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Christian Gerhaher baritone 

Gerold Huber piano 

Franz Schubert  (1797-1828)  Sei mir gegrüsst D741 (1821-2)   

Dass sie hier gewesen D775 (?1823)  

Lachen und Weinen D777 (?1823) 

Du bist die Ruh D776 (1823)   

Greisengesang D778 (1823)  

 Schwanengesang D957 (1828)  
Liebesbotschaft • Kriegers Ahnung • 
Frühlingssehnsucht • Ständchen • 
Aufenthalt • In der Ferne • Abschied 

Interval 

Der Atlas • Ihr Bild • Das Fischermädchen • 
Die Stadt • Am Meer • Der Doppelgänger • 
Die Taubenpost  



This evening’s five Rückert songs were inspired by 

Schubert’s reading of the poet’s Östliche Rosen 

(1821), and since the poems had no titles, he supplied 

his own. The text of 'Sei mir gegrüsst' deals with loss 

of the beloved – the idea being that the dead can in 

spirit be greeted and kissed. The lovely melody re-

appears in the third movement of the Fantasy in C 

major for piano and violin Op. 159. 'Dass sie hier 

gewesen', apart from one sforzando, is a song of 

hushed adoration, especially in the last line of each 

verse where Schubert magically reaches the home 

key. 'Lachen und Weinen' typifies the bitter-sweet 

nature of Schubert’s melodies, as the title 

suggests. 'Greisengesang' omits the poet’s final two 

verses, which speak of how art can bring succour and 

comfort in old age – an omission that darkens slightly 

the mood of the poem, though Schubert’s song is far 

from pessimistic, since all the minor key references to 

the harshness of existence are followed by optimistic 

phrases in B major. The words of 'Du bist die Ruh' 

refer obliquely to a traumatic, emotional experience: 

the poet begs his beloved to banish all pain from his 

heart. As he turns for comfort to the light of her eyes, 

the tide of emotion rises in a crescendo until the forte 
at ‘erhellt’ (‘lit’). The silence of the ensuing bar’s rest 

cries out for a cessation of past anguish, and solace in 

future happiness. 

Schwanengesang begins with seven settings of 

Ludwig Rellstab. In 'Liebesbotschaft' the poet begs 

the brooklet, the surrogate lover, to convey greetings 

to the beloved; 'Kriegers Ahnung' starts with nine bars 

of muffled drums, as we are introduced to the soldier 

who, billeted with his comrades on a battlefield, 

dreams of his beloved in the knowledge that 

imminent death will prevent them from ever meeting 

again; 'Frühlingssehnsucht' ends with a passionate 

question and answer: ‘Who shall finally quell my 

longing?/Only you can set free the spring in my 

heart,/Only you!’. Though the poet’s „Nur du!“ is 

repeated four times, the last two to an ff dynamic, 

there is no final flourish; instead the broken B flat 

major chords limp to a close with a suggestion of E 

flat minor, as we realize that the poet is alone.  

A similar melancholy informs 'Ständchen', and though 

there is an abrupt change of mood and rhythm at 

„Lass auch dir die Brust bewegen“, the singer’s 

macho confidence is a sham: the thrice repeated 

„Komm, beglücke mich!“ loses all sense of conviction 

in the final repetition which dwindles into a heart-

breaking decrescendo, as the singer realizes how 

unattainable his beloved has become. The anguished 

outpouring of 'Aufenthalt' is expressed in E minor, 

Schubert’s key of sadness and depression; the poet’s 

distressed mental state in 'In der Ferne' is wonderfully 

conveyed by Schubert at the end of the first verse 

where the vocal line plunges a fifth. The song ends in 

a fortissimo crescendo, but the final ffz tells us that 

there can be no solace or cure. 'Abschied' is no merry 

farewell. The last verse is full of foreboding – the stars 

are commanded to ‘veil themselves in grey’, and the 

jilted lover tells us that he has been forced to leave 

the town. The present has become unbearable. 

Six Heine songs follow on from the Rellstab settings 

in the Schwanengesang manuscript in New York. 'Der 

Atlas' calls for a dynamic range from pp to fff to 

express the suffering of Atlas, who fought for the 

Titans against Zeus, was defeated and condemned to 

carry the weight of the world on his shoulders. The 

bleakness of 'Ihr Bild' is achieved in a mere 36 bars – a 

distillation of despair achieved by bare octaves and a 

modulation at ‘ihre Lippen’ from B minor to G flat 

major that provides an illusory solace which is 

immediately dashed as minor reasserts itself. The 

song begins with a dotted minim B flat octave 

followed by a rest – which Schubert then repeats in 

the second bar. Heinrich Schenker, in Der Tonwille 

(1921), famously interpreted these two bars as a tonal 

analogue for the act of staring – as the poet peers 

through the gloom of his dream.  

'Das Fischermädchen' is not the blithe barcarolle it is 

sometimes claimed to be: the abrupt shift from C flat 

to B flat in stanza two and the repetition of the final 

word of each verse as a slurred seventh successfully 

convey the irony of Heine’s verse. The short prelude 

of 'Die Stadt' repeats in the bass the bare octaves of 

‘Ihr Bild’, while the scurrying diminished sevenths of 

the right hand 17 times convey the gusting wind – 

without resolution. A lonely low C on the piano brings 

the chilling song to a close. The serene diatonic 

opening of 'Am Meer' is followed by a tormented, 

chromatic stanza whose tremolando chords depict 

the rising tide, the mist and the grief. Heine’s bitter 

last line is caught to perfection by Schubert’s slow 

ironic turn on ‘Tränen’. 'Der Doppelgänger' is the 

bleakest song – or rather declamation – in Schubert. 

The resemblance between the four-note theme of the 

opening bars to the Agnus Dei of Schubert’s E flat 

Mass, composed in June of the same year, tells us 

which way Schubert’s thoughts were headed. His art, 

with this intensely dramatic declamation, was turning 

prophetically towards Wagner and Wolf. And finally 

'Die Taubenpost'. No song of Schubert’s 

demonstrates better his delight in life, the bitter-

sweet magic of his melodies and his craving for a 

loving relationship. Reciprocal love was something 

that the syphilitic Schubert rarely experienced, and 

the music at the end of ‘Die Taubenpost’, marked 

piano and diminuendo, is not happy but wistful. 
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Translations 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. 
 

 




