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Shakespeare songs strophic form predominates and
Korngold alternates between exact and altered repetitions
of the verse.

Harmonically Korngold leaves us in absolutely no doubt
that he has no intention of abandoning tonality, even though
there are moments in Op. 22 when he appears to be on the
verge of doing so. The second song in particular includes
tonal layers and episodes of the sort which with other
composers prepared the way for atonality – but not so with
Korngold. In Op. 27 there is already much more harmonic
clarity, which at times extends into occasional simplicity –
which does not mean that there are not also harmonic effects
of great refinement, such as the remarkable juxtaposition of
major and minor in Op. 29 No. 1.

Melodically Korngold excels in writing very natural,
almost regular melodies, which seem to be in a sort of state
of oscillation, such as in Op. 22 where Korngold works
extensively with changes of metre – even though one is

hardly aware of it. Yet even these calculated irregularities
disappear noticeably in Op. 27, so that in the Shakespeare
songs classical regularity is avowedly to the fore. Likewise
Korngold gradually reins in his predilection for using large
intervals, so that in Opp. 29 and 31 they scarcely appear.

Should the impression be given that the Shakespeare
songs contain somewhat naive simplicities, that charge
should be energetically repudiated. In spite of all the folk-
song-like traits and intentional simplicity Korngold writes
here with the same sure-footed refinement and compos-
itional ability as in other songs. On the contrary one must
even admiringly assert that Korngold understands here how
to achieve the maximum impact with the greatest economy
of means in such a way that even a Mahler could not have
done it better.

Cornelius Bauer
English translation: David Stevens
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If Erich Wolfgang Korngold had been born not in 1897 but
about thirty years earlier, he and his music would have
existed in exactly the same period as a generation of
composers which is represented now by the names of
Richard Strauss, Gustav Mahler and Hans Pfitzner, and he
would probably have become one of its most important
figures. For in his stylistic sphere Korngold is to be classed,
without doubt, among these late- and post-Romantic
composers and as far as his compositional ability and
musical imagination are concerned he is second to none. In
his own time however, Korngold was a musical anomaly,
like a latecomer who tries to bring to fruition the late-
Romantic style at exactly the same time as it is being
forgotten about.

In this respect Korngold’s biography has some truly
tragic features. The scion of a famous Jewish Viennese
family and son of the notorious music critic Julius Korngold,
at first he induced astonishment and amazement and was
regarded as a compositional Wunderkind with early works of
complete mastery; as a star composer he enjoyed a real
triumph a little later with his opera Die tote Stadt.  And yet
in the years of his maturity there was no corresponding
career as a ‘serious composer’; instead he was diverted into
the realms of operetta adaptations and, later, film music. To
that end he emigrated to the United States where he rode
out the Nazi era and the Second World War and had to
realise thereafter that he would not be granted a second
chance in his old homeland. For although the old Korngold
again produced concert music of absolute mastery – such as
the famous Violin Concerto –  he worked in post-war
Europe as a man out of his time, whose notorious
Romanticism arouses incomprehension. 

Even in his output of songs, Korngold remained true to
his own style. His conception of the song is oriented strictly
to the Romantic ideal: an intimate, yet intense form with
relatively simple singable melodies, in which the art lies
more in subtle detail than in the expansive gesture. So
Korngold sets himself against a trend of the late nineteenth
century, which seeks to translate the song from its original
intimacy into large-scale concert music and this is
compositionally underpinned by a more sweeping form and
more virtuosic and artificial handling of the voice –  not for
nothing do many composers talk no longer of Lieder but of

‘songs’. Korngold on the other hand, who never accepted
this terminology, returns more or less to its original concept.

Unlike perhaps for Strauss and Pfitzner the medium of
the song as a genre was not central to Korngold’s output, yet
he always contributed to the song repertoire at regular
intervals – especially after the completion of large music
theatre works, almost as a small-scale counterbalance. So
again and again throughout his complete catalogue of works
are publications of from three to six songs, which in part are
conceived as coherent cycles (Opp. 18, 27 and 29) and in
part were subsequently collected together. Certainly most
of the songs are typically occasional works, but ones which
nevertheless are written with care and with an entrancing
richness of ideas.

Songs of Youth: “Op. 5” and Op. 9
Without doubt Korngold was one of those few composers
who achieve perfection at an early age, even in their youthful
works – his first published works display an effortless
certainty and technical mastery. This astonishing standard
would be bestowed on Korngold’s early works, in spite of the
fact that most of them (apart from the Six Simple Songs,
Op. 9) were not cleared for publication but were only
discovered in the Korngold family estate eighty years after
they had been written. Here the youthful Wolfgang Erich
shows himself to be an ideal song composer, who knows
how to set the idea of a text musically and to clothe it in
singable melodies. Korngold’s music is rooted in the
Romantic tradition of Schubert, Schumann and Brahms,
whose music must have been omnipresent in his parents’
house; at the same time, Korngold was at his very best
during this period, while in the choice of his musical
methods (especially in his use of harmony) he emulates his
contemporaries Mahler, Richard Strauss and Hugo Wolf.

A large proportion of the songs recorded here date from
the years 1910 and 1911 when the thirteen- and fourteen-
year old was planning a big cycle of songs to texts by Joseph
Eichendorff, one of his favourite poets. Of the sixteen songs
from this period he selected twelve for this cycle.  But since
the decision to publish his works resided with his father, in
1911 Erich presented a bound copy of the work to him as a
Christmas present, furnished with the hopeful title “Songs
Opus 5, if God and Father so wish”. But his father did not

wish. To his very critical eye there was no virtue in the
songs; perhaps also the notion of an Eichendorff song cycle
seemed to him to be not prestigious enough or even
outdated. Korngold’s Op. 5 actually became the Sinfonietta
for orchestra, while the songs remained mostly unpublished.
It was not until five years later that three of the songs (Nos.
1, 5 and 8) were published, together with three more recent
songs, as Op. 9.

Unfortunately, exactly what it was that aroused the
displeasure of the composer’s father has not come down to
us. From a purely musical perspective, however, these songs
are irreproachable: they display a wonderfully musical
sensitivity, unerring characterization, compositional imagi-
nation and formal proportion. Rather, a particular stylistic
unity is detectable: while some of the songs are set in a
simple and traditional way, such as No. 6 Aussicht (Outlook),
No. 9 Der Friedensbote (The Messenger of Peace) and, in
spite of several harmonic refinements, No. 7 Die Sperlinge
(The Sparrows), elsewhere the young composer dares to
make interesting experiments. The piano movement in No.2
Winternacht (Winter Night), with its remarkable open
parallel fifths is almost impressionistic, thereby expertly
evoking the concept of a wintery wasteland. No. 4 Abend-
landschaft (Evening Landscape) unsettles at first with its
unusually dissonant soundworld which is absorbed only
with difficulty into the real key. And a particularly special
case is Vesper (not incorporated in Op. 5) in which Korngold
not only represents the evening bells realistically, but uses
different time-signatures at the same time, a device which
evokes a quite strange state of uncertainty, which is a
trenchant characterization of the text.

But the most convincing songs are those in which
Korngold experiments with a middle course between trad-
ition and fantasy. To this category belong the wonderful Vom
Berge (From the Mountain) (No. 10) as well as the three
songs of Op. 9. Impressive for instance, as in Nacht-
wanderer (Night Wanderer) (No. 8 or Op. 9/2) is a
persistently recurring descending figure in the piano part,
which represents the nocturnal rider or, as in Schnee-
glöckchen (Snowdrops) (No. 5 or  Op. 9/1) which alternates
consistently not only between three- and four-time, but also
between major and minor, thereby generating an atmosphere
which fluctuates between melancholy and cheerful

apprehension. Of the three newer songs in Op. 9 Das
Heldengrab am Pruth (The Hero’s Grave at Pruth) (No. 5,
after Heinrich Kipper) of 1916 stands out above all for the
delicate arabesque-like figures in the piano part (paying
homage to Debussy) which bring alive the vision “of the
little garden” described in the text. No more masterful or
imaginative songs have ever been composed.

Songs of Maturity: Opp. 22,  27, 29 and 31
The seventeen (or sixteen) songs of these four works have
no direct connection with one another. The three songs Op.
22, from 1928/29 to texts by Eleonore van der Straten and
Karl Kobald, are clearly occasional pieces which Korngold
produced after finishing his opera Das Wunder der Heliane,
perhaps as a “serious” counterbalance to the operetta adapt-
ations of this time. On the other hand Op. 27, from 1933, is
a self-contained cycle with the title Unvergänglichkeit
(Immortality), after four poems by Eleonore van der Straten,
which date from the period of Korngold’s last opera Die
Kathrin. Opp. 29 and 31 came into being during his Amer-
ican exile and are the only English-language songs by
Korngold (to texts from plays by Shakespeare), which were
composed between 1937 and 1941 – the period of his first
great film scores.

At the same time, when listening to these songs one after
another one can detect a continuous development towards
even greater simplicity. Korngold’s customary inclination
towards an ideal of song-writing is strengthened more and
more in the song compositions of this period; while Op. 22
still contains some elements of artificial complexity, the
Shakespeare songs follow in the direction of folk-songs
(comparable perhaps with Copland’s Old American Songs.
This can be clarified in several aspects:

Technically the stock type of through-composed song
dominates Op. 22. Although it is not in verse form, in all
three songs Korngold harks back from time to time to the
first line of the melody, which is then developed differently;
as a result there emerges a barely perceptible coherence
which almost borders on the strophic. This method is
developed further in Op. 27 so that  a sort of strophic song
with variations emerges, in which the verses are slightly
altered. The second song definitely belongs to this category;
it repeats the first section twice in varied ways. In the
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Drei Lieder (Three Songs), Op. 22 8:04
(1Eleonore van der Straten, 1845–?; 
2–3Karl Kobald)

1 No. 1 Was Du mir bist (What Are You To Me?) 3:16
2 No. 2 Mit Dir zu schweigen (To Be Silent When 

I’m With You) 2:10
3 No. 3 Welt ist stille eingeschlafen (The World 

Has Gone To Sleep) 2:27

Unvergänglichkeit (Immortality), Op. 27 10:35
(Eleonore van der Straten)

4 No. 1 Unvergänglichkeit I (Immortality I) 2:15
5 No. 2 Das eilende Bächlein (The Rushing Little 

Stream) 1:35
6 No. 3 Das schlafende Kind (The Sleeping Child) 1:53
7 No. 4 Stärker als der Tod (Stronger Than Death) 1:59
8 No. 5 Unvergänglichkeit II  (Immortality II) 2:37

Songs of the Clown: Five Songs from 
Twelfth Night by Shakespeare, Op. 29 9:15
(William Shakespeare, 1564–1616)

9 No. 1 Come away, Death 2:16
0 No. 2 O mistress mine 2:04
! No. 3 Adieu, good man Devil 0:44
@ No. 4 Hey, Robin 0:49
# No. 5 For the rain, it raineth every day 3:14

Vier Lieder (Four Songs), Op. 31 10:20
(William Shakespeare)

$ No. 1 Desdemona’s Song 2:59
% No. 2 Under the greenwood tree 1:54
^ No. 3 Blow, blow, thou winter wind 2:17
& No. 4 When birds do sing 2:57

Zwölf Lieder, “Op. 5”: So Gott und Papa will
(Twelve Songs, “Op. 5”: If God and Father 
so wish) 22:41
(Joseph von Eichendorff, 1788–1857)

* No. 1 Das Ständchen (Serenade) 
(also known as Op. 9, No. 3) 2:15

( No. 2 Winternacht (Winter Night) 2:30
) No. 3 Das Mädchen (The Girl) 1:30
¡ No. 4 Abendlandschaft (Evening Landscape) 1:31
™ No. 5 Schneeglöckchen (Snowdrops)

(also known as Op. 9, No. 1) 3:01
£ No. 6 Aussicht (Outlook) 1:20
¢ No. 7 Die Sperlinge (The Sparrows) 1:10
! No. 8 Nachtwanderer (Night Wanderer)

(also known as Op. 9, No. 2) 2:52
§ No. 9 Der Friedensbote (The Messenger of Peace) 1:13
¶ No. 10 Vom Berge (From The Mountain) 1:43
• No. 11 Waldeinsamkeit (Woodland Solitude) 2:05
ª No. 12 Sangesmut (The Spirit of Singing) 1:13

Sechs Einfache Lieder (Six Simple Songs), 
Op. 9, Nos. 4–6 7:50
(4Edith Honold; 5Heinrich Kipper; 6Siegfried Trebitsch)

º No. 4 Liebesbriefchen (A Little Love Letter) 1:55
⁄ No. 5 Das Heldengrab am Pruth (The Hero’s 

Grave at Pruth) 2:54
¤ No. 6 Sommer (Summer) 2:54

Four Posthumous Songs:
‹ Angedenken (Remembrance)* 1:56
› Vesper 3:08
fi Reiselied (Travelling Song) 1:22
fl Der Geniale (The Genius) 0:56

(Joseph von Eichendorff)
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If Erich Wolfgang Korngold had been born not in 1897 but
about thirty years earlier, he and his music would have
existed in exactly the same period as a generation of
composers which is represented now by the names of
Richard Strauss, Gustav Mahler and Hans Pfitzner, and he
would probably have become one of its most important
figures. For in his stylistic sphere Korngold is to be classed,
without doubt, among these late- and post-Romantic
composers and as far as his compositional ability and
musical imagination are concerned he is second to none. In
his own time however, Korngold was a musical anomaly,
like a latecomer who tries to bring to fruition the late-
Romantic style at exactly the same time as it is being
forgotten about.

In this respect Korngold’s biography has some truly
tragic features. The scion of a famous Jewish Viennese
family and son of the notorious music critic Julius Korngold,
at first he induced astonishment and amazement and was
regarded as a compositional Wunderkind with early works of
complete mastery; as a star composer he enjoyed a real
triumph a little later with his opera Die tote Stadt.  And yet
in the years of his maturity there was no corresponding
career as a ‘serious composer’; instead he was diverted into
the realms of operetta adaptations and, later, film music. To
that end he emigrated to the United States where he rode
out the Nazi era and the Second World War and had to
realise thereafter that he would not be granted a second
chance in his old homeland. For although the old Korngold
again produced concert music of absolute mastery – such as
the famous Violin Concerto –  he worked in post-war
Europe as a man out of his time, whose notorious
Romanticism arouses incomprehension. 

Even in his output of songs, Korngold remained true to
his own style. His conception of the song is oriented strictly
to the Romantic ideal: an intimate, yet intense form with
relatively simple singable melodies, in which the art lies
more in subtle detail than in the expansive gesture. So
Korngold sets himself against a trend of the late nineteenth
century, which seeks to translate the song from its original
intimacy into large-scale concert music and this is
compositionally underpinned by a more sweeping form and
more virtuosic and artificial handling of the voice –  not for
nothing do many composers talk no longer of Lieder but of

‘songs’. Korngold on the other hand, who never accepted
this terminology, returns more or less to its original concept.

Unlike perhaps for Strauss and Pfitzner the medium of
the song as a genre was not central to Korngold’s output, yet
he always contributed to the song repertoire at regular
intervals – especially after the completion of large music
theatre works, almost as a small-scale counterbalance. So
again and again throughout his complete catalogue of works
are publications of from three to six songs, which in part are
conceived as coherent cycles (Opp. 18, 27 and 29) and in
part were subsequently collected together. Certainly most
of the songs are typically occasional works, but ones which
nevertheless are written with care and with an entrancing
richness of ideas.

Songs of Youth: “Op. 5” and Op. 9
Without doubt Korngold was one of those few composers
who achieve perfection at an early age, even in their youthful
works – his first published works display an effortless
certainty and technical mastery. This astonishing standard
would be bestowed on Korngold’s early works, in spite of the
fact that most of them (apart from the Six Simple Songs,
Op. 9) were not cleared for publication but were only
discovered in the Korngold family estate eighty years after
they had been written. Here the youthful Wolfgang Erich
shows himself to be an ideal song composer, who knows
how to set the idea of a text musically and to clothe it in
singable melodies. Korngold’s music is rooted in the
Romantic tradition of Schubert, Schumann and Brahms,
whose music must have been omnipresent in his parents’
house; at the same time, Korngold was at his very best
during this period, while in the choice of his musical
methods (especially in his use of harmony) he emulates his
contemporaries Mahler, Richard Strauss and Hugo Wolf.

A large proportion of the songs recorded here date from
the years 1910 and 1911 when the thirteen- and fourteen-
year old was planning a big cycle of songs to texts by Joseph
Eichendorff, one of his favourite poets. Of the sixteen songs
from this period he selected twelve for this cycle.  But since
the decision to publish his works resided with his father, in
1911 Erich presented a bound copy of the work to him as a
Christmas present, furnished with the hopeful title “Songs
Opus 5, if God and Father so wish”. But his father did not

wish. To his very critical eye there was no virtue in the
songs; perhaps also the notion of an Eichendorff song cycle
seemed to him to be not prestigious enough or even
outdated. Korngold’s Op. 5 actually became the Sinfonietta
for orchestra, while the songs remained mostly unpublished.
It was not until five years later that three of the songs (Nos.
1, 5 and 8) were published, together with three more recent
songs, as Op. 9.

Unfortunately, exactly what it was that aroused the
displeasure of the composer’s father has not come down to
us. From a purely musical perspective, however, these songs
are irreproachable: they display a wonderfully musical
sensitivity, unerring characterization, compositional imagi-
nation and formal proportion. Rather, a particular stylistic
unity is detectable: while some of the songs are set in a
simple and traditional way, such as No. 6 Aussicht (Outlook),
No. 9 Der Friedensbote (The Messenger of Peace) and, in
spite of several harmonic refinements, No. 7 Die Sperlinge
(The Sparrows), elsewhere the young composer dares to
make interesting experiments. The piano movement in No.2
Winternacht (Winter Night), with its remarkable open
parallel fifths is almost impressionistic, thereby expertly
evoking the concept of a wintery wasteland. No. 4 Abend-
landschaft (Evening Landscape) unsettles at first with its
unusually dissonant soundworld which is absorbed only
with difficulty into the real key. And a particularly special
case is Vesper (not incorporated in Op. 5) in which Korngold
not only represents the evening bells realistically, but uses
different time-signatures at the same time, a device which
evokes a quite strange state of uncertainty, which is a
trenchant characterization of the text.

But the most convincing songs are those in which
Korngold experiments with a middle course between trad-
ition and fantasy. To this category belong the wonderful Vom
Berge (From the Mountain) (No. 10) as well as the three
songs of Op. 9. Impressive for instance, as in Nacht-
wanderer (Night Wanderer) (No. 8 or Op. 9/2) is a
persistently recurring descending figure in the piano part,
which represents the nocturnal rider or, as in Schnee-
glöckchen (Snowdrops) (No. 5 or  Op. 9/1) which alternates
consistently not only between three- and four-time, but also
between major and minor, thereby generating an atmosphere
which fluctuates between melancholy and cheerful

apprehension. Of the three newer songs in Op. 9 Das
Heldengrab am Pruth (The Hero’s Grave at Pruth) (No. 5,
after Heinrich Kipper) of 1916 stands out above all for the
delicate arabesque-like figures in the piano part (paying
homage to Debussy) which bring alive the vision “of the
little garden” described in the text. No more masterful or
imaginative songs have ever been composed.

Songs of Maturity: Opp. 22,  27, 29 and 31
The seventeen (or sixteen) songs of these four works have
no direct connection with one another. The three songs Op.
22, from 1928/29 to texts by Eleonore van der Straten and
Karl Kobald, are clearly occasional pieces which Korngold
produced after finishing his opera Das Wunder der Heliane,
perhaps as a “serious” counterbalance to the operetta adapt-
ations of this time. On the other hand Op. 27, from 1933, is
a self-contained cycle with the title Unvergänglichkeit
(Immortality), after four poems by Eleonore van der Straten,
which date from the period of Korngold’s last opera Die
Kathrin. Opp. 29 and 31 came into being during his Amer-
ican exile and are the only English-language songs by
Korngold (to texts from plays by Shakespeare), which were
composed between 1937 and 1941 – the period of his first
great film scores.

At the same time, when listening to these songs one after
another one can detect a continuous development towards
even greater simplicity. Korngold’s customary inclination
towards an ideal of song-writing is strengthened more and
more in the song compositions of this period; while Op. 22
still contains some elements of artificial complexity, the
Shakespeare songs follow in the direction of folk-songs
(comparable perhaps with Copland’s Old American Songs.
This can be clarified in several aspects:

Technically the stock type of through-composed song
dominates Op. 22. Although it is not in verse form, in all
three songs Korngold harks back from time to time to the
first line of the melody, which is then developed differently;
as a result there emerges a barely perceptible coherence
which almost borders on the strophic. This method is
developed further in Op. 27 so that  a sort of strophic song
with variations emerges, in which the verses are slightly
altered. The second song definitely belongs to this category;
it repeats the first section twice in varied ways. In the
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Drei Lieder (Three Songs), Op. 22 8:04
(1Eleonore van der Straten, 1845–?; 
2–3Karl Kobald)

1 No. 1 Was Du mir bist (What Are You To Me?) 3:16
2 No. 2 Mit Dir zu schweigen (To Be Silent When 

I’m With You) 2:10
3 No. 3 Welt ist stille eingeschlafen (The World 

Has Gone To Sleep) 2:27

Unvergänglichkeit (Immortality), Op. 27 10:35
(Eleonore van der Straten)

4 No. 1 Unvergänglichkeit I (Immortality I) 2:15
5 No. 2 Das eilende Bächlein (The Rushing Little 

Stream) 1:35
6 No. 3 Das schlafende Kind (The Sleeping Child) 1:53
7 No. 4 Stärker als der Tod (Stronger Than Death) 1:59
8 No. 5 Unvergänglichkeit II  (Immortality II) 2:37

Songs of the Clown: Five Songs from 
Twelfth Night by Shakespeare, Op. 29 9:15
(William Shakespeare, 1564–1616)

9 No. 1 Come away, Death 2:16
0 No. 2 O mistress mine 2:04
! No. 3 Adieu, good man Devil 0:44
@ No. 4 Hey, Robin 0:49
# No. 5 For the rain, it raineth every day 3:14

Vier Lieder (Four Songs), Op. 31 10:20
(William Shakespeare)

$ No. 1 Desdemona’s Song 2:59
% No. 2 Under the greenwood tree 1:54
^ No. 3 Blow, blow, thou winter wind 2:17
& No. 4 When birds do sing 2:57

Zwölf Lieder, “Op. 5”: So Gott und Papa will
(Twelve Songs, “Op. 5”: If God and Father 
so wish) 22:41
(Joseph von Eichendorff, 1788–1857)

* No. 1 Das Ständchen (Serenade) 
(also known as Op. 9, No. 3) 2:15

( No. 2 Winternacht (Winter Night) 2:30
) No. 3 Das Mädchen (The Girl) 1:30
¡ No. 4 Abendlandschaft (Evening Landscape) 1:31
™ No. 5 Schneeglöckchen (Snowdrops)

(also known as Op. 9, No. 1) 3:01
£ No. 6 Aussicht (Outlook) 1:20
¢ No. 7 Die Sperlinge (The Sparrows) 1:10
! No. 8 Nachtwanderer (Night Wanderer)

(also known as Op. 9, No. 2) 2:52
§ No. 9 Der Friedensbote (The Messenger of Peace) 1:13
¶ No. 10 Vom Berge (From The Mountain) 1:43
• No. 11 Waldeinsamkeit (Woodland Solitude) 2:05
ª No. 12 Sangesmut (The Spirit of Singing) 1:13

Sechs Einfache Lieder (Six Simple Songs), 
Op. 9, Nos. 4–6 7:50
(4Edith Honold; 5Heinrich Kipper; 6Siegfried Trebitsch)

º No. 4 Liebesbriefchen (A Little Love Letter) 1:55
⁄ No. 5 Das Heldengrab am Pruth (The Hero’s 

Grave at Pruth) 2:54
¤ No. 6 Sommer (Summer) 2:54

Four Posthumous Songs:
‹ Angedenken (Remembrance)* 1:56
› Vesper 3:08
fi Reiselied (Travelling Song) 1:22
fl Der Geniale (The Genius) 0:56

(Joseph von Eichendorff)
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Shakespeare songs strophic form predominates and
Korngold alternates between exact and altered repetitions
of the verse.

Harmonically Korngold leaves us in absolutely no doubt
that he has no intention of abandoning tonality, even though
there are moments in Op. 22 when he appears to be on the
verge of doing so. The second song in particular includes
tonal layers and episodes of the sort which with other
composers prepared the way for atonality – but not so with
Korngold. In Op. 27 there is already much more harmonic
clarity, which at times extends into occasional simplicity –
which does not mean that there are not also harmonic effects
of great refinement, such as the remarkable juxtaposition of
major and minor in Op. 29 No. 1.

Melodically Korngold excels in writing very natural,
almost regular melodies, which seem to be in a sort of state
of oscillation, such as in Op. 22 where Korngold works
extensively with changes of metre – even though one is

hardly aware of it. Yet even these calculated irregularities
disappear noticeably in Op. 27, so that in the Shakespeare
songs classical regularity is avowedly to the fore. Likewise
Korngold gradually reins in his predilection for using large
intervals, so that in Opp. 29 and 31 they scarcely appear.

Should the impression be given that the Shakespeare
songs contain somewhat naive simplicities, that charge
should be energetically repudiated. In spite of all the folk-
song-like traits and intentional simplicity Korngold writes
here with the same sure-footed refinement and compos-
itional ability as in other songs. On the contrary one must
even admiringly assert that Korngold understands here how
to achieve the maximum impact with the greatest economy
of means in such a way that even a Mahler could not have
done it better.

Cornelius Bauer
English translation: David Stevens

Britta Stallmeister
Britta Stallmeister studied at the Hanover Hochschule for Music and Theatre with Carl-Heinz Müller. Her first guest
appearances took her to the Schloss Rheinberg Chamber Opera, where she sang the title rôle in E.T.A. Hoffmann’s Un-
dine. In the same year she was a prizewinner of the German Music Council and the German Musikleben Institute,
finally joining the Hamburg Staatsoper International Opera Studio. In 1998 she joined Frankfurt Opera, where she has
sung a varied repertoire, including Mozart’s Pamina and Susanna, Drusilla (L’incoronazione di Poppea), Dalinda (Ar-
iodante), Oscar (Un ballo in maschera), Marzelline (Fidelio), Cordelia (Lear) and Zdenka (Arabella). Guest engage-
ments have taken her to the Dresden Semper Opera, to festivals in Bayreuth and Salzburg, and to the Vienna Theater
an der Wien. She also appears in concerts and has a wide range of recordings to her credit. 

Uwe Schenker-Primus
The baritone Uwe Schenker-Primus was born in 1974 in Rosenheim. His early experiences with the Windsbacher Kn-
abenchor prepared the ground for his stage career. He completed his studies with Monika Bürgener at the Würzburg
Musikhochschule in 2006, having already sung leading baritone rôles. His various prizes and awards include a schol-
arship from the Wagnerverband in 2001, from the Deutschen Bühnengesellschaft in 2002, an award as finalist in the
Wiesbaden Mozart Competition in 2003, in the Würzburg Armin Knab Singing Competition in 2004 and in the official
international Würzburg Mozart Competition in 2006. From 2005-09 he appeared at the Mainfrankentheater, Würzburg
in rôles including Shaunard, Valentin, Guglielmo, Papageno, the Father in Hänsel und Gretel, Ping, the Sacristan, and
Wolfram in Tannhäuser. In 2009 he joined the Deutsches Nationaltheater Weimar, singing Don Giovanni, Silvio, Eugene
Onegin, and the Count in Wildschütz.

Klaus Simon
The pianist and conductor Klaus Simon was born in Überlingen am Bodensee and studied Music, German and Geog-
raphy in Freiburg. He was a piano pupil of Michael Leuschner and participated in master-courses with Aloys Kontarsky
(piano) and Hans Zender and Johannes Kalitzke (conducting). He founded and is the artistic director of the Holst Sin-
fonietta and the Young Opera Company, with both of which he has dedicated himself particularly to music of the twen-
tieth century. He initiated and led in Freiburg a series of Lieder recitals and as an accompanist combines standard
repertoire with less frequently heard works, including songs by Schoenberg, Pfitzner, Korngold, Rihm, Hindemith,
Bridge, Holst, Rebecca Clarke, Crumb and Argento. His work for Naxos includes the complete songs of Pfitzner and
of Korngold (in preparation), chamber works by Schwantner, and I was Looking at the Ceiling and Then I saw the Sky
by John Adams and for cpo he has recorded Korngold’s last stage work, Die Stumme Serenade. Since 2007 Klaus Simon
has worked as an arranger with Universal Edition/Wien. His editions of Mahler’s Symphonies Nos. 1 and 4 and Schoen-
berg’s orchestral songs Op. 8, for chamber orchestra have been played widely throughout the world.

Britta Stallmeister
Photo: Barbara Aumuller

Uwe Schenker-Primus Klaus Simon
Photo: Angelika Weber
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