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Arnold Shoenberg 

Arnold Shoenberg (1874 - 1951) - was the Austrian composer, teacher, musical theoretic, and conductor. He was also the head of the so-called "New Vienna School", the representative of an expressionism in music and the founder of atonality music. In the early 20's he developed a twelve tone system - dodecaphony. Shoenberg started working in the traditions of German music of the late 19th century, what was clearly reflected in his string sextet "Enlightened night". But lately he switched to expressionism. Shoenberg was trying to tell about the relationships between words and music. His work "Moon Piero" is a good example of such attempt. The variations for orchestra created in 1926-28 became his most significant work written by the principals of dodecaphony. Shoenberg was one of those artists whose works reflected the contradictions of that epoch. In his music the composer expressed a lot of ideas that were in a ferment among his contemporaries. He was trying to resist evil and violence and to preserve eternal ethic and esthetic values. Shoenberg is an author of 4 operas, few works for soloists, chorus and orchestra, voice and orchestra, two concerts for instruments with an orchestra, and different chamber works.

Arnold SCHOENBERG Pierrot Lunaire. Herzegewächse. Ode to Napoleon • Christine Schäfer (soprano Sprechstimme). David Pitman-Jennings (baritone Sprechstimme). Ensemble InterContemporain, Pierre Boulez (conducting) • Deutsche Grammophon 457 630-2 (52:35)

Put Pierre Boulez in charge of anything to the vanguard side of music and it's bound to be an illuminating experience. For this listener, the composer-essayist-impresario-conductor's great strength in the lattermost category lies in an uncanny ability to lay bare a score's innards, down to the very corpuscles. The downside to this gift are readings bathed, generally speaking, in more light than heat. Specifically, I cannot think of an example of our century's art music under Boulez's stewardship I've found wanting. As the perfect illustration relative to the present release, compare Boulez’s very well recorded performance of Schoenberg’s Moses und Aron [Deutsche Grammophon 449 174-2] to Georg Solti’s [London 414 265-2]. 

My collection includes performances of Pierrot Lunaire that better accentuate the poetry's neurotic character. Yet nothing I've not heard on recording stands the Belgian Symbolist poet Albert Giraud's verses in so clear a relief against its exquisite instrumental tapestry. It does to recall that the poet's unsettling imagery. As an example of untoward eeriness, we've number 17, Parody: "Knitting needles, bright and polished ... / set in her greying hair, / sits the Duenna, mumbling, / in crimson costume clad. // She lingers in the arbor, / she loves Pierrot with passion, / knitting needles, bright and polished, / set in her greying hair. // But, listen, what a whisper, / a zephyr titters softly, / the moon, the wicked mocker, / now mimics with light rays, / bright needles, spick and span" (translation, Cecil Gray). Those glinting needles! 

The headnote lists baritone David Pittman-Jennings' part in Ode to Napoleon as sprechstimme, a word for which no easy translation exists. Chant-speech will have to do, though this neglects the part's sung aspect. Curiously, soprano Christine Schäfer's rather more unambiguously sung part is also called Sprechstimme. Against the rule, the excellent insert's tri-lingual notes are by different writers rather than a twice-translated soloist. We are fortunate in having the excellent Paul Griffiths' participation in this troika. For Pierrot, about which Griffiths has some fascinating things to say, the annotator uses the less difficult term Sprechgesang, speak-singing. Griffiths reminds us that the op. 20 Pierrot is a pre-serial work, as is the three-minute song of 1911, Herzgewächse (Heart's Foliage), op. 21, to a diaphanous accompaniment of celeste, harmonium and harp. Foliage indeed, but in Schoenberg's case, not perhaps as protective cover. As late as 1936, he has not shed his Expressionist's anatural coloration. The Ode to Napoleon, "for string quartet, piano, and reciter," plays as a characteristically angular and turbulent piece, but it is not, as Griffiths is at pains to make clear, an allusion to Hitler. The composer sets Byron's words as a broader attack on hubris. 

Christine Schäfer is superb: faultless diction, a gorgeous voice, a great musician's head -- I think I'm in love. Though not with David Pittman-Jennings, strictly on biological grounds. He too does his part handsomely. It's quite unnecessary to praise the soloists of Boulez's Ensemble InterContemporain; they are what they are, and thank the Muses for that! A word about sonics: not without reason, audiophiles are suspicious of Deutsche Grammophon's production values. I find various DG releases fine, good, and bad. Decca-London, by contrast, hews more closely to a characteristic house-sound, never bad though rarely superb. Against the label's usual practice, the DG here examined is the work of a French production team: Producer-Balance Engineer François Eckert, Recording Engineer Gérard d'Elia, Editor Anne Decoville, all of whom one congratulates for an impeccable job of work. Nihil obstat.

Arnold Schoenberg
& the Second Viennese School

Born: Vienna, September 13, 1874

Died: Los Angeles, July 13, 1951

Schönberg studied music informally with Viennese composer Alexander von Zemlinsky (1871-1942), from whom he developed a passion for the music of the then still controversial Richard Wagner. Schönberg's earliest compositions were heavily chromatic, very much in the late Romantic style of the time. These works include Verklärte Nacht (Transfigured Night) for string sextet (which Schönberg later orchestrated), the gigantic Gurrelieder for voices and orchestra, and the orchestral tone poem Pelleas und Melisande. [image: image4.png]


Schönberg also began to teach, and it was at this time that he acquired two pupils who, together with their teacher, were to form the basis of what has become known as the Second Viennese School of composition. (The first, of course, being Haydn, Mozart, and Beethoven.) Both Anton Webern and Alban Berg would become the passionate leaders of the atonal avant-garde for the first few decades of the twentieth century. Viewing themselves as the direct heirs of the Viennese musical legacy from Haydn to Brahms, Schönberg and his pupils began composing works that, with their advanced chromaticism, strained the boundaries of traditional tonality, to the point where the use of a key signature was eventually superfluous and ultimately abandoned. This music came to be known as atonal or "free-tonal", and Schönberg declared it to be "the emancipation of the dissonance." 

Of the works composed in this style, his greatest remain the Five Pieces for Orchestra and the cycle of miniature poems for voice and chamber ensemble, Pierrot Lunaire, both of which were premiered in 1912. For Pierrot Lunaire, Schönberg invented the technique of Sprechstimme, a form of vocalization somewhere between speaking and actual singing. The unique, bizarre quality of Sprechstimme became a staple of the vocal writing of the atonal, expressionist composers. 

After a time, Schönberg felt he needed to impose some form or constraints on the use of free tonality, and to that end he developed dodecaphony or the twelve-tone system, involving the systematic use of all twelve tones of the chromatic scale. This method involves the composer choosing a row consisting of all twelve notes, and then building the piece by using the row, or sections of it, either melodically or harmonically, forward, backward, inverted, or in retrograde inversion. Schönberg's first works in this style were for solo piano, written in the early 1920s and include the Five Piano Pieces, Op. 23. 

With the rise to power of the Nazi party, Schönberg fled to France and then to the United States, and in 1934 settled in Hollywood, California. In America, he anglicized his name to Schoenberg (this is the spelling by which he is best known), and spent his years teaching, first at USC, then at UCLA. Some of his works from these later years include the Violin Concerto, the Piano Concerto, the String Trio, and the unfinished opera, Moses und Aaron. 

WORKS WITH OPUS NUMBERS
· Op.1 TWO SONGS for baritone and piano 

· Op.2 FOUR SONGS for voice and piano 

· Op.3 SIX SONGS for medium voice and piano 

· Op.4 VERKLAERTE NACHT (sketches) 

· Op.5 PELLEAS UND MELISANDE, symphonic poem 

· Op.6 EIGHT SONGS for voice and piano 

· Op.7 FIRST STRING QUARTET IN D MINOR 

· Op.8 SIX ORCHESTRAL SONGS 

· Op.9 CHAMBER SYMPHONY FOR 15 SOLO INSTRUMENTS 

· Op.10 SECOND STRING QUARTET IN F SHARP MINOR, with voice 

· Op.11 THREE PIANO PIECES 

· Op.12 TWO BALLADS for voice and piano 

· Op.13 FRIEDE AUF ERDEN for mixed choru

 HYPERLINK "http://schoen/music/op13.html" s 

· Op.14 TWO SONGS for voice and piano 

· Op.15 THE BOOK OF THE HANGING GARDENS for high voice and piano 

· Op.16 FIVE ORCHESTRAL PIECES 
· Op.17 ERWARTUNG (stage settings) 

· Op.18 DIE GLUECKLICHE HAND (stage settings) 

· Op.19 SIX LITTLE PIANO PIECES 

· Op.20 HERZGEWAECHSE 

· Op.21 PIERROT LUNAIRE (preface to the score) 

· Op.22 FOUR SONGS for voice and orchestra 

· Op.23 FIVE PIANO PIECES 

· Op.24 SERENADE 

· Op.25 SUITE FOR PIANO 

· Op.26 WIND QUINTET 

· Op.27 FOUR PIECES for mixed chorus 

· Op.28 THREE SATIRES for mixed chorus 

· Op.29 SUITE 

· Op.30 THIRD STRING QUARTET 

· Op.31 VARIATIONS FOR ORCHESTRA 

· Op.32 VON HEUTE AUF MORGEN 

· Op.33a PIANO PIECE 

· Op.33b PIANO PIECE 

· Op.34 BEGLEITUNGSMUSIK ZU EINER LICHTSPIELSZENE 

· Op.35 SIX PIECES FOR MALE CHORUS 

· Op.36 CONCERTO FOR VIOLIN AND ORCHESTRA 

· Op.37 FOURTH STRING QUARTET 

· Op.38 CHAMBER SYMPHONY NO. 2 

· Op.39 KOL NIDRE 

· Op.40 VARIATIONS ON A RECITATIVE FOR ORGAN 

· Op.41 ODE TO NAPOLEON BUONAPARTE 
· Op.42 CONCERTO FOR PIANO AND ORCHESTRA 

· Op.43a THEME AND VARIATIONS for band 
· Op.43b THEME AND VARIATIONS for orchestra 

· Op.44 PRELUDE TO GENESIS SUITE 

· Op.45 STRING TRIO 

· Op.46 A SURVIVOR FROM WARSAW 

· Op.47 PHANTASY FOR VIOLIN with piano accompaniment 

· Op.48 THREE SONGS for low voice 

· Op.49 THREE FOLKSONGS for mixed chorus a cappella 

· Op.50a DREIMAL TAUSEND JAHRE for mixed chorus a cappella 

· Op.50b PSALM 130, DE PROFUNDIS for 6-part mixed chorus a cappella 

· Op.50c MODERNER PSALM for speaker, mixed chorus and orchestra 

WORKS WITHOUT OPUS NUMBERS
· GURRELIEDER for soli, chorus and orchestra 

· LIED DER WALDTAUBE 

· SUITE FOR STRING ORCHESTRA 

· MOSES AND ARON 

· DIE JAKOBSLEITER 

· SIX PIECES FOR PIANO FOUR HANDS, 1894 

· CABARET SONGS 

· STRING QUARTET IN D MAJOR 

· CANONS 

ORCHESTRATIONS AND ARRANGEMENTS
· CONCERTO FOR STRING QUARTET AND ORCHESTRA 

· CONCERTO FOR VIOLONCELLO AND ORCHESTRA 

· THREE FOLKSONGS for 4-part mixed chorus a cappella 

· FOUR GERMAN FOLKSONGS for voice and piano

· BACH: "SCHMUECKE DICH, O LIEBE SEELE" for orchestra 

· BACH: "KOMM, GOTT, SCHOEPFER, HEILIGER GEIST" for orchestra 

· BACH: PRELUDE AND FUGE IN E FLAT MAJOR for orchestra 

· BRAHMS: PIANO QUARTET IN G MINOR, OP. 25 for orchestra 

· LOEWE: DER NOECK for orchestra 

· STRAUSS: EMPEROR WALZ for flute, clarinet, string quartet and piano 

· STRAUSS: ROSES FROM THE SOUTH 

Preface to the Score Pierrot Lunaire
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The melody given in the sprechstimme by means of notes is not, except for isolated exceptions that are specially marked, intended for singing. The task of the performer is to transform it into a speech-melody, taking into account the given pitch. This is achieved by:

[image: image5.png]


1. Keeping very closely to the rhythm as if you were singing, i.e. with no more freedom than would be allowed with a singing melody; 
2. Becoming aware of the difference between singing tone and speaking tone: the singing tone unalterably stays on the pitch, whereas the speaking tone gives the pitch but immediately leaves it again by falling or rising. However the performer has to be very careful not to adopt a singsong way of speaking. That is not intended at all. In no way should one strive for realistic, natural speech. Quite on the contrary, the difference between ordinary speaking and the kind of speaking involved in a musical form should become obvious. But at the same time it must never be reminiscent of singing. 
Incidentally, I would like to make the following comment on the performance: 
It is never the task of the performers to recreate the mood and character of the individual pieces on the basis of the meaning of words, but solely on the basis of the music. To the extent that the tone-painting-like rendering of the events and feelings given in the text was important to the author, it is found in the music anyway. Where the performer finds it is lacking, he should abstain from presenting something that was not intended by the author. Otherwise he would be detracting rather than adding.


Arnold Schoenberg - The American Works
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	Arnold Schoenberg
Photo: Arnold Schoenberg Institute


In 1933, shortly before his 60th birthday, Arnold Schoenberg, one of the most important composers in history, was forced to flee his native Europe due to the increasing Nazi terror. He came to America, where he taught briefly at Boston's Malkin Conservatory before moving to Los Angeles for reasons of health in October 1934. There he taught privately, as well as at the University of Southern California and the University of California at Los Angeles. 

The name Schoenberg is inextricably linked in most people's minds with serialism and The Second Viennese School. However, a number of the works he wrote during his "American" period are quite different in flavor. They embrace a return, in varying degrees, to "tonality," for they use within their serial structures triadic elements and tonal implications. The Chamber Symphony No. 2 (1939) integrates the warm, rich harmonies of late Romanticism with transparent textures and a rhythmically lively, almost neo-classic spirit. Additionally, several of these tonal works are based on baroque models. "A longing to return to the older style [of music] was always vigorous in me; and from time to time I had to yield to that urge," Schoenberg wrote in his 1948 essay One Always Returns. These fascinating pieces include Suite for String Orchestra (1934), written in the form of a baroque suite, and the brilliant "recompositions" Concerto for Cello (1933) (based on the harpsichord concerto by Georg Matthias Monn, 1746), and Concerto for String Quartet and Orchestra (1933) (after Handel's Concerto Grosso Op. 6 No. 7). They are "complex, free-wheeling elaborations of 18th-century source materials," Joseph Horowitz has written, "tonal yet reflecting...Schoenberg's 12-tone craftsmanship." Schoenberg's use of tonal materials in these works does not imply, however, that he had repudiated serialism or his revolutionary theoretical ideas; in them he merely transformed the triad's harmonic function and significance. 

Also composed in America, but perhaps more recognizably Schoenbergian in style are his String Quartet No. 4 (1936), Violin Concerto (1935-36), and Piano Concerto (1942). As Eric Salzman writes, they are "large-scale, thematic, wholly 12-tone structures in which the technique becomes fluent and pliable, focused in a way that parallels the role played by tonality in similar Classical forms." 

Ode to Napoleon, Op. 41 



· How I Came to Compose the Ode to Napoleon [Opus 41], 1942

	
	The League of Composers had (1942) asked me to write a piece of chamber music for their concert season. It should employ only a limited number of instruments. I had at once the idea that this piece must not ignore the agitation aroused in mankind against the crimes that provoked this war. I remembered Mozart's Marriage of Figaro, supporting repeal of the jus prime noctis, Schiller's Wilhelm Tell, Goethe's Egmont, Beethoven's Eroica and Wellington's Victory and I knew it was the moral duty of intelligencia to take a stand against tyranny. 
But this was only my secondary motive. I had long speculated about the more profound meaning of the nazi philosophy. There was one element that puzzled me extremely: the resemblence of the valueless individual being's life in respect to the totality of the community or its representative: the queen or the Feuhrer. I could not see why a whole generation of bees or of Germans should live only in order to produce another generation of the same sort, which on their part should also fulfill the same task: to keep the race alive. I even surmised that bees (or ants) instinctively believe their destiny was to be successors of mankind, when this had destroyed itself in thc same manner in which our predecessors, the Giants, Magicians, Lindworms [Dragons], Dinosaurs and others had destroyed themselves and their world, so that first men knew only a few isolated specimens. Their and the ants' capacity of forming states and living according to laws - senseless and primitive, as they might look to us - this capacity, unique among animals, had an attractive similarity to our own life; and in our imagination we could muse a story, seeing them growing to dominating power, size and shape and creating a world of their own resembling very little the original beehive. 
Without such a goal the life of the bees, with the killing of the drones and the thousands of offspring of the queen seemed futile. Similarly all the sacrifices of the German Herrenvolk [Master Race] would not make sense, without a goal of world domination - in which the single individual could vest much interest. 
Before I started to write this text, I consulted Maeterlinck's Life of the Bees. I hoped to find there motives supporting my attitude. But the contrary happened: Maeterlinck's poetic philosophy gilds everything which was not gold itself. And so wondefful are his explanations that one might decline refuting them, even if one knew they were mere poetry. I had to abandon this plan . I had to hnd another subject fitting my purpose.


