
 

 
 

 

 

 
 

 

Over the past 30 years, Friends have been providing transformational support for the Hall, ensuring this historic 

building remains a home for great music making. Enjoy the benefits of friendship by joining as a Friend today, and 

be a part of the Wigmore story.    

 

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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Robert Schumann  (1810-1856)    Liederkreis Op. 39 (1840)   
In der Fremde • Intermezzo • 
Waldesgespräch • Die Stille • 
Mondnacht • Schöne Fremde • 
Auf einer Burg • In der Fremde • 
Wehmut • Zwielicht • 
Im Walde • Frühlingsnacht  

Der Einsiedler Op. 83 No. 3 (1850)   

Eusebius Mandyczewski  (1857-1929)   From Căntece romănesci Op. 7 (pub. 1885)   
Lăcrimioare • Cinel cinel • 

Mormăntul • Omul singuratic 

Johannes Brahms  (1833-1897)    Der Tod, das ist die kühle Nacht Op. 96 No. 1 (1884)   

     Mondenschein Op. 85 No. 2 (1878)   

Die Mainacht Op. 43 No. 2 (1866)   
 

 

 

 
This concert is being broadcast on BBC Radio 3 

 
 

 

 
 

 

  

 



 

 

Although the Eichendorff Liederkreis is Schumann’s 

only cycle to bear no dedication on the title-page, it’s 

clear that Clara was the inspiration behind this 

outpouring. Schumann’s choice of poems, however, 

instead of solely mirroring his love for his bride-to-be, 

reflects the complexity of his Eusebius/Florestan polar 

personality. The melancholy 'In der Fremde' is followed 

by 'Intermezzo' that the 23-year-old Eichendorff 

addressed to Luise von Larisch, whom he married three 

years later. The hunting horns in the prelude of 

'Waldesgespräch' return us to the threatening world of 

danger and the destructive power of the mythical 

Lorelei. 'Die Stille' (from Eichendorff’s novel Ahnung 
und Gegenwart) is a wonderfully tender evocation of a 

young woman’s secret love for a man of higher birth. 

Schumann’s repeated motif of descending fifths in the 

piano’s left hand of 'Mondnacht' reads E-H-E 

(‘marriage’) in German notation. Cryptology was dear to 

Schumann’s heart, and his message must have been 

crystal clear to Clara, who had already received a letter 

from him, in which he described „Ehe“ as „ein sehr 

musikalisches Wort“ – 'a very musical word'. The 

romantic mood, continued in 'Schöne Fremde', is 

punctured in 'Auf einer Burg', which describes the 

legendary old knight Barbarossa sitting inside his 

mountain retreat, ready to protect his country in time of 

need; but to Schumann, Barbarossa was surely 

Friedrich Wieck („auf der Lauer“/’on guard’), protecting 

his daughter whom he compels to marry a man she 

does not love. The second 'In der Fremde' speaks of the 

impossibility of recapturing a love that has died, and 

this is followed by the overwhelmingly sad 'Wehmut', 

sung in Ahnung und Gegenwart by Erwine, who, having 

saved the life of young Count Friedrich, falls in love with 

him, and, disguised as Erwin, follows him on his 

romantic adventures. She sings arcanely of her love in 

‘Die Stille’, but when finally convinced she will never win 

him, she decides to commit suicide by drowning 

herself in the Rhine – before which she sings ‘Wehmut’ 

for which Schumann finds one of his loveliest melodies. 

The eerie 'Zwielicht', with its augmented fourths and 

diminished fourths in the vocal line, and the diminished 

seventh chords in the accompaniment, creates a 

sinister atmosphere of mistrust and fear – a feeling that 

is echoed in the ensuing 'Im Walde'. In the final 

'Frühlingsnacht', however, all negative feelings are 

banished. Eichendorff’s poem, ostensibly a nature 

poem that celebrates the return of spring, becomes a 

love poem in the final line, and Schumann responds to 

this postponing of an anticipated resolution by 

delaying the only full cadence in the entire song to the 

end of the final verse. 

'Der Einsiedler' is among the finest of all Schumann’s 

late songs. The hermit in the poem sings of night’s 

coming, and the peace that it will bring. The first stanza 

talks of the present; the second of the past and how 

night once brought comfort when he was afflicted with 

sadness; the final verse moves the poem beyond a 

concern with any one particular night, envisaging a 

comfort that is linked with an eternal dawn and which is 

heard in the literally tremulous rapture of Schumann’s 

final bar. Night, then, is both part of the temporal order 

of things, and the promise of a world beyond time. 

Eusebius Mandyczewski is best known to us today as 

the meticulous editor of Bach’s Brandenburg 
Concertos, the complete works of both Haydn and 

Brahms, and the Gesamtausgabe of Schubert’s Lieder. 

Ammiel Bushakevitz writes: ‘The phenomenon of 

intercultural interference between the German-

Austrian musical tradition and the Romanian cultural 

environment is long-standing. The German-Romanian 

Konstantin Krimmel pays homage to one of the 

greatest exponents of this tradition, Eusebius 

Mandyczewski. Born to an orthodox priest in a town on 

the border of Romania and Ukraine, Mandyczewski 

kept the religious tradition of his family, composing no 

fewer than 12 orthodox Masses. His songs and 

arrangements of Romanian, German, Ukrainian and 

Hungarian folksongs amount to well over 200, a small 

selection of which have been chosen for today’s 

programme.’ 

Mandyczewski, who lived most of his life in Vienna, 

was a close friend of Johannes Brahms (with a beard to 

match that of the great composer), and corresponded 

extensively with him until the older composer’s death in 

1897. 'Der Tod, das ist die kühle Nacht' quickly became 

one of Brahms’s most celebrated songs and it is not 

beyond the realms of possibility that the cryptologist in 

him meant the C pedal heard in the accompaniment to 

symbolize his undying love for Clara. ‘Sommerabend’ 

and 'Mondenschein', the opening two songs of Op. 85, 

describe respectively an idyllic moonscape and an 

anguished heart, and Brahms ingeniously uses 

substantially the same musical material for both songs. 

When asked by Felix Otto Dessoff to explain his 

treatment of the verse, Brahms replied that both 

poems came together in Heine's volume, that the moon 

was a central figure in both, and that it was very 

annoying for a musician to have to use four pretty lines 

only once, when he might repeat them with suitable 

and pleasing variations! 'Die Mainacht', a poem set less 

successfully by Schubert in 1815, dates from 1866, and 

contrasts the idyllic serenity of nature with the poet’s 

own loneliness and misfortune in love. Hölty’s verse 

inspired Brahms to compose one of his most wonderful 

melodic curves, underlaid by an accompaniment of 

gently rocking quavers. The tranquil mood gives way to 

harsh discords as the poet surrenders to his grief; a 

new melody soars and falls at „Und die einsame Träne 

rinnt“, before merging once more into the original sad 

melody which seems to die away in grief. Hölty’s 

lugubrious line „Wandl’ ich traurig von Busch zu Busch“ 

was wittily quoted in the early years of the last century 

by Ernest Newman when, as music critic of The Sunday 
Times, he was detailed to review two concerts on the 

same evening in different halls – one featuring Fritz 

Busch, the other Adolf Busch. 
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Texts continue overleaf 
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Joseph, Freiherr von 
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Heinrich Heine 
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Heinrich Heine 
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 (1866) 
Ludwig Christoph Heinrich 
Hölty 

 

 
 
 
Translations of Schumann and Brahms 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. Mandyczewski from the German by Richard Stokes. 
 

 




