder (1888-90)   

Ludwig van Beethoven  Neue Liebe, neues Leben Op. 75 No. 2 (1809)   

Hugo Wolf      From Goethe Lieder  
Blumengruss • Ganymed  

Edvard Grieg  (1843-1907)    Zur Rosenzeit Op. 48 No. 5 (1884-8)   

Franz Liszt      Der du von dem Himmel bist S279/1 (1842)   

Carl Loewe      Erlkönig Op. 1 No. 3 (1818-23)   

Franz Schubert     Wandrers Nachtlied II D768 (1824)   
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A Goethe Liederabend 

In their rhapsodic form and extensive use of recitative, 

Schubert’s early ballads owe much to the songs of 

Johann Rudolf Zumsteeg, a composer he revered. 

Schubert’s music in 'Die Bürgschaft' plays second fiddle 

to Schiller’s narrative, although he often illustrates the 

action – for example, in the ubiquitous Fate motif 

borrowed from Beethoven’s Fifth Symphony that he was 

to use later with such chilling effect in his demonic 

masterpiece ‘Der Zwerg’. The melody, which describes 

the springing up of the stream that refreshes Möros’s 

burning body, was later recycled by Schubert in that 

section of ‘Der Neugierige’ from Die schöne Müllerin, 

where the protagonist turns tenderly to the rippling 

brook (‘O Bächlein meiner Liebe’). 

The pathological nature of the Harper’s character from 

Wilhelm Meisters Lehrjahre is portrayed by Schubert 

through plaintive, heartrending melodies, all in A minor, 

his key of disenchantment and derangement that he was 

also to use in ‘Der Leiermann’, ‘Atys’ and ‘Abendstern’. 

'Wer sich der Einsamkeit ergibt' throbs with an obsessive 

‘ei’ assonance, present not just in the key words 

‘Einsamkeit’, ‘Einsamen’ and ‘allein’, but in virtually every 

line. This conveys a remarkable feeling of loneliness 

which Schubert intensifies in the postlude’s gently falling 

chromatic bass. 'An die Türen will ich schleichen' seems 

to foreshadow the opening song of Winterreise: the 

crotchets have the same melancholy tread as those in 

‘Gute Nacht’, and both songs originally bore the 

idiosyncratic marking: mässig, in gehender Bewegung. 

Perhaps the bleakest of Schubert’s three Harper songs is 

'Wer nie sein Brot mit Tränen ass' in which, following 

Goethe’s narrative, Schubert makes the old man repeat 

each verse. The sforzandi of the postlude are as chilling 

as anything in Schubert. 

'Rastlose Liebe' was one of his first songs to win public 

approval, as we learn from an entry in Schubert’s diary, 

dated 13 June 1816, in which he describes a concert at 

which he sang the song to unreserved applause. His 

setting of the first 'Wandrers Nachtlied' begins as a 

prayer, before the beat quickens in bars 5 and 6, where 

the semiquaver right-hand chords suggest the 

commotion of the world-weary wanderer; the song ends 

with an invocation to peace which Schubert marks etwas 
geschwinder, as though by quickening the pace he could 

experience sooner the serenity for which he yearned. The 

first half of this Goethe Liederabend ends with Schubert’s 

'Erlkönig' which, apart from the first and last stanzas, is 

constructed solely in direct speech. Schubert’s 

ubiquitous quaver octaves lend the song its irresistible 

demonic drive. 

Opening the second half, 'Freudvoll und leidvoll' is sung 

by Klärchen as an expression of her love for Egmont in 

Act III, scene 2 of Goethe’s play Egmont. She walks up 

and down her room, first humming, then singing the 

words, pondering the nature of love which can cause 

such rapture and misery. The words of 'Lynceus, der 

Türmer' are spoken by Lynceus in Act 5 of Faust II. As the 

watchman stands on the observation tower, his eyes 

sweep the horizon, astonishingly conveyed by Loewe’s 

six bar introduction of semiquavers, starting deep in the 

bass and rising over four octaves, before the voice enters 

to describe the beauty of all he surveys. Beethoven’s 

'Wonne der Wehmut' expresses in a mere 23 bars the 

numbness of unrequited love, while 'Neue Liebe, neues 

Leben' reflects the love that Goethe felt for Lili 

Schönemann. Goethe later told Eckermann: ‘She was 

indeed the first woman I truly and deeply loved. I can also 

say that she was the last.’ Beethoven’s first version dates 

from 1798-9, but it was not until 1809 that he composed 

his second setting which we hear this evening. 

'Phänomen' describes the formation of a rainbow. In 

mist or cloud, we are told, the rainbow can seem white – a 

fact that inspired Goethe to end his epigrammatic poem 

with an objective correlative, fraught with 

autobiographical significance: old men should take heart, 

for even if their hair is white, they shall still find love – a 

remarkable prophesy of the passionate relationship he 

was to enjoy with the then 30-year-old Marianne von 

Willemer. Wolf depicts the chromatic rainbow by 

managing to touch, in a mere 16 bars, almost every 

known key. Challier lists 27 settings of 'Blumengruss' 

before Wolf created his page-long gem on 31 December 

1888. 'Ganymed' is drenched in amorous language: 

‘Frühling, Geliebter’, ‘Liebeswonne’, ‘lieblicher 
Morgenwind’, ‘liebend nach mir aus dem Nebeltal’, 

‘neigen sich der sehnenden Liebe’, ‘Allliebender Vater!’ 

The many variations on the word ‘Liebe’ reflect not just 

Ganymede’s adoration of the natural world, but also the 

ubiquitous presence of lascivious Jove, who appears in 

multiple guises throughout the poem. 

'Zur Rosenzeit' from Erwin und Elmire tells how the 

roses, picked by Erwin, were not worn by his beloved. 

Grieg expresses the emotional turbulence of the verse in 

the syncopated chords of the right hand accompaniment 

and the frequent discords; and he further stresses the 

anguished mood by having the singer begin every phrase 

on the second beat of the bar. Liszt’s first setting of 

Goethe’s 'Der du von dem Himmel bist' was composed in 

1842 and its elaborate accompaniment is typical of his 

early songs. The accompaniment in Loewe’s 'Erlkönig' 

depicts the shimmering of the alder leaves, and the 

Erlking’s utterances with their spooky grace notes have a 

hypnotic quality absent from Schubert’s version; Wagner 

allegedly preferred it. Goethe’s most frequently 

anthologised poem is probably Ein gleiches, which 

Schubert renamed 'Wandrers Nachtlied II'. The notion of 

impending death is suggested by the progression from 

large open spaces (‘Gipfeln’), via tree-tops (‘Wipfeln’), to 

the enclosed forest and the coffin. There is no better 

example in all music of how a great poem, even though it 

is corrupted by Schubert’s repetition of certain words, 

can be recreated and perhaps even surpassed by a 

composer of genius. 
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Song continues overleaf. Please turn the page as quietly as possible. 
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Please do not turn the page until the song and its accompaniment have 
ended. 
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Please do not turn the page until the song and its accompaniment have 
ended. 
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Please do not turn the page until the song and its accompaniment have 
ended. 
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Translation of 'Die Bürgschaft' by Richard Wigmore from Schubert – 
The Complete Song Texts published by Victor Gollancz Ltd. Liszt, 
Beethoven, Grieg, Loewe's 'Erlkönig' and all other Schubert 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. Wolf by Richard Stokes © 
from The Complete Songs of Hugo Wolf. Life, Letters, Lieder (Faber, 
2021). 
 

 


