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Franz Liszt (1811–86) is the only major nineteenth-century composer to have 
composed songs to poems in six languages: German, French, Italian, Hungarian, 
Russian and English. Although he was born in Doborján, located on the Austro-
Hungarian border (its German name is Raiding), neither Liszt nor his parents 
spoke Hungarian; his childhood language was a German dialect. He switched to 
French after arriving in Paris in his early adolescence. Liszt was largely self-educated 
because his father exploited his innate talent as a piano virtuoso; as with the young 
Mozart, Franz’s youth was spent in concert tours, where his natural good looks and 
extraordinary musical ability ensured him a sensational reception across Europe. 
Although his cosmopolitan lifestyle allowed him to acquire additional language skills 
in Italian, some English and, later, rudimentary Hungarian, his primary languages 
were German and French, and he used them for most of his concert-song repertoire. 
But these musical settings – described by one commentator as ‘songs of immense and 
staggering beauty’1 – never conformed to the expected musical styles of the German 
Lied of his epoch, nor to those of the French mélodie. Even in setting poets who 
are often found in those repertoires, Liszt sought out a sincere musical response to 
each text instead of following the expected structural or harmonic expression. ‘In 
responding to the spirit of German and French poetry he united the romantic souls 
of the two nations. His style was just like him, cosmopolitan and universal.’2 

1 Eleni Panagiotopolou, ‘An Evaluation of the Songs of Franz Liszt and Commentary on Their Performance,’ The Liszt Society 
Journal, Vol. 25 (2000), p. 22.
2 Ibid., p. 15.
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Liszt’s identification with several nationalities also crops up in his correspondence, 
where he freely switches languages depending upon the topic under discussion. This 
kind of free-spirited linguistic creativity appears in all his text-settings, as he often 
blends into one song several varied stylistic tools, such as bel canto vocal lines, long 
sections of unaccompanied recitative, orchestrally conceived piano textures and 
unresolved or parallel harmonies. He unselfconsciously broke every rule of that Paris 
Conservatoire where he, as a foreigner, had not been allowed to study. The composer 
and Liszt scholar Humphrey Searle wrote that he ‘began to see every piece as the musical 
expression of a certain idea or state of mind, sometimes derived from literature or art, 
sometimes from experience’.3 Liszt frequently published several versions of some songs, 
whether changing only a handful of notes or altering the entire structure of a piece 
decades later (as was the case in his two settings of three Petrarch sonnets). Perhaps he 
was not so much rejecting earlier versions of some of his creations as he was continually 
revisiting them to find new facets. He may have become fascinated with some specific 
texts, relishing the creation of variants just as the French painter Claude Monet returned 
to Rouen Cathedral, or the haystacks of Giverny, to paint version after version of the 
same landscape.

Jared Schwartz and I present here the first recorded performances of any of Liszt’s 
songs by a bass voice and piano, and all but one of these selections are our transpositions 
to low-voice keys.4 These songs represent four of the six languages that Liszt set: German 
(7), French (3), Italian (1) and English (1). They are also examples of the stylistic and 
dramatic variety of three distinct periods that musicologists often use to describe Liszt’s 
musical production. In planning this recording, we chose three songs from the ‘Early 
Period’ (1838–47) that includes the years of his rising fame as a piano virtuoso; five 
from the ‘Weimar Period’ (1848–58), when he abruptly left the concert stage to accept 
the post of Kapellmeister at the Weimar court; and finally, four from the ‘Last Period’ 
(1870–86), which began after he left Weimar and took minor orders in the Catholic church. 
3 Humphrey Searle, The Music of Liszt, 2nd ed., Dover, New York, 1966, p. 5.
4 They are published in Franz Liszt: Songs for Bass Voice and Piano, performing edition by Mary Dibbern and Jared Schwartz, Musik 
Fabrik, Lagny-sur-Marne, 2017.
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Throughout his career, Liszt wrote complex vocal music with a two-octave ambitus 
and dynamics ranging from the most delicate ppp to a roaring ff. His songs transformed 
the previously limited vocal tessiture and range of dynamics found in the songs 
intended for chamber-musical salons by his contemporaries. Liszt has been credited 
with inventing the modern piano recital, and the music recorded here shows that he 
also brought the repertoire for voice and piano from the private sphere of the salon 
to the public concert hall. The large range of expression found in these twelve songs is 
striking, extending from the delicate, interior world of Über allen Gipfeln ist Ruh’ 8  
to the Wagnerian majesty of Weimars Volkslied 1 , or from the quiet prayerfulness of 
Sei still 6  to the desperate drama of Le Juif errant 7 . In the twentieth century, Liszt’s 
entire œuvre, including his hundred or so songs, came to be seen as a major influence 
on composers of the decades after his death in 1886, including Mahler, Debussy, Bartók 
and Schoenberg. His non-conformist treatments of texts and accompaniment had often 
unsettled many of his contemporaries, both musicians and critics, who clung to a more 
orthodox Romantic aesthetic, but it is his very sense of creative self-determination 
which is the attribute that modern audiences appreciate.

Michael David Baron wrote an apt appraisal of Liszt’s songs: 
In assessing Liszt’s total song output it is impossible to make any sweeping generalizations 
simply because Liszt made none. He did not set for himself any single problems to be 
solved in song as he did in the cases of the symphonic poems and religious works. He 
simply wrote an extremely varied collection of songs for an equally varied number of 
reasons. Liszt’s songs fall less into natural groupings than do those of any of the other great 
song composers. Among them there are no examples of a number arising simultaneously 
from a single stimulus to write songs or to set the writings of a particular poet. Rather, 
each is an example of a song written for a particular occasion or because a single poem 
inspired Liszt to set it in music. It is, then, the single song which must speak for itself.5

5 Michael David Baron, The Songs of Franz Liszt, dissertation, Ohio State University, 1993, p. 185.
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That assessment reinforces the conclusion that, unlike his contemporaries, Liszt’s goal 
was not to set the texts of a particular poetic school or even poems of his native language 
(whatever he felt that might have been), and that his compositional styles, like those of 
his successor Hugo Wolf (1860–1903), literally changed with every song.

Songs of the Early Period (1838–47)
Du bist wie eine Blume (‘You are like a flower’), fifth version, s287iv,6 poem by Heinrich 
Heine (1797–1856) 10 , was first set by Liszt in 1842 and underwent four revisions before 
this, his final version from the late 1850s. The intimate delicacy of the song is echoed in 
his later Weimar setting Über allen Gipfeln ist Ruh’ 8  or, later yet, Sei still 6 . Although 
Liszt is often remembered for his large-scale, extrovert piano and orchestral works, these 
songs give ample evidence of his career-long attachment to miniatures which express 
deep emotion in only a few phrases. In our transposition, the bass voice resonates in the 
cello range as it richly expresses the poet’s reverent love; the echoing treble in the piano 
reinforces the delicate emotion of the poet’s comparison of his beloved to a delightful 
blossom.

O lieb, solang du lieben kannst! (‘O love, love as long as you can!’), s298, poem by 
Ferdinand Freiligrath (1810–76) 9 , was composed sometime between 1843 and 1850. 
In its solo-piano version it is known as Liebestraum and is undoubtedly Liszt’s most 
famous creation. The song evokes the atmosphere of a Romantic-period salon, but the 
extended vocal range and deceptively complex piano textures remove it from the realm 
of amateur performance. Its interpretation requires minutely flexible teamwork for the 
subdued, interiorised passages, and in contrast, an operatic outpouring of emotion at 
the climactic cadenza (‘O mach’ ihm jede Stunde froh, und mach’ ihn keine Stunde 
trüb’). Liszt also shows here his early penchant for unaccompanied vocal writing, using 
solo vocal recitatives that alternate with meditative piano passages, as if the piano were 
able to express the pure emotion of the singer when he falls silent.
6 ‘s’ numbers refer to the catalogue of Liszt’s works established by Humphrey Searle, The Music of Franz Liszt, Williams & Norgate, 
London, 1954; cf. also Michael Short and Leslie Howard, Ferenc Liszt (1811–1886): List of Works comprehensively expanded from 
the Searle catalogue, as revised by Sharon Winklhofer, Rugginenti Editore, Milan, 2004.
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Le Juif errant (‘The Wandering Jew’), s300, poem by Pierre-Jean de Béranger 
(1780–1857) 7 , was the last song Liszt wrote before his move to Weimar in 1848. The 
accompaniment is derived from his piano solo of 1840, the Étude de perfectionnement, 
s142. Its musical material also appears in the later (1852) piano solo Ab irato – Étude 
de perfectionnement de la Méthode des Méthodes, s143. This song was omitted from 
the 1917 complete edition of Liszt’s works; before now, only a sketch was previously 
available, in a facsimile of the manuscript published in 1986. It is thought that Liszt 
created the voice-and-piano version as a blueprint for the version scored for baritone 
and orchestra (s368a) by his assistant, August Conradi (1821–73), in 1848.7 Condemned 
to roam throughout the world, the eternally wandering Jew in this song is pushed 
forward by a divinely punishing whirlwind. The poet’s description of the Jew’s fate is 
portrayed in a song of extremes: it is unusually long and it uses a vocal range of over 
two octaves, ending in a low C – the lowest note in the normal human register. This 
vocal tour de force mirrors the anguish of the protagonist by repeating the text ‘toujours’ 
(‘always’) no fewer than 86 times. This is the first recording of the song by a bass voice, 
and it has been recorded only once before, by a baritone. The thickness and weight of 
the piano part is a marked departure from the light touches heard in many of Liszt’s 
earlier songs. Here he pushes the limits of what could be considered a pianistic vocal 
accompaniment and continues to develop the concert song far beyond what had been 
required of it by Schubert, or even Schumann. Later in the century, Hugo Wolf, who 
described Liszt’s music as ‘all that is new, daring, and magnificent’,8 wrote equally 
elaborate accompaniments.

Weimar Period (1848–58)
Über allen Gipfeln ist Ruh’ (‘Above all the summits is peace’), third version, s306iii, 
a setting of Johann Wolfgang von Goethe’s poem (1749–1832) 8 , and ‘Weimars Toten’ 

7 Tünde Szitha, ‘Liszt’s “Unknown” French Songs’, Studia Musicologica Academiae Scientiarum Hungaricae, T. 29, Fasc. 1/4 (1987), 
pp. 259–65.
8 Quoted in Wilhelm Jerger (ed.), The Piano Master Classes of Franz Liszt, 1884–1886: Diary Notes of August Göllerich, transl., ed. and 
enlarged Richard Louis Zimdars, Indiana University Press, Bloomington and Indianapolis, 1996, p. 12.
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12  were part of Liszt’s five-piece Festalbum zur Säkularfeier von Goethes Geburtstag 
(1849), written for a festival in Weimar that celebrated the centenary of the poet’s birth. 
The set comprised I. ‘Introduction’, 2. ‘Licht mehr Licht!’ (men’s chorus), 3. ‘Weimar’s 
Todten’ (baritone vocal solo), 4. ‘Über allen Gipfeln ist Ruh’’ (men’s chorus), and 5. ‘Chor 
der Engel. aus Goethe’s Faust’ (mixed chorus and women’s voices). The collection was 
orchestrated by August Conradi. ‘Über allen Gipfeln ist Ruh’’, one of a pair of poems 
known as Wanderers Nachtlied (‘Wanderer’s Evening Song’) and Ein gleiches (‘Another 
One’, later known as Wanderers Nachtlied II), published in Goethe’s collected works 
in 1815, is one of the most famous in the German language. (Liszt also set Wanderers 
Nachtlied I – incipit: ‘Der du von Himmel bist’ – in three versions.) Liszt reworked 
his choral setting of ‘Über allen Gipfeln ist Ruh’’ into a song for voice and piano; its 
third version (c. 1859) is recorded here. This version considerably simplifies the original 
piano accompaniment, as if Liszt were distilling the essence of the poem. Goethe’s 
text dates from the evening of 6 September 1780. He is thought to have inscribed it 
onto the wooden wall of a gamekeeper’s hut where he spent the night at the summit of 
the Kickelhahn mountain, near Ilmenau in Thuringia. Slow, organ-like chords of the 
opening and closing sections create an exquisitely calm atmosphere, counterbalanced by 
the movement and expansion of the voice and piano in the climactic exclamation ‘Bald 
ruhest du auch’ (‘Soon you, too, shall find rest’). This song describes the peace that can 
be brought about only by death, and at the same time, it beseeches those left behind to 
seek their own definition of peace.

Weimars Toten – Dithyrambe (‘Weimar’s Dead – Dithyramb’), s303, poem by 
Franz von Schober (1796–1882) 12 , was another commission for the celebration of 
Goethe’s centenary. As Weimar’s official court conductor, Liszt viewed himself as the 
spiritual heir of the great literary figures of the town – even though many of Weimar’s 
intellectuals viewed him as nothing more than an empty-headed virtuoso. Liszt’s song 
honours Weimar’s famous poets: Christoph Wieland (1772–98), Friedrich Schiller 
(1759–1805) and Johann Gottfried Herder (1744–1803), as well as Goethe himself. 
Schober (chiefly remembered for Schubert’s setting of his poem An die Musik) describes 
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the sound of clinking glasses as a toast is raised to Weimar’s famous forefathers. The 
original piano accompaniment for this solo version included ossia trumpet fanfares and 
some notation for solo-violin passages. For our performing edition, we incorporated 
as many of the musical themes of the score as possible into the piano part, including 
the introductory solo which we transformed into music for piano three hands (Jared 
Schwartz here doing the honours for the third hand). Liszt unifies the sections of this 
long poem with strong rhythmic fanfares, evoking the dignified funeral marches that 
could have accompanied these poets to their graves. This energetic, virile music requires 
Wagnerian vocal strength throughout its two-octave range. Liszt nevertheless alternates 
heroic vocal display with tenderly poetic passages. This is only the second recording of 
this piece, and it is the first by a bass voice.

Weimars Volkslied (‘Weimar’s Folksong’), s313, poem by Peter Cornelius 
(1824–74) 1 , officially bears a composition and publication date of 1857, but the musical 
material is thought to have originated as early as 1853 with Liszt’s Huldingsmarsch.9 The 
poem celebrates Wartburg Castle, located near the German town of Eisenach, which 
was founded in 1067 and is the setting of a thousand years of German history. It is where 
Wagner sited the Battle of the Bards in his opera Tannhäuser, as well as where Martin 
Luther began his translation of the New Testament into German – his desk can still be 
seen in a small upper room where he was imprisoned. Liszt longed for the creation of a 
unified German state and worked to promote this concept through the compositions of 
his period in Weimar. He was happy to oblige Prince Karl Alexander (a fellow Catholic), 
who asked him to write a national anthem for the house of Sachsen-Weimar. Its text 
describes the creative energy that unites Weimar’s royalty with their subjects. In keeping 
with its supposed function as a national anthem, Weimars Volkslied was set for many 
musical formations, including choruses of three or four parts with accompaniments by 
orchestra, piano two or four hands, or organ. There are also solo-keyboard (piano or 
organ) versions which have previously been recorded. Ours is the first recording of a 
version for solo voice and piano.

9 Michel Abu Hamad, True Interpreters of Words: Tonal Dissonance in Liszt’s Early Songs, dissertation, Brandeis University, 2005, p. 8.
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Jeanne d’Arc au bûcher (‘Joan of Arc at the Stake’), third version, s293iii 5 , is a 
setting of a poem by Alexandre Dumas père (1802–70), written between 1840 and 
1845 and published in his collection L’Aurore. The first version of the song, with piano 
accompaniment (there is also an orchestrated version), was written in 1845–46. Liszt 
revised the voice-and-piano version twice, in 1858 and again in 1874. Only the last 
version was published and it includes dedicated vocal lines for both the original French 
poem and its translation into German. Liszt seems to have been fascinated by the 
story of Joan of Arc and in the 1850s looked in vain for a suitable opera libretto. This 
song version offers a glimpse of what might have been. It alternates singing of operatic 
intensity, as Joan dreads the moment when she will mount the steps leading to the stake, 
with intimate descriptions of her childhood and her relationship with God. The contrast 
of those memories with her imminent confrontation with death makes this an extremely 
effective scena. Liszt gives the performers a choice not only of singing the song in French 
or German but also between several different vocal lines at the end. The trumpet calls of 
despair as Joan of Arc mounts the scaffold to meet her fiery martyrdom hardly prepare 
the listener for this heartbreaking messa di voce ending, portraying the departure of her 
soul to heaven as she is engulfed in the swirling smoke of the pyre. Composed for the 
mezzo-soprano voice, ours is the first recording (and possibly the first performance) by 
a male singer. One of the reasons we found it to be appropriate for a male voice is that, 
historically, Joan of Arc was executed not only for her political activity but also because 
she insisted upon wearing men’s clothing during her imprisonment.10

Pace non trovo (Sonetto 104) (‘I find no peace (Sonnet 104)’) from Tre sonetti di 
Petrarca (later version), s270ii, is a setting of a poem by Francesco Petrarca (1304–74) 2 . 
The first version of Liszt’s Tre sonetti di Petrarca was written for tenor voice and piano in 
1843–44. Liszt also created piano-solo versions of these sonnets as part of his piano-solo 
cycle Années de pèlerinage – Deuxième année – Italie, s161. A comparison of the tenor 
version with his 1864 revision for baritone voice shows how Liszt transformed his early 
10 Cross-dressing was considered a heresy in the early fifteenth century. Some members of the ecclesiastical tribunal which 
condemned Joan to death in 1431 (many of them coerced by her English captors) later stated that she wore male (that is, military) 
attire to deter rape and molestation.
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Italian bel canto style, designed to showcase a brilliant tenor voice, into vocal writing 
that created an intimate relationship between his musical ideas and specific moments 
in the text. In the later version, Liszt retains kernels of the former melodic, tonal and 
formal structures that seem to reveal what he decided over time was the essence of the 
poetic text.

Songs of the Last Period (1870–86)
All of Liszt’s late works are characterised by austerity and restraint. His songs of this final 
period tend to be shorter and more compact, but in a way they are also more powerful 
in their poignant dignity. Liszt wrote sixteen songs during his last fifteen years of life. It 
is hard not to connect his personal tragedy with the themes of these last creations. His 
sense of failure at Weimar had resulted in his resignation from a prestigious position. 
Both his son Daniel and his daughter Blandine had died. His hope of marrying the 
Princess Sayn-Wittgenstein had come to nothing. Liszt’s description of Berlioz’s music 
could have been his own credo:

The purpose and goal of a poem is no longer the representation of the actions of a main 
character, but rather of affects which take place in his soul. It is far more important to show 
how the hero feels than how he behaves, and for that reason only a minimum of facts are 
needed to show how this or that emotion holds sway in him.11 

These last songs are typically brief, their unaccompanied recitatives do away with bar-
lines, and their accompaniments are increasingly sparse. They frequently end with 
unresolved or inverted chords, with single notes or in a semi-discord of the diminished 
seventh. A more expansive, operatic vocal style (as in the middle section of Go not, happy 
day 11) only occasionally glimmers through these sombre meditations. Liszt was the 
first western composer to use the whole-tone scale, and in these last compositions one 
can hear him experimenting with non-diatonic tonality. His pedal markings foreshadow 

11 Franz Liszt, ‘Berlioz und seine Haroldsymphonie’, quoted in Detlef Altenburg, ‘Franz Liszt and the Legacy of the Classical Era’, 
19th-Century Music, Vol. 18, No. 1: Brahms – Liszt – Wagner (Summer 1994), p. 56.
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the Impressionists as piano chords intermingle or are held through bars of rest 
underneath eloquently chromatic vocal lines (as in Des Tages laute Stimmen schweigen 
3 ). Searle describes Liszt here as expressing

a mood or an idea in the most direct and basic form. […] One cannot help but admire the 
courage of the ageing Liszt in striking out into new and uncharted seas […,] taking the 
course which he knew the music of the future must follow.12 

J’ai perdu ma force et ma vie (‘I have lost my strength and my life’), s327, setting the 
poem ‘Tristesse’ from the collection Poésies nouvelles by Alfred de Musset (1810–57), 
was composed in Weimar in 1872 4 . Originally for baritone, it sets both the original 
French and a German translation. The voice uses a quasi-recitative style that seems to 
reveal an autobiographical message in its assertion that everything important in life is 
lost, including belief in one’s own genius. Here Liszt went out on a limb, with harmonic 
practices that would be accepted as lingua franca only in the following century. Recalling 
Wagner’s Tristan harmonies, the introduction is a string of diminished-seventh chords 
that never settle into a recognisable tonality. The voice enters alone, and the piano joins 
in twelve bars later, finally providing a tonal centre of sorts. The poem is served up in a 
series of recitatives with a short commentary from the piano linking each section. In a 
subsequent section, the piano breaks into tremolos to support the vocalist’s emotional 
climax, a procedure showing the influence of Wagner on Liszt or, as has often been 
pointed out, that of Liszt on Wagner. Liszt’s musically unresolved ending aptly depicts 
the poet’s loss of strength and purpose, as the music not so much ends but stops on 
an incomplete diminished-seventh chord. The Dutch musicologist Frits Noske claimed 
that this song is ‘endowed with features of unusual beauty [and] is no longer either 
a mélodie or a Lied; it is a musically declaimed poem sustained by chords almost no 
longer obeying musical laws’.13

12 Humphrey Searle, ‘Liszt’s Final Period (1860–1886)’, Proceedings of the Royal Musical Association, 78th Sess. (1951–52), pp. 67–81 
(http://www.jstor/org/stable/766047).
13 Frits Noske, French Song from Berlioz to Duparc: The Origin and Development of the Mélodie, trans. Rita Benton, Dover, New 
York, 1970, p. 135.
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Sei still (‘Be still’), s330 6 , is a setting of a poem by Henriette von Schorn (1807–69), 
although, as was often the case in the nineteenth century, she used a masculine 
pseudonym (‘H. Nordheim’) in order to be published. Composed in 1877, this short 
song of 53 bars reveals a composer in the grip of end-of-life discouragement. Liszt gives 
the vocal line a predominant role and uses the piano only for touches of colour from 
occasional chords, almost as if reducing the piano to a shadow of the past. In the last 
moments, the skeletal style is transformed into an echo of earlier lyricism as the vocal 
line blossoms into the consolation of a beautiful melody over a supportive piano texture. 
A moment of divine hope caresses the ear, as if overheard wafting out from the organ 
loft of a nearby church. This song was recorded only once before, and ours is the first 
recording by a male singer.

Go not, happy day, s335 11 , sets an 1849 poem by Alfred, first Baron Tennyson 
(1809–92), which appears in the third edition of The Princess and later in Maud and 
Other Poems (with its most famous excerpt being ‘Come into the garden, Maud’.) Liszt’s 
setting, written in 1879, was his only song in English. The character Maud was inspired 
by Charlotte Rosa Baring, the young daughter of one of Tennyson’s friends. A possible 
interpretation is that the poet’s feelings for Maud also describe his colonial worldview 
where East and West are united in the British Empire, under the rosy glow of a sun that 
never sets, the rosiness reflected in Maud’s blushing cheeks. Liszt opens with simple 
melodic statements, introduces a quasi-bel canto vocal line sustained by orchestral 
tremolos for a rising climactic moment, and then gradually reduces the piano almost to 
an afterthought as the voice drifts away into the distance. The brief postlude ends in an 
unresolved, questioning tonality.

Des Tages laute Stimmen schweigen (‘The day’s loud voices have fallen silent’), 
s337 3 , is a setting of the poem ‘Schlummerlied’ (‘Slumber Song’) by the Austrian poet 
Ferdinand von Saar (1833–1906), from his collection of poems Leben und Schaffen. The 
song was composed in 1880 but not published until after Liszt’s death. Chronologically 
the last song in this album, the text, like the earlier ‘Über allen Gipfeln ist Ruh’’, recreates 
the peacefulness of twilight. Sung here in its original key, this music for voice and piano 
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is richly expressive for the first two stanzas. Liszt then gives the musical expression to 
the voice as the piano recedes into the background. The silence implicit in the text is 
created by the singer’s lonely, and increasingly muted, expression in its low register as 
the souls of the dead finally unite in a circle of peace.

The American bass Jared Schwartz is a versatile artist with 
rich and varied performance experience in opera, art-song 
and oratorio. His first album for Toccata Classics in 2015, 
Gabriel Fauré: Songs for Bass Voice and Piano (tocc 0268), 
with the Scottish pianist Roy Howat, entered the Billboard 
Traditional Classical Music Chart at No. 7 and attained No. 1 
positions in Amazon’s ‘Hot New Releases’ and ‘Classical Best 
Sellers’. The album was welcomed by Gramophone (‘All the 
songs suit his musicality well, and some […] seem positively 
to gain from Schwartz’s intensity’), Fanfare (‘This is a 
recording that should be in the collection of everyone who 
loves French song’), the Journal of Singing of the National 
Association of Teachers of Singing (‘In the lower range, his 
voice attains its richest and most distinctive beauty’) and 
Opera News (‘a sensitive and effective interpreter, bringing real emotional involvement’). His 
2016 Toccata Classics recording with Mary Dibbern, Ange Flégier: Mélodies for Bass Voice 
and Piano (tocc 0306), earned the Voix des Arts ‘Recording of the Month’ award (‘Schwartz 
and Dibbern lack nothing that Flégier requires of them, and in their ideally-scaled, richly 
imaginative performance of these thirteen Mélodies they give neither more nor less than the 
music needs’). 

Schwartz’s vocal recitals with Mary Dibbern have included engagements for the Artist 
Series and the Graduate Translation Conference of the University of Texas at Dallas, and the 
inaugural seasons of the Joan Stockstill Godsey Concert Series at Mercer University (Macon, 
Georgia), the Fine Arts Series (Sulphur Springs, Texas) and the Sunday Classical Series of the 
Winnsboro Center for the Arts (Texas). They frequently perform in Dallas for St Matthew’s 
Cathedral Arts, the Dallas Athletic Club and the Puccini Society. Jared Schwartz is also 
in demand as an oratorio soloist, most recently as bass soloist in Verdi’s Requiem for the 
Festival Como Città della Musica in Italy. Other concert engagements have been as soloist for 

Photo: Beau Bum
pas



14

Haydn’s Creation, Fauré’s Requiem and Handel’s Messiah (Fort Worth Symphony). He has also 
collaborated with Grammy-nominated harpsichordist Jory Vinikour in the Early Music Festival 
of the Rocky Ridge Music Center in Colorado.

Jared Schwartz was born in Berne, Indiana, where he began to play the piano at the age 
of three, and then added study of the violin and French horn. He studied piano with Masson 
Robertson of Indiana University-Purdue University and twice won the Frédéric Chopin Award 
(1998 and 2000). He majored in music at Bethel College (Mishawaka, Indiana), studying voice 
with Victoria Garret and piano with Alexander Toradze at Indiana University-South Bend. He 
was awarded the Arthur Assum Scholarship to attend the Eastman School of Music (Rochester, 
New York), where he earned a graduate degree in voice. Since 2007 he has continued vocal 
studies with David Jones in New York. Between 2008 and 2013 he participated in master-classes 
at the Franz-Schubert-Institut, Baden-bei-Wien, Austria, with Elly Ameling, Julius Drake, 
Wolfgang Holzmaier, Rudolf Jansen and Wolfram Reiger. In 2011 he composed and produced 
HOPE, a recording of his original songs performed with members of the Dallas and Fort Worth 
symphony orchestras. In 2013 he won the People’s Choice Award in the American Traditions 
Vocal Competition. Jared Schwartz has also developed a reputation as a voice teacher and 
music director. He has been a guest lecturer at the Vocal Symposium of the University of Texas 
Southwest and was music-director of the world premieres of Heathers: The Musical (High 
School Edition) and Tuck Everlasting. 

His website can be found at www.JaredSchwartz.com.
The American pianist Mary Dibbern is an internationally known 
specialist in the field of vocal coaching and accompaniment. 
She has a special interest in working with emerging singers and 
pianists to help them make the transition from higher-education 
studies to professional careers in music. She has been Music 
Director of Education and Family Programs at The Dallas Opera 
since 2012. Her career has embraced recitals, opera-coaching, 
recordings, master-classes, Young Artist programmes and 
television and radio appearances in Europe, North America 
and Asia. After completing her Master of Music at Southern 
Methodist University in Dallas, she moved to Paris to work with 
Dalton Baldwin, Pierre Bernac, Nadia Boulanger and Gérard 
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Souzay. She continued her study and performances of concert-song repertoire at the Orford Arts 
Centre in Quebec, the Geneva Conservatoire, Westminster Choir College in Princeton and the 
Franz-Schubert-Institut in Baden-bei-Wien, Austria, where she studied with Jörg Demus, Hans 
Hotter and Erik Werba, and was awarded the Franz Schubert Prize for Lieder Accompaniment. 
Other notable vocalists with whom she has recorded include Laurence Albert, Brigitte Balleys, 
Danielle Borst, Philippe Huttenlocher and Kurt Ollmann. Her discography includes Mélodies 
de Jacques Leguerney (two LPs released by Harmonia Mundi France), Jacques Leguerney: 28 
Mélodies (Claves), which received a Grand Prix du Disque from the Académie Charles Cros, 
Under Her Spell: The Viardot Effect (Duelin’ Sopranos), Negro Spirituals (Foxglove Audio), Lotte 
Lehmann: To Honor Her Legacy (Arabesque Recordings), Le Chant de la Mer (Aziles) and Le 
Premier Matin du Monde (Cambria). For Toccata Classics, she was the Artistic Director for 
Gabriel Fauré: Songs for Bass Voice and Piano with Jared Schwartz and pianist Roy Howat (tocc 
0268). In 2016 she accompanied Jared Schwartz in Ange Flégier: Mélodies for Bass Voice and 
Piano (tocc 0306). Voix des Arts (September 2016) wrote that ‘the interaction between singer 
and pianist is a model of the art that conceals art, their collaboration having been refined to the 
point of seeming as much biological as artistic without sounding in any way artificial or studio-
bound. […] Schwartz and Dibbern heighten appreciation of the quality of Flégier’s music by 
exploring every recess of angst and ambiguity without overextending the dimensions of the 
music. […] they craft a performance that is a splendid service to both composer and poet’.

Mary Dibbern has been guest vocal coach at the Opéra National de Paris and the Opéra-
Comique; at the operas of Bordeaux, Châtelet, Dijon, Lyons, Nice and Toulouse; at the Festival 
de Radio France-Montpellier, the Théâtre Municipal de Lausanne, the Círculo Portuense de 
Opera in Oporto, the Latvian and Lithuanian National Operas and the Shanghai Opera and 
Dance Theatre, where she was in charge of musical and language preparation for French- and 
Italian-language productions. In the United States she was guest coach at Seattle Opera, Fort 
Worth Opera, Cincinnati Opera, Kentucky Opera, Opera Memphis and Hawaii Opera Theatre, 
as well as at the University of Miami in Salzburg for fifteen summer seasons. She served as Head 
of Music at the Minnesota Opera from 2009 to 2012.

Mary Dibbern’s books are published by Pendragon Press. She is the author of Performance 
Guides for The Tales of Hoffmann, Carmen, Faust, Roméo et Juliette, Werther and Manon. She 
is co-author (with Carol Kimball and Patrick Choukroun) of Interpreting the Songs of Jacques 
Leguerney: A Guide for Study and Performance and (with Hervé Oléon) of the bilingual 
publication Massenet: General Catalogue of Works. She translated from the French Anne 
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Massenet’s Massenet and His Letters: A New Biography. She has also translated operas from 
French, Italian and German for The Dallas Opera’s Education Department performances. Her 
editions of French songs and chamber music are published by Éditions Max Eschig (Paris), 
Musik Fabrik (Lagny-sur-Marne) and Classical Vocal Reprints (Fayetteville). 

Her website can be found at www.Mary-Dibbern.com.

Texts and Translations
1  Weimars Volkslied    

Poem by Peter Cornelius

Von der Wartburg Zinnen nieder  
Weht ein Hauch und wird zu Klängen, 
Hallt von Ilm und Salle wieder  
Hell in frohen Festgesängen.  
Und vom Land, wo sie erschallten, 
Tönts in alle Welt hinaus:  
Möge Gott dich stets erhalten,  
Weimars edles Fürstenhaus!  
  
Hochgepreisner Helden Wiege,  
Wirkenstätte hehrer Frauen,  
Felsen fest in Leid und Siege  
Zierest du die deutschen Gauen;  
Deiner Ahnen weises Walten  
Strömt Gedeihen auf dich aus;  
Möge Gott dich stets erhalten,   
Weimars edles Fürstenhaus!   
 
Sterne, strahlend allen Weiten,  
Waren Perlen deiner Krone,  
Geister, lebend allen Zeiten,  

Weimar’s Folksong

From Wartburg’s battlements
A breath turns into sound,
Echoing over the Ilm and Saale
In brilliant, joyful hymns.
And from that place this song
Spreads throughout the world:
May God always protect you,
Noble home of Weimar’s rulers!
 
Famous cradle of heroes,
Workplace for noble women,
Steady through defeat or victory
Glory of Germany’s land.
Your ancestors, noble rulers,
Flourished under your care:
May God always protect you, 
Noble home of Weimar’s rulers!
 
Stars, always radiant,
Were pearls in your crown,
Ancestors, living through the ages,



17

Massenet’s Massenet and His Letters: A New Biography. She has also translated operas from 
French, Italian and German for The Dallas Opera’s Education Department performances. Her 
editions of French songs and chamber music are published by Éditions Max Eschig (Paris), 
Musik Fabrik (Lagny-sur-Marne) and Classical Vocal Reprints (Fayetteville). 

Her website can be found at www.Mary-Dibbern.com.

Texts and Translations

Lebten nahe deinem Throne;  
Großer Dichter Erzgestalten  
Schaun wir stolz und rufen aus:  
Möge Gott dich stets erhalten,   
Weimars edles Fürstenhaus!   
 
Möge Segen dir entsprossen  
Aus vereinten Sarkophagen,  
Wo unsterbliche Genossen  
Diadem und Lorbeer tragen.  
Aus geweihter Gräber Spalten  
Brechen Lebensblumen aus:   
Möge Gott dich stets erhalten,   
Weimars edles Fürstenhaus!   

Schöne Sage deutscher Treue,  
Lebe fort in Fürst und Bauer!  
Volkesliebe sei die neue,  
Die lebendge Wartburgsmauer!  
Laßt die Banner uns entfalten,  
Heut, wie einst der Zeit voraus,  
Möge Gott dich stets erhalten,   
Weimars edles Fürstenhaus!

Remained near your throne;
Great poets’ intellectual creations
Make us proud as we exclaim:
May God always protect you,
Noble home of Weimar’s rulers!
 
May blessings come to you
From all these tombs
Where immortal colleagues
Wore crowns and laurel wreathes.
From consecrated tombs
Comes forth living blooms:
May God always protect you,
Noble home of Weimar’s rulers!

May the beauty of German devotion
Live on in both prince and peasant,
Let the people’s love renewed,
Live on in Wartburg’s castle walls. 
Unfurl the banners
Today just as in ancient times! 
May God always protect you,
Noble home of Weimar’s rulers!
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2  Pace non trovo (Sonnet No. 104)
Poem by Francesco Petrarca

Pace non trovo, e non ho da far guerra, 
E temo, e spero, ed ardo, e son un ghiaccio: 
E volo sopra ’l cielo, e giaccio in terra; 
E nulla stringo, e tutto il mondo abbraccio. 

Tal m’ha in prigion, che non m’apre, nè serra, 
Nè per suo mi ritien, nè scioglie il laccio 
E non m’ancide Amor, e non mi sferra;  
Nè mi vuol vivo, nè mi trahe d’impaccio. 

Veggio senz’occhi; e non ho lingua e grido; 
E bramo di perir, e cheggio aita;  
Ed ho in odio me stesso, ed amo altrui. 

Pascomi di dolor, piangendo io rido,  
Egualmente mi spiace morte e vita,  
In questo stato son, Donna, per Voi.

I find no peace

I find no peace, and yet I make not war,
And I fear, and I hope, and I burn, and I turn to ice:
I ascend into the sky, and I fall to the earth;
I clutch at emptiness, yet I embrace the entire world.

As if behind a prison’s bars, neither entrapped  
   nor free,
Love neither restrains me, nor loosens me from 
   its grip
Neither destroys me, nor sets me free;
It doesn’t wish me to live, it holds me in prison.

Blind, yet I see; mute, yet I cry out; 
And I hope to die, and I beg for help; 
And I hate myself, and I love others.

Sadness is my food; weeping, I laugh, 
I detest death and life equally,
And all of this, my Lady, is because of you.

3  Des Tages laute Stimmen schweigen 
Poem by Ferdinand von Saar
 
Des Tages laute Stimmen schweigen, 
Und dunkeln will es allgemach;  
Ein letztes Schimmern in den Zweigen –
Dann zieht auch dies der Sonne nach.  
 

Today’s prominent voices have vanished

Today’s prominent voices have vanished,
 As darkness slowly surrounds us;
The last gleams of light through the branches —
 Disappear with the fading sun.
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I find no peace

I find no peace, and yet I make not war,
And I fear, and I hope, and I burn, and I turn to ice:
I ascend into the sky, and I fall to the earth;
I clutch at emptiness, yet I embrace the entire world.

As if behind a prison’s bars, neither entrapped  
   nor free,
Love neither restrains me, nor loosens me from 
   its grip
Neither destroys me, nor sets me free;
It doesn’t wish me to live, it holds me in prison.

Blind, yet I see; mute, yet I cry out; 
And I hope to die, and I beg for help; 
And I hate myself, and I love others.

Sadness is my food; weeping, I laugh, 
I detest death and life equally,
And all of this, my Lady, is because of you.

Noch leuchten ihre Purpurgluten  
Um jene Höhen, kahl und fern,  
Doch in des Äthers klaren Fluten  
Erzittert schon ein blasser Stern.  
 
Ihr müden Seelen rings im Kreise, 
So ist euch wieder Ruh’ gebracht;   
Aufatmen hör’ ich euch noch leise –  
Dann küßt euch still und mild die Nacht.

Today’s prominent voices have vanished

Today’s prominent voices have vanished,
 As darkness slowly surrounds us;
The last gleams of light through the branches —
 Disappear with the fading sun.

Still a crimson glow shines
On the distant, barren hills,
While in the cosmos, from clear streams of light
One pale, shimmering star appears.

You, weary souls, gather in a circle,
Peace has come to you again:
I hear your gentle sigh of relief —
As night embraces you with gentle silence.

4  J’ai perdu ma force et ma vie
Poem by Alfred de Musset

J’ai perdu ma force et ma vie,  
Mes amis et ma gaieté ;  
J’ai perdu jusqu’à la fierté  
Qui faisait croire à mon génie. 

Quand j’ai connu la Vérité,  
J’ai cru que c’était une amie ;  
Quand je l’ai comprise,  
Quand je l’ai sentie,   
J’en étais déjà dégoûté. 
   
Et pourtant elle est éternelle,  
Et ceux qui se sont passés d’elle 
Ici-bas ont tout ignoré.
  
Dieu parle, il faut qu’on lui réponde. 
– Le seul bien qui me reste au monde 
Est d’avoir quelquefois pleuré. 

I have lost my strength and my life

I have lost my strength and my life,
My friends and my joy;
I have even lost the ability
To believe in my own genius.

When I came to know Truth,
I thought it would be a friend;
When I understood it,
When I felt it,
It only disgusted me.

However, it is eternal,
And those who have done without it
Here on earth have understood nothing.

God speaks, we must answer Him.
– The only good that remains here for me on 
   earth
Is sometimes to weep.
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5  Jeanne d’Arc au bûcher  
Poem by Alexandre Dumas père

Mon Dieu ! j’étais une bergère, quand 
Vous m’avez prise au hameau,   
Pour chasser la race étrangère   
comme je chassais mon troupeau.   
Dans la nuit de mon ignorance    
Votre Esprit m’est venu chercher.   
Je vais monter sur le bûcher,    
Et pourtant j’ai sauvé la France.   

Seigneur mon Dieu ! je suis heureuse  
En sacrifice de m’offrir    
Mais on la dit bien douloureuse  
Cette mort que je vais souffrir.  
Au dernier combat qui s’avance  
Marcherai-je sans trébucher ?    
Je vais monter sur le bûcher,    
Et pourtant j’ai sauvé la France.   

Allez me chercher ma bannière   
Où pour la victoire bénie,   
De Jésus Christ et de sa mère  
Les deux saints noms sont réunis.  
Allez me chercher ma bannière;  
Sur ce symbole d’espérance  
Mon œil mourant veut s’attacher.  
Je vais monter sur le bûcher,   
Et pourtant j’ai sauvé la France. 

Joan of Arc at the Stake

Dear God! I was a shepherdess, when
You called me from the village
To hunt for those who were lost
Just as I hunted for my flock.
In the darkness of my ignorance
Your Spirit awoke me.
I am climbing to the stake,
Even though I saved France.

Lord my God! I am happy
To offer myself as a sacrifice
But they say it is very painful,
This death that I will undergo.
As this final battle approaches
Will I walk forward bravely? 
I am climbing to the stake,
Even though I saved France.

Now go, find my banner
Where for the blessed victory
Jesus Christ and his mother,
Two holy names, are reunited.
Go, find my banner;
Upon this symbol of hope
My dying eyes will gaze.
I am climbing to the stake,
Even though I saved France.

7  Le Juif errant 
Poem by Pierre-Jean de Béranger  
 
Chrétien, au voyageur souffrant  
Tends un verre d’eau sur ta porte.  
Je suis, je suis le Juif errant,  
Qu’un tourbillon toujours emporte. 
Sans vieillir, accablé de jours,  
La fin du monde est mon seul rêve. 
Chaque soir j’espère toujours;  
Mais toujours le soleil se lève.  
 Toujours, toujours,  
Tourne la terre, où moi je cours,  
Toujours, toujours, toujours, toujours. 
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6  Sei still 
Poem by Henriette von Schorn 
   (pseudonym: H. Nordheim) 

Ach, was ist Leben doch so schwer, 
Wann, was du lieb hast, ist nicht mehr! 
Aber sei still!    
Weil Gott es will.    

Ach, was ist Sterben doch so schwer, 
Wann was du lieb hast, weint umher. 
Aber sei still!   
Weil Gott es will.   
 
Ach, Leben, Sterben wär’ nicht schwer, 
Wenn unser Herz nur stille wär’!  
Darum sei still!   
Weil Gott es will.  

Be still

Ah, the heaviness of life
When those you love are gone!
But be still!
Because God wills.
 
Ah, how hard it is to die,
When those you love all weep for you.
But be still!
Because God wills.
 
Ah, living and dying would not be so hard
If our hearts could only be still! 
Therefore, be still!
Because God wills.

7  Le Juif errant 
Poem by Pierre-Jean de Béranger  
 
Chrétien, au voyageur souffrant  
Tends un verre d’eau sur ta porte.  
Je suis, je suis le Juif errant,  
Qu’un tourbillon toujours emporte. 
Sans vieillir, accablé de jours,  
La fin du monde est mon seul rêve. 
Chaque soir j’espère toujours;  
Mais toujours le soleil se lève.  
 Toujours, toujours,  
Tourne la terre, où moi je cours,  
Toujours, toujours, toujours, toujours. 

The Wandering Jew

Christian, for the suffering wanderer,
Leave a glass of water by your door.
Me, I am the wandering Jew,
Caught up in a whirlwind.
Never older, overwhelmed by time, 
The end of the world is my only dream.
Every night I hope for it;
But the sun rises again.
 Always, always
The earth turns while I run,
Always, always, always, always.
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Depuis dix-huit siècles, hélas !  
Sur la cendre grecque et romaine,  
Sur les debris de mille États,  
L’affreux tourbillon me promène.  
J’ai vu sans fruit germer le bien,  
Vu des calamités fécondes;  
Et pour survivre au monde ancien, 
Des flots j’ai vu sortir deux mondes. 
 Toujours, toujours,   
Tourne la terre, où moi je cours,  
Toujours, toujours, toujours, toujours. 

J’outrageai d’un rire inhumain  
L’homme-dieu respirant à peine… 
Mais sous mes pieds fuit le chemin; 
Adieu, le tourbillon m’entraîne.  
Vous qui manquez de charité,  
Tremblez à mon supplice étrange;  
Ce n’est point sa divinité,  
C’est l’humanité que Dieu venge.  
 Toujours, toujours,  
Tourne la terre, où moi je cours,  
Toujours, toujours, toujours, toujours.

For eighteen centuries, alas!
Over the Greek and Roman ashes,
Over the ruins of a thousand countries,
The horrible whirlwind carries me.
I have seen that goodwill bears no fruit,
Seen how disasters arise;
And as a survivor of ancient times, 
I saw two worlds emerge from the waves.  
 Always, always,
The earth turns while I run,
Always, always, always, always.

With soulless laughter, I insulted
The man-god’s dying breath… 
But the path continues under my feet; 
Farewell, the whirlwind pushes me along.
You who lack mercy,
Fear the horror of my strange torture;
It is not really his divinity,
It is his humanity that God avenges.
 Always, always,
The earth turns while I run,
Always, always, always, always.

8  Über allen Gipfeln ist Ruh’
Poem by Johann Wolfgang von Goethe

Über allen Gipfeln
Ist Ruh’,
In allen Wipfeln
Spürest du
Kaum einen Hauch;

Above all the Summits is Peace

Above all the summits
Is peace,
In all the tree-tops
You can feel
Scarcely a breath of air;
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For eighteen centuries, alas!
Over the Greek and Roman ashes,
Over the ruins of a thousand countries,
The horrible whirlwind carries me.
I have seen that goodwill bears no fruit,
Seen how disasters arise;
And as a survivor of ancient times, 
I saw two worlds emerge from the waves.  
 Always, always,
The earth turns while I run,
Always, always, always, always.

With soulless laughter, I insulted
The man-god’s dying breath… 
But the path continues under my feet; 
Farewell, the whirlwind pushes me along.
You who lack mercy,
Fear the horror of my strange torture;
It is not really his divinity,
It is his humanity that God avenges.
 Always, always,
The earth turns while I run,
Always, always, always, always.

Die Vöglein schweigen im Walde.
Warte nur, balde
Ruhest du auch.

The birds become silent in the woods.
Just wait, soon
You too will find peace.

9  O lieb, solang du lieben kannst!
Poem by Ferdinand Freiligrath 

O lieb, solang du lieben kannst!  
O lieb, solang du lieben magst!  
Die Stunde kommt, die Stunde kommt, 
Wo du an Gräbern stehst und klagst! 

Und sorge, daß dein Herze glüht  
Und Liebe hegt und Liebe trägt,  
Solang ihm noch ein ander Herz  
In Liebe warm entgegenschlägt!  

Und wer dir seine Brust erschließt, 
O tu ihm, was du kannst, zulieb’!  
Und mach’ ihm jede Stunde froh,  
Und mach‘ ihm keine Stunde trüb! 

Und hüte deine Zunge wohl,  
Bald ist ein böses Wort gesagt!  
O Gott, es war nicht bös gemeint, – 
Der andre aber geht und klagt.  

O lieb, solang du lieben kannst!  

O love, love as long as you can!

O love, love as long as you can!
O love, love as long as you may!
The time will come, the time will come
When you will stand at the grave and mourn!

Be sure that your heart burns,
And holds and keeps love
As long as another heart beats warmly
Warmly embracing you in love.

And if someone bares his soul to you
Return his love as best you can
May every hour be joyful for him,
And no hour hold sorrow!

And be careful what you say,
So that your words do not hurt him!
Dear God, even though no harm was meant,
The beloved withdraws and is saddened.

O love, love as long as you can!
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10  Du bist wie eine Blume
Poem by Heinrich Heine

Du bist wie eine Blume  
so hold und schön und rein;  
ich schau’ dich an, und Wehmut 
schleicht mir ins Herz hinein.  

Mir ist, als ob ich die Hände  
aufs Haupt dir legen sollt’,  
betend, daß dich Gott erhalte  
so rein und schön und hold. 

You are like a flower

You are like a flower
So cherished and beautiful and pure;
When I look at you, sorrow
Creeps into my heart.

As I lift my hands
And cradle your face,
I pray for God to protect you
So cherished and beautiful and pure.

 Blush it thro’ the West;
Till the red man dance
 By his red cedar tree,
And the red man’s babe
 Leap, beyond the sea.
Blush from West to East,
 Blush from East to West,
Till the West is East,
 Blush it thro’ the West.
Rosy is the West,
 Rosy is the South,
Roses are her cheeks,
 And a rose her mouth.

11  Go not, happy day
Poem by Alfred, Lord Tennyson

Go not, happy day,
 From the shining fields,
Go not, happy day,
 Till the maiden yields.
Rosy is the West,
 Rosy is the South,
Roses are her cheeks,
 And a rose her mouth.
When the happy Yes
 Falters from her lips,
Pass and blush the news
 Over glowing ships;
Over blowing seas,
 Over seas at rest,
Pass the happy news,
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You are like a flower

You are like a flower
So cherished and beautiful and pure;
When I look at you, sorrow
Creeps into my heart.

As I lift my hands
And cradle your face,
I pray for God to protect you
So cherished and beautiful and pure.

12  Weimars Toten – Dithyrambe  
Poem by Franz von Schober

Weimars Toten will ich’s bringen, 
Lasst die vollen Gläser klingen, 
Bis zur Nacht des Grabes dringen, 
Das die dunkeln Pforten springen 

Grosse Tote, kommt heraus!  
Wieland, Herder, Schiller, Goethe! 
Gießt die neue Morgenröte  
Über die Lebend’gen aus!  

Müß’ge Trauer sei vernichtet,  
Frisch das Aug’ empor gerichtet! 
Jeder Brave sei verpflichtet  
Das zu tun, was sie gedichtet. 

Schaffe jeder, wie er mag,  
Leben laßt uns ihre Lieder,  
Seht, da leben sie uns wieder, 
Wir danken ihnen den Tag.

Weimar’s Dead – Dithyramb

I toast Weimar’s dead,
So let the overflowing goblets resound 
Until nightfall when the graves’ 
Sinister gates spring open.

Honoured dead, now arise!
Wieland, Herder, Schiller, Goethe!
The new dawn’s light pours
Over every living thing!

Futile sorrow is now destroyed,
Lift our hopeful eyes up to heaven!
Every hero will swear
To fulfil his pledge.

Everyone, live as you please,
Life allows us to share your songs,
See, they are once again recreated,
We give thanks for this day.

Translations: Mary Dibbern  
and Jared Schwartz’
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More from Jared Schwartz and Mary Dibbern

on Toccata Classics

‘All the songs suit his musicality well, and 
some […] seem positively to gain from 
Schwartz’s intensity’ – Gramophone
‘This is a recording that should be in the 
collection of everyone who loves French 
song’  – Fanfare
‘In the lower range, his voice attains 
its richest and most distinctive beauty’ 
 –Journal of Singing
‘a sensitive and effective interpreter, bringing 
real emotional involvement’     – Opera News

‘the interaction between singer and 
pianist is a model of the art that conceals 
art, their collaboration having been 
refined to the point of seeming as much 
biological as artistic without sounding 
in any way artificial or studio-bound. 
[…] Schwartz and Dibbern heighten 
appreciation of the quality of Flégier’s 
music by exploring every recess of angst 
and ambiguity without overextending the 
dimensions of the music. […] they craft a 
performance that is a splendid service to 
both composer and poet’    –Voix des Arts
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LISZT Songs for Bass Voice and Piano

1  Weimars Volkslied (c. 1853; Cornelius)* 6:49

2  Pace non trovo (1843–44, rev. 1864; Petrarch, Sonnet No. 104) 5:08

3  Des Tages laute Stimmen schweigen (1880; von Saar) 4:06

4  J’ai perdu ma force et ma vie (1872; de Musset) 4:07

5  Jeanne d’Arc au bûcher (c. 1840–45; Dumas père) 8:48

6  Sei still (1877; von Schorn) 3:31

7  Le Juif errant (1848; de Béranger) 12:24

8  Über allen Gipfeln ist Ruh’ (1849; Goethe) 3:52

9  O lieb, solang du lieben kannst! (c. 1842–50; Freiligrath) 6:16

10  Du bist wie eine Blume (1843–late 1850s; Heine) 2:34

11  Go not, happy day (1879; Tennyson)  3:46

12  Weimars Toten – Dithyrambe (1849; von Schober) 6:41

Jared Schwartz, bass

Mary Dibbern, piano

TT 68:07

*FIRST RECORDING
FIRST RECORDINGS BY A BASS VOICE


