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Richard Wagner  (1813-1883)    Junger Seeman from Tristan und Isolde (1857-9)   

Henri Duparc  (1848-1933)    Le manoir de Rosemonde (1879)   

Sérénade (1869)   

Chanson triste (1868)   

Phidylé (1882)   

Extase (1874)   

Franz Liszt  (1811-1886)     Es war ein König in Thule S278/1 (1842)   

Freudvoll und leidvoll I S280/1 (1844)   

Es muss ein Wunderbares sein S314 (1852)   

Kling leise, mein Lied S301/2 (c.1859)   

Die Loreley S273/2 (1854-9)   

Interval    

Hugo Wolf  (1860-1903)    From Mörike Lieder (1888)   
Er ist's • Fussreise • Zitronenfalter im April • 

Auf einer Wanderung • An eine Äolsharfe • Gebet • 

Lied eines Verliebten • Im Frühling • Der Feuerreiter  

 
 

 

Wigmore Hall £5 tickets for Under 35s supported by Media Partner Classic FM  

 

 

  

 

 

https://wigmore-hall.org.uk/support-us/wigmore-hall-audience-fund


 

 

Under the sign of Wagner 

Richard Wagner wrote mammoth operas, while this 

programme features songs, brief by nature. But Wagner’s 

monumental reshaping of the language of music left its 

impress on all three of this evening’s composers. We 

begin with the closest thing to a ‘song’ in Wagner’s 

Tristan und Isolde: an unnamed sailor sings an 

unaccompanied melody, 'Westwärts schweift der Blick', 

to the ‘wild, Irish maiden’ en route to her marriage - not to 

Tristan but to the Cornish king Marke. 

The long-lived Henri Duparc composed only 17 

melodies before falling victim to a neurasthenic disorder 

that prevented him from composing anything at all in his 

final 48 years. As if in compensation for such a hideous 

fate, his songs, their quasi-symphonic conception of form 

influenced by Wagner, are among the greatest in the 

French language. 

Wagner’s Valkyries on their steeds and Schubert’s 

'Erlkönig' lurk in the background of Duparc’s upward-

charging bass in 'Le manoir de Rosemonde'. The lover 

who sings 'Sérénade', with its piano-as-harp, wishes he 

could have the same access to the beloved as the 

breezes and the rose on her heart. Duparc’s signature 

harmonic shifts tell of passion and temerity. 

'Chanson triste' is a hymn to love’s powers of 

healing...perhaps: it is the touch of doubt that puts the 

tristesse in ‘Chanson triste’. The half-Creole, half-French 

poet Charles-Marie-René Leconte de Lisle founded the 

Parnassian school of poetry; from his Etudes latines 
('Latin Studies'), Duparc plucked 'Phydilé' for one of his 

last and loveliest songs. 'Extase' exemplifies French 

wagnérisme, its eroticism – like Tristan und Isolde – 

possessed of a spiritual dimension. 

Liszt and Wagner did not think much of each other at 

the start in 1841 – but that would change, and not just 

because Wagner’s second wife was Liszt’s daughter 

Cosima. In Goethe’s Faust, Part I, the village girl Gretchen 

sings 'Der König in Thule', a tiny inset-ballad about a king 

faithful to his beloved beyond her death. We hear the first 

version (Liszt revisited texts often), with its pianistic 

fireworks when the chalice is hurled into the sea. The 

words for 'Freudvoll und leidvoll' come from Goethe’s 

historical tragedy Egmont (1788), where it is sung by the 

title character’s mistress Klärchen to express love’s 

mood swings between joy and pain. Liszt’s two versions 

are quite different: the first (the one we hear) more lyrical, 

the second agitated. 

Oskar von Redwitz, famous for his sentimental epic 

Amaranth, provided Liszt with a no less sentimental small 

poem, 'Es muss ein Wunderbares sein', whose theme of 

lifelong love appealed to Liszt. One of Liszt’s favorite 

singers, the tenor Franz Götze, particularly pleased the 

composer with his performances of 'Kling leise, mein 

Lied', a melodious serenade. A descendant of Homer’s 

sirens, Heine’s 'Die Loreley' sits atop a rocky promontory 

on the Rhine River and lures sailors to shipwreck with her 

beautiful singing. Liszt was so fascinated by this poem 

about the fatal power of poetry/song that five different 

musical versions ensued. We hear the second, in which 

Liszt unleashes all the powers of Romantic enharmonic 

transformation and pianistic power. 

In mid-February 1888, transformation happened for 

Hugo Wolf; a sudden arrival at compositional maturity at 

age 28. In the poetry of Eduard Mörike, he found the 

perfect outlet for his unique tonal language, influenced 

by his vehement Wagner-worship; when he attended a 

performance of Parsifal at Bayreuth, his friends found him 

outside weeping when it was over. 

Wolf turns Mörike’s anticipatory ‘spring’s blue banner’ 

in 'Er ist’s' into a constant flutter of arpeggiated 

harmonies in accordion-like contrary motion. The 

ecstatic shout, ‘that must be you’, at the end is capped off 

by still more emphatic cries in the piano, and then dying-

away strains at the close - typical of Wolf. A contented 

tramp through the nearby hills in 'Fussreise' leads the 

poet to conclude that the 'old Adam' (human nature) is 

not so bad after all because we are inspired by Nature’s 

beauty to praise our Creator. We hear the most delicate 

treble sobbing in the piano at the beginning and end of 

'Zitronenfalter im April'; a yellow butterfly is awakened 

too early in spring and cannot imbibe the floral nectar it 

needs for nourishment (a stand-in for a poet lamenting 

erotic deprivation?). In 'Auf einer Wanderung', the 

persona strolls into a small town and then into 

transcendence; through the beauty of a singing voice 

and glowing flowers, his Muse touches his heart with 

pure poetry. 

'An eine Aeolsharfe' (Mörike’s lament for his younger 

brother August, a suicide at 19) became one of Wolf’s 

greatest songs, its central image that of the Aeolian harp 

played by the winds. Mörike had a difficult, and ultimately 

impossible, relationship to his first profession as a 

Lutheran pastor; in 'Gebet', he tries to espouse 

abandonment to God’s will, but cannot. Wolf makes the 

matter musical: the hymnody of the beginning 

disambiguates into Chopin-esque strains, free from all 

doctrinal taint. 

'Lied eines Verliebten' is among the Rollenlieder ('role-

songs') in Mörike’s oeuvre: thumbnail characterisations of 

old women, hunters, young lovers and more. Here, a 

young man lies awake before dawn and laments his 

ungrateful sweetheart. Meanwhile, nature's beauty on a 

spring day unleashes memories of the past in 'Im 

Frühling'. 'I muse on this, I muse on that', the poet muses, 

and multiple strands of musical thought unwind 

throughout this song. At the end, with the invocation of 

'past, unutterable days', voice and piano finally come 

together, the fusion of Time past and Time present now 

complete. 

'Der Feuerreiter' joins company with Schubert’s 

'Erlkönig' as one of the most virtuosic songs ever 

composed. Wolf brings the supernatural ‘fire-rider’ - 

Mörike’s symbol for anarchy rampaging through the 

countryside - to tumultuous sounding life and then sings 

a haunting dirge over his ashes. 
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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. 



 

(1854-9) 

 

 

 

 

 

  

 

 
 
 
 
 
 
 
 
 

 (1860-1903)  

 (1888) 
Eduard Mörike 

 

 

 

 

 

 



 

 

 
 

 

 

 

 

 

 

 

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



 

 

 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Translations of Duparc by Richard Stokes from A French Song 
Companion (Johnson/Stokes) published by OUP. All Liszt except 'Kling 
leise, mein Lied' 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. 'Kling leise, 
mein Lied' by Richard Stokes. Wolf by Richard Stokes © from The 
Complete Songs of Hugo Wolf. Life, Letters, Lieder (Faber, 2021). 

 


