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Auch kleine Dinge kénnen uns entzlicken (Even little things can delight us)

Mir ward gesagt, du reisest in die Ferne (They told me that you are travelling far away)

Ihr seid die Allerschénste (You are the most beautiful)

Gesegnet sei, durch den die Welt entstund (Blessed be He through whom the world arose)
Selig ihr Blinden die ihr nicht zu schauen (Blessed ye blind who cannot see)

Wer rief dich denn? We hat dich herbestellt (Who called you then? Who asked you to come?)
Der Mond hat eine schwere Klag' erhoben (The moon has raised a serious complaint)

Nun lass uns Frieden schliessen (Now let us make peace)

Dass doch gemalt all' deine Reize waren (If only your charms were painted)

Du denkst mit einem Fadchen (You think that with a thread)

. Wie lange schon war immer mein Verlangen (How long | have had this desire)
. Nein, junger Herr, so treibt mans nicht fiihrwahr (No, young man, one really doesn’t do such things)
. Hoffartig seid lhr, schones Kind (You are haughty, beautiful child)

Geselle, woll'n wir uns in Kutten hillen (Comrade, shall we wrap ourselves in cowls)

. Mein Liebster ist so klein (My sweetheart is so small)

Ihr jungen Leute die ihr Zeit in’s Feld (You young people going to battle)

. Und willst du deinen Liebsten sterben sehen (And if you would see your lover die)

Heb' auf dein blondes Haupt und schlafe nicht (Raise your blonde head and do not sleep)

. Wir haben beide lange Zeit geschwiegen (We have been silent a long time)

Mein Liebster singt am Haus im Mondescheine (My beloved sings by the house in the moonlight)

. Man sagt mir, deine Mutter woll' es nicht (They tell me that your mother doesn’t approve of it)
22.

Ein Standchen Euch zu bringen kam ich her (I've come here to bring you a serenade)
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Was fir ein Lied soll dir gesungen werden (What kind of song should be sung to you)

Ich esse nun mein Brot nicht trocken mehr (I now no longer eat my bread dry)

Mein Liebster hat zu Tische mich geladen (My dearest invited me to dinner)

Ich liess mir sagen, und es mir ward erzahlt (I was told and it was related to me)

Schon streckt' ich aus im Bett die miiden Glieder (No sooner had | stretched out my tired limbs in bed)
Du sagst mir dass ich keine Furstin sei (You tell me that | am no princess)

Wohl kenn'ich Euren Stand (Of course, | know your rank)

Lass sie nur geh'n, die so die Stolze spielt (Just let her go, who plays the proud one so)

Wie soll ich frohlich sein und lachen gar (How should | be happy and even laugh)



32. Was soll der Zorn, mein Schatz, der dich erhiitzt? (What is the anger, my dear, that inflames you?)

33. Sterb'ich, so hillt in Blumen meine Glieder (When | die, cover my limbs in flowers)

34. Und steht Ihr friih am Morgen auf (And when you rise early in the morning)

35. Benedeit die sel'ge Mutter die so lieblich dich geboren (Blessed the happy mother who lovingly bore you)

36. Wenn du, mein Liebster, steigst zum Himmel auf (When you, my dearest, ascend to heaven)

37. Wie viele Zeit verlor' ich, dich zu lieben! (How much time did | lose in loving you!)

38. Wenn du mich mit den Augen streifst und lachst (When you glance at me and laugh)

39. Gesegnet sei das Griin und wer es trdgt (Blessed be the colour green and whoever wears it)

40. O war' dein Haus durchsichtig wie ein Glas (Oh, would that your house were transparent like glass)
41. Heut' Nacht erhob ich mich um Mitternacht (Tonight | rose at midnight)

42. Nicht langer kann ich singen (No longer can | sing)

43. Schweig' einmal still, du garst’ger Schwatzer dort! (Be silent for once, you horrible windbag there!)

44. O wisstest du, wie viel ich deinetwegen (Oh, if you knew how much, on your account)

45. Verschling' der Abgrund meines Liebsten Hitte (May the abyss swallow up my beloved’s cottage)

46. Ich hab’ in Penna einen Liebsten wohnen (I have a boyfriend who lives in Penna)

About the music

For the first concert of our tenth season, we present a long-
held goal of our ensemble. Hugo Wolf’s iconic Italienisches
Liederbuch is usually performed by a pianist and two
singers, but for today’s performance we have extended the
concept to feature each member of our ensemble. This has
opened up many options which would not otherwise be
possible. We have retained the usual allocations of female
and male voices to align with the gender-specific poetry, but
a greater diversity of vocal colours and voice types has been
possible. Some settings use the medium and lower registers,
while others are clearly for higher voices.

In addition, several songs are extremely lyrical while others
are more rhetorical, with the continuous musical material
provided almost entirely by the piano. Furthermore, some
songs suggest either a dramatic scene or a dialogue. The
occasional presence on stage of a second singer, or even a
third, has facilitated some light staging which we hope will
bring the poetry to life in a meaningful but respectful way.
For all these reasons, Wolf’s Italian Songbook is eminently
suitable for an ensemble such as ours.

Wolf was a generation younger than Brahms, the other
Viennese master of late romantic Lieder, but his early
maturity reminds us of the intensively concentrated career
of Schubert. Both Wolf and Schubert died relatively young,
but when inspired they could work extremely rapidly in
producing one or more finished songs per day. The Italian
Songbook arose from three intensive bursts in the early
1890s, with Book | appearing in 1891 and Book Il in 1896.

Hugo Wolf has long been a favourite composer of those who
enjoy delving into poetry and music which exhibit great
attention to detail at every level. His generous provision of
interpretative markings throughout the score demonstrates
great care in all aspects of his creative work, including
metronome marks to indicate his preferred tempi. Although
he never heard a complete performance of the work during
his lifetime, Wolf’s keen oversight of pagination and layout
strongly suggests that the published order of the songs was
not negotiable. This perspective has also guided our
preparation of today’s performance.

In his monumental settings of poetry by Goethe, Morike
and Eichendorff Wolf engaged with great romantic German
poetry, but in the Spanisches Liederbuch of 1889-1890 he
turned his attention Mediterranean culture. In this Wolf
followed the lead of Schumann whose fine Spanisches
Liederbuch and Spanisches Liederspiel we have performed
previously. For the Italian Songbook Wolf used the 1860
publication of Paul Heyse’s translations of rustic poetry,
mostly in the 8-line ‘rispetto’ form, by anonymous writers.
The poems range from spiritual statements to caustic
humour, with some verging on surrealist imagery.

Wolf’s Spanish songs are rather expansive, but the Italian
collection is highly concentrated with some individual
songs lasting barely one minute or more. Song authority
Graeme Johnson has stated that Wolf ‘delights in the joys
of Lilliput’ and harnesses ‘the secret power of these atoms
of poetry to create music of explosive power — music which
belies its modest dimensions’. This miniaturist approach is
evident from the outset.

Like Wolf’s other sets, the Italian Songbook is not a true
song cycle but rather an anthology of vignettes. The best
image one could use to describe the collection is that of an
Italian village, replete with fascinating personalities from
across the gender and generational divides. But overall,
coherence arises from several recurring themes. Most
notably, archetypal serenaders wander the streets at night,
in search of closely guarded maidens whose parents seem
to withhold their approval from any suitor.

The male characters, as a whole, are romantics in the true
sense, but sometimes they speak out of turn or divulge too
many details of their philandering. In response, the women
demand honesty and full disclosure and, when they believe
nothing more can be done, they wilfully banish hapless
suitors from their sight. They can also characterise their
male lovers in unflattering terms and, sometimes, even
cast evil curses upon those who have disappointed them.
But as stated in several of the female songs, in particular
the show-stopping finale, their right to ‘play the field’ is
nevertheless held in reserve.
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Stindchen (Serenade) D.920 (1827) for soprano, male quartet and piano  Franz Schubert (1797-1827)
Der Gondelfahrer (The gondolier) D.809 (1824) for male quartet and piano Schubert
Der Rose Pilgerfahrt (The pilgrimage of the rose) Op.112 (1851) Robert Schumann (1810-1856)

dramatic cantata for solo voices, vocal ensemble and piano

Characters in order of appearance:
Narrator — Mattias Lower
Elfen (Elves) — Rachael Griffin, Ireni Utley, Anne Fulton
Rose — Annie Lower
Flrstin der Elfen (EIf Princess) — Jessica Low
Marthe — Anne Fulton
Todtengraber (Gravedigger) — Leon Warnock
Miiller (Miller) — Matthew Broadbent
Mallerin (Miller’s wife) — Anne Fulton
Sohn des Forsters (Forester’s son) — Shannon Leonard
Engelstimmen (Angel voices) - Rachael Griffin, Ireni Utley, Jessica Low, Anne Fulton

Part One

Trio (Rachael, Ireni, Anne)

Narrator, mezzo soprano solo (Jessica)

Elves’ dance

Narrator, Rose, Firstin der Elfen, Elves’ dance

Narrator, Rose

Rose, Marthe

Narrator, Rose, Todtengraber

Chorus (Ireni, Jessica, Shannon, Matthew) with Rose, Todtengréaber, mezzo soprano solo (Anne)
. Narrator, Todtengraber, Rose

10. Rose, Chorus of Elves
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Part Two

11. Narrator, Rose, Todtengraber
12. Duet (Ireni, Jessica)
13. Narrator, Todtengraber, Rose, Miiller, Miillerin



14. Narrator

15. Quartet (Shannon, Tom, Leon, Matthew)
16. Mezzo soprano solo (Jessica)

17. Duet (Rachael, Anne) and Rose, Sohn des Férsters
18. Quartet (Ireni, Jessica, Tom, Leon)

19. Miller

20. Duet (Rachael, Anne)

21. Chorus with Soprano solo (Rachael)

22. Chorus

23. Narrator, Rose

24. Quartet of Angels

About the music

This program is a landmark for our ensemble, now in its tenth year of presenting vocal chamber music in heritage
venues. Our first concert, given in this same venue in October 2015, opened with two Schubert partsongs and
included a major work by Schumann. Since then, the same five artists have presented 23 programs, 7 of which have
been repeated once or more, a total of 32 events. This weekend we present our 33rd and 34th performances and
our 24th unique program.

As at our debut, today we perform a large Schumann ensemble work and partsongs by Schubert who have been, in
turn, our two most frequently featured composers. In relation to Schumann, we have presented two major song
cycles (Dichterliebe and Frauenliebe und Leben), four vocal duets (Op.78) and all three of the ensemble works
composed in 1849 (Spanisches Liederspiel, Spanisches Liebeslieder, Minnespiel). We have also presented Clara
Schumann’s piano set Soirées Musicales which, in part, inspired the name of our ensemble.

Schumann’s working style often resulted in rapid successions of works in a single genre: 1840 was his ‘year of song’,
followed successively by orchestral and chamber music years. A few choral works appeared in the early 1840s but it
was not until 1847, when he was working as a conductor, did that genre receive fuller attention by Schumann. Then
after settling in Diisseldorf in 1850, Schumann produced numerous partsongs and vocal-orchestral works. Although
Der Rose Pilgerfahrt is designated a secular oratorio, it defies genre boundaries. The subject matter includes already
familiar aspects such as the mystical world of elves, nature including the forest, romance and simple village life.
Central to the narrative is the female protagonist Rose, who evolves from a symbol of innocence through to
becoming a daughter, lover, wife and mother. The finale is her ethereal transfiguration as she leaves behind the
human world she had once yearned for, but has since experienced to the full.

When Schumann received the text from Moritz Horn in early 1851, he quickly and enthusiastically created a vocal-
piano setting. Following a successful private premiere later that year, Schumann reluctantly agreed to orchestrate it.
In that form the public debut, in Disseldorf in 1852, was attended by leading musicians such as Franz Liszt and
Joseph Joachim.

Schumann’s special gift for melody and texture is evident throughout. In the wonderful venue of Old Government
House we are also able to lightly stage the work and thus enhance the drama. The action is often fast-paced, but
with ample time to absorb each event, as every scene is imbued with deep textual insights and clear
characterisation.

The year 1828 saw both the publication of Schumann’s first original works and Schubert’s premature death. They
had much in common, but lived in quite different worlds. The partsongs which open our program evince two
standard ‘evening outdoor’ genres, the serenade and the boating song. While the nascent Liedertafel style is evident
in the simple chordal harmonies, Schubert’s settings are true gems with recurring moments of great poignancy.



