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Franz Schreker’s Lieder

Franz Schreker is best known as an opera composer but his songs offer significant
insights into the particular nature of his dramatic gift. Schreker was a master of
interior states and in his operas the protagonists are driven by emotional psychology
rather than external events, ideas, or philosophical concepts. These are dramas that
are essentially propelled by a lyru, impulse; his characters sing because they must in
order to express what they feel but cannot always clearly articulate in words. The
voice is thus the primary expressive vehicle while the orchestra serves to explore
unconscious motivation. Approaching the uncenscious not through clearly defined
maotives, such as we find in Wagner, but through the more fluid agents of timbre and
sonority, Schreker seeks to evoke rather than explain psychological states, and it is
in his songs that he first developed this relationship between vocal expressivity and
interpretive sonority that established his place in Viennese musical modernism.,

In Lieder, where lyricism is contained and distilled, Schreker observes certain
traditional parameters. Most of these songs are clearly structured, usually in a
modified A B A song form. Accompaniments are discreet with little use of word
painting and there are few extended interludes. The focus is on the vocal line, which,
in keeping with the metrical regularity and self-contained imagery of the texts he set,
especially in the early songs, is more melodic than declamatory in character. The heart
of Schreker’s vocal expressiveness is in the elasticity of his phrasing, a quality that
encourages interpretive flexibility on the part of the singer. The accompanist, on the
other hand, must be precise, at times almost impassive, as if an agent of an indifferent,
though all-knowing natural world. One finds this same balance in Schreker’s operas:
music of exquisite nuance in which a warmly expressive vocal line - which is always
primary - is illuminated by subtle changes of texture, timbre, and harmonic color that
open up an array of psychological moods and associations.

Nowhere are the seeds of this relationship between voice and accompaniment better
illustrated than in Schreker's Mutterlieder (Songs of a Mother), a cycle of five settings
of texts from a collection of the same name published by Mia Holm in 1897. Holm’
poems cover all aspects of motherhood but Schreker selected only those having to do
with the death of a child. It was a deeply personal subject for Schreker, whose own
much loved vounger sister, Henriette, had died of meningitis in 1890 at the age of
nine and it is likely that he compaosed these songs with thoughts of her and of own
mother’s grief.

In each of these songs a short chordal introduction establishes key and mood,
but quickly recedes to give precedence to the freely flowing vocal line. One example
among many is the way Schreker expands the first line of “Kennt ihr den Sturm”

from four to six bars by augmenting the note values of “Wehn, das unsre Seelen
bricht” (the piano coda gives the more conventional four-bar reading of this phrase).
[n these songs the accompaniment generally underscores the vocal line through echo
or anticipation but occasionally an abrupt shift of key and texture suggests an altered
psychological state. In such instances Schreker’s p(,nLha.nt for modulation through
unmediated diatonic inflection rather than chromatic voice |c:1dmg anticipates the
bi-tonal soneritics of his later musical style. This is most striking in “Heute Nacht, als
ich so bange,” in which the otherworldly apparition of the dead child is suggested by
a shift from D to B major that is introduced by a eerie falling pentatonic figure. This
same figure returns in modified form with the child’s reappearance in the last song,
“Durch die Fenster zitternd sacht”.

Like most of Schreker's songs, the Musterlicder were probably written between
1898 and 1900, during the years when he studied with Robert Fuchs at the Vienna
Conservatory, It is puzzling that he never attempted to publish this poignant cycle,
choosing instead to revise the first song, “O Glocken, base Glocken,” and publish it



together with a further Holm setting, “Dass er ganz ein Engel werde,”in 1905 as Tiwo
Songs on the Death of a Child, op. 5. Both these op. 5 songs show distinct advances over
the unrevised Mutterlieder, including greater notational detail (especially regarding
expression and phrasing), richer and more varied keyboard textures, and increased
use of chromaticism. But as these songs are also more conventional in form and
phrasing it is quite possible that, given the prevailing conservatism of Viennese
musical tastes, Schreker withheld his Mutterlieder precisely because of their more
unorthodox features. The present recording restores “O Glocken, bose Glocken” (in
its revised version) to the head of cycle, while “Dass er ganz ein Engel werde” serves
as a final benediction.

Schreker published only 33 of his 49 completed songs. The remainder, as well
as an incomplete fragment, were published only in 2005, including the following
three songs. These are among Schreker’s earliest Lieder and reveal the range of his
influences. “Imn Garten unter der Linde,” recorded here for the first time, was written
in 1896, shortly before Schreker’s cighteenth birthday. Its opening tonic seventh
sonority has a bracing effect and the nearly unbroken succession of triplets in the
accompaniment lend the song a propulsive drive and freshness, that is somewhat
reminiscent of Schumann. “Das hungernde Kind” trom Des Knaben Wunderborn, a
text also set by Mahler, was probably written around 1898 for a competition, although
we have no further details. The strophic setting is straightforward but extremely
effective with a surprising turn toward the tonic major at the end. “Uberwunden,”
whose author remains unidentified, was written in 1897 as the second of two songs
entitled simply Liebesiieder (Love Songs). This is one of Schreker’s most ambitious
early songs, though its blatant quotations from Saint-Saéns and Liszt and the
pathos of its climax somewhat undercut its earnestness. Nonetheless, it is structually
interesting and the vocal line, with its obsessive dotted rhythm, unfolds toward the
final outburst with convincing emotional logic.

Schreker’s opus numbers, which he abandoned after op. 15, are an unreliable
indication of either chronological or publishing order. His first published Licder,
five settings of Paul Heyse poems, appeared as op. 3 in 1901. It is likely that these
accomplished songs were written toward the end of his studies with Fuchs as they arc
both notationally sophisticated and stylistically assured. “In alten Tagen,” the first in
published order, is to be sung “in the spirit of a folk song” but though the melodic line
has a certain folk-like simplicity there arc numerous details such as the unexpected
parlando of “oder war es ein andrer” or the dissonant F# on the final word (*vergaft?”)
that underscore the singer’s psychological disorientation. “Umsonst,” the final song of
op. 3, is a farewell of angry defiance that recalls Schumann’s setting of Heine's “Ich
grolle nicht™.

Schreker's early text selection was seldom dictated by literary quality, but rather
by the opportunities he saw for musical elaboration. A number of texts, including his
op. 2, were written by poets with whom he was personally acquainted. Dora Leen
(the pen name for Dora Pollak) was a neighbor in Débling, a northern district of
Vienna where Schreker’s recently widowed mother had settled with her four children
in 1888. For a time Schreker and Leen were engaged and in addition to providing
texts for several songs and a major choral work she was the librettist for his first
opera, Flammen. It was through Leen's father, the physician Sigmund Pollak, that
Schreker met another Débling neighbor, the distinguished Austrian poet and novelist
l'erdinand von Saar.

The ep. 2 songs, published in 1902, were probably written around 1900. They are
considerably more complex than the op. 3 songs, more varied in tone and expansive in
scope. The piano is also more thoroughly integrated into the song’s motivic substance,
its textures are more orchestral, and the transitions more seamless, though it is still
the vocal line that is the center of attention. “Stimmen des Tages” is particularly
impressive for the way Schreker conjures the waking day with a succession of ever



brightening keys and accelerating rhythmic figures. Here, in embryo, is the composer’s
gift for creating large-scale scenic structures such as the sunrise described by Carlotta
at the end of first act of the opera Die Gezeichneten (1918).

Flowers are a classic poctic metaphor for the transience of beauty and of life itself

and floral imagery figures prominently in the song texts Schreker sect, as well as in
his own librettos. This bouquet of rose songs includes two songs Schreker published
in his op. 4 and op. 7 collections, and two others which remained unpublished. “Die
Rosen und der Flieder,” written in 1894, is Schreker’s earliest surviving work. At the
time he had not yet begun his composition studies and while there are many awkward
features, including an unusually extended piano introduction, it is a charming, quasi
through-composed song in which the voice and the piano continually vary and spin
out the opening material.

In his will the Styrian poet Vincenz Zusner (1803-1874) lefr the Vienna
Conservatory a bequest for two annual prizes for settings of his poetry. Schreker
composed three Zusner texts and in 1900 “Ein Rosenblatt” took second place in
that year’s competition. Here, too, is a song with a decided folk-like character,
though more in its rustic accompaniment than in its rhythmically supple melody.
“Rosengruss,” published in 1906 as part of the eight songs of op. 7, likewise combines
beguiling simplicity with pliant phrasing and, in the middle section, teasing modal
inflections. Finally, “Rosentod,” one of the five songs of op. 4 published in 1902, is
more self consciously an “art song”. It was dedicated to the Court Opera singer Marie
Gutheil-Schoder, with whose husband, the conductor Gustav Gutheil, Schreker was
on friendly terms. Here, the introductory and cencluding sections of the song are
more declamatory, while the brief middle section blossoms into a flowing cantilene,
Throughout the song there is an elegant interplay of motivic material between the
piano and voice.

The songs of op. 4 and op. 7, all probably written before 1900, have long been
among Schreker’s most popular and frequently performed Lieder and these two opus
numbers continue to mingle in the next group. “Ach, noch so jung...” is one of the few
works in which the influence of both Brahms and Wagner are present, though there
are also signs of Schreker’s own emerging penchant for bi-tenal senorities. In the
modified strophic setting of the Tolstoy poem, “Unendliche Liebe,” the surging piano
part provides an apt evocation for the text’s oceanic feeling. Both “Spuk” and “Die
Liebe als Recensentin” are miniature narrative structures that provide the composer
with an opportunity to display his gift for the kind of piquant characterization we
find in Hugo Wholf and which is sprinkled throughout the secondary episodes of
Schreker’s own operas.

“Wicgendliedchen,” which seems to begin in medias res with a dominant ninth
sonority, is another modified strophic song, whose two verses, in turn, are each
tripartite. Schreker’s nuanced rhythmic and meledic alterations of the vocal line
create a lullaby of unusual warmth and individuality. In “Zu spate Reue” the piano’s
hollow, syncopated right-hand chords underscore the hopeless immutability of the
singer’s predicament. Dora Leen'’s death in a concentration camp in the 1940s lends
bitter irony to “stony path through storm and night” described in “Traum”.

For every composer of stature there is a moment of breakthrough. While each of
the early songs on this recital point to some aspect characteristic of Schreker’s mature
style it was only around 1908 that that distinctively individual voice emerged. In
subsequent years he composed only cleven songs, six of which are recorded here. For
all their differences these later works, which all set texts of high literary quality, share
4 new mastery in vocal characterization and a deepened partnership between voice
and piano, whose significantly expanded resources draw freely upon Schreker’s fertile
orchestral imagination,



Three later songs were never published independently but appeared in periodicals
or anthologies. Rilke’s “Und wie mag die Liebe,” a text also set by Alban Berg,
appeared in 1919 in the Leipziger Ilustrirte Zeitung. It is an exquisitely understated
through-composed setting that culminates in a glorious cantilene. Curiously, the
only known contemporary performance of this song was accompanied by Kurt Weill,
who at that point hoped to study with Schreker,

Stefan George’s “Entflihrung” was published a decade earlier in the Viennese
cultural periodical, Der Merker. The slippery harmonic language of this modified
strophic setting contains more than a hint of contemporary French music though it
is uncertain what Schreker could have known at that time. “Das feurige Mannlein”
was written in 1915 and appeared in an Almanach published by the Austrian
War Ministry. Alfons Petzold’s text is anything but a paean to patriotic glory and
Schreker'’s dissonant, jagged setting captures all the brutality and horror of war. This
is music which flows difc'ctl}' into Schreker’s Irrelobe (1924}, an opera which contains
numerous echoes of the trauma of the First World War.

Four of the Five Songs for Low Voice of 1909 (recorded here are numbers 3-5) set
texts by the Viennese poet Edith Ronsperger, with whom Schreker was personally
acquainted (her sister was the artist and book illustrator Mariette Lydis). Like the
Mutterlieder it is a cycle of memory, loss, and death. The oppressive left-hand minor
thirds and expanded tonality of “Die Dunkelheit sinkt schwer wie Blei” recall the
first of Arnold Schoenberg’s op. 11 piano pieces. It is also the same stifling black

forest that envelops the protagonist of Marie Pappenheim’s Erwarsung. In “Sie sind

so schon” falling darkness gives way to autumnal glow. This radiant song is written
without meter or barlines; the voice alone, suspended between declamation and lyric

cantabile, determines its flow. The dirge-like “Einst gibt ein Tag” is almost wholly
declamatory in nature. As in the other songs there is a new relationship between the
voice and the piano and it is not dﬂ-ﬁmlt to hear the colors Schreker would later

employ in his orchestral version of this cycle. There is a brief, sublime moment of
transport in the song’s visionary middle section. It is as if 4 camera pans out across
the room to follow the wafted strands of heady incense before settling upon an open
casket, a unsettling anticipation of Ronsperger’s own rumored suicide in 1921,

Schreker wrote his Five Songs around the time he got to know Arnold
Schoenberg and both composers were signed to general contracts with the Viennese
publisher Universal Edition.” If, among Viennese modernists, it was Schoenberg who
emancipated dissonance, one might argue that it was Schreker who emancipated
consonance. By expanding the range and affective properties of triadic and bi-
tonal sonorities and in acccording timbre an equal footing with harmony, melody,
and rhythm Schreker explored another kind of Modernism with certain affinities
to the more radical developments in pre-war French music. In truth, Schoenberg’s

jarring dissonances and Schreker’s beguiling sonorities were but two paths toward

the common goal of exploring the mysteries of the human psyche, The truc miracle
of Viennese musical modernism lies in the fact that within a single decade - roughly
the ten years between Schreker’s Matterlieder and his Five Songs - one city produced
such an astonishing array of compellingly individual compositional voices.

Christopher Hailey
Director, Franz Schreker Foundation

“All of Schreker's songs are published by Universal Edition, Vienna, represented in the United States by European

Armerican Music.



Mutterlieder (before 1900}
Mia Holm {1843-1912)

1) "0 Glocken, bise Glocken”, op. 5/1

O Gloclen, bise Glocken,
habt schweren, dumplen Kling;
ihr stéilinet meiner Siissen

den Totensang,

O Tod, du finstres Ritsel,
mit steinernem Gesiche,
wie sich am Fels die Wog
an dir mein Deoken byic r.

Die Trinen machen miid
die Augen fallen 2

O kisont ich schla afen, Kindchen,
50 tief wie du!

2)“Kennt Ihr den Sturm”

Kennr ihe den Sturm, cl 15 13
das unsre Seelen b
Habt ihr den gray
im lieksten Ang

lch sah ihn dort, er Lhclm lealt,
hat héhnisch aufgelachr,
:h hm, (T.a Wit

3 “Ieute MNacht, als ich so bange™

Heute Macht, als ich so bange
meines fernen Knaben dachre
und so haffoungslos und lange
tmmer weinte, e vk

Stieg mein ke
mein gestarbn

und von lher Ar ur
lag: ich ruhig, sonder Sehnen.

Langsam so, gemach entschlielfen

dann auch Sorgen, Angst und Kummer
und ich selbst versank In tie
festen, lieblich langen Schhamener,

O bells, you sember bells

C bells, you somber bells,
your kel so ull and he
you groan for my awect J‘ﬂd
1 song of lament.

O death, you dark enigao,
lusl.’d sLOny mien,

like waves agrtinst u boulder,
iy thooghts crash up against you!

1 ave made me tieed,
iy eves age (alling shot:

o could 1 sleep, nay child,
s deeply us you!

T¥a you know the storm

Do you knew the storm, the iy gust
that breaks our soul in two?

v seen death's griesome sneer
upon i cle ol

I s him there, his gaze was cold,

aughter Full of scom n,
then [ col grm\n ald and frail
within u single night,

When vn this night, so full of dread

When on this night, so full of dread,
[ theughe about my distane boy
and so hopeless and so endless,

alweays ceying, always waking,

softly came my little girl,
llm\ dn.arh she came o me,
and s of old, so full of love,
closed my evelids wich her hand,

essied tny checks
and gently kissed away my tea
and craddled by her arm

[ lay calmly without yearning.

She quietly

Slerwily thus 1 fell aslecp,

freed of sorrow, fear and grief,
and 1 sank into o deep,

sweel, secure, prm..l..l:u] slumber.




4)"*1ch hab in Sorgen”

leh hab’in Sorgen, Schmerzen
mich todesmatt gedacht,

ich blicke zu den Steenen,

der Schiinste Lost sich sacht,

Ly sinkt in meine Seele,
verscheucht dort jeden Schmers,
ein siisses Deingedenken

geht strahlend mir durchs Herz.

5} “Dhurch dic Fenster zitternd sacht”

Durch die Fenster zitternd sacht
lasse Sterne scheinen,

platelich hér'ich durch die Nachr

unterdrickees Weinen,

und ein Haveh wie kihler Wind

komuant in meine Kammer, --

Bist du du, mein liebes Kind?

Fiihlst du meinen Jammer?

“Ich sehlummmerte friedlich im stillen Schrein,
da drang e wie Triinen 2u mir hervin,

da hae dein Schinchzen mich jah geweckt,

dein jammerndes Stihnen mich aufgeschreck.”

Geh wieder ins Bertchen mein Tochterlein,
ich will deine artige Murter sein,

will alles in Freuden und lichelnd tui,

du sollst wicder schlafen, in Frieden rabn.

Mun feuchret mein Aupe, es ichelt mein Mund,
unstillbar <|ur{:lmmc1‘ im ticfsten Grund,
unstillbar das brennende, fiebernde Schnen

nun strémen und rinnen pach innen dic Trinen,
die Triinen um dich, mein liebliches Kind:

mein Herzensange vor Triinen blind.

6) "Daf or ganz cin Engel werde” , op. 5/2

Dl er gane ein Engel werde,
lept den kleinen Leih zur Ruby;
aber nicht mit schwerer Erde,
schiittet ifin it Blumen wo!

Zarter Blume glich mein Kindchen,
Talls noch trivmend, kaun erwecke,
war leich ihe voo jedem Windchen
rauh bertihre und leieht erschrecke.

In sorrow and in pain

In sorrese and in pain

I worry unte death,

but us T look into the stars

the brightest gently hreaks away.

It penetrates my soul

and there all pain is banished,
a sweet thought of you

goes shining through my heart.

‘Through the windows, softly pulsing

Through the windows, softly pulsing,
comes the pale, wan light of stars,
suddenly, thmugi\ the night,

1 hear a'stifled sobbing,

Then a draft, like cooling wind,

wafts into my chamber, ==

is it you, my dearest child?

Da you feel my anguish?

"I slambered in peace in my quict shrine
and then 1 rhuught[ heard tears,

it was your sobbing that suddenly wake me,
vour piliful moaning that startled my sleep.”

Go back 1o your bed, my dear lietle gisl,
1 want to be vour good mother,

'l do everything with joy and a smile,
o back to sleep, to sleep in peace.

Iy eves now shine brightly, 4 smile on my face,
but decp within the pain is unending,
unending the burning, feverish yvearning;

and my tears flow in streams within e,

the teirs for you, my dearest child:

iy heart’s séeond sight is blinded by tears.

‘That he may become an angel

That he may become an angel
Tay his lietle body to rest;

cover him nat with heavy earth,
but shower him with flowe

My child like a tender Aower,
still half deeaming, hardly wwake
amal like that flower, in every breese,
roughly shaken and quick o fright.

71" Im Garten unter der Linde” (1896)
nst Becher (3-7)

I Garten unter der Linde
Tab' ich die stille Nach

i siifem Deingedenken,
wein Lickehen, zugebracht.

Lih sah zum nidchtigen | limmel,
vt Sternlein glinzten so klar,
als schaut'ins schnende Hlerz
wir dein zaubrisch Augenpaar.

1 Ind Walken zogen dariber,

als sehléissen dein' Augen sich zu,
Schlaf wohl, Heralich in der Ferne,
selilaf wohl, mein Engel du.

#) Dras hungernde Kind (hefore 19040)
Des Knaben Wunderhorn

“Mlurcer, Muceer!

mir Brot, sons
Mirte nur, mein lieles Kind,

tergen wollen wir sien.”

Als es o gesiier war,

sprach dus Rind noch imemerdar:

hungert mich,
sterly wh!”

"Murrer, Murcer! ¢s hungert mich,
mir Brot, sonst sterly ich!”
Warte nur, mein liches Kind,
morgen wollen wir schneiden,”
schnitten war,

dus Kind nach immerdar:

“Mlureer, Murrer! es hung&:rt ich,
b mir Brot, somst ster ich!”
“Warte nur, mein lieh i
sorgen wollen wir dr
Al es nun gedroschen war,
spracly das kim! noch immerdar;

“Mlueeer, Mutter! es h\lngcrt mich,
il mie Bror, sonst seerly ich!”
Warte nue, mein liebes Kind,
nwollen wir mahlen.”

Al es nun gemahlen war,

rch das Kind noch immerdar:

"Shurrer, Murrer! es hungert mich,
i mnir Brot sonst stecb’ich!”
“Warre nuy, mein liebes Kind,
iwrgren wollen wir backen.”

Al s mun gebacken war,

s [Kind aof der Totenbahr

In the garden under the linden tree

In the garden under the linden tree
Tspent the quict night

Inst in sweet reflection,

thinking, my love, of you,

Tlooked to the evening sky,
ancl saw twa bright, shining stars;
it w if your magicul eyes
peered into 1oy Loy héart.

And cleuds drew aver them
as i your eyes were closing,
Sleep well, my distant bove,
sleep well, beloved angel.

‘The starving child

"Maother, morher! I'm so hungry,
v me bread or 1 will die!”

fait a bit, my dearest child,
tamarrow wie will sow”
And when the sowing had been done,
the child spake and said again:

“Mother, mather! T'm so hungry,

vie e bread or Twill die!”
EW’- t o hit, ry dearest child,
tomarrow we will reap,”
And when the reaping had been done,
the child spoke and said again:

“Mother, mother! Pim so hungry,

oive e bread or Twall diel™

“Wair a bit, my dearest child,
tomarrow we will thresh”

And when the lhresing bl been done,
the ehild spoke and said again:

"Mother, mather! P so hungry,
aive me bread or 1 will diel”
"VAait 4 bit, my dearest child,
tormorrow we will mill,”

When the milling had been done,
the child spoke and said again:

Aother, mother! I'm so hungry,
me bread or Dwill dic!”

£ & hit, my <learest child,
romarrow we will bike,”

When the baking hud been done,
the child lay upon his hier.



9} Uberwunden {1897)
Unidentified

Drureh die Saiten ivrt es hin
hang wie Geisterklinge,
cimeres Weib als ob dein Geist
mit dem meinen ringe.

Alleewaltig ist der Banm,
und ich sell dich meiden,
will mit dir zugrunde gehen
lieber noch als scheaden.

Lal die Sairen nur in Ruh,
ganz hab ich emplunden,

D nur bist mein Lebensnery,
ich bin iiberwonden,

10} “In alten Tagen”, op. 3/1

Tch glaule in alten Tagen,
da lebt ich ein Migdelein.
mein Herz ist krank und triibe
e g wohl cin Mirchen sein,

Ich glaube in alten Tagen,
u sonnte sich einer im Gliek,
war ich's oder war ein andrer —
vergebens sinn ich suriick.

Teh glaube in alten Tagen,

da sang ich, ich weill nacht was;
hab' ich denn alles vergessen,
seitdem sie mich vergail?

11) "Umsonst™, op. 3/5

An Dich verschwendet hat mein Herz
sein hestes Gut wid Blar,

sein Triumen, Lachen und YWeinen,
sein Fagen und seinen Muth.

Und < - du gehst und hlickst vorbel,
du stolze Kanigin,

D weifst, und willst nicht wissen,
wie panz veraemt ich Tin,

Wie bertelarm, wic bettelstolz
ich meiner Strafe wiekh'!

Zum Bettler bin ich peworden,
doch bettein werd' ich nie.

Conquered

Erring through the strings,

are fearful, whos uns,
incomparable wornan as if your spirit
were wrestling with mine,

All powerful is the spell

and T should avoid vou,
bur [ would rather go to ruin
than ta part with you,

Leave the strings in peace,
[ have felt completely

vam alone are my litehlood
T am conguered,

From: Five Songs, op. 3 (before 1900}
Paul Heyse {1830-1914)

In days of old

[ believe in days of vld

[ once Joved a‘maiden.

My heart i sick and heavy,

it nay well have been a fliretale,

1 believe in days of eld

there wis one who basked in joy
vz it 1 or was it another --
invain | try to remember,

[ believe in days of old

I sang, T knosw not whar
i EI then forgeteen all,
since she has forgetten me?

In Vain

On you my heart has squandered
its very best fibre and b}uatl,

its dreams, its laughter and tears,
its worries as well us bold courage,

And you, you go past s look away,
vou proud queen,

il fmow and ver will not lnow,
Tiow completely poor 've beeome!

Poor as 1 heggar, proud as 2 heggar,
1 go along m[)- way

and beggar though 1 lave become,
L'l never stoop to beggring!

12} "Sommerfiden.”, op. 2/1 {before 1900)
Dyora Leen (1880-1947)

Wienn die Semmerzeiten enden,
wandelt licht im Abendschein,

; segren in den Hinden,
|ni1|_' dureh den Hain,

[
Al

1l it leisen Liebesreden
sireut als lieblich holde Spur,
Le, weiche Sommerfiden
weithin sie durch die Narur,

nmnerfiden zieln durch’s Land,
leise mab'n sie und verschweben,
[rommme Wiingehe still gesandt,
dgzen thnen YWeisung gehen:

“sommerfiden, schweht dahing
it mir nak'und griht mir ferne
livhe, treue Augensterne;
Semmmerfiden, schwebt dahin”

Uil Frau Holde lichelt leise,

vnd die Sommerfiden web'n

shee vitselvolle Reise

sebimmernd o demn Liebsten hin,

13} "Stimmen des Ta
Ferdinand von Saar (1833

Ll ich schlaflos ;;]umn;‘rcn.gcbuiht.
Seiel jetat, v mich her iny ersten [Zrwachen,
wwith e ihr Stimmen des Tages, gegrivde!

el mir vcgrﬁﬁ-t friih rasselnde YWagen,
ipe Schritte dic Gasse cntlang.
11 dibertinst jetzt des Hobzwarm
wevkender Morgenglockenklang.

e,

Selion mit dem didmmernde
switschert der Spcr]inﬁl" frihlichen Blue’s,
Somnne, du nih's, verscheuchend Gespenstes,

liwilige Quelle des Licht's und des Mut's!

in schweipenden Dunkel gebifie,
“ul jetzr, um mich her im ersten rwachen,
ind mir ihe Stimmimen des Tages, gegriit!

o{)‘ 2/2 (before 1900}
-1%06)

Langz war die Nachr; wie auf stygischem Nachen
s )

Strahl vor dein Fenster

t; wie aul sry%ischnm INachen

Sumumer's Threads

As the summer season ends,

she wanders in the evening glow,
autumns blessings in her hg:mds,
Lacky Grace walks through the grove.

And with tranquil words of love
she strews along 1 gentle teail,
pitle and mild summer threads

‘er ev'ry hill and dade.

s flow theough the land,
st 1o disappear,

hes, sent in stillness,
have these words for thein to hear:

“Burmner threads, soar chrough the sky,
rrect the near and distant

t)\'iuj;, loval erbs,

surnmer threads, soar through the sky"

Andl Lady Grace smiles softly,
and the summer threads unroll
o their enigraric journey

resplendent to the lover’s soul.

Voices of day

Long was the night; as if plying the Styx
1srrugaled in sleepless penance.

To you, iround me in fisst awakening,
my greeting, you voices of day!

1 greet o, first clattering wagen,
irj[i{lﬁtnnus sheps, ulm]g the street,
You drown vut the woodworm's gniveing,
yan rousing moening church I)C]ﬁ.

And with the first dawning beams at the windew
twritters the sparrow’s joyous song,

sun, you come 1o frighten off spirits,
ah Iinly source of conrage and Eghr!

Loy was the night; as if plying the Styx
1 have atoned in silent darkness.

To you, around me in first awakening
my wreeting, you voices of day!




14)“Die Rosen wnd der Flieder™ (1894)
Otto Gruppe (1504-1876)

D¢ Rosen und dle
die INelken und
dic komm
und werden wied

Nur nicht die Liels und Treue,

wenn sie verloren ist,

unil keimt kein Herz aut’s Neue,
as schon pebrochen st

131 "Fin Rosenblatt” (before 1900)
Yincenz Zusner (1803-1874)

s jiingrst der Buch im .\'T(WF{:nghmu-
1 ersten Kuss der Rose pab,

unle aus ihrem Blitenkranze

in seine Flut cin Blare hinab.

Dies triige er nun auf seinen Wellen

1d und Flur um sissem Weh'
wnd weahat os selbst an dden Seellen,
bis cs verruscht im tisfen See.

Wenn auch im bunten Weltgrerriebe
schon unsre letzre Frewde ¢ il\’\r"dlll.l.
s Rosenblate der ersten Liebe,
umschweht uns bis zum Grabesrand.

16) “Rosengrufi”, op. 7/7 (before 1900)
Ernst Scherenberyg E‘l £39-1905)

s Fenster kam cr geflohen,
hterner Liebe duftiger Gruls;

ch der hoffende Werber betrogen,
sinnende Maid, warum zégere dein Fuk?

Durch des Gemaches verschwiegene Riume
fluter der Rosen besteickender Hauch,
wiept dich in siifie, berauschende Triume,
M-'I:L'JT(L'] den Frithling im Herzen dir auch.

Bull zu den Lippen wirst du ihn heben,
Rosen zu Rosen, o blihende Zeit!

Aber noch zagst du mir heimlichen Beben;
ahnst du die Dornen, ahost du das Teid?

Roses and lilac

Roses und lilac,
curhations and jsmine,
all these reappear

te blossom once aguin,

But nat love and devation,
when they are lost,

and na héurt sprouts anew
ance it has been broken,

A Rose Petal

When in morn
rave the mse ies 0r 85

h)cl'n fell [rorm its wreath of blossoms
a petal into the streim.

glow the hrook
A

Uprons s weave ics carried now
through forest and field in sweer pain
und pres it even in desolare pla
until it passes away into the deep s

When in the colorful worldly bustle
even our last joy has disappeared

the rose petal of our fist love
accompanics s ta the edpe of the grave.

A rose’s greeting

Through the window with an unsecn bre
came fragrant greetiog of tmorous love;
is the antious suitor deceived,
pensive youny gicl, why cry you so?

In every ane of the rooink silent corn
Aows the roses bedazeling scen

rocking you sweetly in entapru
awitkening spring in your breas

drems

Soon you will lift it up to your lips,
roses D TO3eS, & MOMEnt suprem
But still you hesitare, with foner rrembling;
in fear of the thorns, in tear of the pain?

17) Rosentod, op. 7/5 {before 1900)
Dora Leen

[ rave Rose,
i do i sehimmernder
senwelkest dery

weithin durch das nichelich stille C
lchst sterbend du ¢ '
der Blumenseele Senfzer hin

<l du wergehsr,

ne in Purpuegewandete Rlage,
il dich nicht Liche gepflickt,
weil dich nicht Liche empfing,

18) “Ach, noch so jung”, op. 7/6 (before 1900}
Iirnst Schevenberg

Ach, noch so ung und schon so verbliibt,
it noch der Weg und die Flite so m
i trostloser Wiiste auf plihendem Sand
{ n, bestaubt und verbe

ich sus it jubelndem Mur,
wowear frisch, und dee Wep war
b jagt'ich verlockenden Bildern nach
ind nur Tiuschung und bircere Schmach,

auf plihenden Sand,
te Lestaobt und verbeannt
ch, noch s juny und schon so verbliht,
e Wey noch s weit und die Fiife so m

19) “Unendliche Liebe™, ap. 4/2 (before 1900}
1.0 Tolstoy (1828-1910)

Ik seh nen im Aug” dir glinzen,
o b dich nacht, du bise mein héchstes Gur,
| Jenn meine Liebe kennt keine Grenzen,

nnschlieft den Erdball, wie des Weltmeer's Flur,

bist mein hochstes Gue!

Prenn in der ew'sen Himmelsliecbe Buhn
iy alle ird'sche Licke miinden,

wiv alle Sredme in den Oeean,

' dich nicht, bald wird dein Kleinmut schwinden,

A rose’s death

You deep red rose,
beld in a shimmering vase,
you Fade away o vour death,

Reaching out through the silent, darkened abuode
you are breathing vour kst scenred breath,
the sighs of 1 flower's soul.

And vou will die,
clothed in o gown of deep l]nurpl.: Tament,
for you were not picked in Towe,

not were you weleomed in love,

A, still so young

A, still so voung and fading so suon,
a0 far yet to go and so wesry my st

it desol vasteland, on hot,

1 lay forsaken in the mercile

lowing sand,

n.

Onee [ set forth in jubilant spiris,

my heart was alive and my path full of promise.
But I chased vns of enticing allure

anel found anly illusions and biveer disgrace.

And now here Tlie oo the hot, glowing sand,
in desalare wasteland in the merciless sun.
Ah, still s young and fading s soon,

s far yet ta go and so weary my step.

Eternal Love

L ses tears glistening in vour eyes,

ah, do not grieve, you are my dearest treasure.
For my love knows no hounds,

encampasses the globe, ke the oeeins wives.

Oh, do not grieve, your dusPnir will soen be gone,
i are my dearest treasure!

Far toward heaven's endless love

all earthly love must Gow

like all rivers to the sea.

'1
i
|
|
i
|
|
|
I




20)“Spuk” , op. 744 (before 1900)
Dora Leen

Ty Mondgeflimmer, im Zauburschimmer
fithren die LElfen den Rejge
fernher leise, frohliche W
timen klingende Gelgen.

Zur Schenke hin mit stirmenden Sinn

eilt der Foestmnann durch nichilichen Wald,
Im Dort bei Tanz und Kerrenglanz
jubelnde Frevde erschalle.

Sehnsuchstsumatricke, ein Midschen blickt,
vom Tanze die Wangen so rot;

¢in bleich' Gesichr im Mondenlichr,

leiissen dlie lachenden Klfen zu Tod,

Die Liebe als Recensentin®, op. 4/4 {hefore 1900}
s Sturm (1816-1896)

Der Kukuk hat ein einzig Licd
fiir seinen Sehatz erdacht,

s wird er picht 2u singen miid®
vom friih bis in die Nachs.

Sein Schirzlein sitzc auf griinem Zweiy
hitrt unermtidlich zu

und denkt: es singt im ganzen Reich
doch keiner wie mein Kukuk.

22} "Wiegenliedchen”, op. 771 {(before 1900)
Julius Sturm

Schlafe, mein Lichchen, ich decke dich 2y,
Englein nah'n dir im Tramn,

lingst schan gingen Viglein zu Rulr,
bargen thr Koy )fﬁmn i Flaum,

Schlafe, mein l[,icln:}u:n, ich decke dich wu,
Englein nal'n dir im Trauom.

Schlafe die miiden Auglein dir Kar,
his die Sonne dich weckt;

il die Liche vor Leid und Gefihe
dich wie mit Fligeln bedeckr,
Schlafe die miden Auglein dir klar,
bis die Senne dich wecke,

Spectre

In meonlight glimmer, in magic shimmes
the elves start to dance ina ring;

Fvaweay plays o tune of ohl duys,

seraped on an old fiddle steinge

And towards the inn with impatient micn
hastens the woodsman an noctarnal trails,
In town they dance as candle fames prance,
merriment sounds theough the wale,

ber bonging betrays,

A voung girl’s
from dincing ﬁur cheeks are so red;
in moonlight r pabe young fice
is kissed by the elves until dead.

Love as C

The conkoo has o single song
created for his love,

he never tives of singing it
from morning uatil nighr.

His deavest love sits on  branch
and listens without tiving

and thinks: in all the realm
none equals my cookoa's song.

Lullaby

Sleep, my dear child, 'l tuck you in,
angels surround yiuin dreams,

the birds have long gone Lo rest,

have buried their hewls in their feathers,
Sleep, my dear chill, Il tuek you in,
angels susround you in dreane.

Sleep Hll your tired eves shine brightly,
umir:hc sun wakens you,

Towee shields you [rom sorrow and peril,
rotecting you under its wings,

Eh:c o4l vour tired eyes shine brightly,
lmri} the sun wakens you.

23) “Zu spiite Reue”, op. 772 (before 1900}
Julius Sturm

|2 gehr er wieder, der bleiche Knabe,

| clie Treue gelrochen habe;

unnd gl noeh immer, ol ez auch bleichtre,
am Hut das Riselein, das ich thm reichre.

dafs ich Schitze um Liche tauschie,
tlem Flimmer mein Flerz bevauschie!
t von allems miv trew geblichen,

cin verschimithees, verkannres Liehen.

24) " Traum’”, op. 7/3 {before 1900}
Dora Leen

strihlender Schein,
rhiitherd

dem

A chmkelndem Teree trat

e Liebe in lenchtender Prache

il wies mir steinigen Pfad,

ster fiibrte durch Stunin und Nacht

| % habe 3ch still von dem Schein,
el still von den Bliten gewandt
vand pingr die Stralie von Stein,

die Liebe an der Fland,

251 Entfithrung (c. 1909)
Stefan Goorge %l B68-1933)

Al mit mir, gelieltes Kind,

i die Wilder Terner Kunde

il Lehalt als Angebind
wnrmein Licd in deinem Munde:

Traden wir im santen Blan

ler it Dt wnhiilleer, Gednzen:
uns're Lether glinzen
cheinen als w

lin der Luft so silherfein

Iilen uns wa Schleiern spinnen,

em Rasen hleichen Linnen
At wie Scheee und Srernenschein,

ey Biumen um den See
shen wir vereint uns freuend
ite singend, Blumen strevaend,
e Nelken, weiben Klee,

Belated remorse

Again there he i, the pale, vouny Jad,
whise devotion 1 hetriyed;

and in his hat, althougl it is fuded,

he still weirs the rose thar T gase him,

O, thae T eeacled reeasares for love,
Tet ey heirt be swayed by vain trinkets!
¥What ol all thar remains faichful to me,
Lut his scorned, unrecognized lowe,

Dream

A vision of glittering light,

1 si i new blossoming land
in dreams | stoad all alone,
facing that splendour se grand.

From a dark door it appeared,
‘twas Love resplendent and hright,
He showed me the rugred path
which led through stormy nighe.

I quietly turned from the light,

I ruened from that blossoming land
andd went along that rough path

ti take innine Love's hand.

Abduction

Come with me, beloved child,
into the farests of yone

ang keep as o gift

only my song In your mouth.

We'll buthe in the soft blue
af the scenred blassoma:
our hacies will glow

more clearly than the dew

I the air se silver fine,
threads are spun for ns as veils.
On the grass linen bleaches
soft a3 snow and starlighe,

Under trees arcund the lake
wee foat happily united
singing softly, strewing perals,
white carnations, white clover.




26) Das feurige Minnlein {1915)
Atfons Perzold (1582-1923)

ﬁ'_ul

s Ielannlein er clic ¥
jeclen Wald, wiind’t an jedes Feld,

die krewe und « r\Iunrh ch Disefier und Sridr -
Ach, wenn our cl.\sl.\l. pnlein sein Rissel mit h

ilig wis der stickichue Blitg
afen, das berget viel Hice,
y n, das ler [Kraft,

1
usend Mc) an an einem Ty schaili,

tut Klappern, dis déiree alles Kraur,
ik und kein Kind mehr sur Soon’ hln wf sehuaut;
1 Blechbare
: Iwu.‘ Halz auf dem Herd,
enschen, die Bium' and die 5
tlein lacht gransig hinein,

-uul brinnen
Weh! schreien c|

tiele Stimme (1909}

27) “Die Dunkelheit sinkt schwer wie Blei”
Edith Ronspi:rgt:r {1880-1921)

T
iDie D\‘nl«lll it sinke schwe
.|m_r|L|

ind grabuisk: ﬂr
cht maich
nonvich be
ich bald!

hlief” ||.h. schlief

“Sie sind so sehin”
th Ronsperger

i, du. milden, -.cmm_nntht_u.

¥ 2
dig ither See, Gebirg nlu.l\ 11 1hrr_m_u
simmern, Lenehten, Strablen chinegleichen.

Unel grelle thlm' fiefe Schirten wi
unid aufg il il sind alle ¥
Llndl du'v n:n - lie tiefsten Heimlichlesten,
des Sormmers heilte Farben, sic verhleichen.

Lilde, die kein Wort dir nenne,
Hauzch heriibe rm_hu.,

Wir zine
iuh]<t glu d

ein sl 1 vin ihm eblichen,

Tnd mein ] lur. sl ]alu.,u,m liebr und kennt -
in nenem Li Ciels vor miv ciste
und Jiel s nen mit tefer'm, reiferm Lichen!

The Fiery Gnome

o g "\t_r the streiprl,
journey of o thousand miles'length,

ver Tiis honf Falls, all Tife s undone,

1 or child Joaks up to the sur;

w save, in whole or in part

and heuses hurn brightly like wood in the bearth,
Ol cry the peaple, © lh.- irees and rhe

ac the hideous lwghter af the £

CTY gname.

Darleness falls heavy as lead

N&l mul)d disturhs
1 bl.lck wall
23 up o heaven.
Into s ]mu‘. Baeren emptin
my life strenches, hopele
Wusty and cold as the grave
and breath of this night hlows at me,
1 TErOr creeps up 1o me, -

if only 1 L'(JlI]JL] sleep, slerp soan!

v sience

‘They are so beautiful

They are s beautifial, the mellow, sun-rich,

at early auniman,

o over LL‘ moEntain and pastures,
an inc-omp.u-.\bl:: lea, lustre and radiance.

Anal dazeling lights, deep shadows u_u_dr_
1 mees are opened up and o

And vou nnderseand Hu. Geepe

the Wt colars of sumener, they fade,

With agentleness that no word i cxpress to you,

vour feel summer's breath blow by,

i sweet mEmory, tl ined of it,

deh my heurt bas Loved and known long,
¥ hiefore me in a new light

)d k\\ 3 anew with i c]u.pl.r. mare mature love!

29} “Einst gibe cin Tag"
Edith Ruugperger *

2
. ]uubgulu.lw Bliten, leise Hleiren
it schveren Diifre dusch des Raumes Weiten,
wie Siulen Raveh aus Oplerschalen steigen,

Uil bl T 1 Schein spielc an d
anil itber 'l” den |\| vten Bhu‘)t_nﬂcm_n =

Winden -

{3 TETL -
Il scl‘.iat 50 tnﬂ c]n Srraulk in meiney Flinden,
wud an der St die Keine rote Wnde

300 Und wie muﬁ die Liebe (191%)
Rainer Maria Rilke {1873-1926)

il hing mit gefaleeten S ]\wmy'\_ﬂ grol
e meiner bihenden Seele...

Once a day will give

Qinee i day will give me all happine
had dreamned of, lenged for in lllﬂ\u.jl times

1 will sinle ey -

of deepest sorrow will fall silen,

5

q]uw:l:,
-Jt?l. g: i tl‘.ll)l rh the lUlJl]\b
like columps of smake risin

And the light of rall candles plays on the
and abueve all the colocful J'l\s al

nowe the hour of my own b
o Jirsh dissunanee will dc\um it for me -

I sleep 5o soundly, a houquet of Bowers in my hands,
and on my forehead the small red wound,

And how may Love

Ve CDITLE L \l)\l’
a rain af hlassoms,

'\m| Jionwe ooty dow
camne Tike :
prayers - Tell:

:1 i eome Ll

Happiness broke radiantly from dhe heavens
and bueg Limge with folded wings
above my ﬂg\w\:fmg sl
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Iiihbeck de Burgos, Haitink, Harnoncoure, Kreigberg, Norrington, Czawa, Forthcoming engagements include Britten’s
W Requiem with Diresden Philharmonie under Hickex and 3rd Symphony by Carl Nielsen with the Orchestre Sympho-
ngue de la Monnaie. ’

Wiling Holzmair has an extensive discography, and his recordings have met with critical acclaim. His numerous record-
s inelude lieder by Clara and Robert Schumann and Eichendorff sengs by various composers, all with Imogen Cooper
11'hilips), warious Schubert recordings with Gérard Wess (Tudor), Pelléas et Mélisande wich Haitink and the Orchesere Na-
finmal de France {Naive), and Brahms' Ein deutsches Requiem with Herbert Blomstedt (which won a Grammy award). For
rs he has also been a commiteed advocare of works, especially lieder, by formerly persecuted composers such as Kr.cm:k,
Ilittler and Zetsl {ORF, cpo). A Terezin recording is currently in preparation (Bridge Records).

Sinee 1998 he has taughe lied and oratorio at the Mozarteum in Salzburg and given master classes in Europe and
Sonth America.



Produced and Engineered by Silas Brown (Legacy Sound)

Editor and Mastering Engineer: Silas Brown 1y
P Wlndeen, bole @ilodsen,

Mousical Supervisor: Christopher Hailey S e
Recorded April 7 and 8, 2007, at the Institute for Advanced Study, T nm:nl:| i 'z_::_ll_,mm'[”‘
Princeton, New Jersey i

Annotator: Christopher Hailey

Graphic Design: Brook Ellis B Teb,  fultees Latlel

[lustrations by Adolf Miinzer from Mia Holm, Mutterlieder i et Oeil,
(Paris-Leipzig-Munich: Albert Langen, 1897) e fdy ame Fels die Wogr,

Executive Producers: Becky and David Starobin A ie mein Denluen Sridl,

Special thanks to Thurmond Smithgall, Mr. and Mrs. Karlheinz Muhr, :‘ E'“'"‘_“*“_ "'I"“i”” u,
Christoph Thun-Hohenstein, Jon Magnussen, Michael Gehret ;I:I-lf.l.ltm;:, Il‘.‘rll:[‘: ‘I;]u:r_ i
and the Institute for Advanced Study, Director, Peter Goddard; A v o

and the Franz Schreker Foundation, Christopher Hailey, Director.

This recording was produced in part through a generous grant from
"The Lanie & Ethel Foundation, New York, NY; and from
Mr. and Mrs. Karlheinz Muhr. This recording is a sponsored project
of the New York Foundation for the Arts,

For Bridge Records: Charlotte Albert, Barbara Bersito, Natalie Bersito, e i, oGt e,
Brook Ellis, Douglas H. Holly, Charlie Post, Doron Schichter, - Tepl den Bleinen Ceib e Ruh:
Robert Starobin, Sandra Woodruff Mibee widhl vt [hwerer Ere,

Senitlet il mil Blemew !

Bridge Records, Inc.
200 Clinton Avenue

Saviry Blome glidh mein Tinodye,

Ball sy bedmmeni, Lawn eviedl

New ROChCuC: NY 10801 Wav pleid) ibe von Jebem Hiunies
E-mail: Bridgerec@bridgerecords.com Waul beeithe! v leidt eclredt.

Brad Napoliello, webmaster







