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INTRODUCTION BY BAYAN NORTHCOTT

‘Albertine Zehme, the sprechstimme artiste, wore a pierrot costume and accompanied her epiglottal 
sounds with a small amount of pantomime…but I was too preoccupied with the score that Schoenberg 
had given me to notice anything else. I also remember that the audience was quiet and attentive and 
that I wanted Frau Zehme to be quiet too, so that I could hear the music.’
— Igor Stravinsky and Robert Craft: Dialogues and a Diary (Faber, 1968), p. 104

Like many who attended the first run of performances of Pierrot Lunaire in the autumn of 1912, 
Stravinsky seems to have been fascinated most of all by its instrumental writing. This is somewhat 
ironic, since Albertine Zehme’s initial request had been for a sequence of melodramas on verses 
translated from Albert Giraud with piano accompaniment alone. But almost at once, Schoenberg had 
asked if he could add a flute, then a clarinet…  By the time he had completed his 35-minute cycle of 
‘three-times-seven poems’, the line up comprised flautist, clarinettist, pianist, violinist and cellist.

Nothing particularly unusual here: before the First World War, similar quintets could have been 
heard in tea-rooms, restaurants and spas all over Europe. What was totally unprecedented was 
Schoenberg’s exploitation of the ensemble. By asking the flautist to double on piccolo, clarinettist 
on bass clarinet and violinist on viola, Schoenberg expanded his resources to eight instruments. By 
continually permuting the possible combinations between them – only in the last number ‘O alter 
duft’ are all eight heard in close succession – and by ceaselessly exploring varieties of articulation, 
extremes of register, and so on, he evoked a richness and diversity of colour that seem out of all 
proportion to the number of players involved. Indeed, the disproportion is part of the novelty: if further 
players had been added — say, percussion, trumpet, mandolin — the amazement would be less.

But, of course, the work’s marvels of colour are contingent upon its range of structure and form. 
Few of its 21 numbers (plus five transitions) are in simple song forms; most sound like large-scale 
composite structures enormously compressed, and ranging in style from ironic echoes of romantic 
lieder, salon and cabaret music, by way of Schoenberg’s own recently evolved expressionistic 
atonality, to an intricately constructivist mode of counterpoint. This abundance of resources, this 
ingenuity and pressure of invention is, in turn, subsumed into a larger, quasi-psychological trajectory 
as the work moves from the whimsical surrealism of its first part, through the grotesque horrors of its 
second to the calmer nostalgia of its third. And the entire multi-layered conception serves as musical 
backdrop to the gesturing pierrot-figure as she strives to maintain the exact middle way between 
speech and song implied by Schoenberg’s tantalizing notation.

Ah, yes — the vocal part, the mélodrame, the sprechstimme!  Did even Schoenberg himself ever 
quite resolve in his own mind what he wanted? Not entirely, it would seem, on the evidence of the 
hastily recorded version he directed with Erika Stiedry-Wagner in 1940. The problems have been 
endlessly discussed. Schoenberg notates the role as if for a female singer of vast range, with every 
rhythm pitch and accidental exactly prescribed; indeed, the contours of the vocal writing often imitate 
phrases in the instrumental texture as though the voice was an equal part in the counterpoint. Yet 
he insists that the part should not be sung, but spoken strictly in rhythm with the voice just touching 
each of the pitches before moving away. The trouble, as Boulez and others have pointed out, is not 
only that the pitch range is too wide even for melodramatically heightened speech, but that the song-
like rhythmic values Schoenberg often gives to vowel sounds are too extended to be sustained by 
the speaking voice — hence the glissandi many performers resort to in attempting to maintain the 
line.  Can such contradictory requirements ever be balanced?

Surely, no living artist is more qualified to tackle these conundrums than Jane Manning, whose 
artistic insight, immaculate professionalism and profound understanding of vocal technique have 
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sustained her through more than 100 performances and three commercial recordings of Pierrot 
Lunaire over approaching half a century? Her new study encompasses a wealth of material, from 
her touching personal memoir of living with Pierrot to her survey of recordings and testimonies of 
teaching and learning the work. But at its centre comes a number-by-number, often phrase-by-
phrase investigation into the sound, musical character, performance pitfalls, and requirements of 
enunciation, breath control and support that the work demands for even an adequate realization. 
These chapters comprise a precious gift of experience: mandatory reading not only for all future 
performers of the work but for lay listeners who seek insight into vocal artistry in general.

Yet, when she remarks that ‘the enduring power of Pierrot Lunaire is that it allows the performer 
to feel a participant in the creative process’, she also implicitly acknowledges the utopian nature 
of Schoenberg’s speech-song idea: that it is the striving towards a not quite realizable ideal which 
lends every performance of the work its special tension.  Indeed, it could be argued that it is this 
latency in all the elements comprising the rich amalgam of Schoenberg’s masterpiece that has kept 
it so influentially alive and kicking over an entire century. Whether such thoughts can ever reconcile 
those who continue to feel discomfort with the sprechstimme device is another matter. Stravinsky 
naughtily proposed that a recording of just the instrumental score should be issued so that listeners 
could add their own ululations. It is a pleasing irony that such a recording should finally appear as an 
appendix to a book that focuses more closely on the work’s vocal aspect than ever before.

— Chiswick, London, May 2012                                  
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PREFACE

‘...a continuous, unflagging jet of white-hot inspiration...’ (Cecil Gray 1924)

Schoenberg in 1912
Photo credit: Arnold Schoenberg Centre, Vienna

Arnold Schoenberg’s Pierrot Lunaire of 1912 is a towering work of genius that never fails to cast its 
spell. Combining the features of melodrama and cabaret, it can also be regarded as the very highest 
form of lieder cycle1. It maintains a unique hold on performers prepared to make the commitment 
necessary to master its many challenges. Even the most hide-bound of audiences usually capitulates 
once enmeshed in the experience — if only they can be persuaded to conquer timidity and attend. 
It is now of course established as a unique milestone in musical history, one that retains its power 
to surprise and thrill, and to germinate fresh insights, no matter how often it is heard. Stravinsky 
famously declared it to be ‘the solar plexus as well as the mind of early 20th-century music2.  

For the vocalist in particular, it offers a provoking and formidable challenge of artistic integrity and 
scrupulousness. There are few roles that have caused so much heated discussion over the years. Its 
basic musical and aesthetic facets are still much pondered over and written about by scholars. The 
contentious subject of the Sprechstimme has always evoked speculation and argument amongst 
musicologists. The very fact that it subverts conventional notions of that organic, potentially pleasing 
and highly personal instrument, the human voice, seems to awaken especially acute sensitivities3. 

Although there is indeed much valuable insight to be gained from lectures and writings emanating 
from refined musical sensibilities, there is really no substitute for the direct physical experience of 
performing it. As someone who has regularly performed Pierrot Lunaire for almost 50 years I feel 
perhaps qualified to redress the balance a little.

I also aim to identify and examine some of the actual physiological and mental processes involved in 
creating and perfecting a performance; the psychological effect on the performer4; the thoughts that 
occur in the act of performing, as well as the vocal, technical, verbal and interpretative hurdles. In 
addition, I attempt to highlight the opportunities for interplay, the direct and indirect communication 
between voice and instruments, and their relationships with the ‘live’ or listening audience.
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Endnotes
1 Pierre Boulez, in a conversation with the philosopher Theodor Adorno, recorded for Hessischer 

Rundfunk in 1965, said that the Stefan George settings comprising the last two movements 
of Schoenberg’s Second Quartet were the last studies for Pierrot, and that therefore the work 
grew out of a Romantic song cycle. See Boulez and Adorno 2001 for ‘Schoenberg und der 
Sprechgesang’, a transcript (in German) of this conversation.

2 Stravinsky made this admission in 1963 (see White 1966: 24).

3 James Huneker (1860–1921), American music writer and critic, said (Huneker 1915) that 
Pierrot Lunaire represented the ‘decomposition of art’ and he called Schoenberg ‘the cruellest 
of composers’ (see also Reich 1968: 78).

4 (Pierrot Lunaire) presents ‘with detachment…a shadow play in which menace and absurdity are 
on a level’ (see Neighbour 1980)
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MY PERSONAL JOURNEY

‘...a tight-rope feat of which few, if any, singers are capable...’ (Cecil Gray 1924)

To say that Pierrot Lunaire has been crucial to my career would be an understatement. It’s the 
single work that has most influenced my development, shaped my attitudes to rehearsing and 
performing, and taught me about the way the voice  works. It featured in my first BBC ‘live’ broadcast 
in 1965 and I’ve derived endless inspiration and joy from performing it at regular intervals, with 
many different  ensembles in many countries, in a rich variety of situations.  My earliest experiences 
were, inevitably, self-centred. I actively avoided hearing  other performances for many years, feeling 
vulnerable, and fearful of having my  confidence undermined, or, worse, of lapsing into unconscious 
imitation. But in recent years I’ve found it stimulating and beneficial to hear and imbibe others’  
performances. My repertoire has, meanwhile, expanded to encompass many other  substantial and 
challenging twentieth century pieces. It’s been helpful to get to know  more of Schoenberg’s own 
life, and to be able to place the work in a wider context.  This process of collating and assimilating 
information and influences is of course  never-ending.  Even taking time to muse and cogitate can 
yield sudden unexpected  flashes of insight and new perspectives. Artistic instincts have always to 
be kept  sharpened, ready to embrace the flood of new ideas that occur with virtually every  reading 
of this extraordinary work.

The re-discovery and commercial release, in 2005, on Regis/Forum of one of my very earliest 
performances could not help but evoke a mood of especially piquant personal  reminiscence. That 
recording was made in 1967 at Olympic Studios in London, and I now realise that it was actually 
the first one to be made without conductor. It was  brought into being by the devoted efforts of 
my earliest mentor: the late, sorely-missed pianist, Susan Bradshaw. Susan had abandoned an 
early ambition to be a composer, after a period of study in Paris with Pierre Boulez, but continued 
to move in the most exalted contemporary music circles. She attended the Darmstadt Summer 
School in its epoch-making days of the late fifties and early sixties, and found inspiration in the 
work of conductor Hans Rosbaud in particular. A collaborative rapport and close friendship with 
Hans Keller, that unsurpassed musical thinker and commentator, acted as a spur to her activities, 
as both executant and organiser.  Invaluable support came from the BBC, where William Glock was 
at the helm. When  Glock suggested the formation of a new ensemble for the express purpose of  
performing Pierrot Lunaire, Keller continued to dispense advice and  encouragement to the resultant 
Vesuvius Ensemble, as they developed their  interpretation.

The recording was made roughly two years after I first became acquainted with this endlessly 
compelling, many-layered masterpiece. The mid-sixties were marked by a  spirit of optimism, eager 
creative responses to the challenge of the new, and an  idealism that is perhaps difficult to recapture 
in today’s more commercially-driven world.  Dartington Summer School, under Glock’s inspirational 
direction (with that invaluable link to the BBC Music Department) was the breeding ground for 
many fresh talents, as well as the  perfect environment for appreciating great artists and  thinkers, 
including the Amadeus Quartet, Vlado Perlmuter, George Malcolm and of  course, Hans Keller. I 
still recall vividly the sheer vibrancy of the atmosphere, intimidating at first for a young singer from 
Norfolk, unused to sophisticated cultural circles, with but a small, recently acquired repertoire of 
contemporary music.  Songs by Dallapiccola, Messiaen and Webern comprised my entire knowledge 
of 20th-century classics.  I’d been introduced to the last of these by Graham Treacher on an  earlier 
visit to Dartington as a schoolteacher amateur, and, at his urging, had auditioned for the Park Lane 
Group1.

At another of my very early Dartington forays, I met Peter Maxwell Davies, who was, like me, 
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still a schoolteacher at the time. I was roped in to take part in a concert of  works by some of his 
Cirencester Grammar School pupils. No doubt as a result of his  exceptional tutelage, their pieces 
were astonishingly assured, and ‘advanced’ in  idiom, and I recall how very kind and encouraging 
‘Max’ was to me. I little dreamt  that I would eventually have the pleasure of performing some of his 
own ‘post-Pierrot’ works, especially  Miss Donnithorne’s Maggot 2, and I was certainly  not  aware 
that, soon after, we would be involved in ‘rival’  Pierrot performances at  around the same time.

My pianist for the Park Lane Group audition and resulting recital (in 1964) had of  course been 
Susan Bradshaw — our first meeting, and a most auspicious one. I had  very little idea of suitable 
repertoire, and it was Susan who chose those Dallapiccola and Messiaen works for the concert,  
and who then suggested me to Glock for the Sprechstimme part in  the planned Pierrot Lunaire with 
the new ensemble, later  named Vesuvius. The other core players were flautist William Bennett, 
clarinettist  Thea King (now, alas, also sadly lost to us), violinist doubling on viola Kenneth  Sillito, 
cellist Charles Tunnell and Susan herself. From the outset it was decided to  perform the work 
without conductor.

These were heady times in my early career. Bombarded by new influences I was  somewhat dazzled, 
but, fortunately perhaps, was protected by that raw, unfounded  confidence of the complete novice. 
I was not fully aware of the sheer scale of the task ahead or properly conscious of the daunting 
seniority in experience of my  instrumental colleagues. Looking back on that time, I can’t help wishing 
that I had  remembered to ask Susan more about Hans Rosbaud, Boulez and those vintage times  of 
Darmstadt and Donaueschingen.  I regret to say that I have never appeared at either  of these German 
Festivals. (New music factions now seem to be much more polarised  than they were then.) I’d also 
narrowly missed meeting composers Luciano Berio, Bruno Maderna and Luigi Nono at Dartington, 
and though I and the Vesuvius worked  there with Gilbert Amy, I did not realise his significance in the 
French new music  world of the time. Indeed, one of my greatest regrets is that in the early stages 
of my  career, when working abroad, although I had the chance to meet and work with many leading 
European contemporary specialists of the day, including distinguished Schoenbergians such as 
the pianist Maria Bergmann and conductor Ernest Bour, I was quite unaware, in my naivety, of how 
much their knowledge and insight could have  helped me. It was a squandered opportunity.

It is now quite difficult to re-create the mixture of awe and elation I felt in launching  myself into 
Pierrot Lunaire for the first time. It was rarely heard at that time,  and I was shamefully unaware 
of the weight of its importance in musical history. Lacking the cultural background to savour its 
connection with commedia dell’arte, or the musical experience to follow the stylistic developments 
of Schoenberg and his contemporaries, I had only the haziest notion of what Sprechgesang actually 
was. A  performance by Rosemary Phillips had formed the opposite half of a concert in which  I’d 
sung in 1964, but I had never seen the score, was quite out of my depth with the  erudite discussions 
going on around me, and totally unable to relate the music to anything I knew, despite having 
recently been introduced to those late Webern songs3 by Graham Treacher.

Unfortunately, no singing teacher was available then to help cope with the vocal  demands of the 
piece. I was left on my own as far as the Sprechstimme was  concerned. Since the requirements 
did not seem to relate to ‘normal’ singing, even  other musicians did not feel qualified to make 
constructive suggestions. I now realise  what a boon it was to be forced to work independently.

Susan Bradshaw was assiduous in helping me learn the music, in particular coaxing  me through 
what then seemed to me incredibly complex rhythms within a constantly-fluctuating pulse. Her 
patience was limitless, though I fear she must have found it all  highly frustrating. Her quick mind and 
nimble command of the keyboard were already legendary. Dispensing with a conductor did of course 
make it all doubly difficult at  first, although having to listen acutely was to prove advantageous in 
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the long run. It  was slightly easier for me when the piano part had a strong leading role to cling to,  
but I was still unused to hearing instrumental timbres. All my experience thus far had  been with 
organ or piano accompaniment, mostly in local oratorio work in my native  East Anglia. Perfect pitch 
was, I suppose, quite a help initially. The visual impact of a  line instantly translates into the actual 
pitches in one’s ear, but finding those notes in  the voice simultaneously is not always easy — that 
is more a matter of technique. It  was some while before I realised the fundamental technical issue: 
that Sprechstimme  has to be given full support as if singing normally, and that much strength and 
stamina  are required.

In a way, youthful ignorance protected me from being overwhelmed. Faced with the  score in piano 
reduction, I set to work with no organised strategy in mind. Even now,  unlike many of my fellow 
singers, I rarely go to the text first when tackling a new work, though language and literature do mean 
a lot to me. The impulse is to plunge directly into the music and try to assimilate some of its essence, 
before grasping at more tangible verbal images. I’ve been intrigued to learn from Schoenberg’s own  
writings that his attitude was not dissimilar.

At the time there was much talk about the virtue or otherwise of an ‘accurate’ vocal  performance. 
I knew from the start that I wanted to try to adhere to the pitches the  composer had written and to 
obey his every marking as far as I was able. My senior  colleagues were forbearing and supportive 
as I groped to master the musical  challenges of the piece, including that unfamiliar discipline of 
chamber music, with so  much more than an accompanying harmony instrument to worry about. My 
mental  resources were well and truly put to the test. Each of the twenty-one movements  required a 
level of vocal awareness and concentration far beyond my experience, and  at the same time it was 
essential to keep track of what everyone else was doing.

Apart from the problem of how to sustain a pitch without actually singing, there was  the question of 
sound quality.  I allowed myself just one sample hearing of one of the  few recorded versions around; 
that of Alice Howland with an American ensemble on a Saga LP4. This was my starting point to 
allay initial curiosity, but I felt I should like  to go rather further in varying tone colour and dynamics. 
It seemed there could be  licence to incorporate sounds and timbres not normally acceptable for 
standard  repertoire, but which could add considerably to the expressive palette of this searingly  
dramatic work. Whining, groaning, grating, gurgling, snarling, even screeching, could  all make telling 
contributions where appropriate.  A close examination of my own  speaking voice became necessary, 
either in dramatic declamation, or in relaxed ‘chatting’ mode. I began to wonder if Schoenberg 
himself had experimented with the  natural colours and inflections of his own voice5.

I urgently needed some formula to help with my preparation for what was, for me, a  huge leap in 
the dark. So I duly made a rough catalogue of moods, characters, vocal  timbres and possible small 
hand gestures that I hoped could be suitable for each movement, corresponding to the images in 
the text. (I still have those tattered pages pinned inside my third copy of the piano reduction, the 
previous two having fallen apart from overuse.)  I was especially anxious to avoid the monochrome 
effect of  continual crooning undulations, and I felt that a full vibrato might be employed for some  of 
the more impassioned and violent sections.

It was now time to adopt an even more rigorous approach to the music’s detailed  requirements, and to 
address specific problems of maintaining Sprechstimme without lapsing under duress. Schoenberg’s 
own indications in the Preface to the score6 unfortunately give rise to more questions than they 
answer, and have provided much material for debate ever since. The vocalist mustn’t sing, or speak, 
but should guard  against a ‘sing-song’ delivery. However, the contours of the written phrases are to 
be  observed and pitches can be touched and left instantly by way of upward or  downward glissandi. 
This last is all very well, but doesn’t cover all eventualities. For instance, I immediately came across 
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the problem that occurs when notes lie close together, moving in slow tempo. Swooping too far 
distorted the written line, and some modification of tone was surely necessary to avoid ‘normal’ 
singing.

Meanwhile, the poetry with its fascinating sound world, independent of its actual  meaning, began to 
haunt me. I tried to conjure up in my mind Pierrot’s journey: the  silvery nocturnal landscapes giving 
way to bloodstained quasi-ecclesiastical images,  often mixed with cruel mockery, returning finally 
to homely nostalgia and sunlit  warmth. The Otto Erich Hartleben texts (translated from the Giraud 
originals) are of  course a joy in themselves: alliterative, sibilant, highly evocative and sensual to the  
feel of lips, tongue and palate. Freshly returned from a year studying with Frederick Husler (see the 
chapters Pierrot Lunaire Questionnaire Completions: Natalie Raybould and Jane Manning p. 150, 
Endnote 1 and pp . 155–6, Endnote 9, respectively), I felt reasonably confident with the language, 
having spent much time  amongst Germans singing and speaking their own tongue. I’d striven to 
imitate them,  incorporating idiomatic touches. A close friend, the late Henriette Fishlock, Viennese  
music-lover and language expert, whom I’d met on the train coming back from  Dartington, was an 
enormous help in checking my progress and identifying the finer points. Nowadays I am told that my 
accent sounds quite authentically ‘old Viennese’  which is rather pleasing!

A most encouraging and unexpected boost to my confidence came from Rudolf  Kolisch, Schoenberg’s 
brother-in-law, and the violinist/violist in early performances  with the composer. He heard my efforts 
while at Dartington and said he believed I had  actually managed to find a genuine Sprechstimme, 
one that would have pleased the composer. This meant a great deal to me, as can be imagined. 
In amusing contrast to that: after that first performance of  Pierrot  Lunaire at Dartington, a woman  
accosted me backstage and proffered some advice on supporting long notes. She clearly thought 
I’d been trying to sing properly and couldn’t sustain the pitches!

During the early years of my work on Pierrot I did attend a couple of staged  performances in 
Dartington and London by the late great Mary Thomas and the  Pierrot Players, an ensemble that 
had been just been formed by Peter Maxwell Davies  and Harrison Birtwistle. These two contrasting 
interpretations — the Vesuvius always  favoured a purely concert version — shadowed one another 
through the late sixties and  early seventies, with both ensembles touring the work regularly. At that 
time I did not yet have the piece from memory, and, in the darkened auditorium, admiring Mary’s  
impressive feat of theatricality and musicianship, my confidence was somewhat  dented.  As listener 
as well as performer I was still very much the novice. Comparing  notes with others on an equal 
basis had not yet entered my realm of experience.

Not long after this, I had an encounter with Helga Pilarczyck, the distinguished  German interpreter 
of Schoenberg, whose performance of Pierrot I had not yet  heard (but now greatly admire). She said 
that people had told her that I ‘sang’  Pierrot.  It was her strong view that to pitch the correct notes 
was simply not  feasible without lapsing into singing. She was especially forthright in asserting the  
impossibility of negotiating that unnervingly soft high passage (‘Steig, o Mutter aller  Schmerzen, auf 
den Altar meiner Verse’) in no. 6 Madonna at its written tessitura.
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Her solution was to pitch it much lower. The occasion of this meeting with Pilarczyck was an 
adjudicating assignment for a Schoenberg singing competition in Rotterdam,  which had turned out 
to be a somewhat dispiriting affair. Very few singers had  entered, and only one with a voice that 
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could pass for professional. Unfortunately this candidate, a baritone, was regularly off-pitch.  To my 
chagrin, and that of the administrators of the competition, my fellow jurors allowed themselves to 
be swayed entirely by the views of the senior member, distinguished musicologist and  Schoenberg 
pupil, Max Deutsch.  As self-appointed guardian of the Schoenberg legacy,  he made the astonishing 
assertion that one could not expect such advanced music to be sung accurately. Protests were 
swept scornfully aside.  This was an uncomfortable  reminder that sometimes those who claim to be 
serving the memory of a composer  may not always be willing to encompass the idea that standards 
of musicianship  continue to rise, and that younger artists may indeed be capable of performing  
‘difficult’ music accurately.

It has been amusing to discover that Pierre Boulez crossed swords with Max Deutsch in the past. 
Reading his extensive correspondence with the ethno-musicologist André Schaeffner has been 
enlightening7. According to Boulez, Deutsch’s attitude displayed ‘a certain state of mind of the 
Schoenbergkreis — its “alte Fassung!” ’. Deutsch had  taken the trouble to write to Boulez after his 
Schoenberg concert in Paris in 1961, expressing disapproval of the interpretation of Pierrot (with 
Pilarczyck as soloist), saying that all one needed was to follow Schoenberg’s instructions in the 
Preface to  the score. Writing back with elaborate politeness, Boulez asked for precise guidance  
on this, and received the extraordinary reply: ‘Sprechgesang gives vocal unity to the fifty minutes 
of Pierrot, just as it does to the three hours of Wozzeck.’ As the  timings were so wide of the mark, 
Boulez ceased to bother further with this line of communication.

In my early Pierrot performances I remember how much I needed that  brief  interlude of respite for 
the voice at the end of no. 13 Enthauptung. The only purely instrumental section of any length in 
the piece, it afforded a chance to re-fuel vocal  and mental resources, and gather strength for the 
following movement, Die Kreuze,  perhaps the most taxing of all for a young soprano. For this and 
other powerfully-driven sections, the voice had to be given full muscular support, using the lower 
part  of the body. Otherwise there could be the danger that a timbre intended to depict deep  anguish 
and suffering might come out as merely petulant.

Dynamics were of course of tremendous importance. In 1967 my young voice lacked  some expressive 
fullness and security in the deepest range, and I found this  frustrating.  No. 8 Nacht remains the one 
movement where I should have liked to be  an alto. The very low, ghostly, sung ‘verschwiegen’ was 
quite out of my range.
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Here Pierre Boulez’s suggestion, of closing on to the final ‘nn’ and holding it, improved  matters 
considerably, and it’s now many years since I needed to take the upper ossia.  Another helpful 
suggestion he made was to interpret the tremolando marks over  ‘ver-lernt’ in Movement 9 as ‘flutter-
tongued’ and to roll the ‘r’s.



Jane Manning: Voicing Pierrot

18






hab




ich






pp

ver

 












 

lernt!



- -














 

This is greatly  preferable to the unfortunate ‘bleating lamb’ effect that comes from attempting single-
note trills on the vowels.

Gradually, over the years since those early performances, I’ve veered closer to  ‘speaking’ the 
lines, using a clear, unforced delivery where rhythms and pitches  allow, in order to throw the more 
impassioned full-bodied moments into sharper  relief. It is still no. 8, with its deep range and phrases 
which tend to dip down at the  ends, that always needs special attention, to adjust balance and 
prevent the voice from  being overwhelmed.

An increasing awareness of the varied timings of consonants and the controlled  release of longer 
‘liquid’ syllables (‘l’, ‘m’, ‘n’, ‘zz’, etc.) has given rise to a much  more disciplined approach, as confidence 
with the musical hurdles has continued to grow. It remains my firm belief that the expressive impact 
of this music does not  depend on external theatrics, but comes from a scrupulous adherence to the 
minutiae  of the score. Even now small details can sometimes be overlooked. Only recently I  re-
discovered a tiny crescendo in no. 2 Colombine (at the end of ‘Sehnen’) that I had  been neglecting, 
since being away from the score for such a long time.
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Some performers are a little shy of attempting to carry Sprechstimme up to the higher register, 
especially when at a loud dynamic. They do not quite dare emit something  that could come out as 
an ugly screech. However, I’ve found that a non vibrato scream, employed in the upper register, 
can be wonderfully effective and quite appropriate to the more violent images in the text, solving 
usefully some of the  balance problems encountered when working at full volume. Keeping the tone 
starved  of air, using muscles instead of breath, makes it surprisingly easy on the voice. It is  my 
view that such sounds can contribute an extra dimension of intensity, as long as  the tone is properly 
supported.

When I first began working on Pierrot, I occasionally used to find that, perhaps  due to insufficient 
technical prowess and over-enthusiasm, I had been pushing my voice too hard. I would notice a 
slight roughness and lack of tonal clarity the  following day. Younger singers have reported similar 
problems when learning the  piece. Now, after more than forty years of performing it, I realise that it 
has taught me  more about the workings of the voice, and, crucially, about muscular co-ordination,  
than any other piece. Indeed, I’ve found that a painstaking study of Sprechstimme  leads to a much 
more detailed knowledge of one’s instrument than anything in the  standard vocal repertoire. The 
possibilities for analysis are almost endless. Valuable  lessons are learned about how to protect the 
voice and conserve energy. One returns  to the classical repertory with heightened awareness and 
increased technical  assurance. Potential problems are highlighted and can then be solved. Pierrot  
Lunaire as a tutorial may seem an odd concept to some, but it is to be warmly  recommended. 

Many of my earlier performances were marred by occasional small, mostly rhythmic  mishaps, 
perhaps inevitable, bearing in mind the sheer difficulty of the work and the  concentration required, 
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both physical and mental. Eventually these were ironed out,  and my confidence began to increase. 
Even now, when seasoned performers are  involved, discrepancies are not uncommon. In the sheer 
excitement of performing, accidents can so easily happen. Pacing oneself through the piece is 
important. During the central, most demanding sections, it’s vital not to lose control, and to leave  
something in reserve for the later strenuous movements such as nos. 16, 18 and 19, before the 
gentler mood of the last two settings brings relief and rest.

Rapport with one’s instrumental colleagues is always a vital ingredient of a satisfying  performance. 
The special emotional charge generated by ‘living’ the work together in an atmosphere of mutual 
trust, transmits itself to the listener very powerfully. The  hushed ending can bring a wonderful sense 
of time suspended, as the audience keeps a lingering silence, unwilling to interrupt the dream. It has 
been a shared spiritual  journey.  

Of course, the dynamics of recording or filming the work can be quite different: one’s  own favourite 
‘takes’ are not necessarily those used for the finished product, and  patience and adaptability are 
needed. The interests of ensemble have to come first, and Pierrot is far from being a vocal soloist’s 
ego-trip!

Re-visiting my earliest recorded interpretation, now exposed publicly after a forty-year time lapse, 
has been salutary, but not as uncomfortable as feared.  My performance has developed over years 
of experience with countless different groups and situations, with and without conductor. The 1967 
recording sounds perhaps more ‘sung’ and has more glissandi than I currently favour, and I now tend 
to move more  swiftly on to consonants wherever possible.  But the conviction and flexibility of the  
ensemble testifies to a rigorous and substantial rehearsal schedule. The belated  emergence of the 
recording was made all the more poignant by its timing, just before Susan Bradshaw died. It represents 
one of her finest achievements.  Her incisive, passionate playing is a tour de force, and it is a moving 
testament to her musical devotion and integrity. The inspired contributions of the other players recall 
a time when cherished projects were allowed to mature without haste, before commercialism  came 
to dominate artistic aspirations, in our increasingly pressurised and competitive  world. People today 
may not even have associated such illustrious senior musicians with this repertoire at all, bearing in 
mind the current proliferation of musical côteries, in ever-narrowing fields of specialisation.

The Vesuvius recording is in sharp contrast to a later recording I made, still in the  catalogue. It was 
recorded in 1977 as a BBC Open University LP, then acquired by  Chandos, who later transferred 
it to CD. A very young Simon Rattle in his first Pierrot shaped the music with assurance and élan, 
and I vividly recall the wonderful moment when Nash Ensemble cellist, Christopher van Kampen, hit 
a  miraculously perfect harmonic at the end of no. 15, and the delighted gasp from us all had to be 
stifled instantly.  Tempos are generally brisker in this performance than in  the Vesuvius version. By 
that time I had also put in more detailed work on the German, and felt a good deal more confident 
about the musical demands. It seemed a great luxury to have a conductor’s beat for no. 18 Der 
Mondfleck. When comparing my three commercial recordings of Pierrot (the third was in Århus, 
Denmark, in 1983 with the Elsinore Ensemble), the technical development in my voice is clearly  
apparent. I have also tidied up more of the attacks and word endings, to get them  precisely in time. 
I now believe that close attention to the micro-rhythms in the text offers the key to a disciplined 
performance, and that the composer himself must have  been aware of this.

The Vesuvius Ensemble and I toured continually with the piece in the late sixties and  seventies, and 
performed it regularly in London and for the BBC. A two-week Scottish tour in 1971 was rendered 
starkly memorable when I severed a fingertip in a train lavatory door en route to the first concert in 
Haddington.  A resourceful colleague  rescued the piece of flesh from the hinge, and the train made 
an emergency stop in Doncaster, where, at the Infirmary, it was sewn back on. Heavily-bandaged, 
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I caught  the next train, and arrived just in time to perform Pierrot in the second half of the  concert. 
This gruesome episode seemed to lend a certain frisson to the performances,  and audiences were 
all agog to hear the details, since it was impossible to hide the  thickly-wrapped digit.

In early performances I was often worried by balance problems, aware that the voice  is only one of 
six virtuoso instruments. Certainly, when I performed the work with  Pierre Boulez in a Roundhouse 
concert for the BBC he felt that a microphone would  help my light voice. This instantly alleviated 
the strain of projecting the louder  moments, and of course made pianissimo passages much easier, 
but it felt rather like cheating.  It is Boulez’s strong view (as expressed in my interview with him in 
2006)  that the work should always be adapted to the natural weight and tessitura of each individual 
performer’s voice8. 

A particularly exciting occasion for me was a performance on the South Bank in London with an 
ensemble consisting, intimidatingly, of Richard Adeney, Gervase de Peyer, Pinchas Zukerman, 
Jacqueline du Pré and Daniel Barenboim — the latter pair recently married, radiant and happy. 
Vanessa Redgrave declaimed English  translations of the poems.

The conductor for that concert was Zubin Mehta, who later invited me to give the  Israeli premiere in 
the Mann Auditorium in Tel-Aviv. These performances marked my first attempt at memorising Pierrot, 
and they were also semi-staged: I wore a  traditional clown costume, with pointed hat, and white 
make-up. Happily, I discovered that almost all the music, with specific pitches and rhythms, was 
already  deeply embedded in my consciousness, and memorising was not the worry I’d  envisaged. 
Since that time I have always dispensed with the score, but am glad of the  extreme care taken in 
those early concert performances while I was still grappling  with details.

As to costume for concert performances: I now tend to improvise a black-and-white  outfit from my 
current wardrobe — usually some kind of trouser suit, with a jacket. My  favourite accessory is a 
special silk cravat in a bold design. I was greatly touched  when Dorothy Dorow, now in retirement 
from her distinguished career, made me a  gift of two delightful ‘Pierrot’ brooches — one of a crescent 
moon, the other a clown’s  head. I wear these with much enjoyment and pride9.

Over the years there have been a great many exciting and varied Pierrot  experiences. The precincts 
of Turku Castle in Finland at night supplied one of the  most hauntingly atmospheric settings I can 
recall. By then I was performing the work  regularly with my own young ensemble Jane’s Minstrels. 
To be surrounded by the young musicians whom I’d hand-picked individually for their all-round 
qualities some  twenty years ago, remains an ongoing pleasure.

Finland’s ensemble Avanti!, whom I met just before the formation of Minstrels,  decided to dispense 
with conductor soon after rehearsals began, recognising the  rapport and confidence that we all felt. 
The resultant sense of freedom was wonderful.  Performances with them after that were always 
from memory and without conductor.  Mutual trust was thoroughly tested and the experience was 
liberating. We made  several tours together, including visits to some remote and beautiful parts of 
Finland for the myriad festivals that fill their summer months.  Concerts were traditionally followed by 
long and often riotous sessions in a lakeside sauna. The standard of  music-making in Finland was a 
revelation. It is not at all surprising that Finnish musicians are now gaining their deserved international 
recognition. Musically-gifted families keep the tradition going through successive generations, helped 
by what  seems to be an exemplary educational system. Of the ensemble I worked with, at least  
two are now acclaimed international figures: the young Sakari Oramo, doubling on  violin and viola, 
now of course one of the world’s finest conductors (for several  years, Simon Rattle’s successor 
at the City of Birmingham Symphony Orchestra, and appointed as Principal Conductor of the BBC 
Symphony Orchestra from the summer of 2013), and clarinettist Kari Kriikku, a charismatic virtuoso 
and dedicatee of several stunning  new concertos. 
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Jane Manning with Roger Montgomery, conductor (on R) and members of Jane’s Minstrels, after 
the performance of Pierrot Lunaire at Turku Castle, Finland in August 1996.

Photo credit: Jane Manning
 

In September 2009 it was a special joy to return to Finland to perform Pierrot  at  Helsinki’s Finlandia 
Hall with members of the Radio Symphony Orchestra. Sakari Oramo again assumed the roles of 
violinist and violist instead of conducting.  Preceding this he’d directed a thrilling performance of  
Die Jakobsleiter  in which I  took the Sprechgesang part of ‘Der Sterbende’. It was a memorable 
occasion, with so  many Finnish friends both on and offstage, and a typically discerning but warm  
response from a large audience of genuine music lovers.

I have recently become re-acquainted with a performance in Sydney, Australia in 1984, broadcast 
‘live’ by the Australian Broadcasting Corporation at a concert with the excellent Australia Ensemble, 
at the University of New South Wales. This came some time after the Nash/Rattle  recording, and 
I’m intrigued to find that my voice sounds a little younger and more girlish than I expected, with 
more legato, perhaps a little nearer to singing than the way I now prefer. The atmosphere of the 
‘live’ performance (and what sounds to be a  substantial and appreciative audience) undoubtedly 
contributes to the spontaneous  effect. The instrumental playing under Graham Hair is full of character 
and  exuberance, and the balance is generally successful.

In the last few years I have toured the work with the enterprising and gifted  Manchester-based 
ensemble Psappha, again performing without conductor. Video  images created by Kathy Hinde, 
not actually illustrating the Pierrot poems, but  reacting to them in colourful and imaginative ways, 
were projected on a screen.

A dramatised re-creation of the work’s Viennese premiere, as part of BBC TV’s  ‘Vienna 1900’ series 
was unforgettable. As ‘Albertine Zehme’, in full Pierrot costume (though authentic sources indicate 
that it should have been Pierrette) and white face-paint (unfortunately, battling with a streaming 
cold!), I had to be bundled off stage by angry hecklers. Happily, I cannot recall any such adverse 
reaction to any of my own  performances over the years, although I have indeed performed Pierrot 
at both of Vienna’s major concert venues, the Musikverein and the Konzerthaus.

At Hampton Court not long ago, an open-air performance offered a few hazards and  distractions: a 
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rogue breeze blew the players’ music over, a flock of ducks landed on  the lawn in front of us, and 
loud contributions were made by overhead aircraft as well as the small tourist train which cruised 
the perimeter with an audible commentary.  This was quite a test of professionalism, but grist to the 
mill of experience. The bonus  was a carefree holiday atmosphere, with a family audience sitting on 
the grass or  moving around freely.

Pierrot Lunaire is of course a uniquely personal vehicle, and one can’t help  feeling a little proprietary 
about it. At first, fearing unconscious osmosis from contact  with others’ interpretations, I needed to 
work on my own until I felt more secure  in my grasp of the piece, especially of its technical demands. 
Learning from one’s  own evolving experience is a subtle and constantly-shifting process, something 
akin to sculpting: chipping away, smoothing, polishing, making indentations and —  hopefully — 
leaving some personal stamp of identification. I am always aware of what a  privilege it is to take an 
active part in a great work.

I suppose it’s inevitable that pitching remains a major preoccupation in my attitude to  performing it. 
In common with other musicians of advanced years, I sometimes find  that my hitherto very reliable 
sense of pitch now has a tendency to slip a semi-tone. This is apparently a normal development 
and one can adapt to it. Some radio  performances occasionally seem to sound a semi-tone above 
their actual pitch. Even  though, with absolute pitch, seeing a note means instinctively hearing it 
at pitch,  technical problems may militate against attaining perfect intonation. The voice has to  be 
responsive enough to produce a clean attack in the centre of the desired pitch. An  alternative way 
of acquiring pitch security is to memorise  the sound, timbre and,  most of all, the physical sensation 
(‘muscle memory’) of a  given note, but this, of course, will be subject to vagaries of dynamic, 
accent and colour. I have long felt that  relative, rather than perfect pitch,  is the more useful tool of 
the true musician, and  have tried to concentrate on developing this. To gauge and tune intervals 
satisfactorily, the ear has always to check relationships with the accompanying  instruments, aiming 
to match them in vibrato, colour and resonance.

A fascinating and productive ongoing study, employing a pitch-tracking computer programme at 
Glasgow University, is seeking to monitor the fluctuations of pitch that  occur from movement to 
movement of Pierrot, and from performance to performance10. Early results, based on my performance 
of no. 12  Galgenlied have proved somewhat unsettling. It appears that, in order to inflect swiftly 
away from the  written pitches, I have gone rather further than I imagined — a salutary exercise.  
Galgenlied is not perhaps an easy example: a real tongue-twister, it moves at  breakneck pace, 
and all attacks are short, leaving little time to check pitches. Even within such a brief span of manic 
activity, the range of the pitch spectrum revealed  electronically is, frankly, astonishing.

One feels that Schoenberg, always a gadget man11, would have loved to have had access to today’s 
digital technology, and might have enjoyed this kind of analysis. I  am convinced that his exploration 
of vocal possibilities, especially in relation to the female voice, remained sadly unfulfilled and 
incomplete in his lifetime. It is significant that later works involving Sprechstimme favoured male 
voices, and were  less rigorously notated with regard to pitch.

Over the last few years, armed with greater confidence, and spurred on by the award  of a three-
year Arts and Humanities Research Council Fellowship at Kingston University to study the Pierrot 
voice part and its influence in greater detail, I have tried to follow all  performances and recordings 
that come my way, and to discuss them whenever  possible. This has included canvassing the views 
of fellow vocalists. The results of a questionnaire have yielded some important insights, and I’m 
grateful to many friends and colleagues who have given their time for this. I’m aware of the danger 
of being  hyper-critical of others’ efforts. We are all engaged in striving to do our best with this  
notoriously challenging but ultimately rewarding work.  There is still an upward trend  in musicianship 
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amongst young artists, and intelligent, thoughtful young singers seem  to be in abundance. In one’s 
senior years it’s all too easy to rest on past successes and  become too possessive about favourite 
works, unwilling to praise the efforts of younger colleagues. Almost all Pierrot performances I’ve 
attended recently have  been admirable. It is not always the experienced artists who set the best 
example.  Some younger performers have brought an invigorating freshness to the work, and  proved 
themselves well able to cope with its demands.

Pierrot Lunaire will always occupy a central place in my affection and artistic  consciousness, and I 
am ever-grateful that it came my way at such an early stage in my career. It never fails to generate 
a charge of excitement and eager anticipation  each time another performance beckons. I feel sure 
that Schoenberg would have relished the care and commitment that present-day exponents give 
to this greatly-loved and perennially intriguing work, and that he would be much heartened by its  
retention of a prime place in the chamber music repertory. On a personal note, I do, of  course, hope 
fervently that he might have approved of my own efforts12.

Endnotes
1 The Park Lane Group, formed in 1956 by John Woolf, continues to this day under his indefatigable 

leadership. (Susan Bradshaw was a founder member.) Young artists are given the valuable 
opportunity of shared London recitals, in programmes of contemporary music of all styles, from 
established classics to new pieces.

2 Music theatre work for soprano and six instruments (‘Pierrot’ ensemble plus percussion) written 
for Mary Thomas and the Fires of London in 1974.

3 Webern’s Drei Gesänge Op. 23.   

4 Saga LP no. XID5212 (see Pierrot Discography, p. 187).

5 Pierre Boulez says that Leonard Stein told him that, for the Los Angeles premiere of Ode to 
Napoleon, Schoenberg did indeed demonstrate the voice part (cf Conversation with Pierre 
Boulez, p. 123)

6 That published by Universal Edition (1923, renewed 1950) UE 7144.

7 André Schaeffner (1895-1980). He and Boulez kept up a lively correspondence for more than 
15 years. Their letters can be found in Boulez and Schaeffner 1998. The originals of the letters 
are in the Bibliothèque Musicale Gustav Mahler, Paris (Boulez’s letters to Schaeffner) and in La 
Collection Pierre Boulez at the Fondation Paul Sacher, Basel (Schaeffner’s letters to Boulez).

8 Pierre Boulez: ‘Sprechstimme is a monster… A very strange effect can be realised. With a 
healthy voice it is more controlled.’ (Boulez and Adorno 2001).

9 Dorothy Dorow tells me that for her performances (more than 20 in Europe) she wore a black 
and white ensemble and a wig, with white make-up. She was amplified, and sat on a stool in a 
pool of light, making small hand gestures as appropriate.

10 Empirical Pierrot: a project based at Glasgow University in collaboration with the Royal College 
of Music, The Royal Northern College of Music and the Royal Conservatoire of Scotland.

11 According to Leonard Stein, Schoenberg was keen on book-binding, and his inventions included 
12-tone tables made in the form of prayer wheels — and special gadgets for notation, such as 
‘stave rulers’. He even devised a traffic system (British Library Sound Archive, Compiled and 
presented by Hans Keller, 6 November 1965, Tape 939, Track 1). See also Newlin 1980: 349 
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and MacDonald 1976/1987: 92.

12 In a letter to Edgard Varèse on Oct. 23 1922, Schoenberg admonishes him sharply for having 
the effrontery to announce a performance of Pierrot without consulting him or giving details as 
to the number of rehearsals planned, and type of speaker engaged:– ‘Have you any inkling 
of the difficulties of the style; of the declamation; of the tempi; of the dynamics and all that?’  
(Schoenberg 1962).
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PIERROT IN CONTEXT

The actress and singer Albertine Zehme (1857–1946) was the commissioner of Pierrot Lunaire and 
the original performer of the voice part. She had experience in both melodrama and cabaret, and 
had already worked with Schoenberg in Berlin at Wolzogen’s ‘Überbrettl’ — a sophisticated type 
of literary cabaret. When he returned there once more from Vienna in 1911 to take up a teaching 
post, she asked him for something to stretch her abilities further and inspire her — something 
appropriate to her distinctively mystical, intuitive artistic persona1. It was Zehme who suggested that 
Schoenberg should set some of Otto Erich von Hartleben’s German translations of Albert Giraud’s 
Pierrot Lunaire cycle. Hartleben was also a member of the cabaret circle, and Zehme had already 
commissioned a batch of melodramatic settings of his Pierrot texts for voice and piano. The music 
for these was provided by one Otto Vrieslander (of whom more later), although sources differ as to 
whether she actually performed them2.

Frau  Zehme, at fifty-five years old already a mature artist, and an ex-pupil of Wagner’s wife Cosima, 
was, by all accounts, a highly intelligent and distinctive performer3. She was keen for Schoenberg 
to know about the special style of recitation she had developed, based on the expressive range and 
specific properties of her own voice. She saw it as a ‘spiritual instrument’ to which he might be moved 
to respond, and Schoenberg was indeed quite taken with this exceptional artistic sensibility4. 

Pierrot Lunaire had its successful premiere on 16th October 1912 in Berlin’s Choralionsaal5. Madame 
Zehme was dressed as Columbine. (Some sources say she was in Pierrot costume, but Columbine 
or Pierrette represent the general consensus.) Public reaction was positive, but some critics and 
‘experts’ were vitriolic… ‘if this is the music of the future then I have a prayer to my Maker: please 
never make me endure another performance’ (that from composer Otto Taubmann)6.

Schoenberg subsequently took the work on tour, but when it reached Vienna it was greeted with 
uncomprehending hostility by the notoriously conservative Viennese public, who, in February 1913,  
were to give a very warm reception to his more readily accessible Gurre-Lieder. He was greatly 
offended and resentful about this. There were many further performances of Pierrot in Europe, 
evoking mixed responses7. It’s touching to read that Schoenberg very much appreciated Puccini’s 
making a six-hour journey, though quite ill, to attend the Italian premiere of Pierrot in 1924, and that 
he said ‘some very friendly things’8. He was always interested in the new, but one would dearly love 
to know what he thought of the vocal writing9.

Schoenberg’s exact intentions regarding the interpretation of the Sprechstimme role in Pierrot 
Lunaire still continue to provoke passionate argument and divergence of opinion. His equivocal and 
highly unsatisfactory instructions in the Preface to the published score have proved tantalising to 
many generations of performers and scholars10. At the present time opinion appears at last to be 
converging on the desirability of attempting to fulfil the pitched notation precisely as he wrote it. Erwin 
Stein, in a letter of 192111, asserts that relative pitch, not absolute pitch is required for Pierrot, as long 
as intervallic relationships are preserved, but I firmly believe that high standards of musicianship 
amongst singers these days mean that exact pitches are now the ideal to aim for.

In 1949, Schoenberg wrote to conductor Hans Rosbaud, insisting that, although the instrumental 
parts of Pierrot Lunaire were ‘over-ridingly important’, the ‘absolutely new and epoch-making feature 
was its use of the voice’12. Nevertheless, it seems that he never quite succeeded in defining to 
himself, as well as to others, the essentially ‘clipped’ nature of speech as opposed to song. There 
was, however, never any disagreement as to the composer’s view on the desired accuracy of rhythms 
— these had always to be strictly realised.
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Schoenberg seems to have regretted a rather off-putting early warning to the vocalist (in his 
Preface) not to add extraneous expression or word-painting in relation to the texts13;  he asserted 
that everything is to be found in the music itself. Perhaps he was wary of giving too much licence, 
but Erika Stiedry-Wagner, under his supervising eye and ear, in his 1940 recording, does seem 
highly expressive. In his 1949 article ‘This is my Fault’ (in Style and Idea) Schoenberg appears to 
recant, saying that the context of the time required him to prevent people from overdoing things, but 
that he definitely did not intend the work to be declaimed without expression.14 Schoenberg’s use of 
Sprechstimme, employed  earlier by him for key moments in Gurre-Lieder and Die Glückliche Hand, 
still seems radical and bracingly ‘modern’ today, however often it is heard, and it is apt to excite 
extreme reactions in those more accustomed to traditional vocal practice.  

Since then no major composers have attempted large-scale works notated entirely in Sprechstimme, 
although they often use it intermittently. At Schoenberg’s request, his pupil Hanns Eisler, wrote  
Palmstrom, his Opus 5 in 1925:– five brief twelve-tone settings of Christian Morgenstern, for the 
Pierrot ensemble minus piano, to go in a programme with Pierrot Lunaire. Pierre Boulez, when asked 
if he would contemplate a whole work in Sprechstimme, replied emphatically in the negative15. Like 
many other major composers of our time, he prefers to use it sparingly, to inflect certain phrases for 
dramatic effect. His personal view, expressed in a letter to André Schaeffner in 196116 was that ‘the 
spoken voice and the singing voice do not have the same register, length of sound or even dynamic, 
so the two vocal possibilities have only one very restricted zone in common, therefore they do not 
blend. So it’s totally impossible to realise what is written’. This is contentious to say the least, and it 
is likely that he may have come to modify this position in the course of time, and in the light of the 
many varied performances of Pierrot Lunaire given under his baton.

A great many present-day music-theatre and concert works owe a huge debt to Pierrot Lunaire. 
Vocal chamber music involving more than two instruments was very rarely heard at the time although 
Schoenberg’s own Second String Quartet of 1907/8 sets Stefan George texts for soprano in the last 
two movements. The innovative Pierrot combination of two woodwind (flute and clarinet, doubling 
on, respectively, piccolo and bass clarinet), two strings (violin doubling viola, and cello) plus piano, 
has proved to be a highly fruitful inspiration to other composers. Stravinsky, in a letter to Ravel, 
acknowledged that his The Soldier’s Tale owed a great deal to Schoenberg’s Pierrot. To this day, 
a majority of leading ensembles have this flexible line-up as their basis. Simply-staged theatrical 
works for small forces make far less extravagant demands than those needed for grand opera, with 
the drama concentrated on the music. This contributes to an especially intimate and compelling 
experience, with instrumentalists frequently featured as virtuoso soloists on a par with the singers. 

Endnotes
1 Claudia Maria Knispel: note for CD: Ein Clown hinter den Masken der Musik. See Pierrot 

Discography, p. 189, under Edith Urbanczyk.

2 See http://mt.ccnmtl.columbia.edu/schenker/profile/person/vrieslander_otto.html, where the 
following account of the situation is given:

 ‘Vrieslander was a composer notably of Lieder (including a setting of poems from Giraud’s Pierrot 
lunaire in O. E. Hartleben’s translation, dating from 1904 — eight years before Schoenberg’s 
melodrama cycle: both settings were commissioned by Albertine Zehme, but whereas Zehme 
performed Schoenberg’s setting, she was dissatisfied by that of Vrieslander and never performed 
it’.

 See alsoSee also Bryn-Julson and Mathews 2009: 34, where the following (slightly different) account is 
given:
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 ‘In a program for a concert on 4 March 1911 at the Choralion-Saal — where Schoenberg’s Pierrot 
would premiere eighteen months later — Zehme gave a recital that she described “[p]oetic 
experiences in tone”. The music for this performance was selected from a cycle of songs by the 
composer Otto Vrieslander (1800–1950). Vrieslander, today better known for his later writings 
on Heinrich Schenker, had set 46 of the 50 Pierrot poems to music in 1903. Zehme selected 
the songs/texts from Vrieslander’s collection of 46 and arranged them in three cycles with a 
short pause between each cycle. It is unclear if Vrieslander had any direct involvement with 
Zehme’s performance. It is also unclear how Zehme performed the text. The Vrieslander songs 
are conventional songs with piano accompaniment (see Other settings ofOther settings of Pierrot Lunaire Texts 
by Schoenberg’s Contemporaries, pp. 159ff). However, the program includes a short text by. However, the program includes a short text by 
Albertine Zehme, under the title, “Why I must Speak These Songs” ‘.

 In fact, the published scores show that Vrieslander dedicated several of his Pierrot settings to a 
number of different people. None of the dedications mentions Albertine Zehme.

 Eduard Steuermann, who coached Frau Zehme for the première performance of Schoenberg’s  
Pierrot settings, in an interview published many years later (see Schuller 1964), seems to suggest 
that she performed Vrieslander’s songs as melodramas, reciting (rather than singing) them to 
Vrieslander’s piano accompaniments (ie ignoring the vocal line or rendering it in an approximate 
manner):

 ‘It was her idea to set a book of poems by Otto Erich Hartleben, allegedly translated from the 
French of Albert Giraud. First she asked a composer named Frieslander [sic] to write some piano 
accompaniments which she used in her recitation of the Pierrot poems. But somehow she was 
not quite satisfied with this music, and since someone had told her that there was a composer 
named Schoenberg who was supposed to be a great genius, she asked him to write the music 
to the Pierrot poems, which he agreed to do.’

3 For more details of Albertine Zehme, see Bryn-Julson and Mathew 2009.

4 However, according to Dika Newlin, Schoenberg’s pupil, ‘Schoenberg spoke sharply of Albertine 
Zehme: said it probably wasn’t what she wanted from the commission — would have liked a crash 
here, a beep here, and some little trills in the middle, but said she was nice and enthusiastic’. 
(Newlin 1980: 154).

5 The Choralion-Saal, in Berlin’s Bellevuestrasse. There had been more than 40 rehearsals, 
beginning in September. Hermann Scherchen had declined to take the violin part but attended 
every rehearsal. The work then went on tour, with Scherchen taking over from Schoenberg as 
conductor for half the performances (Reich 1968: 78).

6 ibid.

7 A heckler in Turin, identified as the director of the Conservatoire, shouted: ‘not a single honest 
triad in the whole piece!’ See ‘My Public’ in  Schoenberg 1975: 97.

8 ibid.

9 George Gershwin, Schoenberg’s friend and tennis partner, came to the US premiere of Pierrot  
Lunaire in February 1923 (see Ross 2008: 145).

10 ‘Generations of speech-singers have failed to realise an amalgam of speech impression and 
fixed pitch — precisely because they have attempted to follow Schoenberg’s instructions. True, 
pitches never remain stationary in the course of speaking, and each syllable does, of course, 
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start with a definite frequency; but it is wrong to conclude from this that the initial frequency of a 
syllable occupies a privileged position. Neither at the start of a syllable nor at any other moment 
of its duration can the pitch be perceived as unequivocally as in the case of a sung note. The 
ear must be content to establish a kind of average pitch’ (Stadlen 1981: 62/1, 1) 

11 Erwin Stein to Arnold Schoenberg, 13 Jan. 1921 — Library of Congress, Washington (as quoted 
in footnote to Avior Byron chapter — see Byron 2007).

12 As quoted in Reich 1968: 76. 

13 ‘…the outward correspondence between music and text, as exhibited in declamation, tempo 
and dynamics, has but little to do with the inward correspondence, and belongs to the same 
stage of primitive imitation of nature as the copying of a model’ (see ‘The Relationship to the 
Text’ in Schoenberg 1975: 145).

14 ‘Songs and operas would not exist if music was not added to heighten the expression of the 
text — besides, how do you make sure that your music does not express something — or 
more: that it does not express something provoked by the text’ (see ‘This is My Fault’ in 
Schoenberg 1975: 145–6). 

15 See Conversation with Pierre Boulez, p. 121ff; web version (see www.n-ism.org/People/jane.
php).

16 See Schaeffner-Boulez correspondence (see My Personal Journey, Endnote 7, p. 23).
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THE POEMS

Schoenberg always asserted that music is a much purer form than poetry, since it has no direct 
subject matter, and he felt that the essence of vocal music was not to be found in the literal meaning 
of the words. In Style and Idea he said he never followed the texts of Schubert songs, but when 
he read them afterwards, it made no difference to his instinctive view of the musical concept and 
interpretation. When writing his cycle Das Buch der Hängenden Gärten Op. 15 he responded instantly 
to the sonic palette of the opening lines of Stefan George’s poetry, and, on fire with compositional 
zeal, wrote on to the end of the song without hesitation. He always found he had unconsciously 
captured the spirit of the poem, and that no retrospective adjustments were needed1.

Schoenberg made his personal selection of twenty-one poems from the brilliant German translations 
made between1886 and 1891 by Otto Erich Hartleben (1864-1905)2  of the fifty-plus French originals 
by the Belgian Albert Giraud (1860–1929), published in 1884. He eventually arranged them in three–1929), published in 1884. He eventually arranged them in three1929), published in 1884. He eventually arranged them in three 
parts, each containing seven movements, the total number of movements coinciding with the opus 
number of the work itself (as with his Op. 15 song cycle). Schoenberg’s obsession with numbers 
included a particular reverence for the number seven, and a superstitious fear of the number 
thirteen.

Otto Erich Hartleben (1864–1905)
Photo: Public Domain

I must here acknowledge a debt to the linguistics scholar Gregory Richter for his most informative 
and illuminating book,  Albert Giraud’s Pierrot Lunaire (see Richter 2001). This supplies the complete 
Pierrot texts in both French and German, adding the author’s own excellent English translations 
made directly from the French. It is especially enlightening, since the controversially violent imagery 
of some of the poems in German turns out to be far more graphic in the original French than in the 
German translations.  Hartleben toned down the texts quite considerably, and in so doing ‘deepened 
them’ (according to Schoenberg’s biographer, Willi Reich)3.
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Almost all the settings were written between 12 March and 30 May 1912, starting with Gebet an 
Pierrot (no. 9), the last, Die Kreuze (no.14) being finished on July 9. They were then arranged in 
their final order.

The special structure of the poems is significant. They are all thirteen-line rondels — ABCDEFABGHIJA 
— the first two lines repeated in the middle, and the first occurring yet again as a sort of coda at the 
end. This formula does not, however, in Schoenberg’s hands, seem at all rigid, and it never inhibits 
the natural flow and impetus of the musical melodramas. He shows immense skill and flexibility 
in keeping the settings varied and full of vitality. Verbal repetitions always seem fresh, and each 
movement has a distinctive flavour. 

Schoenberg has few equals in the acute sensitivity of his word setting in his own language. Every 
detail of the text is plotted precisely for maximum clarity and directness of expression, and, if phrasing 
is observed correctly, everything falls into place, from parlando stretches in normal speech rhythm to 
more extended outpourings of expressionism and heightened emotion. The sonic properties of the 
syllables are brought out to marvellous effect. His awareness of their tiniest nuances, articulations, 
timings and inflections is exemplary4.

Indeed, it seems quite likely that Schoenberg’s selection and assembly of his chosen texts may 
well have been based primarily on their syllabic content. A closer scrutiny of each poem has yielded 
some interesting results. I shall go into this in greater detail later on. It is also worth mentioning 
that there are a number of discrepancies between the Hartleben texts and Schoenberg’s settings 
which may be relatively insignificant, but are listed later for reference (see Verbal and Notational 
Discrepancies, pp. 157–158).

The texts in their German translations appear also to have had a strong appeal to other composers 
of the time. Of Schoenberg’s contemporaries, not only Otto Vrieslander (mentioned earlier), but 
Josef Marx and Max Kowalski made settings of the verses.  Full details of these are provided later in 
this book (see Other settings of Pierrot Lunaire Texts by Schoenberg’s Contemporaries, pp. 159ff).

Much has been written about the underlying meaning of the poems, and their symbolic content. 
Several movements seem to parallel the situation of the misunderstood artist, the modernist 
innovator unappreciated by those too blinkered to perceive his vision. There is also the familiar 
theme of unrequited love, and longing for the seemingly unattainable. Pierrot’s love for Columbine is 
continually thwarted, and his pathetic suit mocked. There are some shocking images of abuse and 
torture — elements commonly found throughout religious tradition and ritual — of scourging and 
suffering, death and martyrdom.

The verses are set in a landscape full of shadows pierced by beams of moonlight.The moon appears 
at various times as white rose blossoms, a Turkish sword, and a sick patient on a black velvet 
couch. Even the verses themselves are seen as holy crosses, bringing a lingering death to their 
creators. The Mother figure holds the body of her Son, but men’s eyes are averted. Cruel mockery 
is a recurring theme. The moon sneers at the brightness of the knitting needles of the love-lorn 
Duenna. Yet in the end it is a moonbeam that provides (as the rudder of the lily-pad boat) the means 
of return to the comfort of home and safety at the end of the whole work. There is much colour 
symbolism:  red (rubies or scarlet blood); gold (candle-light); white (linen, moon rays); green (of the 
Orient and of the home horizon); and black (the silk cushion on which the moon rests, a black flag, 
and some horrific giant moths). Sonic images make a searing impact: the metallic resonances in 
Der Dandy, the  scratch of the giant viola in no. 19 Serenade and Cassander’s anguished shrieks 
rending the air in no. 16 Gemeinheit. Some people may find the blood-soaked religious imagery of 
the texts offensive, and they may be uncomfortable with the concentration on sickness.  There’s a 
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pervading feeling of giddiness and nausea at the height of the nightmare scenario. In the final section 
a breath of nostalgia for home and simple joys seeps into the atmosphere, and, very gradually, 
predominates. Momentum builds towards the goal of spiritual peace and contentment, as sunlight 
finally disperses the threatening gloom, and the appalling nightmares are banished at last.

Endnotes
1 See Schoenberg 1975: 144.

2 Details of Hartleben’s life and (grisly) death are provided in Richter 2001: xvi–xvii.

3 Reich 1968: 74.

4 Boulez made somewhat disparaging comments on the poems in his conversation with Adorno 
(see Boulez and Adorno 2001), but in his conversation with the author in 2006 he described 
them as ‘an excellent vehicle’ (see Conversation with Pierre Boulez, p. 124).  
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CULTURAL AND STYLISTIC INFLUENCES 

For the vocalist performing  Pierrot, it can be a  help to have some knowledge of the bewildering 
amalgam of cultural influences, especially theatrical and musical ones, that have some bearing 
on this extraordinary product. One might even go as far back as the stylised utterances of the 
Greek Chorus as a first point of reference. Then there are the spoken melodramas of the Romantic 
era, where poems were declaimed to music by such composers as Schumann, Liszt and Richard 
Strauss. Offering a contrasting artistic perspective is the Cabaret tradition, both French and Austro-
German. Sadly, of Schoenberg’s own delicious Cabaret Songs, written for the Überbrettl in Berlin in 
1901, all except one1 remained unperformed in his lifetime. 

The American singer and scholar, Jennifer Goltz (see Goltz 2006) has posited a most convincing 
thesis: that Schoenberg’s own influences may not have been entirely Austro-German in relation to 
the vocal part of Pierrot Lunaire. A Munich-based cabaret troupe toured to Vienna and Berlin around 
the time that Schoenberg was writing Pierrot.  It featured as soloist an artist called Marya Delvard, 
a follower of the style of the most renowned French chansonnière of her time,Yvette Guilbert.  
Schoenberg could well have heard her, and this may have had an effect on the kind of declamation 
he was envisaging. 

The character of Pierrot comes, as is well-known, from the theatrical tradition of commedia dell’arte, 
which started in Italy in the middle of the sixteenth century, centred in the area around Bergamo. 
Later, it was developed into a more sophisticated form in France, where the white clown became 
a central figure in the mimed performances of the famous boulevard troupes. The artistry of the 
celebrated mime, Jean-Gaspard Deburau (1796–1846) of the–1846) of the1846) of the Théâtre des Funambules, helped to 
bring the Pierrot figure to the fore, with his distinctive combination of pathos and humour, often the 
butt of cruel teasing on the part of his beloved Columbine and her lover Harlequin, his arch-rival.  
Pierrot is of course, moonstruck, and therefore a lunatic in the literal sense. Madness can be a 
form of release, and, traditionally, an eccentric confidant, such as a court jester or fool, is seen to 
provide comfort, welcome humour and non-judgemental companionship to troubled souls. There 
are many examples from Shakespeare’s Yorick to Gilbert & Sullivan’s Jack Point2. Masks, bizarre 
costumes and heavy make-up can also help to shield emotions, keeping them at one remove.  In  the 
rarefied atmosphere of fin de siècle Vienna, the work of Sigmund Freud in plumbing the unconscious 
undoubtedly had a far-reaching impact on the art of the time. Given the dates of the poems, Freud’s 
discoveries must have a direct bearing on the psychological interpretation of Pierrot’s dreams and 
neuroses.

It should also perhaps be borne in mind that Pierrot Lunaire was composed soon after Schoenberg 
himself had undergone a period of trauma in his personal life (the aftermath of the suicide of his wife’s 
lover, after she had finally been persuaded to return home). The clown figure may have represented 
a convenient cover for his own inner turbulence, enabling him to stand back and view nightmarish 
memories from a distance, encompassing an element of rueful humour in this complex cocktail 
of conflicting emotions3.  He also sought refuge in art at the time of his personal crisis. He was of 
course a gifted artist and his paintings, especially the self-portraits, reveal a vulnerability as well as 
an element of stoicism and rigour, that seems to radiate from his gaze.These are described vividly 
in Allen Shawn’s book Arnold Schoenberg’s Journey (see Shawn 2006: 81). There is much other 
material of a non-musical nature which can help to round out the mental portrait of Schoenberg’s 
Pierrot for the potential interpreter.  

The symbolist poet, Jules Laforgue (1860–1887) wrote a complete volume of Pierrot poems called–1887) wrote a complete volume of Pierrot poems called1887) wrote a complete volume of Pierrot poems called 
L’Imitation de Notre-Dame la Lune. These were published in 1886, two years after Giraud’s collection. 
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Pierre Boulez believes that they are an important pointer to a Pierrot sensibility, especially in relation 
to the French cabaret aspect4. 

On more familiar ground, the magical world of masques and bergamasques conjured up by Paul 
Verlaine’s poetry, with its evocation of brightly-coloured revels and escapades, and moonlight trysts 
amid rustling trees, inspired many wonderful song settings by Fauré and Debussy amongst others. 

Reading the entire collection of Pierrot poems in their French originals is to be recommended. The 
Giraud verses, unlike the Hartleben translations, obey a strict rhyming scheme throughout: ABBA. 
Their dazzling imagery helps to feed the imagination and draw one into that extraordinarily bizarre 
and intoxicating atmosphere.  

Pierrot aspirants should also try and see Marcel Carné’s classic film  Les Enfants du Paradis (1945), 
most especially for Jean-Louis Barrault’s exquisitely balanced and touching performance as Jean 
Deburau in the mimed role of Pierrot. His character, both on and off-stage, provides a beguiling 
example of the duality of emotion in a formal artistic frame5. The historical ambiguity of the clown 
is a metaphor for the human dilemma; he is permanently poised between high and low spirits. 
In Schoenberg’s masterpiece, now no longer mute, he gives voice with stirring and disturbing 
eloquence, penetrating our inner world with his uncanny ambivalence6.

Endnotes
1 Nachtwandler (1901), scored for soprano, piccolo, trumpet in F, snare drum and piano. 

2 The latter, a character in Gilbert and Sullivan’s Yeomen of the Guard. One should also mention 
the role of Canio, playing the part of a clown in Leoncavallo’s I Pagliacci, and, in more popular 
culture, the mimed tragi-comic artistry on film of Charles Chaplin and Buster Keaton. 

3 ‘With its completion, he seems to have felt able to direct his imagination outwards again, to see 
his struggles in the perspective of humanity at large’ (MacDonald 2008: 18).

4 Also within the French theatrical tradition, Paul Claudel (1868–1955), in his verse dramas,–1955), in his verse dramas,1955), in his verse dramas, 
required stylised declaimed speech, influenced by Japanese Noh plays. One of his most famous 
works is the libretto for Arthur Honegger’s dramatic oratorio, Jeanne d’Arc au Bucher (1935). 
See programme note by Jean-Pierre Peuvion for the CD of Pierrot Lunaire featuring Yumi Nara 
— see Pierrot Discography, entry for 1992, p. 188.  

5 Also recommended is Sawdust and Tinsel (1953), a film by Ingmar Bergman, which features a 
travelling circus.

6 Malcolm MacDonald says ‘The self-absorbed artist is satirised in the guise of Pierrot, the 
commedia dell’arte clown turned morbid aesthete’ (MacDonald 2008: 210).



35

NOTATION AND ITS IMPLICATIONS

In the printed Universal Edition score, Schoenberg uses conventional musical notation throughout 
Pierrot  Lunaire, except that the vast majority of the vocal pitches have crosses through the note-
stems to indicate the Sprechgesang. There are just a few notes marked gesungen, to be sung 
normally. Twelve are in Part I, all of them, interestingly, in the first four settings, seven in Part II, 
and none at all in Part III. Only one of them (the ‘O’ in no. 9 Gebet an Pierrot) bears a loud dynamic 
marking; the rest are very soft, sometimes injecting an eerie chill (eg nos. 8 and 11). The majority 
of the violently impassioned movements do not include any singing. Sung fragments mostly involve 
single words or syllables, the largest number of instances occurring in the third movement, Der 
Dandy, which also has the longest (‘mit einem phant–‘).
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A few other notes have open note-heads, and are intended to be ‘whispered without tone’ (tonlos 
geflüstert) although pitches are specified (eg in no.10).
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At the end of no. 3, the whispered passage has no note-heads  at all.
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These differentiations are indeed important, but it is the Sprechgesang itself that opens up a vast 
and bewildering array of possibilities for shadings and nuances. What happens between the notes 
becomes the crucial issue, and I shall be dealing with this in much greater detail later on.

Looking at a copy of Schoenberg’s original manuscript, I was intrigued to find that all the Sprechstimme 
passages have crosses for note-heads. It was not until the score was engraved and published that 
the now-familiar crosses through note-stems were employed. Subliminally, the visual impact of the 
alteration may subtly affect the vocal approach. Filled-in note-heads might imply a fuller tone, and 
crosses could then suggest something nearer to natural declamation, perhaps a little less legato. 
Also, there are practical problems when it comes to defining minims or semibreves — a cross in the 
middle of an open note is often hard to read clearly, even in printed music. This may have been one 
of the reasons why Schoenberg abandoned the note-head crosses.
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The composer’s manuscript also favours the conventional method of allocating note per syllable 
for the vocal line, which means that there are a great number of separate notes with multiple ‘tails’. 
This sometimes makes rhythmic patterns hard to read in fast-moving passages, and the Universal 
Edition offers a clearer and more practical solution, with beams joining together groups of notes 
within beats. However, the newest edition, published by Belmont in 1990, reverts to Schoenberg’s 
original distribution.

In the manuscript, Schoenberg puts dynamics on a level with the vocal line, instead of the now 
accepted ‘correct’ way of placing them above, well away from the text, avoiding any confusing 
juxtapositions of letters such as p and f.  People with rigorously meticulous habits and quick minds 
often tend to have rather untidy handwriting, and Schoenberg seems to be no exception. We know 
that he composed at considerable speed, and although pitches throughout are unequivocally clear, 
his handwriting of the text in ‘old German’ is often difficult to read. There are quite a few messy 
crossings-out and underlinings. However, for just three movements (no. 13 Enthauptung, no. 18 Der 
Mondfleck and no. 21 O Alter Duft), the text appears in neat, highly legible italics, with bold, attractive 
headings. This may seem to indicate a different hand, but calligraphy was another of Schoenberg’s 
interests, and he may perhaps have allowed himself time to indulge this hobby for what were possibly 
his favourite movements. These pieces were amongst the last batch to be composed.  

While investigating the score in greater detail, the familiar dilemmas come to haunt us: those 
frustrating ambivalences that have puzzled scholars and practical exponents of Pierrot for so many 
years. There is a multitude of differing opinions, many of them highly subjective. (In a sweeping 
generalisation, and rather an unfair one, Bertolt Brecht said that Sprechstimme made singers ‘whinny 
like dying warhorses’1.)

The eternal puzzle for the vocal exponent is exactly how to evolve a suitable mode of delivery, 
responding to the ambience and spirit of the poems. Schoenberg was keen to avoid loss of control 
which could lead to hysterical excess, even vulgarity (and in this respect, latter-day experts such as 
Boulez are in agreement). Interestingly, Boulez (see the interview in June 2006, recounted later in 
this book) holds the view that each interpretation should be adapted to the characteristics of specific 
vocalists.  

In an excellent article, Avior Byron2 emphasises that Schoenberg’s perception of Sprechstimme 
mutated gradually over the years. Towards the end of his life, he was constantly thinking about it, 
and mentioned that he wished to ‘refresh’ his view of the speaking part, in order to incorporate a 
‘light, ironic tone’ in keeping with the changed times — perhaps getting away from heavy ‘Wagnerian’  
expression, moving nearer to the sprightlier style of his friend the operetta composer Franz Lehar.
Time and again, Schoenberg refers, in letters to colleagues, to the fact that the vocal delivery should 
be more like ‘speaking’, but, as we all know, the notation gives little help in indicating exactly how 
this could be achieved, when rhythms and note-lengths are so varied,  and syllabic articulations 
similarly diverse. His assertion, in a letter to Josef Rufer3 (as reported in Byron’s article), that ‘head 
voice’ should be employed, is quite revealing. He perhaps related his own falsetto range to the 
floating quality of the female singer in soft high passages. But there are many low-lying sections in 
Pierrot where this could not work at the given dynamics.

Singers familiar with nineteenth century Romantic music will already possess an instinctive feeling 
for implied rubato and flexibility of rhythm, using subtle portamenti for extra expression. Such details 
are not usually indicated in scores, since the style is so well-established. Schoenberg’s own masterly 
lieder show that he continues within the great line of Austro-German vocal composers, including his 
beloved Brahms. Pierrot Lunaire can indeed be regarded as a major contribution to the song cycle 
repertoire. 
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The Stefan George cycle Das Buch der Hängenden Gärten, Op.15 demonstrates the composer’s 
increasing tendency to use extremes of dynamics, especially very quiet ones. These inevitably have 
an effect on vocal timbre:– for example, the last line of Song no. XII — in which a quasi non vibrato, 
‘parched’ quality seems highly appropriate to the words:  ‘….nor that, in front of the city, the white 
sand is ready to slurp our warm blood’).
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The previous movement in that cycle must surely be one of the quietest songs ever written, with an 
abundance of ppp markings, amid constant tiny ‘hairpins’ shading an almost unbearably intense, 
delicate  raptness.
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Schoenberg’s Op. 17, the one-woman opera Erwartung , is similarly packed with detail, with dizzying 
fluctuations of pace, dynamic and attack4. Such fastidious requirements may be daunting for the 
prospective performer, and there is perhaps a danger of overkill, but they do provide a vital guide 
to the interpretation, even if realising all details to perfection may seem virtually unattainable, given 
the sad fact that such performances rarely have enough rehearsal time to achieve an ideal balance 
of voice and orchestra.       

In emerging into the uncharted area of continual Sprechstimme, Schoenberg no doubt sensed 
that even more detailed instructions might be needed to guide the vocalist. Conventionally-trained 
singers, who’ve worked hard to find their lyrical tone and smooth legato, might, understandably, 
find Sprechstimme somewhat discomfiting at first. Feeling inhibited and unsure of their ground, 
they might even become a little tentative and vague, blurring the contours of the lines — surely the 
very opposite of what the composer intended. On the other hand, some artists who already have 
experience of declamatory speech and melodrama often need guidance for more sustained phrases 
and elongated syllables.

In Pierrot Lunaire, Schoenberg is extraordinarily precise in his indications for dynamics, liaisons, 
accents, phrasing, tempi and rubato, There are also a good number of expressive instructions in a 
combination of Italian and German terms such as pesante, dolciss. and ruhig. He also specifies the 
comparative length of pauses between movements. It is therefore hard to believe that he would not 
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have wished to control the propulsion of the vocal lines just as rigorously. It was not in his nature to 
leave things to chance, and he always liked to supervise rehearsals of his works. 

It now seems to me that Schoenberg was in the process of moving towards a much closer examination 
of what happens between the notes, hoping eventually to control every inflection. However, having 
freed the voice from its usual ‘lyrical’ shackles, he never quite arrived at a system of notation that 
would cover all eventualities successfully without leaving questions in the air. There are far too 
many possibilities for minute discrepancies amongst the welter of syllabic subtleties in Hartleben’s 
sonically rich and evocative texts. Perhaps, in a more modern age, different types of portamenti could 
have had their own special symbols5. Consonants, with their varied attacks and releases, would 
require special attention. In her vocal music, the composer Elisabeth Lutyens had a distinctive way 
of indicating word endings, placing an extra acciaccatura after a sustained vowel sound, to indicate 
exactly where to put the closing consonant6. This is something that might well have appealed to 
Schoenberg.  At the time Pierrot was written, of course, notation was still very much on traditional 
lines.

There is a host of specific problems that are not covered by his own instructions.  Crucially, there is 
no guide as to how to preserve the Sprechgesang when notes are high, sustained and restricted in 
range, giving no opportunity for glissandos (The first line of the last movement is a familiar case in 
point.)






O





al





ter





- Duft




aus





Mär







chen





- zeit,




-

We may wonder what on earth he means by ‘sing-song’? (to be avoided, as he says in the Preface) He 
may well have envisaged something that had not yet been realised. One can hear from his recorded 
speaking voice7 that he himself articulated very clearly and emphatically, with all consonants given 
their full weight. Conductor Hermann Scherchen described, on watching Schoenberg rehearsing 
with Albertine Zehme, his ‘voice of thunder’ whose ‘expressive gesture betrayed the ecstasy of 
a man transported beyond himself’8.   Schoenberg, lacking a singer’s technique, would perhaps 
not have been able to demonstrate effectively. It is significant that he later abandoned attempts at 
female Sprechstimme altogether, and simplified his notation for works involving speech such as the 
Ode to Napoleon and A Survivor from Warsaw. 

What is clear is that he did not receive (and perhaps did not expect) a pitch-accurate performance 
in his lifetime. This has tended to be ‘open sesame’ for all those who think it doesn’t matter. The 
composer’s daughter Nuria Schoenberg-Nono, has said that her father was, ultimately, ‘less than 
satisfied’ by performances by actors who were non-musicians.  If only Schoenberg had had the 
opportunity, indeed the luxury, of spending a great deal of time with the vocalist alone, sifting through 
every note of the work in the most minute detail. This might have been extremely hard going on the 
singer of course, and it is doubtful whether, at the time, such a singer/musician existed who would 
have been willing to undergo such an exhausting exercise . The instrumental parts alone demanded 
a huge commitment of time. I fancy Schoenberg would have loved to work in detail with a willing 
‘guinea pig’ on every single nuance, with the chance to discuss how to move from note to note 
according to specific mood, dynamic and range. As can happen even now, a vocal soloist rarely has 
sufficient time with a conductor or composer before a piece is put together, and can be  left to fend 
for her (or him-)self. Priority has, understandably, to be given to achieving good ensemble, and small 
blemishes and hesitancies on the part of soloists are often overlooked. It needs also to be said that no 
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singer, however inexperienced, should allow their confidence to be undermined by an unsympathetic 
conductor or composer who has no personal experience of singing as a soloist. (Expertise in choral 
singing is not the same thing at all, and one must learn to stand up for oneself!)

Endnotes
1 See Brecht 1993: 229.

2 See Byron 2007.

3 Letter of 8 July 1923.

4 ‘The solo vocal line is demanding both in its intensity of expression and its variety — much of it 
in broken phrases, looking towards the Sprechstimme of Pierrot  Lunaire, but also calling for a 
Valkyrie-like power and stamina at the big moments’ (MacDonald 2008: 256).

5 The programme note to Yumi Nara’s recording of Pierrot (see Pierrot Discography, entry for 
1992, p. 188) mentions that René Leibowitz spoke of a version where pitches were replaced by 
a wavy line.

6 For example in her Akapotik Rose Op. 64 (1966) for voice and chamber ensemble (University 
of York Press) for the final consonants of ‘fringed’, ‘diagrams’ and ‘flux’ amongst many such 
instances. For sustained ‘liquid’ consonants following long notes,  endings are indicated by extra 
ties. 

7 Arnold Schoenberg analyses (in German) his Variations for Orchestra Op. 31 (1928) British 
Library Sound Archive, Shelf Mark 1LPO 196596. 

8 Willi Reich 1968: 77.
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MODES OF DELIVERY   

Sprechstimme ought never to be thought of as something divorced from disciplined ‘trained’ singing. 
The speaking and singing voice should, ideally, sound as if they belong to the same person, and 
there should always be a perceptible link between the refined art of lieder singing and the elevated 
declamatory speech of Sprechstimme1. Dietrich Fischer-Dieskau’s masterly CD of melodramas gives 
an inspiring illustration of the art of ‘word music’. His peerless artistry in German lieder translates 
seamlessly into a demonstration of detailed inflected speech that incorporates a dazzling array of 
expressive timbres and rhythmic articulations. Such awesome technical command is an inspiration 
to all aspiring reciters2.

Personally, I have always been resistant to the idea of ‘extended vocal techniques’ as some kind of 
separate issue, unconnected to normal singing. Although musical gestures vary wildly, surely the 
basic way of producing the voice remains constant, and many so-called ‘special effects’ are quite 
simple, even primitive, everyday sounds. It is quite often the context and the notation that determine 
the impact. Modern singers do however have to acquire rapid reactions in order to flit from one 
stylistic gesture to another.

Many distinguished poets and writers, both past and present, have a distinctive and idiosyncratic 
way of reading their own work. It is often quite far removed from the more conventionally inflected 
speech of professional actors and narrators.  W. B. Yeats, for example, emits an eerie monotonous 
chant quite close to singing, and Stevie Smith’s verbal delivery is memorably haunting and personal, 
as, in a totally different way, is Alan Bennett’s studiedly casual drawl. Many poets favour an extremely 
stylised way of punctuating. Their rhythms, if notated in musical terms, might appear quite complex. 
Listening to the pianist and actor John Tilbury’s performing a Beckett play on the radio brought home 
to me the importance of the discipline of silence, where every word tells. In such sparse language 
word endings are thrown into sharp relief. This is an object lesson in controlled speech: words are 
not left to tumble out in an unruly fashion, but are plotted with rigour and economy.

As a preliminary study for Sprechstimme it can be helpful to practise declaiming poetry in a slightly 
exaggerated manner. One could perhaps try lines from classic plays to get the feel of slower-moving 
phrases — prolonging the sounds effectively is the real challenge. The performing tradition of the 
seventeenth century classic French plays of Racine and Corneille favoured a heavily ritualised 
rendering of the rhymed verse, replete with ringing resonance and deft articulation. It is enjoyable 
to roll such marvellous lines around the tongue, to experiment by varying tempi, and to see what 
happens when vowels or ‘liquid’ consonants are prolonged. It’s important to get used to projecting 
and supporting explosive consonants. (‘p’, ‘ch’, ‘k’, ‘t’, ‘s’, ‘sh’, ‘f’), without  tightening neck muscles. 
One gradually acquires a keen awareness of specific syllables, and of how they are formed with 
tongue, lips, teeth and hard and soft palates, as well as jaw and facial muscles.

I once worked with National Theatre actors on a production of Aeschylus’s Oresteia3, and helped 
them cope with the problem of declaiming lines through heavy masks. They found the physical effort 
much more intense when the face’s normal mobility was hidden from view, denying obvious outward 
expression. Syllabic clarity became of paramount concern, as well as muscular control of the drawn-
out lines (which were set in ritualised rhythms by Harrison Birtwistle). Actors accustomed to speaking 
at natural speed were unfamiliar with the discipline of pausing on a syllable and having to delay its 
release and re-attack within a strict rhythmic framework. Empathy with the extreme physical effort 
needed for projection is bound to enhance an audience’s awareness and involvement, even if, in the 
case of masked performers, the evidence is obscured.

In lighter cultural fare, we can easily find popular examples of a kind of Sprechstimme, such as 
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the half-sung vocalising of Noël Coward in his own songs, or even the crisp pronouncements of 
Professor Henry Higgins in My Fair Lady, declaimed and enunciated by such as Rex Harrison. 
Younger folk may more readily relate to the work of today’s ‘rap’ artists, with their speedy dispatch 
of torrents of lines in densely-packed texts.  Traditional blues singers exhibit a vocal skill that can 
surely be considered relevant to Sprechstimme, with their ingenious decorations and slides around 
basic pitches. The Pierrot performer can learn valuable lessons from a variety of accomplished 
artists in vastly different fields4. 

Endnotes
1 Of course, other twentieth century vocal composers such as Wolf, Janácek and Richard Strauss 

use parlando writing, in which the singer’s rhythms obey natural speech patterns and stay within 
a tessitura favouring textual clarity. In lighter music too, Sullivan’s ‘patter’ songs find a modern 
equivalent in the sophisticated, swift-moving lines of Stephen Sondheim.

2 For details see Pierrot Discography, p. 189. Dietrich Fischer-Dieskau’s death was announced 
just as this book was going to press. I first heard him while at school, and he became my role 
model from that moment on, constantly revealing to me the infinite subtleties of which the human 
voice is capable. He set a standard for many, many years to come.

3 This particular Peter Hall production was in 1983.

4 The use of subtle rubato, portamenti  between notes, quasi-improvisatory embellishments and 
changes of timbre is instinctive with popular singers and jazz vocalists. Artists as diverse as 
Barbra Streisand, Louis Armstrong, Frank Sinatra and Cleo Laine exhibit a natural musicality 
that can prove inspirational and instructive to classically-trained singers. 
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STARTING OUT

We should now examine the aspect of practical preparation, in readiness to embark on Sprechstimme 
for the first time. Voice training is never a static situation. As technique develops and each barrier is 
scaled, one has to adjust to a new physical sensation. 

Reading the Pierrot texts aloud can be instructive, and, if a actor friend or colleague is available, 
their sight-reading could give a different perspective and a valuable opportunity to compare notes, 
taking careful heed of their use of resonance, timbre and inflection, and their ability to conjure up an 
atmosphere through deep concentration. It is beneficial to go through the text word by word, seeing 
the images at the same time as enunciating the syllables, yet always bearing in mind the broader 
picture. Idiomatic German is, of course, of prime importance for those using the original language, 
and, if necessary, the help of a native of Germany or Austria with some understanding of music, 
and, ideally, of the poetry of the period, should be canvassed. In particular one has to watch out for 
‘giveaway’ words such as ‘durch’ and ‘Erde’, and to be attentive to word endings and cases, never 
glossing over vowels, even in the short declined articles such as ‘den ’and ‘dem’. Clear glottal attacks 
on words beginning with vowels are essential for an authentic result. Glottal placings  also aid vocal 
precision, making a clean attack  practicable at any given dynamic. German is not such a guttural 
language as some may imagine. Words can be projected forward naturally, with cheekbones aiding 
the propulsion of syllables in an upward direction, and the tip of the tongue placed gently behind the 
teeth — this facilitates the distinctive soft ‘l’ sound in  particular.

I venture to suggest a few exercises that could help gain familiarity with ‘organised and heightened 
declamatory speech’ (my own definition of Sprechstimme), and blow away a few cobwebs:- 

Cascades of mocking laughter, going up and down, can help free the voice, and are quite easy as 
well as being fun. They can either accelerate into a witch-like cackle, or relax in a low chuckle with 
closed mouth. 

One of my favourite exercises is to repeat a simple light staccato figure going upwards, making 
sure that each re-attack on the glottis is poised and gentle. If the voice tends to stick, or fast re-
attacks are rhythmically unpredictable, this is an indication that one is pressing too hard. As always, 
whatever feels easy and comfortable is best. I would even go so far as to say that there should never 
be any more pressure on the larynx than that needed to produce the familiar ‘vocal fry’1 whether 
singing, speaking, shouting or screaming. With strong diaphragmatic support preventing the release 
of excess air, penetrating screams can be surprisingly easy to accomplish. 

Low humming is highly effective for warming up, as long as the voice is relaxed, and the throat 
open as in yawning. Whispering, in particular, needs the firmest technical control. Practising loud 
supported explosive consonants, and not allowing air to escape, will indicate the considerable 
amount of energy that needs to be expended, while avoiding hurting the throat. As all singers will 
know, glissandos are a comfortable, trouble-free way of launching the voice over its widest range 
with a perfect legato. This is the easiest way of demonstrating the voice’s full capacity without strain 
— it should, in fact,  always feel as comfortable as this when singing or speaking.

A simple but effective way of getting to grips with the music while learning the Sprechstimme, is 
to sit at the piano and play the vocal line, at the same time speaking it freely. This will almost 
certainly result in keeping quite close to the written pitches without worrying about them too much. 
A more traditional approach is the opposite of this: learning to sing the piece accurately in ‘normal’ 
voice, and then gradually bending, distorting and inflecting the sounds. It is important at this stage 
to suppress any tendency to hold on to the pitches too much, smoothing out syllables, and thus 
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clouding awareness of the many varied timings and attacks that  occur naturally in speech.

A professional colleague, Alison Smart, kindly undertook to learn the work from scratch. It has 
been fascinating to observe it all taking shape, and to discuss problems as they arose. Her highly 
disciplined method of learning was, first, to speak the words in rhythm, then to hum the vocal lines 
at their exact pitch. She then sang them to a single vowel, eventually adding, first, the vowels of the 
text in order, and then the full text. After that, she addressed the task of finding a sound somewhere 
between speaking and singing, leaving open the possibility of shifting the emphasis towards either, 
according to context or the wishes of a conductor. Flexible attitudes like this are the mark of a true 
professional.

A special word here concerning very deep notes: light sopranos often lack confidence in their lower 
register. As a student, studying for my LRAM Diploma for the Teaching Of Singing, I was advised to 
memorise certain passages from a small textbook2 which gave all the information necessary to pass 
the exam. I remember clearly that  the ‘official’ lower limit of the soprano range was cited as middle 
C, and that anything lower was not, apparently, to be entertained. Although the range of Pierrot 
Lunaire fits the mezzo voice very well, sopranos, in striving to attain notes below what they feel to 
be their usual comfort zone, may push the sound out of line, so that the tone becomes breathy and 
unpredictable. The preservation of a seamless connection between speaking and singing voice is 
the key to solving this problem. A gentler, more direct approach invariably works, often to the surprise 
of the person trying it for the first time. When talking quietly, the voice drops easily into a clear tone in 
which vocal cords are activated instantly. Pitches even a sixth or more below the ‘official’ lower limit 
of the register can be reached in this way. It is also relatively easy to make a series of gentle staccato 
attacks, in pianissimo, with the mouth closed but the throat open.  Exercising the gentle action of 
the glottis in this way is instructive and beneficial. It prevents forcing, and helps the singer become 
familiar with the sensation of placing a low sound without strain — in essence, re-discovering the 
natural way of vocalising. Interestingly, the composer’s manuscript suggests that he himself may 
have had doubts as to the feasibility of some of the very lowest notes: there are question marks 
above two of the more challenging examples3.

Practising the whole work at one stretch is unnecessarily tiring. It is better to isolate small phrases for 
concentrated attention. Another revealing experiment is to practise sections in an intense, supported 
whisper. This instantly makes one aware of the degree of air pressure needed, and of the importance 
of relaxing the larynx each time a sound is released. 

One should never underestimate the value of quiet thought in striving to perfect a performance of 
Pierrot Lunaire. It can be helpful to stand back from time to time, and view it from different angles 
(as when examining a painting). Of course, today’s performers, unlike those of the past, have the 
major advantage of the accessibility of ready-packaged information and a wide variety of recorded 
versions at their disposal.

There are  many excellent English translations of the text (and I know of at least one in French 
— not, I hasten to add, a version of the Giraud original, but a translation back into French from 
Hartleben’s German). Some are intended as singing translations. Yet however ingenious these are, 
I feel strongly that it is not possible to do the work fullest justice unless it is performed in the original 
language, with every syllable at the precise pitch and rhythm that Schoenberg chose for it. It is of 
course illuminating to compare the various poetic solutions found by each person to convey the 
meaning and atmosphere of the melodramas, and preserve the linguistic verve of the Hartleben. 
Translations are indeed useful for study purposes, and allow a closer identification with the poetic 
images. Just recently, a superb singing translation by Roger Marsh has come to my attention, and 
this is my current favourite  (provided, by kind permission, later in this book).
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Endnotes
1 Vocal fry, also known as glottal fry or pulse register is produced by closing the glottis gently, and 

emitting a low frequency rattle. Long familiar in speech therapy, but thought dangerous by some 
voice teachers, it is nowadays considered part of a singer’s natural equipment. I have personally 
found it an enormous help when approaching notes in all registers. It prevents air being pushed 
out ahead of the sound, so that the voice always starts in a comfortable, relaxed position without 
straining the larynx. It also makes the placing of low notes a good deal easier, preserving the 
natural and vital connection between speaking and singing. 

2 See Slater and Larway, no date.

3 See A Detailed Description and Guide to Performing Pierrot Lunaire, pp. 59ff: comments on nos. 
7 Der Kranke Mond and 8 Nacht, pp. 68–71.
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PRIORITIES

There are a number of skills that the potential Pierrot exponent needs to possess or cultivate: these 
of course include a high standard of general musicianship, and a good ear. A solid vocal technique, 
encompassing a wide range, is always called upon. The voice must be well-supported, and the 
strength and control developed to sustain long phrases. The music has always to be phrased in long 
spans as if singing normally.  There is no need to take breath just because there is a rest. This is a 
crucially important factor in mastering the piece. The well-trained singer is comfortable when using 
full lung capacity, not taking puffs of air every time the line stops, which can make the tone gusty and 
harder to focus. Coloratura or staccato passages become uneven and unwieldy if air is wasted in 
trying to propel the notes along one by one. The result of too much effort can be just the opposite of 
what is intended. A natural resonance is the aim — not an artificially manufactured or ‘held’ sound. 
It is fairly easy to tell when a vowel sound is not vibrating freely, but is being gripped at the throat. 
Any singer will know how tiring this can be for the voice, so this need for technical security cannot 
be over-emphasised.  It is important to keep physically fit in general. Pierrot is an athletic exercise, 
both mental and physical, and has to be paced as if running a distance race.     

Quick reactions are needed for verbal fluency. These include the ability to release consonants 
instantly, keeping the throat comfortably open despite a proliferation of fast syllables. It is a good 
idea to isolate and work on the more ‘tongue-twisting’ passages, such as the rapidly accelerating 
phrases in nos. 12 and 13. These can be repeated until they run evenly without hesitation, and, 
in particular, do not skim past seemingly less important sounds — even the smallest syllable has 
to have a pure centre of identifiable tone, and a clear rhythm. In general, the voice can be kept 
well forward, on the edge of the glottis, using as little air as possible. This makes the tone more 
penetrating and is less likely to cause fatigue. This ‘cutting edge’ quality will prove especially helpful 
for loud high-lying phrases. The sound should not be allowed to slip backwards, so that words are 
swallowed, tone is ‘throaty’ and lips and larynx seem divorced from one another. The facial position 
should be as natural as possible, as if speaking, without undue contortion.

At an early stage, when it is all relatively unfamiliar, there could be a danger of roughening the voice 
by an over-zealous approach, before the necessary muscular discipline has been acquired. It is 
therefore wise to keep rehearsals brief and well-spaced at the beginning. It is of course distressing to 
feel vulnerable vocally, and the initial temptation may be to blame the music. However, professional 
actors surely have to cope with such problems on a regular basis. Having to shout on stage ought 
not to produce ill effect. The answer, as ever, lies in a more highly-developed control of air flow. One 
should never be tempted to abandon such basic principles even under duress.  Schoenberg himself 
may not have taken full account of the physical aspect of the voice part, while engaged with its 
musical and aesthetic demands, and, of course, the limits of rehearsal time. (Famously, more than 
forty rehearsals were needed for the premiere1.)

As a performer one has constantly to re-examine and analyse what one did initially by instinct. 
The art of teaching others also depends on this ability to re-create for someone else the process 
of grappling with a problem, and also to memorise how it feels when the voice has finally found a 
comfortable placement. There is a chance to relax and enjoy the moment, once a balanced resonance 
without exertion has become an ingrained habit, and the sound springs into life with perfect timing. 
Inexperienced singers are often panicked into pushing percussive consonants so hard that the 
following vowel loses poise and begins breathily, never to recover. The ability to proceed precisely 
from consonant to vowel is a rewarding technical attribute. It can be acquired by projecting and 
examining sounds such as ‘ta’, ‘ka’, ‘cha’ and so on at different pitches and dynamics, always 
checking that transitions are accurate enough for a piano to pick up the resonance, even without 



Jane Manning: Voicing Pierrot

48

depressing the sustaining pedal.   

A disciplined and conscientious attention to every detail of the score will always be needed, and there 
can be no short cuts. The performer has to develop a strong but flexible rhythmic sense that can be 
adaptable to the fluctuations of pulse and rubato, while preserving a lively, highly-sprung impetus. 
Schoenberg’s occasional verbal indications for expression and mood are typically pithy, concise 
and helpful. There are many opportunities for characterisation and vocal acting, using a vivid palette 
of tone colours. These should make a strong aural impact, even in broadcasts or recordings. One 
should always remember that Schoenberg held the view that outward display had very little bearing 
on the inner truth of a piece of music2.

The music’s free atonality is not as daunting as it may seem. As familiarity comes through repetition, 
all becomes logical and relatively easy to follow. Intervals such as augmented fourths are prevalent 
and one quickly becomes adept at gauging them3. Tuning the voice to match instrumental timbres 
also becomes instinctive after a while. In the process of learning, the body develops ‘muscle memory,’ 
adapting to the feel of musical phrases, their proportions and stresses. When the work is ready to 
be performed from memory for the first time, it is quite likely that the major part of it will already be 
grounded in the system, both physically and mentally.

Ideally, each interpretation should be creative and spontaneous, incorporating  individual traits 
whilst obeying Schoenberg’s detailed markings. It is understandable to wish to justify one’s own 
interpretation, but the situation is fluid. The extreme mental challenge faced by the performer is 
sometimes overlooked. As each person gropes towards a perhaps unattainable perfection, the 
contrasting abilities of individual voices are put under the microscope. One should, however, never 
allow oneself to be so inhibited by the views of others as to become mechanical or tentative. Courage 
of one’s convictions is definitely a prime Pierrot requirement.

A special empathy with the work inevitably comes from close study. Sensitivity to implied and 
actual verbal images can be savoured once technical confidence has been achieved. It is crucial, 
despite so much enthralling and distracting detail, to retain an overall view of the piece rather than 
a piecemeal compilation of elements. A central vision should be perceptible, though elusive and 
ever-changing in emphasis, through all the shifts between light and dark, between serenity and 
turbulence. There is a grain of grim humour in even the most explicitly horrific passages, and a 
genuine seam of non-specific spirituality amongst moments of distorted religious imagery. According 
to Richard Hoffmann, Schoenberg’s secretary and editor as well as pupil, Schoenberg wanted the 
gentler passages in Pierrot to be ‘like a prayer’4. For the performer, a keen intellect, informed by a 
wide cultural background, is indeed an asset, but intuition and artistic sensibility will count for even 
more. 

Endnotes
1 The Sprecherin for  the recording conducted by Schoenberg in New York in 1940,  Erika Stiedry-

Wagner, experienced problems with vocal wear and tear after a punishing recording schedule, 
according to Dika Newlin (Newlin 1980: 256).

2 See Pierrot in Context, Endnote 13, p. 28.

3 In an idle moment, I decided to count up the number of tritones in the vocal part of Pierrot. Part 
I has 43, Part II 34 and Part III 61. If one adds the pairs of digits together, each comes to the 
number 7, Schoenberg’s ‘favourite’ number. Whether or not he was aware of this, I think he 
would have relished it!  

4 See Informal Meeting with Richard Hoffmann, p. 173. 
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PRACTICALITIES AND SETTINGS

There are a great many ways of staging this work but caution is urged! At the premiere of Pierrot, 
instrumentalists and conductor were hidden behind a screen. Yet the instrumental parts are highly 
dramatic, and on a par with the vocal part. This remains the work’s most teasing challenge: how to 
attain a perfect balance when everyone is a virtuoso soloist with a characterful part to play1. The 
voice, carrying the text, will inevitably claim prime attention. The drama of the competing characters 
can be heightened by the absence of a conductor. Whether a conductor is present or not, the singer 
has always to listen keenly to the instruments — they are true chamber music partners. Pierrot 
should never be regarded solely as a vocal exhibition,  a chance to indulge personal egotistical 
tendencies.

The position of the singer on the platform warrants some careful consideration2. I personally prefer 
to be slightly to the side and to the right of the instrumentalists, and well forward, with the conductor 
(if any) to my left in front of the players. The instrumentalists can be grouped in a semi-circle (stage) 
left of the piano, but not too wide apart, although there has to be room for their doubling instruments 
— an extra chair is usually needed for the violinist/violist. The clarinettist also needs space for the 
bass instrument. Good visual and aural contact with the piano is important, especially for the singer. 
The keyboard should not be too far back, and, ideally, the piano lid should be kept on full stick for 
maximum resonance. In this way the balance ought to work well, with the voice separated from 
the instrumental group, but there must be enough contact with eye and ear to catch vital cues and 
relish special dialogues with individual instruments. I have attended several performances where 
the singer was placed in the centre of a concave semi-circle of players, so that the voice tended 
to be engulfed and words were indistinct. Artificial amplification ought not to be necessary — this 
rather negates the effect of all Schoenberg’s carefully worked-out dynamics, and takes away the 
expressive impact of the physical effort involved.

The speaker’s appearance needs some thought. Wearing a costume, as operatic singers well know, 
can exert a subtle psychological influence on a timorous performer, giving extra confidence and 
freedom of expression. A clown costume in black and/or white, whether as Pierrot or Pierrette, is 
the obvious choice. This can range from the traditional white suit replete with black bobbles and 
pointed hat, to a more sophisticated black silk outfit with ruffled collar and black skull-cap. Heavy 
white make-up (perhaps with a tear-drop or beauty spot) or exaggeratedly rouged cheeks also make 
a strong effect.

Performances I have attended have included some original costume ideas, two of the most memorable 
being that of a ‘girl clown’ with striped stockings and fright wig, and, rather more controversially, a 
uniformed Idi Amin! For concert performances, formal ‘male’ evening attire with tails, always looks 
good, and in keeping with Berliner tradition. Black and white trouser ensembles with white or red 
accessories are a safe choice for less theatrical venues.  

Schoenberg is known to have disliked bold gestures or movements3.  A few discreet hand gestures, 
changes of posture and facial expression may however help to delineate fluctuations of mood and 
emphasis: for example, a prayerful stance for no. 6  Madonna, another more ritualistic pose for no. 
11 Rote Messe, and hands crossed over the chest at the start of no. 14 Die Kreuze. Hands can fall 
naturally to the sides for the discreet ‘accompanying’ role in no. 4,  and for the instrumental passage 
at the end of no. 13. Even the subtlest variations in the tension and deployment of fingers can make 
a difference.    

Special lighting is often extremely successful in enhancing the atmosphere. A typical plan could 
be: a blue light for Part I, red for the more bloodthirsty Part II, and yellow for the returning warmth 
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of Part III. I recently gave performances for which a video artist had created colourful and beautiful 
cinematic images, not in direct relationship to the texts, but inspired by them4. The instrumentalists 
and myself were placed on stage and lit separately, so the audience could, hopefully, incorporate 
all elements while listening. The inevitable result was that a majority of them stared fixedly at the 
overhead screen, giving only an occasional glance at the live performers. The feeling of being rather 
more private and less pressurised than usual was quite agreeable in its way, and one hopes that the 
music did at least make a strong aural impact. Schoenberg apparently disapproved of Pierrot  as a 
ballet, but the work is now of course, choreographed with distinction, a well-established and popular 
item in the repertoire of several dance companies. For the vocalist, especially at an early stage, this 
can be an excellent way of gaining familiarity through a sequence of performances, comfortably 
concealed in the orchestra pit. 

Of course, enormous advances in technology since the work was written have left the field wide open. 
It is the medium of film which, in particular, now offers a host of imaginative possibilities. Not long 
ago, the gifted German soprano Christine Schäfer made an exciting and impressive DVD of Pierrot 
Lunaire under the baton of Pierre Boulez, directed by Oliver Herrmann (see Pierrot Discography, 
p. 189).  A wide-ranging choice of settings includes a railway station, a slaughterhouse, and a 
medical lecture theatre, and the artist mimes to her own recorded voice, allowing much greater 
freedom of movement than in a concert environment. Although purists may cavil, it is my feeling that 
Schoenberg’s masterpiece can easily survive radical treatment, and gain new admirers thereby. The 
work is surely not so fragile that its spirit will be at risk of destruction5.

The fact that Pierrot Lunaire has proved such a stimulus to many artists in different disciplines testifies 
to its enduring fascination and appeal, but it’s a little uncomfortable to recall that the composer himself 
may have wanted to veto such excursions. Perhaps if he had lived a little longer he might well have 
been ready to explore new ideas that integrated other art forms, even making use of his own paintings 
and designs. The transition between the markedly different aesthetics of Europe and America had 
not perhaps been fully accomplished at the time of his death in 1951. Pierrot belongs to that earlier 
period of his life, one associated with personal trauma, and viewing it in a New World context may 
have, temporarily, gone against the grain, causing him to be defensive. Modern audiences for the 
work can be quite diverse, dependant on the context in which it is presented. I recently attended a 
capacity Wigmore Hall performance, which had been part of a ‘Festival of Song’. The distinguished 
vocal soloist was obviously the major attraction, and although Schoenberg might not have approved 
of the diva-worshipping atmosphere, the fact was that a more ‘conservative’ public had been enticed 
there by regarding it primarily as a lieder recital. Some years ago, a much-loved jazz singer essayed 
the piece with mixed results, the ensemble very much in the background, but, again, a different 
group of people were introduced to the work. It has always been my experience that audiences who 
may come to the piece with initial reluctance and trepidation are enthralled by its sheer power.

Endnotes
1 Nuria Schoenberg-Nono, the composer’s daughter, remembers her father saying to Erika 

Stiedry-Wagner, the vocalist for his 1940 recording of Pierrot, that the voice should ‘go in and 
out between the instruments’. She was not to be thought of as a soloist,  but rather as one of the 
instruments in the ensemble, with each one interacting with the others. A video of this excerpt 
from a talk, can be found on Youtube (http://www.youtube.com/watch?v=NqV4wXMQEfI).

2 Pierre Boulez, in conversation with Theodor Adorno in 1965, says that for a recording ‘to be 
less aggressive the voice should be brought forward, then the dynamics can be damped.’ For a 
live performance he says that voice and instruments should be separated: reciter on the right, 
instruments on the left. This solves the balance problem. He describes the result as a ‘bonding 
together of acoustic and aesthetic — like a cabaret’ (Hessischer Rundfunk recording already 
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mentioned, transcribed in German in Boulez and Adorno 2001).

3 Richard Hoffmann says that Schoenberg was particularly irritated by singers attempting to 
illustrate the drama in obvious ways: for instance, by peering over the shoulder at an imaginary 
moon-spot in no. 18 Der Mondfleck (see Informal Meeting with Richard Hoffman, p. 173).

4 There were 3 performances given by Psappha in March 2006, with Kathy Hinde’s video film. 
Venues were the Nuffield Theatre, Lancaster University, the Gala Theatre, Durham and the 
Royal Northern College of Music, Manchester.

5 Lucy Shelton and Blair Thomas have recently presented Pierrot Lunaire — A Cabaret Opera 
(excerpts to be found on YouTube: http://www.youtube.com/watch?v=rkSMwKFKbyw), a fully 
staged version of the work. Ms Shelton is elaborately garbed and coiffed as a ‘diva’ (black for 
Parts I and II, and white for Part III),  attended throughout by a highly active troupe of miming 
clowns — a most arresting and imaginative production. 
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THE PERFORMING EXPERIENCE IN DETAIL

The experience of performing Pierrot Lunaire over a span of many years has been a huge privilege, 
yielding rich rewards. Characterisation develops and matures, and one never ceases to learn. It 
is a constantly satisfying task to seek out an appropriate vocal colour and timbre to match the 
kaleidoscopic patterns of verbal and musical detail. These possibilities are undoubtedly intensified 
by increased technical proficiency.While in the act of negotiating the vocal lines, one cannot help 
responding to small felicitous sparks of imagination on the part of one’s instrumental colleagues. 
Schoenberg’s wonderful invention leaves room for this. Musical empathy has to be nurtured, and a 
major classic provides the perfect opportunity for developing it. With typical ingenuity, Schoenberg 
varies the instrumentation for each of the twenty-one movements, and the last is the only one to feature 
all eight instruments (including the ones on which three of the players are asked to double).

Different timbres may induce different responses, and influence the vocal sound that needs to match 
and blend with them. The voice has to be audible but must not dominate unduly. It is certainly true 
that performing with the same players time after time fosters mutual trust and confidence. Working 
without conductor provides the ultimate challenge and true experience of chamber music, assuming 
that there is adequate rehearsal time for everyone to feel secure. There is simply no substitute for the 
intimate knowledge of every strand of the work that this requires. The singer’s musical relationship 
with each instrument assumes increased importance. (Richard Hoffmann assured me that this would 
have been the composer’s ideal1.) The piece eventually takes root, and, once lodged in the system, 
is there for always, comparatively easily revived and refreshed for the next performance. 

In a genuinely creative performance, small impromptu touches can energise the textures, evoking 
a  reciprocal reaction from fellow performers. Instrumentalists who play in ensembles are generally 
more familiar with this experience than are singers. Those tiny instrumental swirls, dovetailing 
inflections, exaggeratedly curving, even squealing portamenti, buoyant, cheeky accents, perky 
bubblings, and cool poised re-attacks, can all subtly affect the vocal interpretation, without violating 
Schoenberg’s fierce strictures about the self-sufficiency of the score. This lively interplay between 
musicians is constantly satisfying. Pierrot is very far away from being a piece for voice with background 
accompaniment. The voice has special partnerships with the violin (no. 2), the clarinet (nos. 3 and 9) 
and the cello (no. 19). Then there is the duet with flute (no. 7), and the spectacular voice and piano 
opening of Die Kreuze (no. 14), as well as the canon with viola in no. 17 (perhaps my favourite of all, 
with its coloratura within Sprechstimme). There are so many other special relationships, interweaving 
and often shifting across the ensemble, phrase by phrase. In no. 11, for instance, the singer has 
to be acutely aware of, first, strings and piano, then piccolo, and, in the final stages, both cello and 
clarinet.

It is surely valid to imagine the instruments as specific characters in the drama: the violin’s sweetness 
evokes the beloved Columbine, the flute’s role throughout appears to be that of the moon, sometimes 
palely suffering, sometimes mocking. In nos. 16 and 19 the crude, unfortunate Cassander is brought 
starkly into focus as the butt of cruel, bizarre tortures, depicted by a furiously abrasive cello part 
(which can switch just as  suddenly to a devastatingly saccharine waltz parody). So many irresistible 
musical moments linger in the memory. I love especially the depiction of dry-boned clanking 
skeletons, which start out as glittering jewels, in no. 10, and the cello’s dreamy sensuality in no. 
19.  There is little need to fear a lapse of taste in exaggerating the lilt of the Viennese waltzes. A 
resonant glissando over a pizzicato in the introduction to Serenade makes a marvellous effect. Each 
player can be histrionic where required. Dynamics are crucial — even after forty-odd years it is quite 
possible to find one has overlooked some small nuance, swell or tiny inflection. Everything really is 
in the score, for the responsive, insightful musician2.
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Instrumental doublings ought always to be observed as Schoenberg envisaged them. I have taken 
part in performances in Europe where Union rules dictated otherwise, with separate players for 
viola and bass clarinet cluttering up the stage, dissipating tension by their long  periods of inactivity. 
The barely perceptible sounds and feelings of urgency generated by players reaching for a change 
of instrument in between movements can contribute to the overall effect of the performance and 
its grip on the audience. Typically, Schoenberg has carefully worked out all the pauses in relative 
proportions, albeit with little margin for fumbling or error. It is a great pity when such details are 
ignored, especially in cases where an immediate attacca is called for.

Thinking hard about the texts and the general atmosphere as well as the specific characters, moods 
and images pays dividends in gauging the overall spirit of the piece, but one has still to examine one’s 
own voice minutely, discovering its individual properties and characteristics. Different voice types 
will invariably yield different results. A dramatic soprano or operatic mezzo is perhaps best suited to 
the general tessitura, but a lighter voice can have extra flexibility for faster-moving passages. The 
exceptional subtlety and detail of the composer’s dynamic markings seems to allow ‘windows’ for 
the voice to come through even in loud sections. 

The opening of the final movement is a well-known example of the dilemma of maintaining accuracy 
while avoiding normal singing, with the voice in exact unison with the piano’s right-hand melody, and 
the notes steadily-paced and close together in pitch. Even now the majority of performances are not 
entirely successful here. Because it starts so very softly, a solution could be to cloud the tone with 
breath — not usually a good thing vocally, but with light dynamics this device can be used sparingly 
without undue risk.

Those special fragments marked gesungen have to be differentiated clearly from the Sprechgesang. 
It seems advisable to sing them in an eerily clear, quasi non-vibrato tone so there can be no 
mistaking them. No. 9 Gebet an Pierrot is the movement I would recommend for a first attempt at 
Sprechstimme, yet I’ve only recently become aware that it was the first to be written. Its impetuous 
mood swings and short phrases make it ideally accessible, and it is not at all tiring.

Schoenberg occasionally marks slurs in unexpected places and these can all too easily be missed. 
Those in no. 14 Die Kreuze put stamina and breath control to the test. No. 2 Colombine, no. 5 
Valse de Chopin, no. 19 Serenade and no. 20, the barcarolle, all show dance-like features. The 
final section of Valse de Chopin is especially subtle in its use of waltz rhythms swinging across 
beats, making witty interplay between instruments. Such details, once uncovered, contribute to the 
enjoyment of performing.

Glissandi, when used, have to be well-controlled. They should never be the refuge of a tired or ageing 
voice that cannot sustain notes properly. It is indeed often difficult to prevent sliding too far, distorting 
written shapes and intervallic relationships. The temptation to sing has constantly to be suppressed. 
Pitches, once reached, can be inflected swiftly away, as if talking, albeit somewhat exaggeratedly. 
Trained singers are understandably reluctant to jettison beauty and smoothness of tone in favour of 
something more unorthodox, but the rewards of a bolder approach can be considerable. Actors, with 
fewer inhibitions, can set the example here.

Phrasing is always of the utmost importance, as it tends to be with all idiomatically written, intrinsically 
vocal music. The Sprechstimme must be projected as if singing at full capacity, with support muscles 
fully engaged, obeying Schoenberg’s carefully calculated, if demanding, phrase lengths. Supporting 
some very soft phrases without losing control of the timbre requires an intense physical effort. 
Schoenberg’s views on the more subtle aspects of phrasing are revealing: he states (in Style and 
Idea), that merely dividing or joining notes does not necessarily dictate the phrasing. The important 
thing is the ‘centre of gravity’ of the phrase and the way it can fluctuate within a paragraph3.



The Performing Experience in Detail

55

Individual input is always valuable, and no performance can be set in stone. It is perhaps helpful to 
record oneself at an early stage. This can be a salutary exercise: artists who appear to have a great 
deal of charisma on stage in front of an audience can sound disappointingly monochrome on the 
radio, when robbed of their striking visual and histrionic attributes. The music can sometimes come 
a poor second to gestures and mannerisms.

It is perhaps helpful to see the twenty-one melodramas as filmic — a series of snapshots, in which 
the action is encapsulated with rapidity through shifting images. The tempi vary a great deal within 
Schoenberg’s ingenious and varied treatment of the chosen poems. As will be seen, the vocalist’s 
role oscillates between the first person (Pierrot himself) and  a third person/narrator. It is not clear 
who exactly is speaking in no. 9 Gebet an Pierrot but this could well be assumed to be Columbine 
entreating Pierrot to bring back the joy and humour to her life4.

Moods within pieces can switch with lightning speed, in accordance with the evocative textures of the 
instrumental ensemble. No performance ever comes out quite the same despite rigorous preparation 
and attention to detail. Welcome moments of calm for the Sprecherin are found throughout no. 4, 
and, crucially at the end of no.13, where the instrumental postlude gives the voice time to refuel for 
the extreme rigours of Die Kreuze. It is important not to fidget, but to retain poise and an introspective 
demeanour while inactive.

Different venues can have a marked effect on an individual performance. Over-resonant halls can 
make it difficult for performers to hear one another clearly, but  a dry acoustic is worse still: tiring for 
both voice and breath capacity, especially for an inexperienced singer. The sound and ambience 
will vary with each performance, even if positioning is eventually standardised for convenience. 
Although Schoenberg chose to have his players hidden, it should be an advantage for the audience 
to witness them coping with their virtuoso roles, interacting with the voice. Having the audience in 
close proximity can also aid communication. Conversely, the experience of being isolated in a pool 
of light may bring a feeling of other-worldliness and a suspension of time and space, which can be 
equally compelling. 

Even after many years, fresh details strike one anew each time one performs it, and new hazards 
may even present themselves. The vocalist must always stay involved in the sequence of the 
pieces, progressing through the harrowing journey to its blissful conclusion. Achieving a perfect arc 
of intensity through the cycle is a feat in itself. From considerable experience I find that there are 
two particular movements where concentration can be in danger of lapsing: no. 5 Valse de Chopin 
when one begins to feel comfortably settled in, and no. 20 Heimfahrt, almost at the end. A lessening 
of tension can often cause a careless stumble over some rhythmic nicety (abundant in both these 
movements).  It would be most unfortunate to mar the work’s spell-binding close.

So much expression comes directly from the resonances and articulations of the words irrespective of 
their meaning5. Alliteration and sibilance make critical contributions. Speech contains so many more 
complex inflections than singing, and patterns are often brief and fragmented. Having to lengthen 
vowels can create problems of ‘unnaturalness’, but this can sometimes aid the expressionistic effect, 
especially within a wide glissando span and extreme dynamics. The subtlest changes in timbre and 
vocal colour can, with concentration, be conveyed effectively by a combination of technique, alertness 
and imagination. One must always be  aware of exactly where consonants fall — the  longer ‘liquids’ 
can be controlled and timed to order, to be released on to a beat. In more natural parlando passages, 
vowels are shortened, but rhythms must be clear and precise. Explosive consonants should always 
be placed exactly in rhythm — this is particularly helpful when no conductor is present. A clearly 
articulated final consonant can provide a clear down-beat for players to follow, as in the final ‘sst’ of 
no. 11’s  ‘zerreisst’.
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I firmly believe that to organise the text properly, deciding the precise places where words and syllables 
begin and end, is of vital importance in establishing a pulse and maintaining forward momentum. In 
fact, the piece really slots into place once this matter is fully addressed and no consonant is allowed 
to fall at random. Every movement in the work contains several prime instances where such verbal 
planning is essential. I feel sure Schoenberg would approve of a conscientious approach to this 
aspect. Of course silences have to be part of the plan too, and thinking and concentrating through 
gaps in the text maintains tension and drama.

From a very close examination of the Hartleben texts, it becomes clear that certain consonants 
seem to pre-dominate in individual movements. Schoenberg shows great sensitivity to the ‘word 
music’ of the texts. The singer has the chance to exhibit considerable skill in manipulating the swift 
movements of lips, tongue, teeth, palate and jaw required to articulate the sounds. There is much 
onomatopoeia throughout, for example, in the impact of active verbs such as ‘kratzt’, ‘wischt’, ‘pafft’,  
and ‘fasst’. Sibilance is exploited to maximum effect, especially in nos. 2. 3, 4, 10, 15 and 21. Drawn-
out monothongs and diphthongs give achingly poignant expression to the weightier moments of nos. 
6 and 14, and they bring the work to its ecstatic conclusion in no. 21 O Alter Duft.  Over the years I 
have become conscious of the need to enunciate composite words properly, and have made careful 
note of the way such words as ‘hin-ein’, ‘hin-auf’ and ‘ver-achtet’ are executed by native German 
speakers.  There does not seem to be much uniformity here: some insert glottal attacks between the 
syllables, while others elide them.  

Comparing notes recently with other Sprecherinnen has proved instructive and stimulating. Several 
colleagues have kindly filled in a questionnaire with their impressions and experiences (see pages 
137ff). It is also valuable to canvas the views of seasoned instrumentalists who regularly perform 
Pierrot. Their relationships to and feelings about the vocal part can give a new perspective, and 
highlight different preoccupations from those of vocal exponents. 

This masterpiece yields more and more at every run-through. The experience of performing it is 
invariably exhilarating, and as physical involvement grows, and it starts to sit more comfortably in 
the voice, the problem of stamina is finally resolved, and the satisfaction and benefit to the voice are 
immense and durable. 

The enduring power of Pierrot Lunaire is that it allows the performer to feel a participant in the 
creative process (unlike the straitjacket of minimalism where little room is left for personal input 
or small felicities of expression and timing). The very essence of this masterpiece seems to stem 
from the extent to which it allows for constant renewal and refreshment in the very act of performing 
it. Sensitivity is heightened, and fresh ideas spin out continually, no matter how many times one 
repeats it.  It is quite impossible to envisage growing tired of it.

Endnotes
1 See Informal Meeting with Richard Hoffmann, p. 173.

2 Schoenberg outlines his strictures regarding dynamics, expressive indications and tempos, in 
‘Performance Indications — Dynamics’ (1923); ‘Musical Dynamics’ (1929); ‘About Metronome 



The Performing Experience in Detail

57

Markings’ (1926), published in Schoenberg 1975.

3 ‘Performance and Notation/Phrasing’ (1931) published in Part VII of Schoenberg 1975: 348.

4 For more insights on this aspect, see Dunsby 1998: 51.

5 Hans Zender, in a programme note for the CD of Salome Kammer’s performance of Pierrot, 
which he conducts (see Pierrot Discography, p. 189) talks of ‘the emancipation of the text’. 
This recalls to mind Schoenberg’s goal of  the ‘emancipation of the dissonance’, a concept first 
mentioned in his 1926 essay ‘Opinion or Insight’. Zender says that ‘Text and music do not blend 
but maintain mutual distance and independence’ and that ‘Sprechgesang has greater clarity than 
either classical song or aria’. He says also that ‘the sound form in a musical context requires 
multi-dimensional consciousness of the listener’. Rather more controversially he asserts that 
‘actors usually can’t do rhythm and singers don’t usually have dry voice articulation’.
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A DETAILED DESCRIPTION AND GUIDE
TO PERFORMING PIERROT LUNAIRE

In this, I deal with each movement separately, and seek to identify the predominant sounds and 
syllables that feature in each poem and contribute to their sonic effect. Recordings of the instrumental 
parts only are available on the accompanying CD, as an aid to learning and practising.  

PIERROT LUNAIRE, Part I

No. 1.  Mondestrunken (with pno, fl, vln, vc)

The speaker starts off in the role of Narrator. The scene leaps instantly into the mind’s view: a ghostly 
moonlit landscape filled with feelings of foreboding, combined with a certain conspiratorial mystery. 
The moon’s rays are described as wine, imbibed through the eyes. Far from forming a decorative 
backdrop, they are violently active, gushing down in torrents, brimming over the horizon. (The distant 
horizon is a regular feature of the work as Pierrot travels towards it.) The singer-narrator has just a 
few beats to conjure up a mood of awed fascination and dangerous excitement. Eventually the poet 
himself is revealed centre-stage, reeling drunkenly in the moonlight, stretching up his head to quaff 
and slurp the moonbeams in an almost religious ecstasy.

A steady tempo has to be set at which the opening words can be spoken naturally. A good rhythmic 
pulse can be established from the start, with each quaver slightly separate.
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Dynamics are light to begin with, but, whatever their context, consonants should always be loud — 
even whispering effects have to maintain intensity. A slightly breathy ‘hushed’ quality is appropriate 
for the opening bars, but the tone needs to be clear and penetrating for the louder moments that 
come later. The comma after ‘Den Wein’ at the beginning denotes a very slight gap (but no breath) 
to clarify the sense. In general in German, one must always be aware of the importance of, first, the 
verbs, and then the main nouns, in identifying the central points of the texts. Thus: ‘trinkt’ should have 
a clearly percussive ‘k’ and‘t’, and the expressive ‘giesst’ can have a prolonged, hissed double‘s’ 
to enhance its effect.

A small descending portamento on the first syllable of ‘Wogen’ is practicable. Bending the note 
quickly away avoids lapsing into a sung tone. ‘Und eine’ can be articulated with glottal attacks, taking 
the opportunity of the onomatopoeia of ‘Spring-’ with its lively consonants, and elongating  the vowel 
of ‘-flut’ to create a dynamic springboard effect. Sliding down on the double ‘mm’ of ‘-schwemmt’ 
helps avoid singing.

The first instance of a ‘gesungen’ (sung) word on ‘stillen’ needs special attention. It seems to work 
better if given a straight, pure tone with hardly any vibrato, so that it stands out in sharp relief 
from the more vibrant Sprechstimme. It’s better not to breathe on either side of ‘stillen’, but to go 
seamlessly from one mode of delivery to the other. This may take a little practice.  In the phrase 
beginning ‘Gelüste’ the rhythm is somewhat tricky. The sibilance of ‘schauerlich’ can be exaggerated 
and the subito pianissimo on ‘süss’ is extremely important. This is a favourite dynamic feature of 
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Schoenberg’s work, often, as later with a crescendo leading up to it. The long ‘s’(z) can be lengthened 
to effect a poised release into the vowel.  

‘Durchschwimmen’ may need some repetition to run easily at full speed: ‘durch’ is one of those small 
words that can expose a lack of idiomatic German — it should be remembered that the ‘ch’ is the 
‘soft’ one as in ‘nicht’, not the more guttural version as in ‘nach’. A downward glissando on the vowel 
of ‘Zahl’ is comfortable, and it can then be joined easily to ‘die Fluten’. (Remember that the German 
‘l’ is formed with the tongue nearer the teeth than its English counterpart).
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In the repeat of the opening text, semiquavers should be evenly controlled, and dotted rhythms 
consistent within the decrescendo. It may go slightly against the grain to lessen the dynamics after 
the strong ‘giesst’.

The singer’s re-entry on ‘Der Dichter’ marks the first potentially dangerous vocal moment for the 
Pierrot novice. Too enthusiastic an attack, especially after taking a re-fuelling breath, can cause 
forcing on the ‘d’ sounds which may jar the throat. It requires a conscious effort to let go of jaw and 
neck muscles and keep the vowels open, especially during the long ‘i’ of ‘Dichter’. Following on from 
this, one could be tempted to snatch extra breaths in the effort to project strongly, but this can all too 
easily result in gustiness and hyper-ventilation.

It is always important to look out for German cases and word endings: words such as ‘den’ and 
‘dem’ must be defined clearly, and the characteristic long ‘e’ can sometimes betray the non-German 
speaker. Glottal attacks on words beginning with vowels are of course idiomatic. The sibilance of 
‘berauscht sich’ can be savoured, and the voice can then relax for the prolonged liquid consonants of 
‘heil’gen Tranke’, sliding over intervals and lingering on the double ‘m’ of ‘Himmel’. Clear enunciation, 
with clipped, detached syllables, in steady rhythm, is needed for ‘verzückt das Haupt’. This whole 
section is the work’s first real test of stamina, and  the loud dynamics mean that it is important to 
support all hard consonants, fully engaging diaphragm and stomach muscles, to prevent undue 
pressure on the throat.
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Even if there is a conductor, it is unwise to rely on the beat without  listening to the other musicians. 
The flute has an important programmatic role as the flickering moonlight, with its trills and soft 
staccato (especially just before the re-entry on ‘Gelüste’), and the violin often gives a  strong quaver 
pulse both in pizzicato and bowed notes. As always, the piano provides a firm bedrock of support, 
and its loud left hand chord before ‘Der Dichter’ is a major rallying point. It is necessary to listen 
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carefully to the violin to catch that return to tempo just before ‘und taumelnd’,  and also to the piano’s 
low semiquavers near the end of the movement, making very clear the difference between the 
voice’s final dotted rhythm and the piano’s triplet. This means leaving the second syllable of ‘Au-gen’ 
to the very last moment.

Hissed or ‘buzzed’ sibilants predominate in this movement — those  on ‘saugt und schlürft’ can be 
made much of, and the rolled ‘r’  of ‘schlürft’ helps in sliding easily across  the  triplet, making sure 
that the arrival on ‘Wein’ is exactly in time. There is always time to vocalise all liquid consonants, 
including the ‘w’ of ‘Wein’, so that their release can be controlled perfectly. The movement’s final 
phrase can be regarded as ‘in parenthesis’ and may be delivered blandly and casually in contrast 
to the preceding histrionics. 

Breathing places for each movement have to be decided in advance:  I would suggest taking breaths 
after ‘trinkt’ (first verse) and ‘nieder’. A quick one can be snatched imperceptibly in the tiny gap after 
‘Spring-‘, which then makes it possible to go through to the end of that sentence (up to ‘Horizont’). 
Another short breath after ‘Gelüste’ should last until the end of ‘Fluten’. Breath can again be taken 
after ‘trinkt’ and ‘nieder’. In that crucial final section, it works very well to breathe after ‘treibt’, ‘Tranke’, 
‘Haupt’ (the latter’s well-rounded vowel is very expressive), and finally after ‘Wein’, ready for the 
‘throwaway’ coda.

No. 2. Colombine (with pno, fl, cl, vln)

Here the speaker seems to be Pierrot himself, addressing his unattainable beloved Colombine (who 
has gone off with his arch-rival Harlequin). He sees her as the cure for all his pain and longing, if only 
he could scatter the petals of the July moonlight on her hair, as a symbol of peace and comfort. The 
mood is gentle and wistful rather than neurotic. Dynamics are light and the violinist has a rewarding 
solo role. Even if a conductor is present, this movement is better left as pure chamber music, with 
all three participants listening carefully and reacting to one another.

Viennese waltz figures feature heavily each time the moon blossoms are mentioned. It is important 
to keep the lilting motion going, despite capricious variations in the beat. The middle section is freer 
rhythmically, with violin and voice entries alternating, and the length of pauses left to intuition.

It can be effective to breathe on to the voice a little and attain a ‘husky’ quality for this lightly-scored 
movement. It is especially suitable for the opening phrases (‘weissen Wunder-rosen’) with the wide-
curving melismas that could otherwise lapse into actual singing. (Melismas are in fact quite rare in 
Pierrot, and are reserved for special poetic effect.) As ever, awareness of the recurrence of certain 
consonants is productive: the alliteration of the ‘w’s is to be savoured, and vocalising them aids 
legato. Sibilant sounds (‘ss’ ‘ch’) are frequent, and there are quite a few ‘l’s, both single and double. 
Certain vowel sounds are prevalent — ‘ü’ for instance, as well as the diphthong ‘ei’. Regarding the 
latter, it should be remembered that native German speakers, most especially the Viennese, keep 
the ‘ei’ vowel very ‘bright’ in quality and there must be no suspicion of veering towards an ‘eu’.Indeed 
the opening lines can easily be enunciated with a slight smile on the face, keeping a light resonance 
helped by raised cheek muscles, with lips slightly forward. This enables a more precise control of 
the delicate lines. The subtle syncopations and rests have to be clear, yet also sounding natural, 
almost conversational.
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As ever, all dynamic markings matter: for instance, the ‘hairpins’ on the passage beginning ‘mein 
banges Leid zu lindern’. At a number of key moments throughout Pierrot Lunaire Schoenberg 
chooses to phrase  two syllables together in what may seem a somewhat perverse way. In the first of 
the two freer recitative- like dialogues with the violin, ‘Such-ich’ has to be joined with a  portamento. 
This is another moment of waltz parody to be relished.

The second waltz section is perhaps more hazardous musically. The singer has to lead the return 
to ‘Viennese’ mode, with rhythms swinging across bar lines in an almost jazz-like fashion. Careful 
heed should be given to the small rests, emphasising the characteristic propulsion of the upbeat, 
even though there is very little time to negotiate this. The vocal line goes quite low here (vocalising 
the ‘w’s will help sustain the tone — likewise the ‘s’ and ‘n’ of ‘Rosen’), and the violinist has some 
nimble staccato arpeggios to fit in. These continue until the ‘free recitative’ resumes. It’s worth taking 
time over this passage to find a natural swing for the waltz figures, while keeping well together with 
violin and piano.

The wistful mood can be retained for the second dialogue with the violin (‘Gestillt wär all’ mein 
Sehnen’ etc.).  An unexpected crescendo on the second syllable of ‘Seh-nen’ is often overlooked. 
The unhurried pace of the syllables invites an approach near to normal speech, especially when 
the line dips low. ‘leis’ will have to be inflected away quickly to avoid singing. It is essential to 
keep the continuity of the meaning of this paragraph, thinking through silences towards the ‘goal’ of 
‘entblättern’. If one concentrates on conveying the meaning of words across a gap in the music it will 
always be convincing, as the weighting of syllables is subtly affected by it. For ‘entblättern’ a natural 
parlando (keeping the gentle, half-whispered tone) seems appropriate. The subito pianissimo on 
‘Haare’ is the more striking if the crescendo going towards it is strongly pronounced. Once again 
the sung note ‘Mond’ must have bell-like clarity, and, for the second syllable ‘-lichts’, returning to 
Sprechstimme can be defined more easily by moving on to final consonants early, emphasising the 
sibilants. That last ‘bleiche’ also risks sounding  ‘sung’, if pitches are sustained cleanly for too long. 
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When we speak, continual shifting inflections happen quite naturally and unconsciously. Converting 
these into Sprechstimme, simply by exaggerating the process a little, can be instructive and helpful, 
especially for quieter passages.

The sweetly nostalgic mood of this beautiful movement sets the scene perfectly for the sudden 
expressionistic eruption of uninhibited histrionics that now follows.     

No. 3. Der Dandy (with pno, picc, cl).

Here the voice acts as narrator for a vibrantly colourful scene. Pierrot, now named for the first time, 
is found in confident, narcissistic mood. He sits at his washstand-cum-dressing-table, getting himself 
up for a nocturnal escapade. The moon illuminates him, the splashing water resounds metallically 
in his marble basin, and his mirror reflects the scene. It is easy to see how this poem would have 
appealed to Schoenberg: one recalls the watery images and sounds of the Stefan George text set 
as no. 1 of Das Buch der Hängended Gärten (Op. 15). The piccolo has some cheeky moments, 
glittering and mischievous, alternating with the voice. There is a major change of tempo for the 
second half, as Pierrot peers into his looking-glass and muses about his appearance. He decides 
to grab a moonbeam, as a substitute for the red and green paint sticks from his make-up box. The 
yearning, suffering element of many of the other movements is absent here. Pierrot is ebullient, and 
thoroughly enjoying showing off1. 

For the opening phrase it is important to make a clear gap between ‘Licht’ and ‘Strahl’2. The‘t’ of 
‘Licht’ fits neatly on the beat. This is indeed one of the most intricate and varied movements, needing 
quickfire  reactions in switching from singing to whispering, to speaking, and back again, meanwhile 
alternating ritenuti and strict tempi. Almost all the rallying points are testing, especially having to 
establish the cross-bar triplet rhythm at ‘Lacht hell’. The vocal line has to be co-ordinated with the 
strong accents of the clarinet and piano. It eventually feels easier if the conductor beats two in a bar 
rather than four, but marking out the crotchets can be helpful at an early learning stage3. 

There’s a unique passage marked fast gesungen, mit etwas Ton (almost sung, but with some degree 
of tone). I tend to think of this as ‘crooned’, perhaps in a cabaret-influenced manner, molto legato but 
not too pure, always alert to the clarinet tune which takes precedence here.
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The text has a great deal of sibilance, appropriately, pointing the images of flashing moonbeams 
and gushing water. After the flamboyant accented opening phrases there is little time to enunciate 
‘auf dem’ and make a smooth transition into the very quietly sung ‘Schwarzen’, which itself is then 
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followed immediately by flexible, spoken syncopations. The whispered ‘Wasch-Tisch’ is crucial — 
one can hiss those consonants strongly, being sure to take a good breath, since the sibilant ending 
of ‘-tisch’ has then to be joined to the rest of the musical phrase without a break. This expends quite 
a lot of energy.
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It is vital not to lose track of the beat in the next section, and to listen acutely to the piccolo cue 
before the voice re-enters, repeating the opening line. This time the mode of delivery fluctuates 
rapidly: first sung, then whispered, then sung for ‘Licht–’ then spoken again on ‘–Strahl’. Everything 
comes thick and fast and is quite a test of poise and concentration.

It is some relief to settle into the contrasting second half of the movement. The mood is quirky and 
questioning, within a lively syncopated rhythm. Melismas aid the expression and exaggeratedly 
quizzical inflections are clearly portrayed in the music.  The word ‘schiebt’ (shoved) can be emphasised, 
as well as the ‘Rot’ (red) and ‘Grün’ (green). The music pushes on a little at ‘erhabenem Stil’. The 
pronunciation of this word is a bone of contention with many experts: ‘Shtil’ or ‘Stil’? Native German 
speakers from an older generation have insisted on ‘Stil’, as it is not strictly a word of German origin, 
but later authorities seem to regard this as a little too pernickety!

The whispered final phrase should seem to spring spontaneously out of a brief clarinet figure. It 
is better not to breathe before the whispering; this will increase the intensity of articulation. It can 
otherwise be difficult to get it across effectively (note that in the opening line the noun  is ‘Licht-strahl’ 
— Schoenberg’s ‘Mondstrahl’ here is less penetrating). It may help to lean into the audience a little, 
making the most of the few sibilant consonants.

This lively movement is fun to perform and act out. The crazed mood changes help to combat any 
tentativeness that may be present so early in the work. But it is, of course, a controlled madness, as 
many more excesses are to come.  

No. 4.  Eine Blasse Wäscherin (with fl, cl, vln)

This is a straightforward piece of narration, describing the moon as a pale laundry maid washing 
her linen in the darkened watery landscape, and spreading it out on the meadows. It bears the 
unique instruction for the voice to act as an accompaniment to the instruments. To achieve this 
effect it is a good idea to maintain a monochrome, detached tone, in contrast to the extremes 
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of expression required for the movements on either side. Dynamics are light throughout and any 
untoward injections of excitement or involvement should be avoided. The text moves at a natural 
parlando pace in a non-stressful range, aiding a relaxed delivery.
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Punctuation marks are very important in this context and all semiquavers must be even, never 
rushed. As in the preceding movements, the ‘silvered’ effect of the sibilance of words such as 
‘wäscht’, ‘weisse’, and ‘blasse’ is highly effective  (remember that ‘blasse’ has a short vowel — if 
lengthened it distorts the emphasis and meaning). 

The clear glottal entry of ‘eine’, at its reiteration, has to co-ordinate exactly with the instruments. 
Short syllables fall lightly on the palate, including the soft ‘d’s ‘z’s and ‘liquids’, and the phrase ‘und 
die sanfte Magd des Himmels von den Zweigen zart unschmeichelt’ should flow nicely. The end 
of the spoken ‘umschmeichelt’ must have the same pitch as the following, sung, ‘breitet’. Sung 
notes should be clear, without vibrato, and the return to speech quite natural. The rhythm of ‘Ihre 
lichtgewobenen Linnen’ needs care and must not seem hurried.
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There is always room for even the briefest notes to have a clear resonant centre. At the end of the 
movement one has again to resist elongating the vowel of ‘blasse’; closing early on to the double ‘s’ 
will help. The feeling of detachment should be preserved to the very end.

The restfulness of this piece is welcome at such an early stage in the cycle. It offers respite from 
the exhibitionism of Der Dandy, and prepares the way for more emotional extremes to come. The 
beautiful instrumental part is a pleasure to listen to, with its carefully-balanced harmonies — far 
more difficult to achieve than they may seem. For the singer it presents a fascinating and unusual 
challenge, that of trying to avoid being soloistic.

No. 5. Valse de Chopin (with pno, fl, cl/bass cl).

We now move into the full swing of a Viennese waltz. It is difficult to decide exactly who is speaking 
here. Perhaps it is Pierrot himself, or the poet. The picture is of a sick woman (of uncertain age), 
her lips stained by a droplet of blood which clings to them, in the same way that the waltz exerts its 
morbid fascination.

It is important to gauge a flowing tempo that preserves a one-in-a bar lilt. As always, verbal details 
reward attention. Lips and palate are highly active: labial consonants such as ‘b’  and ‘w’ feature often, 
with their aspirate (silent) ‘partners’ ‘p’ and ‘f’.  Elongated vowels are used expressively, especially 
‘ö’ and the characteristic Viennese ‘ei’ as in ‘eis’gen’ and ‘Heiss’; also the wide-open ‘au’ of ‘Traum’ 
and ‘jauchzend’.

The light glottal attack between ‘wie’ and ‘ein’ helps to place the upbeats to the waltz. As in the 
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previous movement, the short ‘a’ and double ‘s’ of ‘blasse’ must be well-defined. The second line 
starting with ‘also ruht’  is somewhat action-packed, especially in the highly-charged and satisfyingly 
sibilant ‘ein vernichtungs-sücht’ger Reiz’. This leads to a cumulative build-up of passion and energy 
as dynamics increase, and the tipsy, sickly waltz spills across the bar-lines.
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It is helpful to vocalise the ‘W’  and ‘L’ of ‘Wilder Lust’ - keeping with the piano’s left hand is  crucial 
in this passage. In German it is always important to pay special attention to the verbs, whose 
meanings resonate strongly, as with ‘stören’ for example. This line is a test of clear articulation high 
in the voice. There can be a brief portamento at the end of ‘Traum,’ closing on to the ‘m’ early. The 
‘l’ of ‘wilder’ and ‘s’ of ‘eis’gen’ can be treated similarly.

For the repeat of the opening line, quavers should be kept clear and rhythmical - they could even be  
quasi-staccato, with glottals where appropriate. Rubato is subtle and flexible. Without a conductor 
the singer has to take the lead for the return to tempo: exactly at the word ‘Lippen’, and not before.  

The climactic final paragraph is packed full of Viennese pastiche and subtle detail. There is a dizzying 
succession of emotive adjectives with a high concentration of explosive consonants. The double ‘ss’ 
on ‘Heiss’ and sibilance on ‘jauchzend’ and ‘schmachtend’ can be projected strongly, in addition to 
the prolonged vowels.

Again the waltz swoops over  bar-lines in swooning lurches (aptly depicting queasiness). Upbeats 
can be exaggerated for parodistic effect in true Viennese style: for instance, ‘Walzer’, with its dotted 
rhythm. ‘Düstrer’‘ can be slightly sardonic, and the incomplete triplet on ‘kommst mir’ needs to be 
very accurate.
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‘Haftest’ should be highlighted, launching another passage of catchy triplets. The final, drained, 
weary repeat of the opening line can be delivered quietly without undue emphasis.

This is one of the most rewarding movements for the performers, giving full rein to dramatic 
expression. One must, however, be careful not to overdo things, bearing in mind that there are many 
more histrionics to follow. The piece well illustrates Schoenberg’s assertion that the music carries 
the drama and paints the text, but the sonorities of the words make a major contribution.

No. 6. Madonna (with fl, bass cl, vlc, pno; vln at the end).

This is one of the most taxing movements, and one that requires great vocal security and physical 
stamina. Indeed it is difficult to execute safely and effectively without the advantage of a trained 
voice. The range of dynamics is the widest found in the entire piece, and the vocal compass required 
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is similarly extreme. It offers the performer an awkward artistic dilemma: is it a tragic episode, full 
of the deepest emotion, or just a particularly cruel piece of mocking parody — and exactly who 
is speaking? It seems that the suffering poet is invoking divine help, inspired by the image of the 
sorrowing Mother of Jesus. The poem tells of his ordeal on the ‘altar’ of his verses. But it is not easy 
to decide how serious or reverent an approach is suitable. I was once taken to task (in an otherwise 
very warm review) by a Viennese critic, for making this piece too heavy and dramatic, missing its 
irony. This text does indeed contain the only identifiable Biblical reference in the entire work, and 
Schoenberg was accused of sacrilege by using it in this way. Born a Jew, he was a Christian for 
the major part of his life, but later reverted to Judaism, and wrote liturgical works in Hebrew. He has 
often been quoted as saying that people were apt to read more into the words than he himself did, 
but it is hard to imagine that he was unaware of the religious connotations of this verse4.

The Holy Mother holds out the wasted body of her son, and a callous world ignores her. The metaphor 
is an obvious one: people avert their gaze from her plight, just as a conservative public chooses to 
avoid engaging with the radical, neglected artist.

The movement starts in dignified processional mode, calm and accepting, the voice part’s solemn 
legato creating a still, iconic picture in the mind’s eye. The ritual tread of the instruments helps 
achieve a quasi- reverent atmosphere, whether in parody or not. (Later on, no. 11  Rote Messe 
opens with a more extrovert  religious ritual, and, at what is perhaps the climax of the work, the 
‘sacred crosses’ of no. 14 again depict the artist’s travails in violent and horrific terms.)

A steady tempo is important, so that the slight movement forward  just after ‘hat des Schwertes Wut 
vergossen’ does not seem rushed. The images are extremely brutal and gory: the Mother’s wounds 
are ‘like eyes, red and open’. The unfolding drama combines stifled horror with stoical acceptance 
of suffering, and some chillingly soft dynamics, unnaturally hushed, contribute to a mood of near 
revulsion. Control of air is vital, and strong muscular support is always needed to project heavy 
consonants, while suppressing volume on lengthy vowels.

As usual, syllabic awareness yields interesting results. Words are measured with emphatic deliberation 
for maximum dramatic effect. Long diphthongs along with explosive springboard consonants carry 
great expressive weight: ‘Steig’, ‘Schmerzen’, ‘Verse’, ‘Augen’, and, later, ‘Leiche’ and ‘zeigen’. 
Forceful delivery of every word is essential, and there is plenty of alliteration to savour, with the ‘m’s 
of ‘Menschen’, ‘meidet’ and ‘Menschheit’ as well as ‘Mutter’ making a particularly strong impact. 
Significantly, syllables in the phrase beginning ‘Doch der Blick’ are suddenly short, to prepare for the 
exaggeratedly elongated sounds of the closing line. 

For louder passages a full vibrato can contribute to a thrilling intensity. The marking of ‘innig’ at the 
beginning points to a deeply committed and introverted approach. As ever, Schoenberg’s markings 
are a true interpretative guide. The word ‘Verse’ inspires a debate similar to that concerning ‘Stil’ in 
Der Dandy. Once again, I was advised by an expert that the traditional solution is to articulate the 
‘V’ softly as in English or French, and not to use the hard ‘F’ as in modern German. I find, however,  
that several German-speaking artists do the latter, and there seems to be no hard and fast rule.

At the outset a low tessitura favours a gentle, poignant delivery. In the passage describing the 
wounds of the Madonna, the timing of rests is just as important as that of the notes, and consonants 
should be placed carefully on beats.
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The repetition of the first line, on an almost unbearably soft high phrase, is perhaps the most testing 
phrase of the whole work. Even now, it is rarely accomplished satisfactorily at pitch. It seems to 
represent a devastated moan of repressed agony. Schoenberg’s marking of ‘sehr hoch, aber 
äusserst zart’ (very high, but above all, tender), shows his anxiousness to suggest the appropriate 
mood. (The authenticity of the light staccato which seems to be marked over the first syllable of 
‘Mu-(tter)’is now in some doubt, since it does not occur in the composer’s manuscript, or in the most 
recent published edition). I feel very strongly that it is worth taking a good deal of trouble over this 
passage. The upward ‘imploring’ curve (still marked ppp) surely makes it possible for a pinched, 
slightly breathy, groaning delivery, as long as it is well-supported. Muscular strength is imperative 
here to avoid straining the throat (see My Personal Journey, p.20).

After a strident instrumental cadenza, the voice resumes in highly dramatic vein, marked ziemlich 
voll (perhaps suggesting a full vibrato), and a huge increase in volume shatters the static picture. 
Intervals become more extreme as the voice declaims graphic images in rising tension, with the 
instruments piling on the pressure in increasingly hectoring fashion. Balance could be a problem 
here and the singer must summon all her energy to project each syllable through the texture. There 
is an opportunity for a spectacular descending glissando on ‘Mensch-heit’. The words ‘Doch der 
Blick’ etc. can then be articulated rhythmically in short attacks nearer to natural declamatory speech, 
making sure to highlight the poignant verb ‘meidet’ (avoids).

The prolonged first syllable of ‘Mutter’, suspended fortissimo on high F sharp, is perhaps the work’s 
most problematic single moment. There is no convenient wide interval over which to slide, and if the 
pitch is maintained too exactly, actual singing is inevitable.
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The round vowel and liquid ‘m’ are not at all helpful and it seems an eternity before one can reach 
the safety of the double ‘t’. I have heard several practitioners achieve a very effective, slightly flat, 
non-vibrato ‘hoot’ on the vowel, and that seems to be an acceptable solution.  The only alternative is 
to distort the quality of the held note, to allow the pitch to oscillate slightly throughout its length. 

Shortening vowels is often the key to a convincing Sprechgesang, but in this movement, long vowels 
are an unavoidable feature, so one has to be especially wary of lapses into cantabile. Certainly a 
legato line makes a strong contribution to the feeling of awe and tragedy. This movement covers 
such a full range of dynamics and emotions that the voice will be thoroughly warmed up by now. 
Significantly, unlike others, it does not return to a bland, detached delivery of the repeated first line; it 
ends in unremitting violence, the cello and piano especially prominent in the postlude, during which 
the singer’s demeanour must contribute to the atmosphere of unyielding tension.
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No. 7. Der Kranke Mond (with fl).

This refined, delightful duet with the flute bears light dynamics throughout, and is quite different in 
mood from the preceding movement. The interplay between the performers can be enjoyed in a more 
relaxed manner, concentrating on the smallest details. Throughout this setting (as in no. 21), there 
could be a danger of getting a little too close to ‘normal’ singing, because of the mellifluous nature of 
the vocal lines. The performer has to gauge an appropriate tone that conveys the pitiful complaining 
of the sick moon. The choice can include unorthodox sounds, such as a whining, ‘keening’ quality, 
perhaps with a little breathiness added for these quiet phrases. Punctuation is highly important, 
and rhythms must be crystal-clear. The singer often takes the lead in the duet. It helps a great deal 
if a flowing two-in-a- bar lilt is set up from the beginning5. All too often this piece can drag if the 
participants start to enjoy themselves a little too much and linger over favourite moments. With such 
gentle scoring momentum can easily be lost. The line beginning ‘Dein Blick’ with the subito pp on 
‘fiebernd’ needs special care in keeping the pulse going while listening acutely to one’s partner. The 
singer’s crescendo should continue right up to the subito pp, and the soft ‘s’ of ‘so’ can be helpful in 
binding the sounds together. Tuning of intervals between the two soloists is very important. 

As for the prevailing features of the text, there is much to help attain a disciplined reading:  there 
are plenty of light percussive sounds that heighten emotional impact (‘schwarzem Pfühl’, ‘fiebernd’, 
‘fremde’). The word ‘Mond’ with its long vowel is employed tellingly throughout. The double ‘nn’ of 
‘bannt’ should be observed clearly (another reference to the queasy fascination of sickliness as 
portrayed also in no. 5 Valse de Chopin). Precise rhythmic timings depend upon careful placings 
of consonants and their elisions. There are many ‘short-long’ patterns: ‘Liebesleid — stirbst Du’;  
‘gedankenlos zur Liebsten geht’; ‘Dein bleiches, qualgebornes Blut’) — often a consonant helps to 
control and propel the rhythm.

The phrase ending ‘fremde Melodie’ requires a major feat of control and support to keep the very soft 
held final syllable high, without actually singing it. A slightly squeezed distortion or tremulousness 
can work well.  Early performers of Pierrot have tended to swoop down off the pitch immediately, but 
it seems unsatisfactory to stray so far from the flute’s following high note. The constricting ‘ie’ vowel 
can perhaps be used to advantage here, as long as lower muscle support is engaged so that the 
throat does not tighten. 

The movement has three well-defined sections punctuated by flute solos. For the second of them 
the voice has suddenly to plumb the lowest depths of its range. The deepest passage of all is made 
even more difficult by a detail of phrasing: Schoenberg’s marked slurs, often joining notes seemingly 
against the grain, make a great difference to the interpretation, and should never be ignored. The 
slur joining  ‘Leid’ and ‘stirbst’ is particularly effective. Thankfully, dynamics remain quiet so lighter 
voices do not need to produce a strong sound in the bottom register — a feathery quality is quite 
appropriate. The following ‘Tief erstickt — Du’ is especially testing. Schoenberg’s slur here seems 
a little perverse, just at the point where one might wish to breathe (but a breath may then be taken 
quickly just after ‘nächtig’). In his manuscript, Schoenberg puts a question mark over the low F on 
‘-stickt’, perhaps  aware of the challenge that this phrase presents6. 






(ppp)

tief





er



stickt,








- du





näch



tig



- to

 

des



- kran



- ker



- Mond,







 

In the third and last section, there is a complete change of character, in order to depict the sardonic 
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mocking of the moon’s suffering, as the confident lover visits his sweetheart. (Perhaps this indicates 
a muted parallel with the heedless attitude of the populace in no. 6, and the distant crowd in no. 14).  
The flute has just three notes to set a perkier tone before the voice re-enters. This final paragraph 
gives the voice considerable opportunity for achieving syllabic precision, using  a natural  parlando 
delivery with short vowels and rhythmicised consonants. It is very rewarding indeed to perform 
and to listen to, unconstrained by problems of balance and stamina.  Schoenberg asks for the two 
matching phrases near the end, with their intriguingly intricate details, to correspond exactly (again 
there are slurs in seemingly illogical places, as well as jaunty staccatos).
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This time the mockery is non-violent, ironic (as also found later in no. 17). The music here has great 
charm, and syllables dance along, engaging tongue, teeth, lips and palate. The series of slowing 
mordants (small trills) at the very end have to be controlled and poised, so that the flute can place 
its entries in between each as the music unwinds. With typical meticulousness, Schoenberg, in 
allowing a more flexible penultimate bar, warns against overdoing things: ‘dieser Takt anders, aber 
doch nicht tragisch!’ (‘this bar different, but certainly not tragic!’) The final extended mordant is a little 
more problematic: the note should ideally be kept at pitch, so that the flute’s re-entry at the very end 
is heard as a minor second below. My own solution is to extend it into a proper trill, and to keep on 
trilling until ‘rescued’ by the flautist. (More recent performers now do the same.) This most haunting 
movement ends Part I in a highly-sensitised atmosphere, hushed and expectant, ready for the more 
lurid adventures and horrors of Part II.

PIERROT LUNAIRE, Part II

We now enter a world of cruel and terrifying nightmares, full of wild imaginings, of torture and 
retribution for past and present sins. Expressionism becomes rampant, in abandonment to terror 
and suffering. The singer has to project and keep control of highly emotional, tormented outbursts, 
which will test tonal and muscular resources to the full.

No. 8. Nacht (with pno, bass cl, vlc).

The scene is one of ghostly darkness and impending horror7. The atmosphere of dread is established 
in the opening bars, played on low instruments. Later, instrumental tremolos depict the whirring 
of the wings of the giant moths of the text. After the more personal utterances of the preceding 
movements, the voice returns to the role of relatively detached observer, at least until the more 
active last segment. This movement has the most consistently deep tessitura in the whole work, so 
alto or mezzo voices will have a distinct advantage here. Sopranos, myself included, often find this 
setting the hardest to bring off.  Also, percussive syllables carry the risk of pushing too hard and 
roughening the voice, although a strenuously suppressed hissing effect can be appropriate.

A hollow, sepulchral tone works well for the opening paragraph. The text’s syllabic content integrates 
sharp explosives or sibilants with long vowels and extended liquid consonants, as in the opening 
phrases: ‘Finstre schwarze Riesenfalter’ and ‘ein geschlossnes Zauberbuch’. German speakers 
have remarked that too precise an enunciation of the repeated ‘t’s in ‘töteten’ sounds a little odd to 
their ears, and some slight modification is perhaps necessary, without losing rhythmic clarity.  The 
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sung ‘verschwiegen’ at the preferred lower octave, as opposed to the higher ossia,  is not as difficult 
as might be expected, as long as one touches the glottis lightly and, most importantly, closes on to 
the final ‘n’ early, lingering as long as comfortable on the pause. (Pierre Boulez gave me this useful 
tip in the nineteen-seventies.) The bright ‘ie’ vowel is also a help.

After this the tempo quickens and the voice has parlando phrases which herald the sudden infusion 
of a heady fragrance that blots out all memory. The very soft dynamics here are a challenge. 
‘Erinn’rung’ and ‘mordend’ (the latter even quieter) can be spoken breathily for good effect. German 
speakers re-attack the glottis for the second syllable of ‘Er’inn’rung’ as well as the first. 
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The loud re-entry of the repeat of the opening line provides one of the work’s most hazardous 
moments: there is a real risk of the voice being drowned by instrumental texture as tension mounts. 
Rolling the ‘r’ of ‘Riesen- (falter)’ brings some relief. Blowing too hard on ‘Finst’re’ is the real problem 
— it is very difficult to achieve a firm sound without forcing. A quick breath may be snatched after 
‘Riesenfalter’ if necessary, but the tone has to remain loud and piercing .  

Counting through the rests before the next vocal entry is essential if the work is to be done without 
conductor — it is all too easy to lose track of the beat at this point. It is reassuring to the singer if the 
cellist arrives reliably and promptly on the high A that just precedes the voice’s re-entry.

The final paragraph portrays the full horror of the giant black moths, as they descend on men’s 
hearts in punishment. In this poem the speaker is an observer, commenting on the scene, but 
unable to resist becoming involved in the ghastly climax.  Long-drawn-out sounds are a particular 
feature of the last section, where timings of the prolonged ‘n’s in ‘unsichtbar die Ungetüme’ are 
significant — their start and release have to be gauged exactly on the beat to keep the rhythm lively 
and clear. Without conductor this is especially important; tied notes can otherwise make a vague, 
unrhythmical impression. 
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The last few phrases dip very low indeed, and the voice can perhaps take refuge in growling or 
snarling; there is certainly no need to maintain a beautiful tone quality — audibility has to be the 
priority. For the closing fragment, pitches require attention — the two sequential minor thirds in 
particular. The line can be delivered in a blander, more detached way than the rest of the movement. 
For the very last syllable a slight rasp can be appropriate — this is then effectively echoed in the 
bass clarinet’s final accented note8. Here again, over this last low pitch, Schoenberg’s manuscript 
has a question mark, as if he is unsure of its practicability. 

The vocalist has to sustain the dark mood through the brief postlude. This is an important aspect of 
performing Pierrot. A lack of involvement when inactive transmits itself to the audience, and tension 
must not be allowed to dissipate.
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No. 9. Gebet an Pierrot (with pno, cl).

Before learning that this was the first movement to be composed, I had already felt it to be one of 
the most spontaneous and flexible, especially suitable for someone attempting Sprechstimme for 
the first time. Phrases are mainly short, and moods switch mercurially, but within a general dramatic 
progression. The text consists of a series of imploring declamations and wistful requests, punctuated 
by good-sized rests.  Even when a conductor is present, it works better to perform this without a 
confining beat, so as to have greater freedom of expression. Confidence, and familiarity with the 
skittish clarinet lines (the quirky interplay here is very satisfying), as well as with the piano part, will 
bring this mini-drama to animated life. I have also found this particular setting to be a good exercise 
in class Sprechstimme for those who may be shy of trying it alone. Its wide range incorporates a 
multitude of declamatory inflections without strain.

The opening cry of ‘Pierrot’ breaks the spell of the doom-laden content of the preceding movement, 
bringing a sudden lightness in tone. Some have speculated that Columbine is the speaker here, and 
she is accusing Pierrot of stealing her laughter9. However, it could just as easily be the poet-creator 
who is bemoaning his lost high spirits. This illustrates the ambiguity of Pierrot Lunaire; its unending 
supply of food for thought.  I see this movement as a little less aggressive than the displays of 
yearning found elsewhere in the work. Here the voice supplies a gentle, ‘quasi- pathetic’ pleading, 
tinged with self-mocking humour. The triplets on ‘hab ich ver-’ and  ‘Das Bild des Glanzes zerfloss’ 
have to be clearly marked. A two-in-a bar feeling helps to swing the piece along, with all verbs given 
due emphasis (‘verlernt’, ‘zerfloss’). Accurate placing of consonants is important — there is very little 
time to enunciate the  ‘throwaway’ repeat of ‘zerfloss’, especially as it lies so low. The direction is for 
this to be ‘hissed’ or ‘spat out’, so the double ‘ss’ can be exaggerated. There is definitely no time to 
breathe in the rests in the middle of phrases; this would, in any case, impair clarity. Syllabic patterns 
are varied, and will keep lips and tongue busy. The soft palate is often engaged for guttural sounds, 
especially those in ‘Lachen’, ‘Flagge’ and ‘Durchlaucht’. Rolled ‘r’s are also prominent.

For ‘Schwarz weht die Flagge’, the low notes may need to be punched out, and the plaintive upward 
glissando on ‘Mast’ can effectively verge on a wail.
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Singer and clarinet have to listen carefully to one another in co-ordinating the following passage. 
The staccato and trill marks on ‘Pi-er-rot’, marked ‘kläglich’ (complaining), may seem rather fussy, 
but fast articulations on the glottis make an engaging effect, and the next few syllables can then 
be spoken almost naturally in contrast. The tremolando ‘r’s of ‘ver- lernt’ should be rolled. One-
note ‘Monteverdi’ trills can sound distressingly sheep-like! The interplay between clarinet and piano 
continues to propel the music forward. The clarinet ends the passage with a sforzando note which 
provides a useful springboard for the voice to pounce on when re-entering on the gesungen ‘O’. This 
is the sole example in the entire work of a sung note bearing a loud dynamic. It serves as a clear 
marker in ratcheting up the dramatic tension for a more strenuous closing paragraph. The singer 
must move seamlessly back into normal Sprechstimme to resume the heavy pleading, replete with 
images of bizarre flattery: ‘horse-doctor of the soul’; ‘Snowman of poetry’; ‘Your highness of the 
Moon’. With ‘O gib mir wieder’ (‘gieb’ in some versions)10,  the mood becomes somewhat hysterical, 
though always with a lurking element of parody; an awareness of  foolish vulnerability.
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The lyrics can be savoured, especially for their more penetrating syllables. It should be remembered 
that ‘Lyrik’ in German is pronounced ‘Lürik’. The setting of ‘Schneemann’ has a rare extended 
melisma: the sustained  high note cascades down through running semiquavers. These have to be 
articulated clearly enough for the clarinet to follow.
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After this, dynamics become gentle again, and the last sorrowful cries fall into the voice’s more 
natural register, with the word ‘Pierrot’, answered by the piano’s rhythmic repeat. The lingering 
‘Lachen’ leaves its despairing request hanging in the air unanswered. It is surely permissible to make 
a subtle upward curve on the final syllable, to indicate that a grain of hope remains. One performer 
I heard recently, instead of sustaining the penultimate note, repeated the vowel in staccato attacks, 
like dying laughter11. Though modest in scale and fleeting, this attractive movement is dense in 
expressive detail.  

No. 10. Raub (with fl, cl, vln, vlc).

This is a fascinating piece, and its exhilarating pace and crisp articulations will be a test for the 
singer’s verbal flexibility. The voice’s opening paragraph is highly rhythmical, and the semi-quavers 
must be absolutely steady, even mechanical. The instruments’ dry attacks, especially those of cello 
and violin with their col legno glissando sweeps, establish a clear beat at the start, but the vocalist 
must not be thrown by the uneven patterns of small rests in the texture. 

The poem begins in a mood of hearty confidence, as Pierrot descends to the vaults, intent on 
robbery and mayhem. The sparkle of the ‘rubies’ in the tombs is depicted on the piccolo in particular. 
Schoenberg relates with relish that he was once accosted by a lift-man in New York who told him 
that he found this particular musical image utterly unforgettable — a tribute which pleased him 
greatly12. The text’s sibilance helps convey the sly yet boastful demeanour of Pierrot and his drinking 
companions. Dynamics are soft initially, contributing to the mystery and tension of the scene.

In general, syllables are short, requiring swift movements of lips and tongue. Gentle rolled ‘r’s feature 
along with the softer, less guttural version of ‘ch’ to enhance the secretive atmosphere. Virtually all 
of the text can be enunciated with the mouth in a natural position, half-open, with no need to stretch 
the jaw or indulge in facial contortions. This promotes the delicate forward placing of lips and face 
muscles.
 
There is no time to breathe before ‘drunten’ or ‘in den Grab’; it is in fact easily practicable to deliver 
the phrases as if speaking naturally (the line is quite low).
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The following line contains one of the work’s trickiest hurdles. The ‘tonlos geflüstert’ (whispered) 
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phrase is interrupted, at full speed, still in semiquaver motion, by two ‘normal’ Sprechstimme notes 
on the first two syllables of the word ‘Kumpanen’, only to return to whispering for the very last 
syllable (‘-en’).This is quite a tall order, and requires some practice for it all to run reliably in context 
and up to speed. From all the live and recorded performances I have heard to date, very few seem 
to accomplish this successfully. I find it helpful to treat the ‘-en’ as a heavy, audible in-breath, leaving 
one in readiness to begin the next paragraph. This has clipped phrases, punctuated in strict time 
by instrumental chords on each beat. It is very important to keep the tempo consistent here and not 
rush ahead. Pierrot’s brash mood is maintained until the end of ‘Rubine’.

There comes a sudden change of mood, as terror strikes. The instruments dictate the exact moment 
of the shock. The voice leaps in with the sharp exclamation ‘Doch! Da’. The full impact of ‘sträuben 
sich die Haare’ (their hair stands on end) must be captured by deft use of the sibilants of this phrase, 
and of ‘bleiche Furcht’ (pallid fear). In fact, the timing of all the syllables is crucial: ‘Furcht’ elides 
directly on to ‘bannt’ (this colourful verb has already occurred, of course, in a contrasting treatment, 
in no. 7 Der Kranke Mond).
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The rhythmic propulsion of the ensuing wild accelerando is a stylised portrayal of total panic. 
Throughout this graphic passage rests help accentuate the effect of desperate panting. The singer 
must however keep control through the mounting hysteria. The words ‘Augen’ and ‘stieren’ should 
be well-accented, and one has to listen very keenly to the instruments’ continuous semi-quavers to 
synchronise with them. 

The clarinet’s final rapid upward arpeggio swirl signals the unravelling of the coda, which re-iterates 
the opening text. With a conductor, this ending, with its heavy rubato, should not be problematic, 
but it can otherwise be one of the most awkward corners for achieving ensemble. Even mature 
performances with familiar colleagues can come adrift here. Eye contact between voice and 
instruments is desirable. If the clarinet flourish is articulated clearly there is a good chance of a 
reliably precise re-entry for all on ‘Rote’.

This movement is a most vivid encapsulation of a dramatic episode. The parched sounds of the 
strings’ ‘col legno’ seem to portray skeletal bones, and the twinkling jewels are transformed into 
the eyes of corpses; a memorable sonic picture. The singer’s basic requirement is to deliver the 
text accurately, avoiding stumbling over syllables at full speed. The ‘heavy breathing’ effect, so 
graphically illustrated by the music in the latter part, does not, of course,  require the singer to take 
extra breaths — these could prove counter-productive, de-stabilising both vocal poise and rhythm.
The work now hurtles on into an even more shocking scene, with barely a pause.

No. 11.  Rote Messe (with pno, picc, bass cl, vla, vlc).

This is one of the most full-blooded and strenuous movements, and needs a good deal of stamina as 
well as vocal penetration. The gruesome religious imagery is quite stark, and some may find it difficult 
to stomach. It is the vocalist’s task to create a frame of ritual formality, to contain the passionate 
outpourings of religious fervour, which verge on abandonment. High trillings and tinklings on the 
piano in the introduction are contrasted by heavily scraped chords from the strings. The singer has 
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to be alert, ready to pick up the tempo and declaim the opening paragraph with clarity. This sets the 
scene, describing Pierrot’s ostentatious progress to the altar in flickering candlelight — the piano’s 
figures seem to illustrate this. Words have to be projected strongly in a rather low tessitura. The 
alliterations of ‘Beim Blendeglanz des Goldes’ can be relished.

There is then a brief rest for the singer: a prolonged instrumental passage has a staccato piccolo 
solo rising to an ethereal high note, after which the tremolando figures heard earlier re-appear, at 
first quietly, then in a sudden violent fortissimo, heralding the voice’s re-entry. 

The following loud paragraph will severely test the singer’s strength and ability to sustain intensity. 
It always helps to find a hard, cutting edge to the voice by eliminating any excess air. The huge 
downward glissando on ‘Zer-reisst’, with its heavily rolled double ‘r’, is welcome, but there could be a 
major problem of ensemble after this. The piccolo’s upward melisma lands on a strong beat, and it is 
helpful for the voice’s ‘-st’ to synchronise exactly with it (see the musical example in The Performing 
Experience in Detail, p. 56). The rhythm of ‘die Prie-ster’ has then to be very clear, maintaining 
the pulse through the rest, and making sure to give ‘die’ a full, unhurried semiquaver. If there is no 
conductor, everyone will be depending upon the singer to establish a clear tempo, which then has 
to serve for the next few phrases. 

The instrumental texture now surges up and down within strong beats, with the viola taking the lead, 
while the singer keeps in strict time until the broad ritenuto on ‘Abend-mahle’ is reached. For the first 
syllable of this word, it is particularly hard to avoid singing, and the mid-range tessitura can prove 
somewhat vulnerable under such extreme pressure. Fortunately, tone does not have to be beautiful, 
and a harsh wail can be quite appropriate, curving down towards the next pitch.
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In all such loud passages, a certain amount of vocal vibrato can be exciting, but the singer still has 
to be able to hear the instruments while vocalising at full wattage.

There is now a sudden return to tempo, which again requires the singer to listen carefully to the 
ensemble. Directly after the fortissimo ‘Beim’ comes a subito pianissimo on ‘Blen-’ (de-glanz). This is 
an important detail which, as ever, comes off perfectly if all concerned obey their stipulated dynamics. 
The voice can emphasise sibilant consonants for extra effect.

After a freer instrumental interlude, which eventually winds down, the character of the piece changes 
into a cruel parody of solemnity as the Mass progresses to its shocking climax. All crescendos and 
diminuendos should be observed scrupulously. Phrases run much more smoothly here, but since 
they lie low in the voice, there should be no problem maintaining a ‘speaking’ quality. Exaggeratedly 
elongated vowel sounds are frequently used in this movement for dramatic effect: for instance ‘Naht 
dem Altar’, ‘die Priesterkleide’ and (the second time)  the sustained ‘Abendmahle’, ‘segnender 
Geberde’  and so on. The searing images carry tremendous weight by their sounds alone, as they 
roll off the tongue and palate.

The tessitura rises, and, in a sudden chilling ppp, the words ‘Sein Herz’ are sung in ‘normal’ voice. 
This must be icily clear, with the singer paying  careful  heed to the expressive cello part  that leads 
into and then follows the vocal phrase, descending in semiquavers away from a tied note. These 
semiquavers are vital in helping re-define the tempo for the equally horrifying ‘in blut’gen Fingern’, 
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which lies quite deep in the voice, and has to be projected strongly, perhaps even coarsely.The final 
vocal phrase is in cantabile, but the underlying horror should remain, and actual singing must still 
be avoided, especially for the melisma on ‘grausem’. The held note on the first syllable seems very 
long in context (similar to the ‘A-bend’ found earlier).
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A solution to the problem of maintaining a spoken quality could be to droop slightly away from the 
pitch before joining it to the triplet figure, which should be clearly defined. In the whole of the last 
section, the bass clarinet continues to have a strong relationship to the voice, especially at the very 
end. The two ‘voices’ can weave the final rallentando together, and the singer should be wary of 
getting too loud at the end. 

After the voice has finished, an eerie pause resolves onto a very short, desiccated chord, in readiness 
for the starved texture of the following piece13. 

No. 12.  Galgenlied (with picc, vla, vlc).

This movement is a tiny, sardonic Scherzo, with the voice piloting a heady accelerando that progresses 
in two distinct stages. It is important not to push forward too early, but only where marked in the 
score. Fast articulation is an absolute ‘must’, and several practice sessions will be needed for the 
text to run reliably at full speed, without jaw, lips and tongue seizing up. As in no. 10, lips can be 
in ‘pursed’ position throughout, but the feeling is very different. Sounds are harsher, with a good 
number of ‘i’ vowels, in the first part in particular.The stabbed onomatopoeia of ‘steckt’ is highly 
effective. Alliteration is also prevalent (‘die dürre Dirne;’ ‘wohllüstig wird sie’; ‘Schelm umhalsen’).

The opening words are set to an unusual rhythm, which makes it a little hard for the voice to establish 
a clear beat for the instruments to pick up. (A conductor would of course make things much easier.) 
The dotted rhythm on ‘Dirne’ is the danger point. The half-beat has to be cleared swiftly in time for 
the briefest of rests. It is important not to lose control of the following ‘mit’ but to hold it at a steady 
tempo. If the piece has a disciplined start, it can then take off excitingly at the marked points of 
forward momentum. Once the sentence beginning  ‘Schlank’ is launched,  there is really no time to 
take another breath until the very end of the piece; from ‘Zöpfchen’ onwards, it all lurches forward 
to a breathless, downward-plunging climax. The final rest is almost non-existent — there is just 
time for the re-attack. The piccolo has to be alert, to catch and place its tiny final flourish. The last 
few phrases offer a tongue-twisting challenge for the singer. (‘wird sie den Schelm umhalsen’ is a 
particularly severe test of lip and jaw flexibility)
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How should one characterise this text, with its ironic depiction of a scrawny, clinging harlot who is 
fixated on Pierrot? Here the speaker takes the role of observer, and it is unclear who this woman 
actually is — one of Pierrot’s rejected lovers, perhaps, or even the spirit of the art of poetry itself? 
The cloying fascination exerted by unhealthy and unwelcome influences has already been found in 
no. 5 Valse de Chopin and no. 7 Der Kranke Mond.

It can help to narrow the vocal sound to a piercing nasal twang throughout.This has the advantage 
of providing a clean edge to the tone, which will aid verbal clarity. After this short interlude of crazed 
burlesque, the impact of the more overtly dramatic and blood-curdling movements that follow, which 
form the work’s climactic centre, is even stronger by contrast.  

No. 13. Enthauptung14 (with pno, bass cl, vla,  vlc).

We now come to the most demanding and potentially tiring pair of movements in the whole work. 
They come in immediate succession, but are at least separated by a cool, lyrical instrumental 
passage — the only lengthy section without voice in the entire piece.

A rhetorical introduction, with the cello dominating in a heavily accented melody, leads into the 
voice’s description of yet another scene of terror for the hapless and eternally neurotic Pierrot, who 
sees himself continually menaced by nightmare visions of punishment for his sins15. Percussive 
‘silent’ consonants feature to great effect in the opening and closing paragraphs, and many carry 
great poetic impact: ‘Türkenschwert’, ‘schwarzen Seidenkissen’, ‘gespenstisch gross’, and,  later: 
‘Schlottern,’ ‘bricht’, and ‘es sause strafend schon’. In the middle section, rolled ‘r’s have a strong 
presence: ‘irrt ohne Rast umher; ‘starrt empor’. If possible, the authentic guttural German ‘r’ should 
be employed.

From the outset, words and tone need to be incisive, illustrating the opening statements, which 
describe the moon as a shining sword — this is, like the tobacco in no. 16, Turkish. In former times, 
‘Turkishness’ traditionally held a certain exotic glamour: for example, Cole Porter’s celebrated song 
The Physician from Nymph Errant (1933) even features ‘the best-looking doctor in the state’ ,whose 
attractiveness  is such that he looks ‘less like a doctor than a Turk’!.

For the next section, if there is no conductor, the viola’s meandering line in semiquavers needs to be 
followed closely by the singer in order to catch the point of re-entry. Tied syncopated notes following 
triplets on the line ‘Todes-ängsten zum Mond, dem blanken Türkenschwert’ have to be negotiated 
with utmost care. Ensemble can easily fall apart here, creating an awkward problem just before the 
exposed  instrumental passage in bar 16. Many run-throughs are often needed before this corner feels 
secure, and it all too often marks the only serious flaw in many a performance of my own experience. 
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The voice has then to take the lead for the next entry. The fast intake of breath can be audible, to 
illustrate the drama effectively, leading to a rapid build and accelerando to the frenetic climax . A 
screeching quality may have to be found for this, expelling as little air as possible. The final few 
phrases, like those of the preceding movement, will need practice, to keep all syllables coherent at 
such a hectic pace; ‘Es sause strafend schon’ can easily become unclear, and it would be a pity to 
have to hold back on this wild outburst. Tied notes can make it difficult for players to co-ordinate. 
The singer’s final few notes are very low and may prove problematic for lighter voices. Despite the 
dramatic effect made by agonised gasping, it is wise to keep breaths shallow and infrequent to 
avoid strain.  It is safe to breathe quickly after ‘Knie’ and ‘zusammen’, but it is not advisable to break 
the line again until ‘hernieder’ is reached. Similarly, it should not be necessary to breathe after the 
final ‘Mond’,  but merely to re-attack ‘das blanke Türkenschwert’, punching out the two adjacent ‘d’s 
clearly. Percussive elements in those last three words will certainly help to cut through the texture, 
though it has to be admitted that they are rarely fully audible. At least they can be snarled forcibly, in 
the knowledge that a rest is coming. 
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The long instrumental interlude which follows seems heaven-sent after such vocal rigours. Musical 
concentration cannot, however, be allowed to lapse while the voice is absent from the action. The 
nocturnal spell must not be broken, and an alert but calm posture should be maintained.

No. 14.  Die Kreuze (with pno; later fl, cl, vln, vlc).

This is perhaps the movement most guaranteed to expose any lack of tonal security and staying 
power on the part of the singer. Even experienced and highly accomplished singers can sound 
vulnerable and short of breath in such forceful, sustained phrases. As frequently found, marked 
slurs joining pairs of notes, sometimes unexpectedly, are the key to a successful and musically 
faithful performance. Significantly, this substantial piece was the last to be completed. Schoenberg’s 
stipulation of ‘ernst’ (serious) at the start of the vocal line, and then again at the re-entry on ‘Tot das 
Haupt’, seems to imply that this movement, of all, does not have ironic overtones.

First, a note on pronunciation: language scholars advise that, as found also in no. 6 Madonna, 
‘Verse’ is not, strictly speaking, a German word. The softer ‘French’  ‘V’ should be employed, rather 
than the usual German ‘F’. However, some other experts disagree, and regard this as over-fussy 
and a little out-moded.

The first part of Die Kreuze is a riveting dramatic duo for voice and piano, which makes virtuoso 
demands of the pianist. Intricate passagework and widely-spaced, clanging chords make an almost 
orchestral effect. The vocalist must aim for a weighty tone from the outset to match it. The voice part 
covers a huge range, and breathing places have to be organised in advance, to avoid petering out 
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at the ends of phrases. Rhythms can be flexible, with both participants as equal partners, listening 
acutely to one another.   

It is advisable to take a quick breath after the first ‘Kreuze’ in order to negotiate the scooped slur 
up on ‘(Ver-)se dran’ which then takes the phrase through to ‘(ver)-bluten’, after which another 
very quick snatch is necessary before the attack on ‘blind’. Explosive consonants help impel the 
sound. I have also found it helpful to take an extra shallow, almost imperceptible breath immediately 
after ‘geschlagen’. This makes sense verbally, and guarantees getting through to the end of the 
sentence, right up to ‘Gespensterschwärme’ without running out of steam. For these ringing high 
notes in Sprechstimme, vibrato can be employed to dramatic effect. The grisly image of the poet 
bleeding to death on the cross of his own verses surely calls for uninhibited expressionism at such 
a loud dynamic. 
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A highly decorative piano interlude provides a brief respite. A written ‘Luft-pause’ in the piano part 
helps both performers collect themselves and re-establish a pulse. The singer’s mood is now one of 
suppressed relish, describing the sword glorying in the spilled blood. The voice then surges violently 
up again for an anguished repeat of the opening lines. Once again, a good lung capacity is needed 
to project and sustain the fortissimo . 
 
This whole first section should not need conducting. It is essential for the singer to know the piano 
part in detail, marking important cues, such as the rhetorical two-chord phrase, as found at the 
opening, the repeat of which fits neatly into the gap between ‘Scharlach’ and ‘Heil’ge’. The leap up 
a seventh on ‘Verse’ can be flung into the air with abandon. During the long hold on ‘Dich’-(ter) the 
singer has to listen acutely to the piano’s rhythm during its spectacular ‘mini-cadenza’, so that the 
syncopations fit exactly. It is a relief to land safely on the low, paused (‘ver-) blu-’, and then to flick 
away the final syllable ‘-ten’ once the pause has settled.
 
As with the other ‘heavyweight’, quasi-religious movements (nos. 6 and 11), extremely long vowels, 
including diphthongs, help to carry the drama, often effectively framed by heavily percussive 
consonants: ‘Heil’ge Kreuze’; ‘blind geschlagen’; ‘Geier’; ‘Gespensterschwärme’; ‘Leiben’; 
‘prunkend’; ‘Scharlach’. The alliteration of ‘schwelgten Schwerte’ carries a gruesome emphasis, 
and the sibilant ‘Sch’ spikes such phrases to great effect. As usual, one should always be aware 
of the characteristically Viennese pronunciation of the ‘ei’ vowels which proliferate here. Coming 
from Norfolk, I have had to make a special effort to avoid veering towards an ‘eu’ as opposed to the 
correct, brighter sound.   
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The last paragraph offers a complete contrast in mood. Many conductors start to beat again at this 
point in the movement, after the pause that marks the ensemble’s entry. In any case, after this, 
the voice should take a positive lead in clarifying a steady quaver pulse. The starved col legno of 
the violin seems to depict the dryness of the corpse (another case of clanking bones as in no. 10). 
Syllables here also reward attention: lengthy monothongs portray the images with uncanny aptness. 
Plotting the consonants accurately is helpful : especially the final ‘t’s of ‘Haupt’ , and ‘erstarrt’ (those of 
the latter can be placed on the following beat, providing a springboard for the players, remembering 
always to roll the ‘r’s).
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The muted syncopations of the strings should have a light bounce, and the line ‘verweht der Lärm 
des Pöbels’ is to be enunciated very distinctly, with syllables slightly separated and consonants 
neatly in place. In contrast, the next phrase  invites a more legato treatment, indulging in the liquid 
consonants which predominate (‘Langsam sinkt’ etc.).  Dynamics and tessitura now rise again, 
and there is a final test of energy and stamina for the last vocal entry, which is exceptionally violent 
and impassioned. The descending interval on ‘Verse’ is so wide that a full glissando  is easily 
practicable. 

Thankfully, a ferocious instrumental postlude gives the voice a brief rest, although the feeling of 
desperation has to be sustained right up to the end of the movement (and of the section). A short 
pause should suffice, to change gear mentally for the contrasting final section of the work, in which 
faint stirrings of secret longing gradually bring a lightening of mood.

PIERROT LUNAIRE, Part III

A poignant stab of homesickness now enters the picture, and eventually gains a hold on Pierrot’s 
senses, although there are still some appalling scenes of torture to come, in which Pierrot himself 
assumes the role of tormentor. The moon continues to exert its influence, disturbing at first and cruelly 
mocking. Later it becomes the means of propulsion for Pierrot’s journey of escape to normality, after 
the perils of the night. His restless spirit is soothed by the re-discovery of the contentment he used 
to cherish in his Italian homeland of Bergamo.

No. 15.  Heimweh (with pno, cl, vln).

Several singer-musicians of my acquaintance admit to finding this movement especially elusive 
and musically challenging. Its constant fluctuations of tempo and mood are quite difficult to capture, 
and are perhaps liable to expose insecurities of ensemble in the context of a full performance. 
This may well have something to do with its position at the start of the new section, with its sudden 
radical change of atmosphere, and temporary relief from stressful terrors and nightmare visions. 
Concentration may need to be re-focused, incorporating the unwonted wave of nostalgia that now 
wafts across the scene.

The Narrator tells of Pierrot’s sudden change of demeanour, as he feels a yearning for home, 
awakening memories of his birthplace of Bergamo, where pantomime originated. The text’s tone is still 
faintly mocking, making fun of his quaint, new-found sentimentality. But passions and temperatures 
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rise dramatically for the second half of the poem, as Pierrot’s soul responds exultantly to the moon’s 
blazing light, which releases his unsuppressed cries of longing. This abandonment to the moon’s 
intoxicating effect can be compared with that of the opening movement, and it paves the way for 
more overtly physical images of violent passion, which then tip over into cruelty, in the movements 
that follow. Extremes of emotion are mirrored by a wide-ranging tessitura and a broad spectrum of 
dynamics.

The light, forward-placed German ‘l’s play a significant role in the main (repeated) lines of the poem, 
and ‘s’s (soft and hard) (as in ‘Seufzen’), and ‘w(v)’s also feature, often with onomatopoeic effect. 
At the start, and, crucially, in the last impassioned outburst, prolonged vowels are used tellingly for 
key words such as ‘klagend’, ‘Trauermienen’, ‘bleichen ’, ‘Mondes’, ‘Sehnsucht’, and, especially, the 
crowning ‘He-imat Himmel’. 
 
The instrumental introduction is full of fanciful detail, conveying a mixture of saccharine longing 
(the violin in wheedling vein) and sardonic chortling (the clarinet’s staccato). The voice opens with 
a soft, sighing line (marked ‘sehr zart’ — very tender). This lies quite high, presenting an immediate 
danger of lapsing into normal singing. It can perhaps best be avoided by employing a breathy tone, 
narrowing the ‘ie’ vowel by slightly lowering the palate. In the absence of a conductor, the lead into 
tempo on ‘(Pan-to)-mime’ has to be the singer’s responsibility. The shorter syllables, moving mainly 
in semiquavers, must be well-controlled and can be slightly separated.

The next phrase is a gift to the interpreter. There can be a small glissando down on ‘hölzern’, but 
this should not pre-empt the exaggerated tremolando slides on each note of the triplet on ‘sen-ti-
men-tal’. The vocalist can give full rein to the imagination here to make a ‘scoffing’ effect, but must 
take care to end with a rhythmically accurate ‘geworden’ to which the violin (the main soloist in this 
movement) can respond.
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The interplay between voice and violin continues through a free passage up to the next crucial return 
to strict tempo (‘Sin-ne wieder’). Here again the players will depend on the clarity of the singer’s 
rhythm, so that the ‘dully resounding’ sequences of staccato chords that accompany her in a sort of 
‘clockwork doll’ passage can be mechanically precise.

It is in the next purely instrumental build-up, where the violin plays a dominant role,  that things can 
go badly awry at the early stages of performing the work. Counting through the vocal tacet and 
coming in again with confidence is not at all easy, unless a conductor is present, or until one is very 
familiar with the way this complex passage sounds. Since the voice’s re-entry marks a considerable 
change of mood and emphasis, it cannot afford to sound tentative.

In the ensuing series of surging phrases, which rise to a peak of great intensity, there are certain 
moments that involve elongated vowels, and these will require care to prevent the tone from 
sounding too ‘sung’. Lines do at least undulate sufficiently to allow for expressive portamenti. As 
often in this movement, there is much rubato, and the violin complements and alternates with the 
voice’s passionate outpourings (vibrato is appropriate here and need not be stifled). Breath control 
and stamina will be put to the test. It could be helpful to snatch a quick breath after ‘Fluten’ so that 
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‘Sehn-sucht’ can be given its full weight. Another full breath will surely be needed after ‘empor’ . For 
the very high, ‘Hei-mat Him-mel’ (this is virtually shouted), the pitches should be clearly separated, 
and the voice supported fully, preventing too much air from escaping. A glottal re-attack in the middle 
of ‘hinauf’ can make it even clearer.
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There is then a brief moment of rest for the voice, to regain poise, and to revert to the sugary 
breathiness of the repeat of the opening line. The ‘-ie’ of ‘Lieblich’ has to be held very securely on 
the pause. Too cautious a pianissimo with the added huskiness could result in the sound stopping 
inadvertently. The singer must wait for the piano to re-attack the chord, after the pedal is lifted to 
produce the harmonic resonance, before moving on. The rhythm of the last few short syllables has 
to synchronise exactly with the violin. It may be helpful to begin the ‘ll’ of ‘krystallnes’ a little early, in 
order to bend the pitch, and glide gently down into a natural speaking inflection on ‘Seufzen’, falling 
away on the final syllable.   

No. 16. Gemeinheit (with pno, picc, cl, vln, vlc).

This poem relates a rather repulsive anecdote of torture and humiliation, in which the ingredient 
of sardonic humour is nevertheless present. No detail is spared. With brutal nonchalance, Pierrot 
is boring a hole into the head of the bald Cassander (or Pantaloon, as he is known in commedia 
dell’arte). He then stuffs in some tobacco, and smokes the wretched man like a pipe. Casual asides 
emphasise the unabashed sadism. There is no hint of Pierrot’s vulnerability here: he seems entirely 
confident in his horrible intent. 

The cello’s aggressive solo, in the bridge passage between nos.15 and 16, abruptly changes the 
atmosphere, and then, at the new tempo, sets up relentlessly scrubbing rhythmic semiquavers, over 
which the voice projects a sharp, cutting line, with notes quasi-staccato, clearly defined16. Tongue 
and soft palate are constantly engaged in explosive guttural sounds (‘k’, ‘ch’) and syllables remain 
mostly short and sharp. Vowels are occasionally exaggerated for grimly humorous purpose: note 
the long ‘o’s of ‘bohrt Pierrot’ and, later, ‘Rohr’. Drawn-out diphthongs, for the sarcastic ‘Heuchler’ 
(holy) and ‘zärtlich’ (tenderly), underline the satire. These inject an element of sacrilegious ritual — a 
wicked parody of that aspect already found in nos. 6, 11 and 14. The casually thrown-away line ‘Einen 
Schädelbohrer’ (a skull-borer) will be all the more shocking for being enunciated without emphasis. 
It is marked ‘trocken’ (dry) — a rare instance of Schoenberg dictating an actual tone quality. Quick 
reactions are needed for the psychotic mood-changes. The audience will be listening especially 
keenly, as tends to happen with a relatively straightforward narrative, especially a bloodthirsty one. 
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The next vocal entry, at bar 9, is quite difficult to gauge: after a free passage of whirling figures, 
things suddenly become very quiet. The piccolo has high reiterated semiquavers, but these are 
so soft that it is possible to miss the first beat of the new bar. It helps if the player ‘places’ this 
a little (as with the high note preceding ‘melancolisch’ near the end of no. 5 Valse de Chopin). 
The narrator takes off again, in stabbing rhythms, making sure to emphasise the irony of the ‘best 
Turkish tobacco’. The vowels of ‘Ta-bak’ can be smooth and legato in contrast to the shorter attacks 
surrounding them. Accents must be observed assiduously. There is another devastatingly cruel 
aside (‘whilst his screams rend the air’), and this has to be in tempo, crisply defined yet as natural 
as possible in delivery.
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As the scene proceeds, there can be a danger of the instruments starting to enjoy their sparkling 
textures a little too much, engulfing the voice. Dynamics here are all-important. ‘In die glatte Glatze’ 
is the phrase that most often suffers from inaudibility, and the singer may have to work extra hard 
to put this across, since the end of the phrase travels downward. Players have sometimes to be 
reminded to co-operate and listen sympathetically.

The change of mood for the final phrases is superbly managed by Schoenberg: the music suddenly 
assumes an exaggeratedly relaxed air, as Pierrot leans back and smokes his grisly ‘pipe’ with 
disgusting relish. The words ‘behaglich’, ‘schmaucht’ and ‘pafft’ (also the earlier ‘stopft’), with their 
rewardingly  penetrating sonic qualities, convey their meanings most graphically. The repetition of  
‘genuine Turkish tobacco’ illustrates Pierrot’s callous pleasure in torturing his victim.
 
The movement’s final vocal line requires some strength. A harsh, biting tone throughout is suitable 
and should prove vocally practicable. It is up to the singer to steer a course between viciousness and 
light-hearted parody — energised yet detached. The brief instrumental postlude seems to chuckle 
conspiratorially, in preparation for the next movement.   

No. 17.  Parodie (with pno, picc, cl, vla).

This, my personal favourite, is a wonderfully witty piece, full of ear-catching detail and fascinating 
interplay, especially in the brilliant canon between voice and viola at the start. It is a good idea to 
find a distinctive ‘crone‘ voice for the old lady — one that is flexible enough to negotiate the intricate 
patterns of the lines — perhaps a thinnish ‘croak’. The melismas that feature in the opening section 
are rare in Pierrot — only the decorative ‘Schneemann’ of no. 9 is comparable (see p. 73).
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The upward slide on ‘Strick-‘ should be made much of. It lies well, and should come off every time, 
closely imitating the viola’s version.  One has to be very strict with rhythms here: the tied dotted note 
on ‘Grau-en’, for instance, needs careful placing.  The trill on ‘murmelnd’ can be articulated clearly 
and rhythmically to excellent effect. The following phrase requires full concentration to plot the brief 
rests accurately, keeping the beat constant; ensemble may otherwise be at risk.
 
In the next passage, beginning ‘Sie wartet’ there is surprisingly little time between entries, and it is 
easy to get carried away listening to the viola and arrive late on ‘Sie liebt’ and ‘Pierrot’.  Schoenberg’s 
rhythms are never predictable or mechanical. The coloratura figures can be shaped in a suitably 
maudlin and parodistic manner, making sure to avoid ‘singing’ in the upper reaches.
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As with no. 10, successions of short syllables keep lips and teeth in gentle contact. As well as the 
slick percussive sounds in ‘strick’- and ‘blinkend’, the liquid consonants, especially the ‘l’s, contribute 
to a nimble lightness of texture. The second appearance of the opening line, with its characteristic 
upward flick, is underpinned by the piano’s accented left hand. 

The sudden change of pace and atmosphere in the centre of the movement may  cause problems 
when there is no conductor. It helps if the players just ‘place’ the pianissimo entry on the bar-line after 
the clarinet’s soft staccato climb. (This makes a direct parallel with bar 9 in no. 16) .The singer has to 
catch hold of the tempo right away, keeping semiquavers clear and steady. The very quiet dynamics 
are crucial, and it is better not to breathe in the rests in this passage. ‘Horch’ is a rather difficult word 
to articulate fast. (Remember that the ‘ch’ is the ‘soft version, not the guttural one; there is quite a 
distance for the tongue to cover, from the rolled ‘r’ position). It is important not to get louder when 
excitement mounts. The hushed staccato is marvellously effective, and the verb ‘kichert’ (giggles) is 
especially felicitous in capturing the image. Separating syllables helps to clarify the text, highlighting 
the  explosive consonants (‘plötzlich’; ‘Windhauch’), to winning effect.
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A crueller note now enters the picture: the moon makes fun of the gleaming knitting needles wielded 
by Pierrot’s frustrated lover. At the last a tempo, the voice carries the responsibility of setting 
everything to rights. Everyone must keep together for the phrase ‘äfft nach mit seinen Strahlen’. The 
lingering  ‘äfft’ (meaning ‘apes’ — as a verb), can serve as a jumping-off point, and  the instruments 
can then pick up the beat. This is a difficult corner to negotiate, and may rock the boat a little at 
first. The piccolo, now playing the part of the moon, leads a repeat of the opening glissando motif 
in a piercingly high register. The singer follows on for the coda, keeping rhythm as tight as possible. 
The final instrumental fragments are extremely exposed, and many a performance has faltered at 
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this juncture, so forewarned is fore-armed! As one nears the end of the work, any slight lapse in 
concentration can be disastrous.

It is interesting that in movements packed full of expressive detail and changes of pace, such as 
this one and no. 15 Heimweh, Schoenberg does not give extra instructions, but lets the music alone 
take care of the interpretation.

No. 18. Der Mondfleck (with pno, picc, cl, vln, vlc).

This movement has, understandably, been the focus of particular attention from musicologists and 
composers, enthralled by its ingenious structure and beautifully managed compositional devices. 
However, perhaps surprisingly, it is relatively straightforward for the singer. The prerequisite is the 
ability to keep an unwavering pulse throughout. For once there is no rubato to worry about; the tempo 
remains constant. A penetrating quality will be needed from the outset. If there is no conductor, 
everything hangs on the clarity of the opening ‘Einen’. If ensemble sags or falters, there is little hope 
of recovery, so dense is the instrumental texture, with its twinkling detail, illustrating the moonlit 
landscape, through which Pierrot strides, bent on adventure.

If the work is conducted, it is usually in crotchet beats, but some prefer sub-dividing into quavers. 
Consonants strongly affect the rhythmic impetus, and their placing is crucial. Percussive sounds 
predominate, especially the explosive ones such as ‘s’, ‘sch, ‘t’, ‘tz’, and, a little later, ‘d’ and ‘g’, not 
forgetting the onomatopoeic, repeated ‘wischt’. This, appropriately, depicts Pierrot’s frantic rubbing 
and wiping gestures17 in his attempt to remove the white moon-spot from his jacket. Beats have to 
be strongly marked, and the singer must always strive to cut clearly through the ensemble. There is 
all too often a balance problem in this movement. 

The fact that the poem is a straight third-person narrative is helpful. It is rather easier to deal with 
than a text with more complex psychological undertones. Pierrot’s personal contribution comes in 
quoted speech, often in sudden ejaculations: ‘Plötzlich’, ‘Warte’, ‘Doch’. Words are set in natural 
speech rhythms and inflections, and the tessitura is easily manageable. Throughout the piece, rests 
have to be counted carefully, as not all of them fall as expected.
  
In the central core of the movement, as this mini-drama of the indelible moonspot unfolds, accents 
and small dynamic details assume exceptional significance. The action is illustrated perfectly by them 
with no need for extra histrionics (see Practicalities and Settings, Endnote 3, p. 51). Schoenberg 
does dictate the gradual accumulation of Pierrot’s rage and bile, by inserting ärgerlich (angry) and 
erregt (infuriated) over the vocal part.   

This movement perhaps requires less soul-searching than some of the others — it merely needs 
forthright projection. There are just a couple of potentially hazardous rhythms which might threaten 
perfect ensemble: a pair of quirkily-grouped sextuplet figures, where verbal stresses seem to go 
against the grain. The first, on ‘aufzusuchen Glück und Abenteuer’ is the more difficult. Not only 
does it require a bit of verbal dexterity, making sure to avoid putting in extra umlauts, but it has to be 
cleared quickly, ready to re-establish a steady beat.
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The other one comes near the end, on ‘bis an den frühen Morgen’, and has an awkward rest just 
before it, as well as an important stress on the last ‘reibt’. This  has to be clipped off smartly in order 
to start the sextuplet semiquavers in time. Again a regular beat must be re-set instantly, in readiness 
for the deftly casual final phrase. This is suddenly quiet, and entirely without emphasis or any hint 
of slowing down. It has to co-ordinate with the violin, and, at the same time, must seem poised and 
effortless, as the dense textures unravel and become sparser. 

As the movement peters out, it will be all too obvious if instruments are not together — many an 
embarrassing moment has been experienced here even by established ensembles! The final entry of 
‘einen weissen Fleck’ bears the interesting instruction komisch bedeutsam — perhaps best translated 
as ‘humorously significant’ — a subtle requirement at such a hectic moment, but a reminder of the 
lurking irony of Pierrot’s working himself into a pother over such a minor annoyance.

No. 19. Serenade (with pno, vlc).

This movement carries the last of all the nightmare visions, as Pierrot lingers just a little longer under 
the moon’s sinister influence. It is another descriptive vignette, featuring callous cruelty, couched 
within some seductive, yet satirical waltz passages. As in no. 16 the bald Cassander (or Pantaloon) 
is the victim of Pierrot’s gleeful bullying. Here the cellist’s role is vital, assuming, in grand virtuoso 
manner, the role of the ‘grotesque giant viola’ of the poem. (The soprano Alison Smart describes this 
as ‘the original viola joke’). Even when a conductor is engaged, this movement is often performed 
as chamber music. The freedom gained from the three performers interacting spontaneously makes 
quite a difference to the impact of this, the last of the highly active melodramas.

The long introduction (the longest of all in the work) is full of fantasy and stylised, decadent 
romanticism, with some exaggerated soloistic gestures, glissandos and staccatos. The lighter side of 
Viennese music is parodied with tongue-in-cheek aplomb. The characters in this setting are always 
clearly defined. Savagely active passagework contrasts  with dreamy waltz sections, which may be 
compared with those in nos. 2 and 5. 
 
The singer has to control a vital  lead into the first clear tempo, at the word ‘groteskem’, after the 
cello’s indulgent solo has slowed things to a virtual halt. Once the rhythm has picked up, there 
are some elusive details to negotiate: swaying triplets and fast- moving syllables, and a winningly 
capricious sextuplet figure, akin to those in no. 18, on ‘wie der Storch auf einem Beine’ (a delightful 
image of a stork perched on one leg). The word ‘knipst’ (nips) has to be snapped off neatly, and it 
is followed by an appropriately mournful delivery of ‘trüb, and ‘ein Pizzicato’ — perhaps the most 
obvious example of vocal word painting in the entire work.
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After a spectacular solo cello cadenza, there is an abrupt change: the bald-headed nuisance 
Cassander makes his appearance, ‘furious at the night-time virtuoso’. From the musing, pre-occupied 
manner of the opening, the voice should now acquire an incisive edge for the angry eruption of 
heightened activity. As in the major ‘expressionistic’ scenas in the work, this movement contrasts 
sharp percussive sounds with prolonged vowels that highlight key words. ‘Wütend’ must be projected 
strongly. It helps to linger on the vocalised ‘w’, supporting it well.
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The gentle, lilting waltz that follows should have a one-in-a-bar feel, even though there are no 
actual downbeats written — the singer must therefore be sure to keep things moving along18. Only 
a sforzando ‘kratzt’ (much exaggerated in some performances)19 interrupts the flow.

The cellos’s ravishing high note after this, cruising down a minor tenth, creates a moment of magic. 
Again there is a rude awakening, this time at Cassander’s expense. The voice’s next entry needs 
good timing and quick articulation. A brisk pace continues until the slowing staccato, on ‘mit der’, 
brings a rallying point. The singer needs to listen to the piano here, and then to be extremely careful 
not to rush the cello through the intricacies it now has to negotiate. 

The held high note on ‘träum- (end)’ serves as the suspended upbeat of yet another swooning waltz 
passage, and it is  up to the cello and the piano to take the lead into the next tempo. Once again, 
a swinging one-in-a bar metre has to be achieved, in spite of the cello’s tortuously elaborate line. 
The voice at last has a clear waltz melody in simple note values. Performances do occasionally 
judder here, resulting in an awkward scramble until things calm down. The singer needs always to 
enunciate the words in precise rhythm, avoiding any temptation to rush ahead. The verb ‘spielt’ can 
be accented a little, to emphasise its meaning. In this final vocal passage, there are cross rhythms 
between the voice and the two players, and it may be a while before they start to feel natural.

There is a wonderfully evocative postlude after the voice has finished: the cello eventually winds down 
to its lowest register. The music comes to a halt, just before a brief, rhetorical violin figure heralds 
the imminent arrival of the barcarolle that is to portray Pierrot’s homeward journey. A sparkling flute 
arpeggio leads without a break into the strings’ pizzicato rhythms, which set up the gentle rocking 
motion of the following movement. 

No. 20. Heimfahrt (with pno, fl, cl, vln, vlc).

This barcarolle brings such sweet relief from the rigours of high drama and terror (and their demands 
on vocal stamina) that there could be a genuine problem of maintaining sufficient involvement; 
a danger of relaxing early or failing to articulate effectively. There is also the fact that, at this 
stage, the finishing tape is now in sight, and the psychological effect of this could be to stumble at
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the penultimate hurdle. I sometimes find a similar dip in concentration can occur around no. 5, once 
the opening movements have been safely dispatched.

Without a conductor, the singer has to count beats in this movement with great care. The instrumental 
introduction sets the tone in gently playful style, with bubbly textures suggestive of watery landscapes 
and bobbing boats. As usual, all is not as straightforward as it may seem, and there are some 
unexpected entries and uneven phrase lengths. A dancing lilt has to be kept going throughout in 
a mood of happy anticipation, despite occasional hold-ups and cross-rhythms. There are many 
attractive details in the scoring, and some flexible use of rubato, which should  always feel natural 
and unforced.  Tone quality can certainly be lighter here, even a little breathy if liked, but consonants 
must be enunciated distinctly. As ever, when the lines delve into a lower tessitura, the opportunity 
can be taken to ‘speak’ naturally: for example ‘dient als Boot’ and ‘Reisewind’ can be delivered as if 
casually imparting information.
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Any sibilance in the text enhances the sense of wonder and expectancy, and can be fully exploited. 
It is enjoyable to respond subtly to instrumental details, such as that perky triplet just before ‘drauf 
fährt Pierrot gen Süden’, and the even more sprightly flute figures, with grace notes, which precede 
‘Der Strom summt tiefe Skalen’. The juxtaposition of the flute’s high notes with the talk of ‘humming 
low scales’ might well be a gentle Schoenbergian joke, neatly avoiding the obvious.

As befits the calmer atmosphere, and the benign and hopeful mood, the text’s sonic palette is 
smooth, gentle and mellifluous, with many soothing ‘m’s and soft ‘s/z’s.  The murmured flow of words 
like ‘summt’ — onomatopoeia again — and ‘wiegt’ is highly apt, and, throughout, the watery images 
are enhanced by soft, ‘lapping’ consonants including rolled ‘r’s and delicate ‘l’s.

After ‘leichten Kahn’ there is another potentially awkward ensemble moment: the freely ‘rocking’ motif 
on the strings at bar 14 has to be delineated clearly for the singer, who must know  exactly where 
to place the next entry on ‘Der Mondstrahl’, and take a firm lead thereafter, until the buoyant tempo 
resumes in a particularly catchy passage of cross-rhythms. Excitement mounts, as the horizon 
is viewed, gradually brightening. The Sprecherin has to convey this, by sustaining the intensity,  
keeping vivid pictures in the mind’s eye.
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A gentle close takes the voice part quite high at the ends of the last two fragments. At such a late 
point in the work, there may even be a temptation to ‘sing’, so inflecting swiftly away from the notes 
will help avoid this. The voice can flick off the pitches as if speaking expressively, with perhaps a 
hint of ecstatic whispering in the tone. A lovely postlude continues the happy progress of the journey 
home, repeating the opening barcarolle theme before settling to a calm conclusion.  

There is barely a hiatus before the last movement, so the singer must take breath in readiness for 
an immediate entry, poised and rapt.  

No. 21. O Alter Duft (with pno, fl/picc, cl/bass cl, vln/vla, vlc).

The opening of this last movement is famously challenging. A few vocalists even now see it as a 
reason to abandon Sprechstimme altogether. They sing it in normal voice, but very softly without 
vibrato. It is indeed extremely difficult to keep a speaking quality when notes move slowly in narrow 
intervals, and are in unison with the piano’s melody (see Notation and its Implications, p. 38). 
 
I believe one solution is to find a timbre that could not be mistaken for actual singing. An awestruck 
breathiness could be quite appropriate here. This does, of course, mean that the breath supply will 
be exhausted sooner, so extra support is needed. This should heighten the sense of involvement, 
and keep the audience on their toes. Intensity cannot be allowed to slacken, at this moving resolution 
of the whole musical and dramatic pilgrimage. A feeling of peaceful acceptance and fresh delight 
comes with a series of personal avowals, as the poet realises that the nightmares really have passed. 
The love of familiar things has been regained, and sunlight has overcome the soul’s nocturnal 
darkness.

It is extremely important that the singer’s opening breath is a full one, and that air is not wasted 
during the initial phrases. Despite the soft dynamic, consonants should remain loud, as if whispering 
intensely. Consistent inflections down from each note, once touched, will help avoid the ‘sung’ effect 
that results from holding the pitches steady. Appropriately, the text is full of beautiful silvery sounds 
and lingering consonants. In fact, moving on to consonants speedily can be helpful in achieving a 
natural effect: for instance for the ‘l’ and ‘r’ of ‘alter’  and the ‘M’ and ‘n’ of ‘Märchenzeit’. The rolled 
‘r’ of ‘berauschest’ is also something of a boon, as is the sibilant ‘sch’.  It is quite a relief to reach the 
long ‘nn’ of ‘Sinne’.

The following group of phrases, by contrast, invites a natural speaking tone. Details of pronunciation 
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here will demonstrate a grasp of idiomatic German (or the lack of it). It should be remembered that 
the ‘ l’ in ‘Schelmerein’ places the tongue much nearer to the teeth than with an English ‘l’, and, as 
ever, the ‘ei’ vowel should be kept bright and not too rounded. This kind of detail always makes a 
marked difference when aiming to sound authentic. ‘Durchschwirrt’ is quite a mouthful.  The ‘ch’ of 
‘Durch’-is not the darker, more guttural ‘ch’ as in ‘Nacht’,  but the lighter, gentler version, placed more 
forward, as in ‘nicht’. Tongue and lips have to be very flexible to negotiate these syllables. The ‘i’ 
vowel is very short, and the rolled double ‘r’ enhances the poetic word-painting.  I have always found 
that ‘die leichte Luft’ can be ‘spoken’ quite easily on the given pitches. 
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The bouncy instrumental syncopations that precede ‘ein glückhaft Wünschen’ are very helpful in 
setting off the vocal response with equally precise rhythms, aptly portraying ‘roguishness’. The 
phrasing at this point, encompassing a slowing-down and then a sudden return to tempo, needs 
special consideration. There are two clear choices: to breathe after ‘froh’ or, alternatively, after 
‘Freuden’. I favour the latter, as it follows the flow of the music better, and has the advantage of 
putting the last part of the sentence in parenthesis, making the text’s meaning clearer. (It must of 
course be a quick breath). I feel it is a pity to interrupt the line after ‘froh’, as the phrase is such a 
shapely one. 

The separation of syllables in composite German words, such as ‘verachtet’ is a subject for discussion. 
Austro-German musicians and linguists I have consulted so far do not seem to have a strong view 
on this, and there is little consistency in their performances. It seems to be a matter of personal 
taste. To re-articulate, with an extra glottal attack on ‘-achtet’ certainly aids clarity. There are many 
other such instances throughout Pierrot Lunaire. One should always make sure to have enough 
breath to exploit the sighing curve down on the ‘-ach’ syllable.

The opening melody is  now repeated, with Schoenberg reminding us, in case it should be necessary, 
that the mood should be sehr innig (extremely inward) — an indication often found in classic German 
lieder. This time there is no lingering on ‘Mär-(chenzeit’), and the line descends to a sustained ‘mich’, 
which can be allowed to die away naturally in a downward inflection, closing on to the consonants 
in good time, while listening alertly. The reason for this is that the very quiet piano chord before the 
re-entry is often barely audible. In early unconducted performances, I was often nervous of missing 
it. It is vital to have a confident attack on ‘All’ (remembering those authentic German ‘l’s). These final 
affirmations of the simple pleasures of life require much concentration — they have to be intimate 
yet compelling.The vocal lines undulate flexibly, and the many soothing ‘m’ sounds can be relished, 
as also the later vocalised ‘w’ of ‘Welt’ and ‘Weiten’. ‘Sonnumrahmten’ is another composite word 
needing attention. The ‘um’ can have a new glottal attack. Near the end, high pitches may again 
tempt one to start singing.Once the line slows down for ‘träum hinaus’, portamenti will certainly need 
to be employed, in curving down a little from the final prolonged syllable (there can be a glottal re-
attack in the middle of ‘hinaus’. The ‘l’ of ‘sel-(ge)’ may then be used to travel comfortably upwards 
to the next pitch.
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These final phrases are incredibly moving. Extra breath on the sound can enhance the mood of joy 
and wonder. There are two schools of thought as to the moment when the instruments should start 
to play their chordal melody at bar 26:  either with the ‘-ten’ of ‘Weiten’ (as in my score), or after the 
singer has finished the phrase, as found in some early performances20. 
 
At the very end, when inflecting downwards from ‘Duft’, it is important for the ‘ft’ to synchronise 
with the instruments’ downbeat, so that discipline and precision are maintained to the very last. 
The work’s final vocal utterance: ‘aus Märchenzeit,’ comes as a  blissful, lingering sigh, and, once 
the final low pitch has been reached, the voice can trail away in a long, barely voiced whisper, not 
neglecting the final ‘t’.         

A committed performance should result in a rapt silence from the audience, before they applaud and 
break the spell21. The powerful impact of the whole work always succeeds in drawing people in, even 
those initially wary of this great and perpetually radical music drama.

Endnotes
1 Allen Shawn (2002: 144–145, 148) notes that, in addition to the fact that the work’s opus 

number and number of movements are in exact accordance, it is in bar 21 of this movement 
that Pierrot’s name first occurs. (It is also not by coincidence that Schoenberg’s Op. 15, the song 
cycle Das Buch der Hängenden Gärten has 15 settings). Shawn describes other instances of 
Schoenberg’s obsession with numbers.

2 Claudia Maria Knispel, in the programme note for the CD Ein Clown hinter den Masken der 
Musik (see Pierrot Discography, entry for 1999, p. 189) believes that the opening phrase is a 
quote from Richard Strauss’s Ein Heldenleben.

3 Boulez (see Boulez and Adorno 2001) says that the clarinet’s high note coinciding with the 
singer’s ‘metallischen’ has to be softer so as not to drown the voice.

4 ‘I seem to have had an altogether much naïver view of these poems than most people have 
and am still not quite uncertain that this is entirely justified. Anyway I am not responsible for 
what people want to read into the text.’ (Letter to Marya Freund, Dec. 30th, 1922 in Arnold 
Schoenberg: Letters, also found in Schoenberg 1988).

5 Robert Craft, in his programme note for Anja Silja’s performance of Pierrot (which he conducts 
— see Pierrot Discography, p. 189), believes that the basic tempo for this movement should be 
slower than Schoenberg’s metronome marking (q = 96 –100).

6 Robert Craft (see above, Endnote 5) also notes that the line ‘Dort auf des Himmels schwarzem 
Pfühl’ is the longest passage of unaccompanied Sprechstimme in the whole work.

7 Pierre Boulez (see Boulez and Adorno 2001) says that, although Part II has more terrors (than 
Part I),  it is a ‘game of fear’, such as one encounters in African theatre, with sudden bursts of 
fear followed by irony, as fear is cast off.
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8 Boulez (see Boulez and Adorno 2001) also sees the cello’s sudden ‘scrape’ at the end of Nacht, 
as a ‘spiel’, ‘getting rid of fear’.  

9 See Dunsby 1992: 51, as already mentioned.

10 Different editions of the Hartleben translations, first published in full in 1893, are mentioned in 
Richter 2001: xvi, xxiii (Translator’s Note, incl. Footnotes). These probably account for such 
small verbal discrepancies. Schoenberg is believed to have used a 1911 edition. 

11 This was Julian Jacobson (see Case Studies, p. 133).

12 ‘My Public’ in Schoenberg 1975: 98–99.

13 According to Pierre Boulez (see Boulez and Adorno 2001: 83) the final instrumental pianissimo 
passage after the dreadful images of ‘bloody fingers’ dispels the horror. 

14 See Richter 2001: xvii for the gruesome significance of this movement in terms of Hartleben’s 
own demise.

15 Pierre Boulez reminds us that is still a ‘game of fear’ (see Boulez and Adorno 2001: 82). Pierrot 
only imagines the sword is descending on his head.

16 This movement has been described as a Polka (an extremely demonic one!) by Claudia Maria 
Krispel (see Endnote 2, above). 

17 See: Informal Meeting with Richard Hoffmann, p. 173.

18 There is a similar instance in bars 21–26 of  no. 2 Colombine.

19 Mary Thomas makes hilarious capital of this in both her recorded versions (see Pierrot 
Discography, entries for 1973, pp. 187–88).

20 Advised by Hans Keller, the Vesuvius Ensemble made a clear gap before re-entry with the 
repeat of the opening theme, after the vocal phrase ending with ‘Weiten’ had finished. Some 
earlier versions do likewise, and they include that directed by Schoenberg himself with Erika 
Stiedry-Wagner, so must be presumed to be authentic. However the composer’s manuscript 
gives no indication of any such modification, and the instrumental entry is marked to coincide 
with the second syllable of ‘Wei-ten’, as it is in the printed (Universal Edition) score.

21 Egon Wellesz, in a lecture delivered in 1957 (see text in Wellesz 1957), reflected on the 
significance of the final movement as Schoenberg’s personal response to events in the world 
around him: ‘What he experienced is expressed in the words and music of the last piece of, in 
the nostlagic mood of ‘O alter Duft aus Märchenzeit’ . He felt that a great period of civilization 
was coming to an end, the world of his youth.’
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AFTERWORD

‘...if Schoenberg had written nothing else, this work alone would be sufficient to assure him a 
place apart in musical history’ (Cecil Gray 1924)

Rarely does a piece provide such a constant wellspring for new ideas and thoughts. The combination 
of words and music sets in motion a whirling vortex of cross-references, assailing the mind and its 
eye.  The imagination is stimulated by allusions, strange resonances and fantasies. The audience 
has to be drawn into this mysterious world of heightened sensibility.

Pierrot Lunaire combines so many ingredients: of late Romanticism and impending modernism, of 
conscious Expressionism and lighter cabaret modes. Despite some deliberately artificial, stylised 
moments, the interpreter has to identify inwardly with the text, rather than merely assuming a self-
consciously knowing and mocking veneer. It is ‘High Art’ without superficiality, and sentimentality 
has always to be avoided. Humour is a prime component, often malicious but, at the very end, 
innocent and unclouded.

Standard operatic roles and music theatre pieces call for a focused character-based interpretation, 
but Pierrot is much harder to pin down, being always subject to shifting perceptions. Sprechstimme, 
using an extreme form of the natural resources we all have, seems to be the ideal means to convey 
hypersensitivy and vulnerability: it is real yet unreal, and capable of almost limitless subtleties 
and inflections.Its very other-worldliness makes it the perfect medium to free the singer from the 
restrictions and inhibitions of conventional, ‘correct’ voice production

In the highly-charged atmosphere of a live performance it is exhilarating to let go, and give full rein 
to strong emotion, but this can risk a serious loss of equilibrium. Mingled thoughts and feelings spill 
into the mind, while the performer strives to keep sufficient technical control to bring off all the details 
that have been planned and rehearsed. Most artists will be familiar with that balancing act between 
deep involvement and poised detachment. Engaging with an audience is such a subtle matter. A 
performance comes to them indirectly, of necessity filtered through the persona of the artist1. The 
drama and feelings have to be simulated — they must seem and feel real, but the performer cannot 
afford to get carried away completely: for instance, bursting into tears would break the fragile spell, 
and prove embarrassing. Personal taste and temperament will inevitably come into play. Conveying 
a simple message with honesty and sincerity is a true test of artistic integrity. The best-loved artists 
are those so at home in the performing situation that the listener feels in intimate contact with their 
inner world. This, of course, is quite beyond any calculation or preparation, but is something to 
aspire to.

In attempting to dig deeper into the psychology of Pierrot, each individual will recall highly 
personal memories of transforming moments and emotional peaks. Some of us may have had 
direct experience of various types of phobia or obsession. The depictions of mental instability in 
Pierrot are disconcerting; irrational behaviour may cause temporary merriment, but of a distinctly 
uncomfortable kind, mixed with pity, even guilt. A perpetually restless spirit is threatening to our thin 
coating of stability and habit. ‘Home’ and ‘security’ will hold different meanings for each of us, as will 
our notions of cruelty, tenderness, sickness, fear, superstition2, and fervour, religious or otherwise.

The word ‘pantomime’ may connect with specific childhood memories — not perhaps of the classic 
Italian original, but of the traditional family entertainment. The commedia dell’arte characters have 
come down to us in various popular forms, such as Punch and Judy shows. These habitually feature 
stylised violence and carry sinister undertones, despite being aimed at children. Troupes of clowns 
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were frequently featured in traditional English seaside shows in the early part of the twentieth century. 
Noël Coward appeared occasionally with the ‘Poppy Pierrots’ on the beach at Lee-on-Solent in the 
summer of 19133 — just a year after Pierrot Lunaire had its premiere.
 
Children, and even some adults, can find clowns deeply upsetting. The official term for this fear of 
clowns is coulrophobia — the iconic film actor Johnny Depp is a well-known sufferer. Interestingly, 
one of his most memorable roles is as Edward Scissorhands4, in which he portrays an exotic and 
pathetic outcast from society, disguised in thick white make-up — a Pierrot figure for our times5.

Endnotes
1 Trans-gender role-playing is traditional in commedia dell’arte and many other theatrical 

presentations, both classical and popular.  I have never felt it incongruous to be projecting a 
male poet’s thoughts about a female beloved. The idea of a woman portraying a male Pierrot 
has never seemed odd, doubtless because of the stylised nature of the role. In the world of art 
song, there are still a few psychological hurdles to be overcome:– in Schumann recitals, for 
instance, one rarely hears a female Dichterliebe or, perhaps less surprisingly, a male version of 
Frauenliebe und Leben, but in French song the rhapsodic, male-orientated Verlaine settings of 
Debussy’s Ariettes Oubliées, for example, are performed by sopranos, and Ravel’s Chansons 
Madécasses, even more erotic, are more often sung by mezzos than baritones. There seems to 
be little consistency.    

2 Schoenberg had, as is well-known, a superstitious fear of the no. 13. Born on the 13th of the 
month (September 1874), he also died, as he had dreaded, on the 13th  (July 1951). See also 
Shawn 2002: 144–45 and Cultural and Stylistic Influences, p. 33)

3 In lighter vein, the operetta The Count of Luxembourg by Schoenberg’s friend Franz Léhar, 
premiered in Vienna in 1909, has a song featuring Pierrot and Pierrette. 

4 Film directed by Tim Burton (1990).

5 I recently discovered a ‘Sacred Clowning’ web-site. Some of its slogans resonate strongly for 
the Pierrot interpreter: ‘The Fool takes us directly to the heart’; ‘In trust and innocence the Fool 
recalls the music of the soul’ (www.sacred-clown-as-healer.co.uk).
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CODA

Actually knowing and working with a composer is a unique privilege, especially if he or she is present 
at the performance. It brings a keen awareness of the burden of responsibility. It is always important 
to try to identify with the creator of the work being performed, even if at first we may seem to have 
little common ground.

One bears an even greater responsibility to composers who are no longer with us, and are therefore 
unable to articulate their preferences. Without seeming unduly mystical, I think it is possible to 
develop an awareness of their essence or spirit from working on their music, seeking to discover 
what one can of their personalities. Research and inside knowledge can be advantageous, but 
intuition and empathy also have a role to play. Ultimately, it is one’s own interpretation, forged 
through strictly personal experiences and influences. The work is indeed the composer’s (and the 
writer’s), but the artist will always wish to distil some small element of themselves into the creative 
cauldron. 

Schoenberg’s relentless perfectionism and idealism were often self-destructive, but there is no 
denying his astonishing fluency and innate musical mastery. He wrote extremely fast, almost as if 
possessed (averaging one Pierrot movement a day).  Undoubtedly one of the most inspired thinkers 
of his day, he was painfully self-aware, and as critical of himself as of others. In his own lively, 
polemical writings, he often used amusing metaphors and hypotheses, and was fond of plays on 
words1. He frequently argued with himself, testing out theories from varying viewpoints. Although 
he raised plenty of hackles, he was fair-minded, and brutally honest in his own perpetual quest for 
artistic truth2.  

It is sad to reflect that he was so often maligned and under-valued in his lifetime3.  He was always 
keen to transmit his passions to his pupils, and to be a positive influence. Art for art’s sake was 
something he firmly believed in4. Exceptional insights into his character can be found in Dika 
Newlin’s book Schoenberg Remembered, which contains delightful anecdotes that illustrate the 
many facets, both lovable and puzzling, of this unique, but thin-skinned genius. She describes 
him as ‘a consummate clown and glorious mountebank’5; not, perhaps, a description that others 
might recognise, but her precocious youth seems to have brought out aspects of his lighter side 
denied to older contemporaries.  Each time I perform Pierrot Lunaire, I try very hard to imagine 
that he is present, listening with a characteristic blend of fiercely analytical criticism and defensive 
vulnerability6. 

Working on a piece over a long time-span, and coming back to it at regular intervals throughout one’s 
career, enables one to reflect on the process. It is useful to take breaks from it, letting it ‘marinate’ 
over an extended period. Different aspects may dominate at different times. Some movements 
gradually become easier, or quite suddenly gell;  others may remain problematic, still needing extra 
work. All will eventually become more deeply grounded, with muscle memory consolidated and 
technique more secure. Greater confidence brings with it the luxury of relishing even the minutest 
details. The piece can be pulled apart, dissected, and put together again endlessly. A professional 
colleague, learning Pierrot for the first time, finds that it ‘raises the bar’ of expectations of one’s own 
ability7.

That final horizon, like Pierrot’s, is visible, but still tantalisingly distant. It is as if one advances towards 
an ever-receding goal in the ceaseless effort of learning and discovery. It is indeed a lifetime’s 
work.
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Endnotes
1 Richard Hoffmann told me (cf page 173) that Schoenberg referred to Vaughan Williams as 

‘Von Wilhelms’. See also Newlin 1980: 336 for plays on Hoffmann’s own name, combined with 
Newlin’s ! (‘dick’, ‘dicker’ etc.).

2 Recently, on BBC Radio 3’s Music Matters, Robert Craft, interviewed by Tom Service, remarked, 
as have many others, on Schoenberg’s phenomenal speed of composing: ‘He wrote fast out 
of pure inspiration. He was more intuitive and inventive than Stravinsky. He loved machines, 
science and maths, yet was the most musicianly of all I ever met.’

3 Malcolm MacDonald: ‘Many people seem to have a mental picture of a musical monstre sacrée, 
whose domed cranium broods among the twisted roots of modern music, hatching artificial 
systems of composition, like Frankenstein’s monsters, by the sickly moonlight of Romanticism’s 
decay.’ (MacDonald 1976:  xvi — preface to the first edition).

4 ‘If it is art, it is not for all, and if it is for all, it is not art’. However he was no musical snob, and in 
the same article he praises Offenbach, Johann Strauss and George Gershwin, ‘whose feelings 
actually coincide with those of the ‘average man in the street’. To them it is no masquerade to 
express popular feelings in popular terms.’  (Schoenberg 1975: 124).

5 Newlin 1980: 151.

6 His pupil Roberto Gerhard spoke of his ‘rather terrifying, ascetic face’, ‘burning eyes’ and ‘sense 
of mission’. ‘Circumstances had forced him to adopt a defensive attitude…he had fanatical 
admirers AND detractors’. ‘His sarcastic anger could be devastating’.  (British Library Sound 
Archive. Compiled by Hans Keller  6/11/65. BBC tape 939 Track 1).

7 Soprano Alison Smart (see Case Studies, p. 131).
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PIERROT INTERPRETATIONS PAST AND PRESENT:

THOUGHTS AND COMPARISONS

For many years I was extremely chary of listening to other singers’ performances of Pierrot, preferring 
to work alone, my perspective unclouded by outside influences. With anyone possessing a trained 
musical ear there is always the danger of imitating, however unconsciously. Arresting details imprint 
themselves on the memory instantly, and are all too easily recalled when performing. The intensive 
listening I’ve undertaken over the last few years has been something of a shock to the system; one 
that I anticipated with some trepidation. I have constantly had to re-evaluate my own entrenched 
ideas and avoid being unduly judgemental and over-critical. I am all too aware of the magnitude 
of the artistic challenge, and the weight of diverse musicological musings and analyses (the vast 
majority of these by non-singers, however). But the experience has also had elements of  pleasurable 
surprise, and provided  a stimulus to the germination and flowering of fresh ideas about the piece 
from many different and often unexpected angles. Ultimately, I have found this detailed probing into 
others’ efforts a thoroughly worthwhile and liberating exercise.

As a performer it is instinctive to feel empathy with one’s fellow-professionals who are embarked on a 
similar quest. Everyone is surely giving their best and continually aiming for greater improvement. One 
should never be too proud to glean tips from others, or to acknowledge the merits of interpretations 
that may not happen to accord with personal inclinations.

The matter of style in general continues to be controversial. My own research has raised even more 
questions than I envisaged, and proved somewhat unsettling. Several admirably faithful and polished 
modern performances have tended to concentrate on the ‘light ironic’ aspect which Schoenberg 
mentioned as important1; yet it seems to me a pity to leave out the element of Expressionism 
altogether, especially for the more violent and power-driven passages. Earlier interpreters, despite 
lapses of rhythmic and tonal accuracy, often seem to be successful in preserving the distinctive 
flavour of the time of the work’s conception and creation.

Audiences, both general listeners and critics, tend to react according to whether they already know 
the piece intimately or not. Sometimes they are merely responding to the physical impact of the 
vocal effort put in, and to the sound of an individual voice, according to personal taste and prejudice. 
Ideally, the work should be appreciated as an organic musical-dramatic whole, but this can prove 
an elusive goal.

As an audio experience Pierrot ought to be compelling enough, without the aid of the visual element. 
One should always bear in mind, however, that recordings are ‘artificially’ balanced and may boost 
weaker strands, removing the effort of achieving the more extreme dynamic contrasts as stipulated 
by Schoenberg. 

The rise of the recording industry and huge advances in technology can perhaps give us unreal 
expectations. Artists whose lives are now spent mainly in the recording studio can even be reluctant 
to develop their voices to full capacity. There is now a considerable audience market for the pure, 
even naïve, child-like quality favoured for early music in particular. 

Even on the operatic stage these days, discreet amplification is often used to boost voices that in 
previous times would have been deemed unsuitable for the repertoire. Schoenberg had a keen 
interest in gadgetry, but his severely classical roots would probably have prevented him from 
approving the idea of any technological help in balancing Pierrot for the concert hall. 

It still seems to me, and, I find now, to a majority of colleagues, that one should continue to aim for 
total accuracy of pitch, as well as of rhythm and dynamics. Schoenberg would surely have been 
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happy if someone at the time had been capable of realising exactly what he wrote. His notation is 
so precise that it must matter how the voice relates to the instrumental parts, and what intervals are 
exposed (and not just those in movements with strict canons or repetitions). 

Some artists of considerable musical integrity have, however, opted for relative pitch intervals. A 
very few (with whom I am less able to identify) feel that Schoenberg’s equivocal instructions leave 
everything wide open for them to be as free as they wish. Regrettably, a diva-worshipping public, or 
even the occasional non-singing fellow-professional, can seem to encourage superficial attitudes. 
Such is the lot of the singer: to be judged subjectively, with often highly personal emotional responses 
predominating.

Voices differ greatly in weight and range, yet many recorded performances are surprisingly similar. In 
some of the more recent ones there is much evidence of cross-pollination. It is tempting to speculate 
as to who has heard whom. One is of course aware that even recorded performances may not 
always contain the singer’s best ‘takes’. Ensemble considerations may well have taken precedence, 
with moments of raggedness edited out. 

Interestingly, after hearing a great many recorded performances, some of them from ‘live’concerts, 
it appears that, in many of them (including Schoenberg’s own), some of the more challenging 
movements for all the musicians (e.g. nos. 8 Nacht, 13 Enthauptung and 18 Der Mondfleck) are 
apt to come off best. This is perhaps because these have needed more rehearsal, giving the vocal 
soloist a chance to gain security and familiarity. 

Even though Schoenberg’s own recording with Erika Stiedry-Wagner2 (‘made in one evening in 
1940 in precarious conditions’ according to Pierre Boulez3) is by no means flawless, it gives us 
a vital link. (An incomplete recording of a live New York concert that preceded it makes for an 
interesting comparison. This has a greater degree of spontaneity, but the ensemble comes adrift 
in several places.) Stiedry-Wagner makes a characterful impression throughout, and the special 
‘Viennese’ stylistic touches are noticeable. She certainly employs glissando to authentic effect, 
especially in ‘dance’ movements such as Valse de Chopin. The more demanding movements (nos. 
11, 13, 14 and15) do indeed tax her considerably and are not entirely convincing, but there can be 
no gainsaying the historical importance of this performance under the composer’s own supervision 
and baton. At the Arnold Schoenberg Center in Vienna I recently had the opportunity of listening 
to the test pressings for that recording, newly acquired by the Center. In some of them, the vocal 
performance strikes me as slightly more assured than on the final recording, but ensemble is often a 
little shaky. It seems that opinions of the best ‘takes’ were canvassed during the recording sessions 
from several interested parties. Erwin Stein, who had coached Albertine Zehme, the work’s original 
commissioner and performer, and Schoenberg’s young pupil, Dika Newlin, were amongst those 
present to help choose from the various alternatives4. 

One suspects that the Pierrot exponents of Schoenberg’s day may not perhaps have had the 
technical command to sustain the very longest phrases and control rhythms precisely and accurately, 
but Schoenberg is known to have appreciated Erika Stiedry-Wagner’s efforts5. Like Frau Zehme, 
the original performer, she was an actress as well as a singer, and a sound musician. She and her 
conductor husband Fritz Stiedry were trusted friends and sympathetic colleagues of Schoenberg, 
and she gave a good many performances under the composer’s auspices. 

Schoenberg had been somewhat less happy with the soprano Marya Freund (1876-1966) who 
gave the Paris premiere in French on the 16th of January 1922 under Darius Milhaud. This had 
been preceded by a partial performance on the 15th of December 1921, which was attended by 
Poulenc6. Schoenberg felt that Freund ‘sang’ too much. Marie Gutheil-Schoder, his original choice 
for the American premiere (and a superb exponent of the voice part of his Second String Quartet) 
apparently also had problems in this regard7. 
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Later, there was a double private hearing of the work in Vienna in August 1922 at Alma Mahler’s 
house: first, Erika Wagner performed it with Erwin Stein conducting, and then it was the turn of 
Marya Freund under Milhaud (although some sources say the composer was directing this)8. Freund 
continued to perform the piece for twenty years or more, evoking mixed reactions, and, despite his 
apparent disapproval, Schoenberg did conduct her twice more. Writing to ethnomusicologist André 
Schaeffner about his own ‘recent’ performance in 1961, Pierre Boulez uses the term ‘freundisé’ to 
describe parts that were ‘too sung’9. 

It has been instructive to listen to some of the earlier recordings, even though a few are a little 
unsatisfactory in respect of German pronunciation as well as variety of timbre. Vocal tone sometimes 
sounds a little insecure, perhaps unlikely to transfer well to less specialised repertoire within a balanced 
concert programme. But as some were made under the influence of people close to Schoenberg, 
such as René Leibowitz (1913–1972) they merit our respectful attention. The performances of Ellen 
Adler (on the first recording made after Schoenberg’s own) and Ethel Semser are typical. I regret 
very much that the recording by Hedli Anderson, that most distinguished early exponent in England, 
does not appear to be available at present. I understand that the master tape was destroyed in a 
fire. 

When considering historic performances, one has always to be aware of the tensions of scholarly 
possessiveness, and the claims of various musicologists and Schoenberg pupils to be the true 
representatives of the master’s vision. In an article ‘Trajectoires’ in 1949, the young Pierre Boulez 
expressed some irritation at Leibowitz’s assumption of the role of upholder of Schoenberg’s 
standards, and later admitted his relish at stirring up ‘les vieux staliniers du schoenbergisme’. In fact, 
a highly valuable historical perspective can be gained by reading the published correspondence 
between Boulez and the veteran musical scholar and cultural guru André Schaeffner Their often 
bracing exchange of letters continued intermittently from 1954 to 1970, affording some marvellous 
insights into the musical climate in Paris at the time. Boulez was twenty-five when they first became 
acquainted, and Schaeffner, thirty years his senior, was able to recount vivid memories of early 
Pierrot performances in Paris, as well as to discuss more modern versions from a broad aesthetic 
viewpoint. In a letter of 1961, Boulez, with the forthright frankness of youth, describes Erika Wagner’s 
recorded vocalising as ‘miaowing like a cat dreadfully on heat’10. 

His own famous Domaine Musical Schoenberg concert in 1961 featured the dramatic soprano Helga 
Pilarczyck  as Sprecherin in Pierrot. This was followed by a recording in 1962. Pilarczyck apparently 
made a great impression with a stunning outfit, and the performance was much admired by Schaeffner 
for its freshness, although he wished for more effective lighting to enhance the impact. 

It has always been Boulez’s view that even the most violent and horrific passage in the Pierrot texts 
have an undercurrent of irony and mockery, and must never lapse into hysteria or abandonment. In 
that letter to Schaeffner in 1961 he says that for him Pierrot Lunaire is a sort of ‘superior cabaret’. 
Schaeffner, in reply, warns him about dwelling too strongly on this factor, and suggests that it is a 
‘cabaret noir’ since it includes such searing images as Rote Messe (undoubtedly a ‘Black Mass’ in 
his opinion). Boulez, in defence, promises that the heavier items such as no. 8 Nacht, no. 11 Rote 
Messe,  no. 14 Die Kreuze and no. 6 Madonna will have a dose of feigned terror ‘to the limit of 
endurance’. He adds further that he meant ‘cabaret’ not ‘chansonnier’! Boulez did in fact have some 
direct experience of cabaret, touring with the Renauld/Barrault Company au Brésil in both 1950 and 
1954.

In another letter of 1962, Boulez expresses the opinion that Pierrot Lunaire has never found a 
perfect vocal interpretation (see Pierrot in Context, p. 26; also Interview with Pierre Boulez, p. 123). 
As mentioned earlier, I listened to a tape (broadcast on January 28th 1966 for Radio Zürich) of a 
fascinating, animated dialogue between Boulez and the philosopher Theodor Adorno, in which they 
compare and discuss two particular Pierrot recordings: Boulez’s own in 1962 with Helga Pilarczyck, 
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and Schoenberg’s of 194011. 

Schoenberg may perhaps have under-estimated the trained singer’s reluctance to abandon the 
habits of a lifetime spent polishing and honing an even tone, joining note to note in perfect legato. To 
subvert all this must have been traumatic for some early exponents, perhaps causing them to lose 
the confidence needed for a bolder personal approach. It is also small wonder that those artists who 
have struggled conscientiously to master the pitches are loath to relinquish them. The unfortunate 
result is often rather more ‘sung’ than intended. 

I have the greatest respect for those people who, relatively unused to ‘difficult’ music, have managed 
to be accurate without the aid of perfect pitch. Yvonne Minton’s recording with Pierre Boulez has 
acquired some notoriety as the ‘sung Pierrot’, but I greatly admire her exactness of pitch, which 
must have taken a great deal of commitment and effort. Even the more recent and deservedly-
praised recording by Boulez with Christine Schäfer has moments of pure singing in places that are 
not marked thus, the most telling being the opening line of no. 21. It is this phrase in particular that 
seems to defeat many experienced artists. This is otherwise an admirable and polished performance, 
pleasing to the ear. The only interpretation I myself heard before trying the piece, is Alice Howland’s 
for Saga. This is a respectably straightforward version, if perhaps lacking a degree of excitement, 
since the vocal quality hardly varies throughout. 

In the matter of delivery of the German text, there is a wide divergence between some of the early 
recorded versions. A huge increase in foreign travel and the proliferation of multi-media sources 
of education has inevitably led to a much greater level of familiarity with other languages, and a 
generally more sophisticated approach. The earlier non-German speaking artists tend to suffer in 
comparison with contemporary exponents, almost all of whom, despite their nationality, manage to 
sound at ease in the language, with authentic-sounding accents. Awareness of the ‘music’ of the 
text, and its specific sonic properties is a prime factor in achieving a successful performance, and 
those interpreters who possess strong verbal command as well as idiomatic German are particularly 
satisfying. The nature of speaking, in contrast to singing, is that, in speech, sounds are more ‘clipped’ 
in general. Continual elongation of vowels can blur outlines and sound a little unnatural, and one or 
two non-Germans fall into this trap 

Some of the most appealing recordings are those that seem to preserve an authentic fin-de-siècle 
feeling — this is especially so of the Pilarczyck/Boulez (1961) and Héricard/Rosbaud versions. 
The latter, from 1957, is an impressive and thoroughly convincing rendering, even though vocal 
pitches are relative rather than as written. A lucid programme note, by Josef Häusler, describes 
Sprechstimme in its role of releasing the singer from the ingrained habit of orthodox vocalising, as 
‘the emancipation of noise’ (a nice parallel with Schoenberg’s well-quoted aim of ‘the emancipation 
of  dissonance’12). Large intervals at climactic moments can provide ideal expressive opportunities 
for swooping glissandi. Early performances contain many examples, and these were presumably 
guided by people in close contact with Schoenberg, such as Leibowitz and Rosbaud. However, for 
my taste, one or two subsequent interpreters overdo this a little, and the contours of the vocal lines 
risk becoming obscured by too many undulations. There seems to be a slight trend towards fewer 
glissandi in more modern performances. 

Marie-Thérèse Escribano’s interpretation has been much admired on the Continent. She is highly 
musical, light-voiced and flexible, often sounding rather coy and skittishly humorous. No doubt the 
text’s ironic aspect is uppermost in this reading, although I feel there is not quite enough physical 
involvement in the more full-blooded and strenuous items.The excellent Hungarian Erika Sziklay 
employs glissandi fairly liberally- another lightweight but charming and flexible performance, which 
has much in common with Escribano’s. As for those essaying a wider variety of timbre and imaginative 
characterisation, there are many splendid examples: Lucy Shelton (in both German and English), 
the Norwegian Anne-Marie Berntsen, and Marianne Pousseur all display a particularly broad range 
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of colour and attack.  Salome Kammer, like Stiedry-Wagner and Zehme a trained singer and actress, 
would seem to have the ideal background, combining the major attributes of dramatic and musical 
experience in a beautifully thought-out performance under Hans Zender13.

There is a good deal of healthy cross-referencing amongst existing recordings. Several of the 
American singers in particular closely resemble one another and have clearly been familiar with 
each others’ efforts. A truly original approach is much harder to come by these days, given the 
abundance of recordings and performances.

A favourite amongst those heard thus far is the highly-experienced Anja Silja. She seems perfectly 
equipped, possessing a soprano voice of dramatic weight with a prodigious range and effortless 
reserves of power. She also has the requisite stamina, along with a striking presence and innate 
musicality. Sounding completely at home throughout, she commands an impressive variety of 
timbres. This performance is genuinely idiomatic and strikes at the very heart of the work. 

The extreme diversity of the soloists who have appeared with Pierre Boulez in the work attests to 
his flexibility of attitude. In interview, I found him most sympathetic and open to different views of 
interpretation, although I suspect he still dislikes any extreme vocalising that could verge on ugliness. 
One might here mention the role of the conductor, or leader of the ensemble. It is possible that, in 
some circumstances, collaboration between singer and conductor may not have been entirely happy. 
As singers we have all occasionally experienced undue autocracy, with our own wishes and views 
ignored. That said, no conductor should be subservient to the whims of a prima donna who wishes 
to convert the work into a personal vehicle, with instrumentalists reduced to subsidiary roles.

Ilona Steingruber, though undoubtedly lively, is musically capricious to a degree that tends to overstep 
the bounds of acceptability, and she loses control completely in Die Kreuze! I also regret I’m unable 
to share the enthusiasm expressed by some for the free interpretation of a highly distinguished 
German actress. Doubtless she is a riveting performer and has a powerful presence. She does, I’m 
sure, bring something special to the work — but I feel that she also takes something out of it. One 
has always to remember that Schoenberg felt that the music itself said all that needed saying.

Just recently I listened to a performance by Germany’s prestigious Ensemble Modern, with another 
actress as soloist. This was, unfortunately, even less satisfactory: the voice part was reduced to a 
series of vague squeals and raspings, with dynamics and intervals virtually ignored throughout. One 
cannot imagine any other revered masterpiece being treated with such disrespect.

It is perhaps unfair to make judgements without full knowledge of the individual circumstances 
of each performance. Elise Ross, performing under Simon Rattle takes some surprising liberties 
with tempi and dynamics in the interests of conveying the drama. The ‘live’ performances I’ve 
heard on disk certainly seem to have an extra dimension — that of spontaneity, even if minor fluffs 
are evident. Karin Ott’s performance on a Swiss recording is a good example. There is much to 
enjoy in this interpretation, and her Sprechstimme is well-realised, with glissandi employed to best 
effect. Luisa Castellani’s recording under Giuseppe Sinopoli also has many solid virtues. This is a 
well-rounded performance, secure and accurate. A pupil of Dorothy Dorow, Castellani shows the 
scrupulous attention to detail and flair of that admirable artist (whose performance I regret I never 
had the chance to hear14).  Marianne Pousseur (daughter of the late distinguished Belgian composer 
Henri Pousseur) is distinctively stylish; a true diseuse, with a strong low range, full of character and 
infectious humour (no. 16  Gemeinheit is especially good in this respect). The Norwegian soprano 
Anne-Marie Berntsen possesses an ample voice and a strong dramatic presence. Occasionally a 
little wayward in detail, she really comes into her own in the contrasting dramas of nos. 7 Der Kranke 
Mond and 14 Die Kreuze, and has no trouble scaling the climactic peaks of the latter.

Lucy Shelton’s interpretation (without conductor) in both German and English is extremely attractive 
and persuasive, full of delightful touches, and very thoughtfully put together. I admire her tonal variety 
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as well as her musical precision. There is no doubt that the absence of a conductor contributes to 
the feeling of mutual rapport and flexibility, with all participants listening and reacting keenly to one 
another. The admirable Phyllis Bryn-Julson and Jan de Gaetani (the latter recorded early in her sadly 
shortened career) both serve the music’s challenges with impressive vocal and rhythmic aplomb. 
Their performances have much in common, and seem to favour a slightly less Expressionistic 
approach than some others. 

Linda Hirst, in the first performance of Andrew Porter’s ingenious English translation, is bright-toned 
and fresh, full of vitality. Her high-placed mezzo seems particularly well-suited to the piece. Yumi 
Nara on a Belgian recording is quite unusual, and difficult to pin down. Enunciation lacks a  certain 
crispness, but she is musically acute and sensitive, and her tone quality is deliberately monochrome, 
harking back to some earlier exponents. Many years on, it is hard now to understand quite why 
there was such a furore of disapproval at Cleo Laine’s recording with the Nash Ensemble .Certainly, 
pitches are not entirely accurate, but rhythms are mostly ‘spot-on’, and her artistry is irrefutable. One 
can only admire the hard work that she must have put in, coming from the very different discipline 
of jazz. As with her recording of Walton’s Façade15, there is a sure sense of drama and a zest for 
performing that sweeps all before it. 

Bethany Beardslee’s recorded performance on the complete Schoenberg/Columbia collection is 
rightly cherished as an important milestone in the history of ‘modern’ Pierrots. It marks the moment 
when greater pitch accuracy became the preferred goal, and when singers of unimpeachable quality 
in all repertoires, including the standard classics, began to take the work on board. Her interpretation 
combines artistic insight and intelligence with musical command. Similarly, the late Mary Thomas, 
in two recordings made in 1973 with both the London Sinfonietta and the Fires of London, carries 
inspiring conviction and dramatic panache along with rock-solid musicianship. 

I have to admit an occasional rare disappointment, in the more unpredictable setting of a live concert. 
It was a little surprising to discover an established Continental singer, in a recent London performance, 
to be far less happy without conductor. Puzzlingly, dynamics were ignored and Sprechgesang and 
normal singing were often indistinguishable from one another. Later, a promising young soprano in 
her first Pierrot had perhaps not fully anticipated  the sheer scale of the task, and the need to have 
a wide margin of error. Nerves were an obvious factor here, resulting in a large number of missed 
entries and rhythmical errors, but some glaring mispronunciations in German betrayed a lack of 
proper preparation. A much happier occasion was a delightful performance by the young Natalie 
Raybould with the Kreisler Ensemble. This was hard to fault for musicality, vocal skill, language, 
rhythmic accuracy and basic concept, including her appearance in a charming and original ‘girl-clown’ 
costume. A nice touch was the use of a hand-held mirror: she arrived on stage early, putting on her 
make-up in view of the audience. She is continuing to develop an individual and highly convincing 
Sprechstimme. Subsequent correspondence with Natalie has been extremely heartening: her 
attitude to the work is refreshingly idealistic and committed, informed by a combination of intellect 
and a sheer love of the music. 

I have now also had the chance to hear the gifted and versatile Mary Carewe, who has only 
recently embarked on the work from her distinctive vocal background. Mary is a classically-trained 
specialist in cabaret and show songs, but her Pierrot lineage is impeccable. She is the daughter of 
the mezzo Rosemary Phillips, one of Britain’s most distinguished early exponents (already referred 
to in My Personal Journey, p. 14), and the conductor John Carewe, who studied with Schoenberg 
pupils Walter Goehr and Max Deutsch. Mary’s account of the work is fresh and appealing, and 
shows enormous promise. She uses the score at present, but will doubtless soon dispense with it. 
Amplification on this occasion favoured her light, delicate approach, and there were few moments 
of overt Expressionism, or of deliberately ugly tone. Advised and guided by her father, who was 
conducting (the gifted Berlin Kabarett Ensemble also included her cellist sister), Mary had elected 
not to adhere precisely to all the written pitches, but to trace the music’s basic contours according 
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to her own best range, following the views of Erwin Stein, one of Schoenberg’s closest colleagues.
The performance, in London’s Cadogan Hall, was enhanced by some attractively impressionistic 
nocturnal images projected high on the wall behind the performers.

In summing up, I find that vocal exponents of Pierrot Lunaire seem to fall loosely into the following 
categories, although some may combine qualities of more than one:

1) High-voiced, attractive-toned, lightweight, but occasionally a little detached from the drama. They 
are accurate musically and scrupulous in rhythm, but may lack full-bodied expression. They are 
sometimes overstretched by the demands of those phrases requiring maximum breath capacity, 
especially nos. 14, 11and 6 (as well as the climaxes of nos. 5 and 15). Low-lying sections at a loud 
dynamic also tend to cause problems for them, but they project successfully the elements of humour 
and irony.

2) Heavier-voiced, dramatic and authentically expressionistic, but occasionally lacking the flexibility 
and poise needed for more delicate nuances.

3) A little wayward as to detail and pitch accuracy, but with plenty of verve and dramatic flair. 

4) Unvaried and over-careful, producing a somewhat one-dimensional sound, with every movement 
similar. 

Even some of the more established performers have a tendency to lapse into actual singing as soon 
as the tessitura rises, thus evading the work’s real challenge. Within such generalities, there are 
many variants, and most current interpretations do of course continue to evolve16. 

For my own part, although I love performing the work without conductor, I find the reliable musicianship 
of Roger Montgomery, the conductor of my ensemble Jane’s Minstrels to be quite a boon when 
rehearsal periods are short. A conductor is no longer a necessity but a luxury (especially for no. 18  
Der Mondfleck and for the tempo variations in no. 15 Heimweh). Movements 2, 7, 9 and 19, with 
their featured solos for, respectively, violin, flute, clarinet and cello, should not need conducting 
anyway. This also applies to the opening section for voice and piano of no. 14 Die Kreuze. 

Except for the performance with Pierre Boulez, where he insisted on amplification, according to his 
view of the piece as an ironic cabaret, I have never used a microphone, and neither have  any of the 
trained singers whose views I have canvassed. 

Schoenberg, in writing to Josef Rufer that the vocalist should ‘learn to speak with head voice’17, as 
mentioned earlier, was probably relating this to the male falsetto. It is intriguing to speculate on the 
idea of a counter-tenor for Pierrot. I believe this could contribute a ghostly and otherworldly air highly 
appropriate to the piece. To my knowledge, none has tried it to date, although there are indeed 
many gifted and characterful international artists well capable of taking on the challenge18. There 
must surely always be room for bold new approaches, and there may have been too much caution 
in the past. An occasional male has ventured into the territory: the actor and tenor  Simon Butteriss’s 
splendid, persuasive programme note to his own performance at Aldeburgh makes out a strong 
case for a man as Pierrot (although I am somewhat nonplussed by his definition of the sunlight at 
the work’s end as ‘masculine’!) Butteriss, a bright-toned and versatile singer, is also a specialist 
in Gilbert and Sullivan ‘patter’ roles, possessing the dazzling verbal panache that these require. I 
greatly regret having missed his Pierrot19. 

Pierre Boulez is scathing about a baritone version he once heard in Salzburg20. He feels strongly 
that having the vocal line so much lower destroys the aural blend of voice and instruments. Richard 
Hoffmann, however, Schoenberg’s secretary, editor and pupil, believes the composer might not 
have minded a man in the role21. 
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Intriguingly, Willi Reich, in his invaluable critical biography, tells of a performance in December 
1921 in Frankfurt, when the part was performed by a man, but he gives no details as to whether 
Schoenberg was present, whether he approved, or of how the performance was received22. An 
actor can certainly bring a fresh and imaginative view, but may perhaps lack the supported breath 
control of the trained singer. Untrained vocalists can find it quite a struggle to maintain intensity of 
sound without amplification. The pianist Julian Jacobson, long familiar with the work as player and 
conductor, is already making great strides in his vocal interpretation, realising a lifetime’s ambition. 
Amplified of necessity, he has taken a course in jazz singing, believing this will help him realise 
an authentic vocal style. Musical command gives him a clear advantage, and his voice is rapidly 
acquiring greater resonance and legato. He even appeared on one occasion as ‘Idi Amin’, replete 
with para-military garb and blacked-up face. Although the post-modern reference is to be relished, I 
am not quite sure how Schoenberg would have reacted to this! But perhaps a jolt to the sensibilities 
will prevent us all from becoming too precious about Pierrot.

Ultimately, Pierrot Lunaire’s potency is sure to survive and transcend every possible treatment, and 
there is no doubt at all that it will continue to work its magic on succeeding generations.Although a 
cause célèbre beloved of musicologists, its chief joy is that it is performers’ music above all, deeply 
satisfying on all levels. Those singers lucky enough to become involved in it find it has an irrevocable 
and imperishable effect on their artistic development, forging a strong connection between their 
verbal and vocal attributes, and welding them into a seamless whole. 

To conclude, I can do no better than quote Natalie Raybould: ‘I love the fact that every time I 
perform it, it feels like a different piece — a different journey, and my mood at the time affects that 
tremendously, more than any piece I have ever performed. I hope at least to be able to perform 
one a year for as long as possible!’ Now in my forty-seventh year as ‘Lunairiste’ I echo that final 
statement! 

Endnotes
1 See Reich 1968: 74; also MacDonald 1976/1987: 210.  

2 ‘a tall, big-boned, gray-haired woman, who must be about 50’ (Newlin 1980: 252).

3 Cf Preface, Endnote 1, p. 11.

4 Dika Newlin, in her usual exuberant style, fills in many amusing behind-the-scenes anecdotes 
from the rehearsals and recording sessions, and of listening to the ‘takes’ afterwards. She also 
reveals that Ronnie, Schoenberg’s young son, ‘had taken up Sprechgesang’ (Newlin 1980: 
252–253, 255–256, 258–259).  

5 Leonard Stein wrote to Dika Newlin, telling her of the planned recording, saying that Schoenberg 
said that Erika Stiedry-Wagner had ‘a beautiful speaking voice’ (Newlin 1980: 240).

6 See Stuckenschmidt: Schoenberg, his Life, World and Works p. 283. The German performance, 
in Frankfurt, had a male vocalist (Reich 1968: 128).

7 Marie Gutheil-Schoder  took the vocal part in a performance of Pierrot in Berlin on 5 January 
1924, conducted by Fritz Stiedry.

8 Darius Milhaud, commenting on this double performance in Vienna, compared the two 
Sprecherinnen, saying  that Erika Wagner spoke the words and was not accurate in pitch, and 
Marya Freund, on the other hand, in trying to stay close to the pitches, ending up singing too 
much. Like Pierre Boulez he expressed the view that Sprechstimme was really an insoluble 
problem. He discussed it at length with Schoenberg at the time. Egon Wellesz, also present, 
found both interpretations successful in their contrasting ways, but reflected that the French 



Pierrot Interpretations Past and Present

105

version was ‘more objective and lighter’. This had not been what Schoenberg intended, but 
‘accords with the spirit of the French language and with the laws of declamation’. I am indebted 
to Prof. Barbara Kelly of Keele University for pointing me towards the publications by Milhaud  
(Milhaud 1949/1953) and Wellesz (Wellesz 1922).

9 See My Personal Journey, Endnote 7, p. 23.

10 ibid.

11 See Preface, Endnote 1, p. 11.

12 See also Hans Zender’s coining of the phrase ‘the  emancipation of the text’ (see The Performing 
Experience in Detail, Endnote 4, p. 57)

13 She researched the work of famous actors of the period, Alexander Moissi (1879–1935) and 
Josef Kainz (1858–1910) to aid an authentic declamation. 

14 Dorothy Dorow performed Pierrot, conducted by Peter Eötvös, all over Europe but never in the 
UK.  Her view is that singer/musicians always have the advantage over actors, in their ability to 
support the voice and also to be precise in rhythm and pitch. (She possesses absolute pitch.)

15 Façade; an Entertainment. 1923. Poems by Edith Sitwell.

16 A brand-new recording of Pierrot, conducted by Charles Prince, has just been issued. The 
vocalist is the highly accomplished Marni Nixon, known to a wider public for her work in major 
Hollywood films, as the dubbed voice of Natalie Wood (West Side Story), Deborah Kerr (The 
King and I) and Audrey Hepburn (My Fair Lady) amongst others. She is also a superb exponent 
of contemporary works such as Peter Maxwell Davies’s Miss Donnithorne’s Maggot  (q.v.).

17 See Notation and its Implications, Endnotes 1 and 2, p. 39.

18 For the Empirical Pierrot analysis project (q.v.) we have a counter-tenor volunteer from the 
Royal Conservatoire of Scotland.

19 See Butteriss 2002.

20 See Conversation with Pierre Boulez, p. 125.  I later discovered that the baritone in question 
was Christoph Marthaler (b. 1951), a Swiss opera director and musician based in Basel.

21 See Informal Meeting with Richard Hoffmann, p. 173.

22 See Endnote 6, above.
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PIERROT TRANSLATIONS: COMMENTS ON A SELECTION

Projecting an English translation on a screen during a performance of Pierrot Lunaire can be an 
excellent way of enhancing its impact on a new audience, and one which I think could be used 
more often. It avoids that familiar, distracting rustle of pages when words are provided in the printed 
programme. For one of my own performances, a distinguished actress was engaged to declaim 
the English words at the start1. This certainly helped set the atmosphere, but did not address the 
problem of following the text line by line.

Translations intended for actual musical performance are of course in a special category, since they 
have to encompass major practical issues as well as aesthetic ones. Choosing and fitting appropriate 
syllabic progressions to specific pitches and rhythms is of prime importance, but the phrasing has 
to work smoothly within the flow and impetus of the musical whole. Competing with Giraud and 
Hartleben is a daunting task. I greatly admire the skills displayed by the various wordsmiths in 
finding eloquent alternative versions to key phrases, whilst managing to preserve the atmosphere 
and meaning of the poems. 

There is, inevitably, a considerable amount of cross-pollination between translators, who can hardly 
help being aware of one anothers’ efforts. With so much information now available through mass 
communication, it is much harder these days to be truly original and avoid duplication within the 
strict confines of the verse structure. Even the resources of a thesaurus have their limits — there are 
only so many synonyms, and too much poetic licence can risk distorting the sense of the texts2. 

SINGING TRANSLATIONS

(I have a clear favourite here, that of ROGER MARSH, who has kindly allowed it to be reproduced 
separately.)

The composer and critic CECIL GRAY’s3 deservedly well-regarded singing translation, often used 
for programmes of early British performances, has been performed by Linda Hirst and Cleo Laine 
amongst others. Scansion is impressively consistent, although the language is sometimes a little 
over-elaborate in the admirably zealous mirroring of rhythmic contours: ‘a fantasmagorical light ray’ 
(Der Dandy), ‘a chlorotic laundry maid’ (Eine blasse Wäscherin), ‘every hair a-bristle’ (Raub) and ‘My 
heavy heart to lighten, I search in darkling river’ (Colombine). Nacht’s opening line ‘Heavy, gloomy 
giant black moths’ lacks the percussive ‘bite’ of ‘Finst’re, schwarze Riesenfalter’, and risks inhibiting 
projection. However Galgenlied is splendid: ‘The haggard harlot, with scraggy gizzard, will be his 
ultimate paramour’. O alter Duft is another delight: ‘a merry swarm of idle thoughts’;  ‘A happy whim 
makes me aspire to joys which I too long neglected’ — this fits the line quite perfectly. Madonna 
is rendered in quasi-religious language with ‘Thy’ and ‘Thou’, and Gebet an Pierrot is particularly 
successful: ‘healer of spirits, snowman of lyrics, monarch of moonshine’. 

ANDREW PORTER‘s ingenious version of 1984 is performed by Lucy Shelton on  a Bridge Records 
CD, and is one of the most impressive. A few similarities indicate that Porter was familiar with others’ 
efforts, especially Cecil Gray’s,  and that of Schoenberg’s favoured translators, Ingolf Dahl and Carl 
Beier. 

There are a few inconsistencies of tone: ‘Hang it! Thinks he: a speckle of plaster!’ (Der Mondfleck) 
but the heightened poetic imagery is always striking, and syllables fit the music snugly, one rather 
noticeable exception being the ‘Black, gigantic butterflies’ of Nacht, where the final syllable has to 
cover two pitches. ‘And’ has to be inserted at the start of the opening line of Der Dandy:– ‘And with 
a fantastical light-beam’.  Later in no. 3  ‘the ebon, highly sacred wash-stand’ and ‘laughs brightly 
the fountain’s metallical cry’ ring somewhat awkwardly, but in general, words are mellifluous and 
sonically attractive: for example, Nacht’s ‘a sorcerer’s sealed book’, ‘vapours rise — to murder 
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memory’, and ‘sinking down on heavy pinions’.

O alter Duft is particularly fine: ‘O ancient scent from fabled times’…. ‘ a merry troupe of roguish 
pranks’, ‘with cheerful yearning I return to pleasures I too long neglected’ (this is quite close to Cecil 
Gray). The image of the harlot winding her pigtail around Pierrot’s neck at the end of Galgenlied is 
a particularly neat piece of poetic licence. Some of my other favourite moments are: ‘grows tipsy on 
the sacred liquor’ (Mondestrunken), ‘He shrieks and cries blue murder’ in Gemeinheit, ‘blinded by 
a flock of vultures, fluttering round in spectral swarms’ and ‘Dead the head, matted the tresses’ in 
Die Kreuze, ‘wild accords of passion breaking desperation’s icy dream’  (Valse de Chopin) and ‘your 
Lunar Highness’ (Gebet an Pierrot).

The English translation by INGOLF DAHL and CARL BEIER is of special interest, as the one that 
Schoenberg himself preferred. The composer had apparently envisaged having the vocal part given 
in the language of each country of performance, and had at one time suggested this particular 
version for a performance in 1950 under Robert Craft4.

It stays very close to Hartleben’s German, often preserving the word order a little too precisely: 
for example, ‘How shall I today make-up?’ (Der Dandy). One imagines that this may not have 
sounded quite as odd to Schoenberg as it does to native English speakers. This version, as do most 
others, also faithfully reproduces verbal discrepancies from the original (see Verbal and Notational 
Discrepancies, p. 157), such as ‘lightbeams (Lichtstrahl)’ at the start and ‘moonbeams’ (‘Mondstrahl)’ 
at the end of Der Dandy.

In general it all flows and scans extremely well, but does not always settle easily into the rhythms 
of the music. I like the ‘pallid kerchief’ of Eine blasse Wäscherin, but the final stanza reads a little 
curiously:

And the gentle Maid of Heaven,
By the branches softly fondled,
Spreads out on the darling meadows 
All her light-bewoven linen.

Such trochaic metres (‘Kalevala/Hiawatha’ style) are sustained ingeniously for almost the whole of 
no. 14 Die Kreuze: ‘Holy crosses are the verses On which poets, mute, are bleeding’.

Other good moments are: ‘Chords of savage lust disrupt the icy dream of bleak despair’ (Valse de 
Chopin), ‘Your gaze, so feverishly swollen, Charms me like a strange enchanted air’ (Der kranke 
Mond), and ‘The dank fumes of lower darkness give off vapour — stifling memory!’ (Nacht) — 
although the earlier ‘Sombre, shadowy, giant mothwings killed the splendid shine of sun’ is less 
satisfactory.

I like the ‘Moon’s maharajah’ of Gebet an Pierrot and ‘a wind-puff titters softly’ in Parodie (the latter 
is also found in the version by Andrew Porter), but ‘In candleshine-and-shudder’ as the third line of 
Rote Messe seems a rare mistranslation.

The last verse of Heimweh is a little patchy:–
Through the silvery fireglow of moonlight, 
Through the flooding waves of light, his yearning 
Soars on high to native skies so distant.

Serenade is highly successful, and again features trochaic patterns:
With a bow grotesque and monstrous,
Pierrot scrapes away at his viola,
Like a stork on only one leg,
Sadly plucks a pizzicato,



Pierrot Translations

109

and I love ‘Pop, out comes Cassander’, which follows!

The final movement, as usual, is rewarding:
O fragrance old from days of yore’
…A prankish troop of rogueries
is swirling through buoyant air,
…from my window framed in sunlight
I freely gaze on the dear world,
and dream beyond in boundless transport.

I should also mention the singing translations made by JOHN BERNHOFF, printed in the score 
of  MAX KOWALSKI’S twelve Pierrot settings (see Other settings of Pierrot Lunaire Texts by 
Schoenberg’s Contemporaries, pp. 159ff), of which six coincide with Schoenberg’s own selections. 
A few words seem to be personal inventions made to fit the music: for instance, in Colombine, we 
have ‘paly blossoms’ and ‘I might un-leave’, but they all run very smoothly.

NON-SINGING TRANSLATONS 

These afford the writer a much looser rein, and cover a wider range of solutions to the challenge of 
evoking the spirit of the poems. Some read particularly well as pure poetry, and would be suitable 
for recitation as a prelude to a live performance. A slight problem with translations by those whose 
mother tongue is not English, is that the language can sometimes seem a little stilted. ‘Made-up’ 
words crop up from time to time.

FRIEDA ILMA GROSSER’s translation, originally found on a Saga LP, with Alice Howland as soloist, 
is the one with which I am most familiar. This is a thoroughly sound and reliable version, staying close 
to the German, with some felicitous verbal choices, and I find it wears very well. I like especially: 
‘Desires, shuddering and sweet, Ride the floods in countless numbers’, and ‘The poet, awe-inspired, 
revels in the sacred draught’ (Mondestrunken) — the first part of this also occurs in the Porter 
— as well as ‘Winds come creeping through the clearing, softly billowing  the stream’ (Eine blasse 
Wäscherin) and, in Raub, Pierrot and his ‘carousing friends’ …‘stand rooted by pallid fear’. Perhaps 
the first verse of Valse de Chopin is a little cumbersome, but it certainly preserves the meaning: ‘As 
a faded drop of blood stains the lips of a sick woman, thus rests upon these notes a charm born of 
destructive fascination’. (Porter has the more concise ‘morbid, soul-destructive charm’.)

In Der kranke Mond ‘Of insatiable love’s sorrow you die, of longing, deep and choking’ scans quite 
naturally. The ‘scrawny strumpet’ is a typically apt choice for the subject of no. 12; like Cecil Gray’s 
‘haggard harlot’ it preserves the alliteration of the German. No. 3 is particularly successful: ‘with 
a fantastic beam of light, the moon illumines the crystal flasks’…‘aside  he shoves the red, and 
the green of the Orient, and, in lofty manner, paints his face with a fantastic moonbeam’. Also in 
Madonna, ‘the fury of the sword has spilled blood from your lean breasts’ (not all versions are 
as clear or as tasteful as this). I also relish the ‘pale fiery shimmer of the moon’ in Heimweh, the 
‘mumbling’ and ‘giggling’ found in Parodie, as well as the moon as ‘vile derider’ and Pierrot’s being 
‘venom-bloated’ at the close of Der Mondfleck.

STEPHEN PRUSLIN’s translation was made for performances and a 1973 recording by Peter 
Maxwell Davies’s ensemble The Pierrot Players — later re-named the Fires of London — in which 
he was the pianist, with the late, great Mary Thomas as vocal soloist. This is an exceptionally 
bold and imaginative version, which does not adhere too closely to the texts’ precise meaning, but 
sweeps along in a stream of linguistic exuberance, glorying in the sonic properties of the syllables, 
with frequent use of alliteration. Pruslin preserves the basic rondel structure in most, but not all of 
the poems, but often varies the text at each repeat. 

He opens with ‘At night the moon drenches thirsting eyes, and a flood wells up on their 
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still horizon’ and continues: ‘Waves of wine for thirsting eyes gush forth — From the 
moon at night’. The coda, instead of repeating the opening words, has ‘that slakes his 
thirsting eyes’. In Der Dandy ‘a dazzling moonclap reveals crystal flasks’, and ‘Liquefied 
laughter bubbles in bronze’. Eine blasse Wäscherin features a ‘wan laundrymaid’, and is 
particularly arresting: ‘Winds slice the light that illumines the dreams of the nocturnal maid. 
And the ghostgirl leans down from the branches To spread her silver wash onto the weir’. Valse de 
Chopin’s penultimate line: ‘You pause on the brink of a poisonous scream’ strays rather far from the 
text, but is certainly memorable!

Madonna inspires: ‘A spiteful sword has spilled the blood / That warmed your withered breasts’ 
(‘warmed’ introduces a new element). ‘We gander and gape’ is another striking moment. Der kranke 
Mond has ‘O invalid moon on the rim of the sky’ (but does not describe the lover stealing to his 
beloved, or his mockery of the moon). I like Nacht’s  ‘A mind-destroying mist’, and Gebet an Pierrot’s  
‘surgeon of souls’ and ‘prettyplease’ (a quirkily appropriate touch). Raub does not keep to rondel 
form, but finds a fresh image for the moment of shock and horror: ‘their limbs turn to chalk! They 
freeze to the bone!’ The last two lines of this poem are also rather free: ‘phosphorescent red eyes 
stare from faces of stone.’ The whole translation is a lively, liberating exercise in literary wizardry.

Other translations have come to my attention more recently. That of MIMMI FULMER and RIC 
MERRIT has some attractive images, but does not always flow easily. It is, however,  largely faithful 
to the sense of the poems. Mondestrunken has ‘Longings beyond number, gruesome sweet frissons’ 
and, later, ‘the poet, slave to devotion, drunk on the sacred liquor...Staggering, sucks and slurps’. 
As others have done, they use ‘Thy ‘and ‘Thou’ in Madonna. I particularly like the ‘hot-blooded lover, 
slinking heedlessly to the tryst’ in Raub, ‘Vapours from lost abysses’ in no. 8 Nacht and Pierrot’s 
‘drinking buddies’ in Raub, but Parodie goes slightly off the rails with unnecessarily clotted language 
near the end: ‘The moon, wicked aping scoffer, Beams down a simulacrum of Knitting needles, 
gleaming and flashing’5. ‘A knavish swarm of silly pranks’ is yet another excellent alternative for that 
passage in the final movement, and although ‘O redolence from fairytale times’ is nicely put, the last 
two lines before the coda are a little ungainly: ‘I behold untrammelled the beloved world, and dream 
me out to blissful vistas’. 

A close rival in verbal vivacity to that of Stephen Pruslin is the translation by ROBERT ERICH WOLF, 
accompanying the 1980 recording by the Contemporary Chamber Ensemble with Jan de Gaetani 
on Nonesuch (see Pierrot Discography, p. 187). For the most part, it scans very well if read aloud 
as poetry in its own right, and the rondel format is adhered to throughout. It maintains a lively sonic 
palette and there are some memorable touches: ‘To still my luckless grieving’ (Colombine) runs 
nicely, and in Der Dandy.‘the laconic Dandy from Bergamo’ is felicitous, as is ‘Water spurts noisily 
with metallic laughter’.

Later on, with the lines:
He of the waxworks face, Pierrot 
Racks his brain and thinks: How shall I 
make me up today? 
Vetoes rouge and Orient green 
And paints his phizz in loftier style.

syntax and rhythm seem to have lapsed somewhat, and the ‘spitwatered drop of blood’ and ‘phthisic 
sick’ of Valse de Chopin do not seem happy choices, along with the ‘milkless breasts’ of the 
Madonna.

The latter part of this poem is more successful:
In thy fleshless, wasted hands 
Thou hold’st the corpse that was thy Son, 
As tidings to a careless world.
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As often, Der kranke Mond gives rise to some colourful images:
You darkgloomed lifesick deathbed moon 
Splayed white on night sky’s pillow. 
Your huge and feverswollen face
Holds me fast, like alien tones.
From stanchless quenchless ache of love
You’ll die of yearning, choked and smothered.

(As in other versions there is a tendency towards half-invented words.)

The ‘wood-dry whore with rope-long neck’ is yet another imaginative solution to the problem of 
encapsulating the subject of Galgenlied (it is entitled Gallows Ditty). Other enjoyable moments are: 
Pierrot’s ‘fellow-tipplers’ of Raub, in Parodie, ‘The moon, cold-hearted cynic, (who) Is aping with 
quicksilver beams’, and Pierrot’s ‘churlish sulking’ in Heimweh. However, in the earlier part of the 
latter, ‘So trite and mawkish, inanely á la mode’ seems rather awkward, although one admires 
the inventiveness. Serenade has Pierrot drawing ‘cat-squeals from his viola’ and later he ‘grabs 
old baldy by the neck’. Die Kreuze works particularly well all through, in both language and pulse. 
Examples are: ‘Eyes struck blind by beating wings Of a spectral vulture swarm’, and ‘Slowly solemn 
sinks the sun’.

A translation by LAURANCE WIEDER, kindly provided by Universal Edition, seems occasionally 
to betray a lack of confidence with the language. Indeed it now and then lapses into incoherence, 
with a few mistranslations: ‘hasten me on my conception’ (Valse de Chopin), ‘by the murk gleam 
of gold’ (Rote Messe), ‘Pierrot stumbles about the rest’ (Der Mondfleck), ‘So Pierrot forgets the 
dream faces’ (Heimweh) and ‘a crazy swarm of vagaries’ (O alter Duft). However there are plenty 
of novel delights: ‘The withered whore with stringy neck’ of Galgenlied, ’Hot and jocund, sweet and 
tasty’ (Valse de Chopin), ‘and it chimes through his heart’s desert’ (Heimweh), ‘the glossy baldspot’  
(Gemeinheit!) and ‘Dead the head — stiff the ringlets, far the scattered noise of rabble’ (Die Kreuze). 
Rather less happy are: ‘If I might, fabled, stalk slightly tipsy, strew petals’ (Colombine) and, at the 
climax of Enthauptung:

His knees chatter under him;
swooning, he headlong collapses. He fancies;
he hears whizzing punitive down,
on his sinner’s neck slicing, the moon.

(This version is certainly far from dull!)

Steve Dummer, the conductor of his own ensemble, Talkestra, compiled a special translation for 
the performances involving Julian Jacobson (see Case Studies, p. 134). He admits to evolving an 
amalgam of other known versions combined with his own ideas, although I have to admit that only a 
few segments have a ring of familiarity. Here are some characteristic snippets: Mondestrunken: ‘The 
poet, driven by devotion, grows tipsy on the holy drink’; Eine blasse Wäscherin: ‘a pallid washerwoman 
washes faded towels at night’; Madonna ends with the cry ‘O Mater Dolorosa’;  Galgenlied involves 
‘the barren strumpet with a long throat’ (no alliteration here); in Raub ‘blanching fear holds them 
spellbound’; in the final verse of Enthauptung, ‘his knees wobble under him’, and in Gemeinheit, 
‘Pierrot gently drills with hypocritical tenderness — with a cranium-borer’. 

Sharp eyes may now quite frequently detect hybrids of this kind. I recently came across a modified 
version, in a Wigmore Hall programme of March 2007, of the Cecil Gray ‘classic’ translation, in which 
the oft-quoted ‘chlorotic’ is replaced by ‘pallid’, and ‘fantasmagorical’ by ‘fantastical’, in accordance 
with modern taste. Conscientious performers, both vocal and instrumental, have found it helpful 
to make their own translations for personal use, preferring them not to be available in the public 
domain. Both pianist DAVID OWEN NORRIS and singer MARY KING have chosen this course. 

I once had the opportunity of performing Part I (nos 1–7) in a special French translation. One 
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would like to know exactly which version Marya Freund sang under Darius Milhaud6 (see Pierrot 
Interpretations Past and Present: Thoughts and Comparisons, p. 98). ROGER NICHOLS produced 
this elegant singing translation, and it mirrors the original Giraud quite closely. The scansion is 
admirable: For Mondestrunken ‘Le vin qui dans les yeux s’écoule’ makes an excellent start7. Certain 
words with special  sonic qualities such as ‘pernicieux’ (the second verse of Giraud) are retained, 
but the strict rhyming scheme (ABBA for each verse) is not applied. 

The linguistics scholar PROF. GREGORY RICHTER, in his invaluable book Albert Giraud’s Pierrot 
Lunaire (see Richter 2001) has made a new and scrupulously exact English translation, directly from 
the original French, of the entire set of over 50 poems. This is as impressive as it is revealing, and 
illustrates the fact that Hartleben, in making his German translations, modified the texts considerably. 
In Giraud, but not Hartleben, the powerful draught which inebriates the poet (‘den heil’gen Tranke’) 
is specified as ‘l’étrange absinthe’, the red rubies of Raub (Pierrot Voleur) are ‘injectés de meurtre 
et de gloire’ (infused with gore and glory), and the menacing butterflies of Nacht (French title 
Papillons Noirs) are even more horrifying than in the German: ‘Des monstres aux gluants suçoirs, 
Recherchent du sang pour le boire’ (Monsters with slick suckers Seek blood to quench their thirst). 
The visceral quality of the Giraud is thrown into sharp focus by this masterly translation. It is ironic 
that Schoenberg was severely criticised for his choice of such disturbing texts when the original 
poems are so much more graphic. 

The programme book for Phyllis Bryn-Julson’s recording of Pierrot Lunaire with the Ensemble 
Modern prints the texts in German, English (Carl Beier/Ingolf Dahl translation), French (the original 
Giraud) and, intriguingly, Italian (translator uncredited). The latter is clearly far from being a singing 
translation, but one speculates as to how the mellifluous beauty of that language would lend itself 
to the projection of searing images, when robbed of many of the percussive aspects of articulation. 
Just a sample from Colombine is well-nigh irresistible:

I pallidi fiori della luce lunare 
Le rose bianche e miraculose, 
Fioriscono nelle notto di luglio – 
Oh se potessi coglierne almeno una!

Endnotes
1 Vanessa Redgrave was the actress in question, for the performance at the Queen Elizabeth 

Hall, London  in 1969, conducted by Zubin Mehta. The ensemble included Daniel Barenboim, 
Jacqueline du Pré and Pinchas Zukerman (see Selected List Of Jane Manning’s OwnSelected List Of Jane Manning’s Own Pierrot 
Performances and Recordings, p. 183).).

2 Translations mentioned in this chapter are referenced in the (chronologically-ordered) Pierrot 
Discography (pp. 187ff) under the following vocal soloists:- 
Bethany Beardslee 1963 (Ingolf Dahl and Carl Beier), the author 1967 (Frieda Ilma Grosser), 
Mary Thomas 1973 (Stephen Pruslin), Jan de Gaetani 1980 (Robert Erich Wolf), Linda Hirst 
1987 (Andrew Porter), Lucy Shelton 1990 (Andrew Porter), Phyllis Bryn-Julson 1991 (Dahl/
Beier) and Christine Schäfer 1997 (Cecil Gray). Mimmi Fulmer and Ric Merritt’s translation 
appeared in a Wigmore Hall concert programme in October 2003 and a City of London Festival 
brochure in July 2005.

3 Cecil Gray (1895–1951) was co-founder, with Peter Warlock (1894–1930) of the periodical The 
Sackbut, and wrote for the Daily Telegraph and Manchester Guardian. His few compositions, 
including three operas, have been consigned to obscurity, but his writings are hard to ignore, 
with their mischievous and notoriously contentious opinions expressed with blistering frankness. 
He exasperated many of his contemporaries, yet about those whom he genuinely admired, 
such as Warlock and Bernard van Dieren (1887–1936), he was warm and insightful. Puccini, 
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Stravinsky and Scriabin inspired some of his most vituperative insults. Thankfully, Schoenberg 
was one of his heroes. In Gray 1924 he writes that ‘Pierrot Lunaire represents the zenith of 
Schoenberg’s powers, the fullest and most perfect expression of his personality’. He considers 
that ‘to maintain an absolute balance between the singing and speaking voice, throughout a long 
and difficult work such as this, without falling over into either, is a tight-rope feat of which few, if 
any, singers are capable… It is impossible to discriminate between each setting, for there is not 
a weak number among them from beginning to end…a continuous, unflagging jet of white-hot 
inspiration’. Typically, he states that ‘the much-vaunted irony and cynicism of Stravinsky appear 
childish and insipid in comparison with the sardonic and inhuman laughter of Schoenberg’s 
sinister and menacing evocation...if Schoenberg had written nothing else, this work alone would 
be sufficient to assure him a place apart in musical history’.

 On a personal note: Elisabeth Lutyens once made a transcription for me of an aria from one of 
Gray’s operas: The Trojan Women. Regrettably, I never had the occasion to perform it. Lutyens 
and he had been good friends, and it seems that she would have felt an affinity with one whose 
command of barbed invective was akin to her own.

4 Dika Newlin had been asked by Schoenberg to make a singing translation in English and this 
underwent several revisions, with Columbia Records requesting further changes to correspond 
with the French originals, much to Schoenberg’s fury (Newlin 1980: 254–256, 258–259, 322).

5 According to Robert Craft, in the programme note to the recording with Anja Silja (see Pierrot 
Discography, p. 189), Schoenberg was particularly fond of ‘steel needles twinkling’ for no. 17 
Parodie.

6 Roger Nichols has kindly supplied me with some extra information: ‘Milhaud in his autobiography 
writes that since the Giraud didn’t fit the music, Marya Freund made “une traduction d’une 
traduction”. What he doesn’t say (tactful as ever) is that initially they asked for a translation from 
Jacques Benoist-Méhin (best, or rather worst remembered for his history of the German Army 
written during the Occupation) but that proved to be unsingable.’ 

7 See Richter 2001: xxi–xxii, for details of a 1982 ‘hybrid’ French translation.
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PIERROT LUNAIRE
By Arnold Schoenberg

Three times seven poems from Albert Giraud’s
Pierrot Lunaire - Rondels Bergamasques

Translated into German by Otto Erich Hartleben
English translation by Roger Marsh

Part I
1 Moondrunk
The wine which through our eyes we drink
Pours from the moon in waves upon us
And like a springtide
Overflows the stillness of the night.

Desires so thrilling and so sweet,
Cascading through the floods in thousands:
The wine which through our eyes we drink,
Pours from the moon in waves upon us.

The writer, so divinely moved,
ls greedy for the holy liquid,
And skyward he directs his dizzy head,
Then reeling, gulps and slurps down
The wine which through our eyes we drink.

2 Columbine
The moonIight’s bleached white blossoms,
Those white amazing roses,
Bloom on this night in August1,
O to pick one; to pick just one!

To ease my painful longing,
l search in darkening waters,
For moonlight’s bleached white blossoms,
Those white amazing roses.

I’d cease from all my yearning
If l could have my one wish –
O sweet delight! I’d scatter
Upon your lovely brown hair
The moonlight’s bleached white blossoms!
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3 The Dandy
And with a fantastical searchlight
Now spotlights the moon all the crystalline flasks
On the jet black, most holy wash stand
Of the voiceless young dandy of Bergamo.
Resounding around the bronze basin
Brightly laughs the fountain, metallic and clear.
And with a fantastical searchllght
Now spotlights the moon all the crystalline flasks.
Pierrot, with pasty complexion
Stands pensive and thinks;
What make-up shall l use today?
Out goes first the red, then the Orient green,
And he paints up his face with impeccable style –
Using a fantastical moonbeam.

4 A Pale Washergirl
Here’s a pale washergirl
Washing nightly faded garments;
Naked, silver white her arms are,
Stretching down into the flow,
Through the clearing creeps a slight wind,
Lightly stirring up the stream.
She’s a pale washergirl,
Washing nightly faded garments.
And the spotless Maid of heaven,
Now caressed by wispy branches,
Lays out, on the dusky meadow,
All her linen woven with moonlight.
She’s a pale washergirl.

5 Chopin Waltz
As a pale drop of blood
Stains the lips of a consumptive,
So there rests upon these phrases
A malignant, sickening charm.
Wild indulgent chords
Disturb the bleakness of an icy dream,
As a pale drop of blood
Stains the lips of a consumptive.
Hot, exultant, sweet and aching,
Melancholy gloomy waltzes,
Will you never leave my senses?
Must you defile all my thinking,
Like a pale drop of blood’?
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6 Madonna
Climb, O Mother of all Sorrows
On the altar of my verses.
Blood spurts from your meagre bosom
Which the sword’s blind rage has opened.
And your gashes, fresh for ever,
Are like bloodshot eyes, wide open.
Climb, O Mother of all Sorrows
On the altar of my verses.
ln your wasting withered hands
You hold up your son’s rotting body,
Which you offer to the people;
But the people’s eyes avoid your gaze,
O Mother of all Sorrows.

7 The Sick Moon
You nightly deathward sinking moon
Draped upon Heaven’s blackened bed.
Your face, so fevered, overlarge,
Haunts me, like some exotic song.
An all consuming lovesickness
Kills you with longing, suffocates...
You nightly deathward sinking moon,
Draped upon Heaven’s blackened bed.
Your loved one, senseless with desire,
Without a thought speeds to his love,
Delighting in your dancing beams,
Your white contaminated blood,
You nightly deathward sinking moon.

Part Two
8 Night
Black enormous butterflies
Have blotted out the sun’s bright rays.
A forbidden book of spells,
Broods the night time sky – mysterious.
From the misty gloom below them,
Comes a perfume that wipes out memory.
Black enormous butterflies
Have blotted out the sun’s bright rays.
And then earthwards from the sky,
Flittering down with massive wingspan,
Unperceived, the monstrous creatures,
Light on human hearts and settle.
Biack enormous butterflies.
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9 Prayer to Pierrot
Pierrot! my laughter
I have forgot.
My source of light is erased, – erased.
Black waves the flag now,
Upon my mast.
Pierrot! my laughter
I have forgot.
O give me back,
You farrier of spirits,
Snow-man of poesy,
Princess of moonshine,
Pierrot! – my laughter!

10 Robbery
Priceless, red exquisite rubies,
Bloody drops of ancient glory,
Slumber in the burial caskets
Down there in the vaulted graveyard.
Night ... and with his drunken cronies,
Down comes Pierrot to plunder
Priceless, exquisite, red rubies;
Bloody drops of ancient glory.
But ... then ... all their hair stands upright,
White with fear they’re fixed to the spot.
Through the murky gloom, like eyeballs,
staring from the burial caskets,
Priceless, red exquisite rubies.

11 Red Mass
At ghastly grim communion,
Midst blinding golden brightness,
Midst flickering of candles,
Comes to the altar – Pierrotl
His hand now consecrated,
Rips wide the priestly cassock,
At ghastly grim communion,
Midst blinding golden brightness.
And signing absolution,
He shows the trembling, trembling people,
The blood soaked holy wafer:
His heart, in bloody fingers;
At ghastly grim communion.
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12 Gallows song
The skinny strumpet,
With neck extended,
Will be the last
To make love to him!
Into his brain
She sticks like a needle;
The skinny strumpet
With neck extended.
Thin as a rake
With a pigtail round her;
Wantonly will she
Embrace the scoundrel
– the skinny strumpet!

13 Execution
The moon a glinting Turkish sword,
Upon a soft black silken cushion,
Its ghostly blade, aimed at the Earth
Through suffering’s darkest night.
Pierrot roams about restlessly,
And upward stares in mortal fright
At the moon, the glinting Turkish sword,
Upon a soft black silken cushion.
His knees beneath him start to wobble,
Suddenly giving way completely.
He thinks he feels already
On his sinful neck the blade of judgement –
The moon – the glinting Turkish sword.

14 The crosses
Holy crosses are the verses
On which poets bleed to death in silence,
Sightless, with their eyes pecked out
By flocks of ghostly vultures.
Bodies by the sword devoured,
Now adorned by bleeding scarlet!
Holy crosses are the verses
On which poets bleed in silence.
Lifeless head, the hair stiff matted,
Faint and distant cheers the rabble.
Slowly comes the fading sunset,
Like a crown of royal crimson.
Holy crosses are the verses.
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Part Three
15 Homesickness
Sweet lamenting – an exquisite sighing,
Comes from Bergamo’s old-fashioned dumbshow.
And the song asks why Pierrot’s so wooden,
And has grown modern and sentimental?
And it strikes the empty heart inside him,
Strikes once more, though muffled, all his senses.
Sweet Iamenting – an exquisite sighing,
Comes from Bergamo’s old-fashioned dumbshow.
Then Pierrot forgets his tragic manner!
Up through pale firelight of the moon,
Up through floods of sea light swells his longing
Bravely up, on high, to home and heaven
Sweet lamenting – an exquisite sighing.

16 Dirty Trick
In the bald head of Cassander,
As his screams rip through the night air,
Bores Pierrot, with insincere affection –
And a cranium driller
Wherein he stuffs with his brown thumb
Leaves of purest, Turkish tobacco,
In the bald head of Cassander,
As his screams rip through the night air.
Then, twisting a cherry pipestem
Right into the burnished baldness,
There he sits and smokes and puffs on ....
Leaves of purest Turkish tobacco
From the bald head of Cassanderl

17 Parody
Knitting needles gleaming and glistening,
Set in her greying hair,
Sits the Duenna mumbling
There in her skirts of red.
She waits beneath the trellis,
She loves Pierrot with aching heart.
Knitting needles gleaming and glistening
Set in her greying hair.
From nowhere – hush! – a whisper!
A windbreath cackling softly.
The moon, the wicked mocker,
ls mimicking with moonbeams,
Knitting needles’ click and clack2.
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18 The Moonfleck
With a snowy fleck of shining moonlight
On the shoulder of his smart black dress coat,
So strolls out Pierrot this summer evening;
Out in search of pleasure and adventure.
Something bothers him about his outfit:
He looks round to see
And finds he’s quite right.
There’s a snowy fleck of shining moonlight
On the shoulder of his smart black dress coat.
Hold on! he thinks. That must be some plaster!
Wipes and wipes, but he can not remove it
Then continues, tainted on his journey;
Rubs and rubs – until the early morning,
At a snowy fleck of shining moonlight.

19 Serenade
With a giant bow, grotesquely
Scrapes Pierrot on his viola.
Standing like a stork on one leg,
Grimly snaps a pizzicato.
Now Cassander runs in
Yelling at this midnight virtuoso.
With a giant bow grotesquely
Scrapes Pierrot on his viola.
Now he throws down his viola;
With his left hand delicately,
Hoists baldy up by the collar;
Dreaming plays upon his baldness
With a giant bow, grotesquely.

20 Journey Homeward
A moonbeam is the rudder,
Lily white is the boat,
On which Pierrot sails Southward,
With friendly following wind.
The stream hums deep arpeggios,
And rocks the little skiff.
A moonbeam is the rudder,
Lily white is the boat.
To Bergamo, his homeland,
Returns Pierrot once more.
Faint dawn on the horizon,
A green glow in the East, –
A moonbeam is the rudder.
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21 O Ancient Scent
O ancient scent of days gone by,
Intoxicate once more my senses.
A host of entertaining pranks
Sails through the weightless air.
Good fortune brings me once again
Those pleasures far too long neglected.
O ancient scent of days gone by
Once more intoxicate me.
All my ill humour is dispelled
And from my sun-encircled window
I view afresh the love-filled world
And dream beyond the blissful distance ...
O ancient scent – of days gone by!

© Roger Marsh
Sept. 1996

Endnote
1 The poem has ‘JULY nights’ (plural) but Prof. Marsh, doubtless with regard for the natural stresses 

of the syllables to be sung, has, with poetic licence, opted for August.  

2 Prof. Marsh’s version of this last line is admirably scrupulous. Unlike other translators he reflects 
the fact that this Coda is not in fact an exact repeat of the first line of the verse. His happy choice 
of the onomatopeic ‘click and clack’ reproduces faithfully the rhythmic stresses of the German 
‘blink und blank’ .
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CONVERSATION WITH PIERRE BOULEZ
Paris, June 12th 2006

We began by reminiscing about the Pierrot Lunaire performance we did together at the Roundhouse 
with members of the BBC Symphony Orchestra in the seventies. (Near the beginning of our 
conversation, his Secretary interrupted with the news of the death of György Ligeti — my last 
visit to IRCAM had been to record Ligeti’s Aventures/Nouvelles Aventures1 with the Ensemble 
Intercontemporain, at which the composer was present.)

JM. I recently visited the Arnold Schoenberg Center in Vienna, where I listened to the recording of your 
conversation with Theodor Adorno in 1965, in which you compared Schoenberg’s 1940 recording of 
Pierrot Lunaire with Erika Stiedry-Wagner and your own ‘recent’ disc with Helga Pilarczyck. I also 
looked at the transcript of the interview in the publication ‘Musik Concepte: Schoenberg und der 
Sprechgesang’2.

P.B. That was long ago!

J.M. From today’s perspective: has your view of the work changed since then? What, if any, has 
been the effect of conducting more opera, Wagner in particular? Did this perhaps give a more 
Germanic slant to the piece? Has your view of the Sprechstimme changed over the years? Christine 
Schäfer is very different from Pilarczyck. Do you see the work as Expressionist, or do you prefer a 
lighter cabaret style? What would be your ideal voice/interpretation?

P.B. The Wagner was very interesting — I did it because they asked me to do it. No it did not really 
alter my view of Pierrot or anything else, but today’s way of doing Pierrot is now different — much 
less exaggerated and emphatic and less ‘Expressionist’.

There are a number of different ways it can be approached: poetic, dramatic, sarcastic, and humorous. 
I always change the interpretation and adapt to whatever weight and register of voice the singer has 
— so it is different each time (Pilarczyck was lower than Schäfer). I have no clear preference, but I 
look forward to doing it with Anja Silja next.

Pitch accuracy should now certainly be the norm. Actresses who cannot attempt accuracy should 
not be engaged. The aim is to do what Schoenberg wanted, though his instructions in the Preface 
are ambiguous and unclear. I heard a recording of Marya Freund with Italian Radio — she sang it. 
Severino Gazzelloni played the flute. The voice was separated from the instruments. 

J.M. How much personal control have you/do you like to have with the vocal performance? How 
do you interpret Schoenberg’s confusing instructions? Do you believe it should be basically nearer 
to singing than speaking tone? (Christine Schäfer sings the start of no. 21) How did you feel about 
Yvonne Minton’s mostly sung performance? Did you mind that Pilarczyck was not entirely pitch 
accurate? What would you say to those who still say it doesn’t matter about pitches or intervals in 
the voice part?  How should one react to Leonard Stein’s anecdote about Schoenberg demonstrating  
Ode To Napoleon and saying that expression was more important than accuracy? 

PB. I do not want to have much personal control over voices, and I never coach them on this aspect 
(I reminded him of the tips he gave me — closing on to the final ‘n’ of ‘verschwiegen’ in no. 8 Nacht, 
and rolling the ‘r’s in ‘ver-lernt’ in no. 9 Gebet an Pierrot). I do not mind people doing the work 
differently. I encouraged Schäfer to begin no. 21 non vibrato. Yes, pitches DO matter, and closing on 
to consonants early helps with Sprechstimme. I am surprised that Yvonne Minton was criticised so 
heavily — she worked very hard and it was a taxing experience for her — she found it very difficult 
indeed. She did such a fine Countess Geschwitz in Lulu3 — I wonder what has happened to her? I 
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do prefer accuracy to a reliance on personal charisma. I too am confused by Schoenberg’s reported 
views on putting expression above accuracy, but agree that expression is important — but it’s all in 
the music. 

J.M. You were quoted as saying that Sprechstimme is an imperfect/impure (‘unrein’) middle way. You 
dislike hysteria — perhaps this is a French  rather than a German characteristic. In a recent Musical 
Times article4 an American musicologist puts forward the view that Schoenberg’s Sprechstimme was 
influenced by his hearing French cabaret artists while in Berlin. What do you think about that? In your 
own music (e.g. Le Marteau Sans Maïtre, Le Soleil des Eaux) you’ve used Sprechstimme subtly to 
inflect the ends of phrases so that it falls quite naturally and is not so very strange on the ear. (I also 
mentioned Webern’s little-known use of Sprechstimme discovered just after that Adorno interview 
— in an early orchestral song ‘O sanftes Glühn’.  Australian composer, pianist and conductor Keith 
Humble had smuggled a photo-copy out of Paris and showed it to me in Australia!). 

P.B. Yes I do dislike hysteria and I suppose I do have a French view of this work. I am interested to 
hear of the idea about French cabaret singers’ influence, and believe this is highly possible. I know 
of the artists mentioned and of their work, especially Yvette Guilbert . The French cabaret heyday 
was from 1870–1880. I think there was a definite influence on Schoenberg’s 1912 masterpiece. For 
the Cabaret du Chat Noir Jules Laforgue wrote some moon poems5 which were used as cabaret 
songs. The company came to Berlin and caused quite a stir. Diseuse was actually the term used by 
Germans.

Yes, I do prefer to use Sprechstimme to inflect the ends of phrases and to combine it with normal 
singing. I am interested in Keith Humble’s smuggling (laughs!). I do indeed recall that Webern piece, 
which was discovered after I had made the Adorno interview. 

J.M. For Pierrot could one not make even weirder sounds? There are possibilities for endless new 
timbres and colours in a more adventurous and imaginative use of the voice, and for vocal acting. 
Would you object to ‘howling’ (as Adorno did), screeching, groaning, moaning, breathiness where 
appropriate? It seems that there is room for much more in this medium once ‘normal’ beautiful 
singing is no longer asked for. Must it always sound ‘nice’? Should the individual timbres of one’s 
own speaking voice be explored? What is your view on this aspect? Schoenberg, rather worryingly, 
said that all the expression was in the music and that one should not put anything else in — surely 
that inhibits one from going too far? 

P.B. In principle, there could perhaps be more scope for imagination, as long as the music comes 
first. It is possible that people are too much worried about sounding nice. (Here I demonstrated a 
variety of more extreme colours and modes of delivery and he listened politely, seemingly interested 
and sympathetic, but I’m not sure if he really approved!)

J.M. The texts: you’ve described them as a ‘picture of an epoch’. The Hartleben is of course not 
a literal translation — the Giraud French originals are often more gruesome still. Should the voice 
really be so detached from the meaning? The words have wonderful sonic properties, and the 
syllables make their own music. Is this something you enjoy — savouring the words? 

P.B. Yes the words are an excellent vehicle and the sounds they make are very important. To savour 
the syllables is interesting. It’s not great poetry. 

J.M. Can we talk about the aspect of parody:–  You’ve said that the horrors of Part II of Pierrot, for 
instance, are very stark but are suddenly dispelled by a small gesture; it’s a game of fear, rather than 
just plain horror. There are swift mood changes which give an interpretative challenge. (e.g. the end 
of Nacht, with the sforzando  on the cello and the bass clarinet; and the  sudden pianissimo on ‘Sein 
Herz’ in no. 11). Is irony always lurking amongst the horror? Are all the movements parodistic and 
relatively detached? 
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P.B. Yes this is, for me, a very important aspect — I see parody throughout, with the exception, 
perhaps of Die Kreuze and moments in Madonna and Rote Messe. I still hold the views I did then 
about mercurial mood changes, where the horror suddenly dissipates. Always there is irony. 

JM. You’ve described Pierrot as a series of character studies, like Webern’s Trakl Songs Op.14.
You believe there’s more of Webern than Berg in Pierrot. You say it’s also a song cycle (in 3 parts) 
for which the preparatory study is the George cycle Op.15 (Das Buch der hängenden Gärten). 
Schoenberg and Webern are masters of word setting, in their awareness of the characteristics of 
consonants and vowels, approaches to extremes of range and sensitivity to dynamics and accents; 
also their judgment of phrase lengths and natural vocal contours. Your own music shows this same 
sensitivity to vocal writing — were you influenced by either? Can you comment on the connection 
between Schoenberg’s ‘normal’ songs and the vocal writing of Pierrot, and the post-Pierrot influence 
shown in Webern’s cycle?

Is it a general aesthetic in common, or something more specific? 

P.B. The Op. 14 songs are Webern’s best work, and yes, the word setting is exemplary. Yes, I do 
see the connection in the meticulous vocal writing and setting of syllables, and yes, I have been 
greatly influenced by this in my own vocal writing. Yes, I still believe in the character study/song 
cycle trajectory. I am glad if my music seems to fit the aesthetic. 

J.M. I’d now like to examine some specific moments in Pierrot that need special care. What should 
one do in general when the music goes really high and notes have to be sustained? I have found 
that it helps to close on to the consonants as quickly as possible and avoid elongated vowels. 
Glissandos are useful, especially for large intervals (‘Menschheit’ in no. 6).  But some performers 
slide much of the time — Ilona Steingruber, Erika Sziklay, Stiedry-Wagner on Schoenberg’s own 
recording, and other early performers such as Ellen Adler. 

P.B. I dislike too much use of glissandos — they are only good when intervals are wide and the lines 
are not distorted. And yes, closing on to the consonants is good. 

(From here onwards  we discussed  specific sections, and I demonstrated a few passages, such 
as the detailed final phrases of no. 7 and the liaison between ‘-stickt and ‘Du’ in the same number. 
Boulez agreed that adherence to the detail of the score was essential.)

J.M. In no. 3 Der Dandy, there are many quickfire changes of delivery —  that unique fast gesungen 
passage and the whispering, and so on. Not everyone observes these as written. 

P.B. They must be clearly defined.

(I also demonstrated in no. 6 the long high F sharp ‘Mu–(tter) at the end ; also that crucial ppp high 
passage on ‘Steig, O Mutter aller Schmerzen’) . 

JM: Helga Pilarczyck told me that this high soft passage was not possible and said it should not be 
attempted at pitch! (P.B. laughs) 

(more excerpts: no. 9, the ‘coloratura’ on ‘Schneemann’; no. 10, ‘mit seinem Zechkumpanen’  
(‘whisper’ on last syllable); no. 17. The melismas and details in the canon. 

P.B. Sprechstimme is indeed a rich resource for such matters. 

JM. There is a stamina problem in no. 14 Die Kreuze, with its sustained phrases which tax breath 
capacity — lighter voices are at a disadvantage here. 

P.B. That is very interesting.
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(I tried the beginning of no. 21 with a breathy quality to avoid proper singing — he seemed interested 
in this as a solution) 

JM. What are your views on staging Pierrot?  Also the position or separation of instruments and 
voice? 

P.B. It is important for the voice to be separate from the instruments for clarity and balance. I dislike 
too much theatricality — it is not really necessary. The music says all, and I am aware of Schoenberg’s 
strictures on such things. 

JM. I’ve done the work many times without conductor — your view on this? Many rehearsals 
are needed of course. I felt it gave a special feeling of flexibility, with the deep collaboration and 
involvement with each ‘protagonist’. Do you see the instrumentalists as ‘actors’ too, participating in 
the drama? (e.g. Flute/moon, cello/viola, etc.). This is true musical theatre! 

PB. Without conductor a very great many rehearsals are needed! Yes, the instruments are indeed 
protagonists in the drama, and this adds to the difficulty of achieving a perfect balance. It is music 
theatre at the highest level. 

J.M. How would you react to the idea of a man performing the vocal part? Richard Hoffmann thought 
that Schoenberg would not have minded.Perhaps a counter-tenor, tenor, or baritone? Or an actor/
actress? Albertine Zehme was a singing actress. Recent performances by Barbara Sukowa, the 
distinguished German actress have been admired. She is charismatic, but unfortunately does not 
obey the score, yet she was chosen by Mitsuko Uchida for performance with her special ensemble 
— why  is it that instrumentalists of high standard seem to have another set of criteria for singers? 
Presence is of course an important part of a singer’s equipment, but not at the expense of the music, 
surely! And what do you think of  Schoenberg’s use of Sprechstimme in his other works, e.g. Moses 
und Aron6 or Ode to Napoleon7? 

P.B. I hate the idea of a man for Pierrot— the tessitura is all wrong, and the relationship with the 
instruments’ pitches is destroyed! It could never work! I heard it done 8–10 years ago by a baritone 
at Salzburg, a man called Marthaler and it was awful8 — the text was completely lost. ‘No’ to the 
actors as well unless they can do the pitches properly.  I dislike the cult of personality and distraction 
from music and agree that it is strange that fine musicians sometimes judge singers on a different 
level. Schoenberg was a real idealist and had a wonderful ear. Scherchen told me they had 40 
rehearsals for the premiere.

He reverted to simple and less extreme use of Sprechstimme (or second-degree vocalising) in later 
works — the notation was freer with more freedom for the singer. Moses’s Sprechstimme has no 
accidentals and Schoenberg said not to worry about pitch. Ode to Napoleon is notated on 3 lines 
yet with accidentals!  Schoenberg’s first use of Sprechstimme was in Gurrelieder (difficult for tenor) 
in D major9! 

J.M.Would you yourself ever consider writing a work entirely in Sprechstimme, or have its possibilities 
all been exhausted by now? Is it of its time,or due for revival? 

P.B. No I would never write a whole work in Sprechstimme. Perhaps it is of its time. 

JM. Finally, do you think it would be possible, with today’s technology, to notate Pierrot Lunaire in 
absolute detail, with all the micro-rhythms of enunciation, and every minute pitch inflection? Perhaps 
it could be done electronically — or maybe a graphic representation could be arrived at? 

P.B. I think to attempt an exact notation in that way would be a huge waste of time, but a graphic 
representation of the score could be interesting and revealing. 
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(We concluded the conversation with lively reminiscences of London colleagues including his former 
pupils, Richard Rodney Bennett and the late Susan Bradshaw. He then had to rush off to dictate a 
condolence telegram to Ligeti’s wife.) 

To sum up: My general impression was that Boulez’s main concern is, of course, the all-round 
musical result of the vocal performance of Pierrot Lunaire, rather than the actual mechanics of 
vocal technique as applied to Sprechstimme. He believes in utter faithfulness to the details of the 
score — also to the sound quality, blend and balance of voice and instruments. (I was amplified, at 
his insistence, when I performed the work with him.) His acute aural sense makes him especially 
aware of subtleties of dynamic, attack and articulation. The atmosphere and aesthetic ambience of 
the texts are important to him, and he reacts to these with an identifiably French sensibility. He feels 
strongly that a undertow of parody and humour should anchor the piece even at its wildest moments. 
There must always be a controlled detachment, and hysteria needs to be kept at bay. Although he 
is, as ever, concerned with rhythmic precision and accuracy, the micro-timings of syllables and the 
minute vagaries of pitch inflection have not been a major sphere of interest for him — he prefers to 
let the singer take care of these things. But he is aware that breathing and stamina problems have 
to be taken into consideration.

I think it may have been quite  an unusual experience for him to have such a detailed discussion 
with a singer. He obviously has the composer-conductor’s overview of the work, and I suspect his 
vocal soloists may not always have had much opportunity to go through their part with him, due 
to the realities and practicalities of the rehearsal situation, where security, ensemble and balance 
have to come first. His flexible, adaptable attitude to the voice part was most refreshing, perhaps 
even a little surprising. He did not wish to be drawn on the matter of ‘favourite’ types of voice, 
and I believe he relishes the challenge of different vocal approaches. Anja Silja will certainly be a 
considerable contrast to Christine Schäfer! I am very grateful to him for giving his valuable time for 
this interview10.

Jane Manning and Pierre Boulez in London in 1976, during rehearsals for the
European premiere of Elliott Carter’s song-cycle A Mirror On Which To Dwell.

Photo credit: Reg Wilson, London

Postscript
During our conversation, Boulez had drawn my attention to the sleeve note he wrote (in French) 
about Sprechstimme, for his recording with Pilarczyck in 1961. Re-reading this, one identifies with 
his palpable frustration at Schoenberg’s confusing instructions, and also at the unsatisfactory nature 
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of the only true historical ‘document’: the recording under the composer’s own baton (with Erika 
Stiedry-Wagner).

He feels that the declamatory style seems extremely old-fashioned now, and that ‘the perpetual 
glissando from one note to another rapidly becomes irritating’. He finds that the emphasis on an 
Expressionist approach completely takes away any trace of humour or parody, and is totally at 
variance with the character of the instrumental parts. Like others, he believes it is very hard to arrive 
at any exact idea of Sprechgesang, but, despite the vocal inaccuracies in the Schoenberg recording, 
(‘except for the rare ‘sung’ notes — impeccably correct’) he cannot bring himself to believe that such 
detailed notation was not intended to be followed faithfully. He finds this difficult to reconcile with 
an anecdote from Leonard Stein, Schoenberg’s pupil and assistant, about the preparations for Ode 
To Napoleon.The composer insisted that expression mattered above accuracy, and duly gave a 
demonstration in which he deviated considerably from his written vocal pitches. Stein also said that 
Schoenberg was not at all bothered by Stiedry-Wagner’s approximations. Boulez’s basic argument 
on Sprechstimme concerns the connection, or lack of it, between the speaking and the singing 
voice. He says that in many individuals the two ranges simply do not coincide. In the female voice in 
particular, the singing voice can comfortably soar to heights well above the speaking range, but may 
be correspondingly weaker in the low register. (I believe this is a matter of training, but understand 
this viewpoint). He cites actors as being in better control of tessitura, managing to keep sung and 
spoken ranges at the same level. Ultimately, he feels that that there are insoluble problems in 
performing Pierrot Lunaire: ‘The work is both too high and too low’. He describes the speaking 
voice as ‘a type of percussion with a short resonance’, whose quality cannot possibly be maintained 
through a held note. This is of course the major worry for all Pierrot vocalists. Finally, and most 
interestingly, he cites the opinion of his friend and correspondent, the ethno-musicologist André 
Schaeffner, that ‘ the theatre of the Far East provides invaluable instruction in achieving stylistic and 
technical solutions which, in Europe, we have yet to find’. It is indeed fascinating to see whether a 
study of, for instance, Kabuki theatre or Chinese opera, would give a different slant to the verbal 
declamation of Pierrot Lunaire11.

Endnotes
1 Deutsche Grammophon 02 89 471 6082 3 GH (re-issued 2002, Echo Series).

2 See Preface, Endnote 1, p. 11.

3 She appeared in this role in the Paris premiere of the completed version of Berg’s Lulu conducted 
by Boulez in 1979 and subsequently recorded by Deutsche Grammophon (DG 27 11 024 — now 
available on CD).

4 See Goltz 2006

5 See Laforgue 1886.

6 Opera (unfinished) written 1930–1932. Of the two main roles, that of the bass Moses  is written 
in Pierrot-style Sprechstimme, appropriately suggesting the character’s halting inarticulacy, 
compared with the mellifluous tenor singing of his brother Aron.  

7 Schoenberg’s Op. 41 (1942) for male reciter, piano and strings.

8 See Pierrot Interpretations Past and Present: Thoughts and Comparisons, Endnote 20, p. 105.

9 Gurre-Lieder, his Cantata for large-scale forces (soloists, chorus and orchestra) was eventually 
completed in 1911. In the last section of the final (third) Part, there is a solo Sprechstimme 
role, often taken by a male singer, although in a recent performance I heard, an actress with 
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experience of Pierrot took the part.

 See also: Schoenberg’s Letter to Thor Johnson, July 4th 1950, in which he bemoans the poor 
quality of the soloists in the RCA Victor recording made by Stokowski, and stipulates his exact 
wishes as to the performance of the Speaker’s role:- ‘I found out that the best thing is to give 
it to a singer who no longer has the necessary beauty of voice to sing great parts. It should, 
if possible, be a higher voice, about Tenor range or high Baritone. It should, if possible, be a 
voice which should not be too fat, too thick, too bombastic. It should be a light voice.’  He also 
mentions that, in fact, Albertine Zehme, the original performer of Pierrot Lunaire took the role in 
the first performance (conducted by him) in Leipzig in 1914 , and that ‘she was very good’ (See 
Schoenberg 1962 and 1988).

10 I have to thank two colleagues, Dr. Caroline Potter and Gerard McBurney, for passing on to me 
some delightful information: that when he was a child, Pierre Boulez had his own little Pierrot 
costume (how one longs to see a photograph!). In his home it was also customary to hang small 
Pierrot ornaments on the Christmas tree. This is an indication of the significance of Pierrot as a 
natural part of French culture.

11 See also Cultural and Stylistic Influences, Endnote 6, p. 34. 
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CASE STUDIES

ALISON SMART, an experienced professional soprano, was my special volunteer‘guinea pig’. A fine 
all-round musician, with a strong sense of relative pitch, she undertook to learn Pierrot Lunaire from 
scratch under my supervision, and reported back to me at regular intervals, eventually bringing her 
pianist to run through complete sections. We began working together in March 2007, and finished 
in early February 2008, by which time Alison had achieved a confident, musically secure and 
strikingly individual interpretation of the whole work. There were a number of prolonged gaps in 
contact caused by our other engagements, but it was a luxury not to be forced to hurry the process. 
The extra time proved advantageous to Alison in the end, allowing the work to seep gradually into 
her consciousness. 

Her approach from the outset was careful and extremely well-organised. She planned her learning 
assiduously, one step at a time. The words were her initial preoccupation. She wanted to examine 
and tease out the philosophical and psychological aspects of the text, to find a cohesive theme 
to the whole cycle, identify specific connections, and, crucially, to empathise with Pierrot on his 
turbulent emotional journey. 

She was a little worried about using her speaking voice in such an unbuttoned way, concerned that 
low notes might be a particular problem for her high-placed voice. She translated Schoenberg’s 
Preface, uncovering its familiar ambiguities, looked on the Internet for various references, and 
perused programme booklets from two contrasting recordings. Knowledge of the melodrama tradition 
of turn of the century Vienna was a useful starting point. We began, at my suggestion, with no. 9, 
Gebet an Pierrot. Alison studied the instructions conscientiously and analysed the text in detail, 
noting its rondel form. (She wondered if the reference to a black flag came from Greek mythology.) 
She found this movement touching: a cry for help to recover lost laughter. Rhythmic patterns carried 
across barlines proved a little tricky at first. 

She then tried nos 7 Der Kranke Mond and 20 Heimfahrt. The images of the texts appealed to her, 
and she loved the flow of the barcarolle. She always hums pieces at pitch when learning them. (This 
is quite different to my own approach: I like to plunge right in and get a general idea of the whole 
task ahead, rather than worrying about total accuracy from the start.) She quickly found that each 
movement has its own flavour and that the singer must create a specific sound world and mood for 
each, within the framework of the whole narrative. Her perception is that Schoenberg often creates 
mood by the direction of the phrases — happier music rises, and sad music falls. 

Like many of us, Alison feels torn between her strong response to the words, and her awareness of 
Schoenberg’s instruction not to dwell on their meaning. She feels strongly that the interpretation can 
vary according to the character and layout of the music: for instance, the close-knit patterns of the 
barcarolle encourage a lively and natural delivery. No.7 is, by contrast, more drawn-out, with its 6/4 
signature, and the flute’s tone suits the melancholy mood. The vocal line’s plaintive falling pitches 
supports her view of the inherent expressiveness of the melodic contours. 

She tackled nos 8  Nacht and 1 Mondestrunken next, finding the scope of the former awesome 
and rather terrifying. She reflected that Pierrot (or the Narrator) first experiences the dreadful black 
moths as observer, reacting violently to them later. Light and dark are depicted graphically in the 
music; chromatic lines and block dynamics promote the air of mystery.

At this stage, Alison sought the advice of her singing teacher to help surmount some technical 
problems. Conserving breath was a major issue: initially she found that speaking used up air faster 
than ‘normal’ singing. It was decided to bring the Sprechstimme a little nearer to singing for the 
time being, so as to sustain the longer phrases and help support soft, low-lying stretches. Arpeggio 
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exercises helped to encompass the sung low E flat in no. 8. She took a while to get accustomed to 
using her lowest register. She then embarked on the first seven songs as a group.  For a theatrical 
performance, she wondered if the vocalist might gaze skywards at the start of the work. She enjoyed 
the sounds of the text in the opening, but was puzzled by the ‘wrong’ word ‘Mondstrahl’ at the end 
of no. 3. The fast changes from sung to whispered to spoken in Der Dandy were problematic at 
first. Her observation on no. 4 Eine Blasse Wäscherin was that the vocal melody moves in semitone 
shifts at first, reminding one that large leaps are not possible in the dark. It then opens out a little at 
Bar 11, once the eye adjusts.

Alison saw a connection between the references to blood in movements 5 and 6: the pale drop 
of blood in Valse de Chopin is a ‘life-force, faded and destructive — Pierrot is hooked and cannot 
escape.’ She noticed that, in this, as in some other movements, the dynamic range forms a perfect 
arc from soft to loud and then down again. She envisaged the waltz reverberating in Pierrot’s head, 
and felt that consonants could be smoothed over a little, enhancing the rhythmic sway. The blood 
motif recurs in Madonna in a more religious context — it is, in fact, the work’s first instance of 
religiosity, but not of the standard kind. Alison believes that Pierrot’s petty worries are elevated to a 
higher level thereby. The low F vividly depicts the gaping wounds.

She felt impelled to learn the ‘accompaniments’ in the piano score, as this would make her feel 
greater physical involvement in the work, and would aid eventual memorising. 

After some more time working independently, she came to me for a coaching session, on all of Part I 
with pianist Paul Webster. By now she had evolved a very good version of Sprechstimme, extremely 
accurate in both pitch and rhythm, but still needing a little more physical strength and support for the 
lower reaches. Confidence had grown considerably, and, as always, she was quick and responsive, 
able to implement technical tips speedily. She had put in a lot of work on the German. My suggestion 
of clipping notes shorter in order to create a clear syllabic pulse was immediately taken on board 
successfully. No.1 benefited from this, especially in regard to tied notes. No. 2 (Colombine) suits her 
particularly well, and she achieved an excellent waltz lilt. No. 5 (Valse de Chopin) was impressive — 
the parodistic Viennese elements were especially striking. She needed a somewhat bolder approach 
to Madonna and was still a little tentative in those crucially soft dynamics, and somewhat wary of the 
syncopated rhythms of ‘deines Sohnes Leiche’. Der Kranke Mond had really settled into the voice 
and had benefited from detailed scrutiny.

After another lengthy gap (from October to February) she was able to perform the rest of the work  
successfully (again with piano). The piece had marinated slowly over this extended period, and the 
improvement in vocal focus and clarity was clearly apparent. Significantly, she was now much more 
confident in her lower range, and generally more in control technically. This, as ever, confirms my 
view that working on Pierrot pays huge dividends in learning about one’s own voice, and improving 
one’s technique in unexpected ways.

After all the hard work, Alison felt able to relax and enjoy the work as a whole, and to reflect further 
on connections between certain movements. Her comments were, from the start, perceptive and 
original, sensitive to subtle allusions and affinities, and affording new insights. 

For instance, she sees how the lightness and freshness of mood exposed in Colombine is then 
destroyed in Der Mondfleck. She notes that the sad and beautiful song to the moon, no. 7, is totally 
unlike the lush version found in Jánàcek’s Cunning Little Vixen. ‘Pierrot is like a nurse to the moon, 
whose illness is contagious, and Pierrot has now contracted this disease himself.’ Alison believes the 
low pitches in this movement symbolise the descent to despair — another instance of the melodic 
shape affecting the mood of each song. She sees no. 10, Raub as the mirror of no. 13 Enthauptung, 
in that the dramatic robbery, though envisaged, is not actually accomplished. The passage that 
swiftly alternates vocalised and whispered tone in Raub remains a  challenge. My suggestion of a 
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voiced inhalation on the final syllable of ‘Kumpanen’ helps, but audibility is a problem. She says that 
the low pitches of no. 11 Rote Messe mirror those of no.8 Nacht and are similarly taxing for her, but, 
as they undulate a little more, the lines lie more comfortably. She has begun to enjoy the swooping 
‘zerreisst’ (in no.11), but with some caution, reflecting that Pierrot is now, disconcertingly, moving 
away from reality. Galgenlied, despite its brevity, is compelling, and repays slow practice to master 
the rapid speech rhythms. The throwaway final line expresses both the narrator’s repulsion and the 
prostitute’s worthlessness. Alison does not quite see how this possibly imaginary scene connects 
to the overall narrative. No. 13 Enthauptung holds an unpleasant fascination. Alison makes the 
observation that the moon’s crescent sword-shape is illustrated in the shape of the vocal melody at 
‘den blanken Türkenschwert’. This alerts her to the fact that there must be many more such subtle 
details in the work. No. 14 Die Kreuze sees Pierrot even further removed from reality and in the 
depths of despair. This could be a ‘mirror’ for Rote Messe. She describes both words and setting as 
‘tortuous’, and perceives, in bar 4, a graphic portrayal of dismembered bodies in musical terms.

No. 15 Heimweh comes as something of a relief, although the unstable tempi emphasise that home 
is still far away. Pierrot is taken out of his dramatic context, and, without it, he still veers towards the 
dark side of things. She enjoys the expressive text setting here, and the wide pitch range covered, 
including the low A sharp at the end, which recalls the darker emotions of previous movements. 
No. 16 Gemeinheit affords comic respite, and is much more firmly placed in the world of commedia 
dell’arte. She notes the connection with the ‘Turkish’ element of no. 13, and also sees the melodic 
vocal shapes as similar to those in the preceding movement. In no. 17 Parodie she relishes the 
ingenuity of the wickedly mocking imitative phrases, disjointed and fantastical. No. 18 Der Mondfleck 
works up to a frenzy, and features the fastest notes in the piece, except perhaps for those at the 
end of Galgenlied. She foresees that for no. 18 the vocalist has to convey the mood convincingly, 
using posture, eyes, or perhaps sharp intakes of breath. She loves the viola joke of no. 19, and 
muses on the sound that a bow would make when scraping a bald pate. Cassander is being paid 
back for his jealousy. After the happy journey of no. 20 Heimfahrt, Pierrot finally reaches his longed-
for destination at no. 21 O Alter Duft. Alison sees that the melody here is less tortuous and rhythms 
more straightforward, so that the homecoming is blissful and sunny. Nevertheless it is her view that 
the shape of the last phrase (mirrored by the last phrase of no. 7 Der Kranke Mond, with its plunge 
down to a low F), still recalls an element of the narrative’s darker side; ‘scary and unpredictable to 
the last’. 

Alison now looks forward to the opportunity of performing Pierrot in public with the full ensemble. I 
am extremely grateful to her for taking part in this special exercise. 

On 11 March 2008, Alison completed the questionnaire as far as she was able, not having yet 
performed the work publicly. Her extremely thoughtful answers are to be found in a later chapter. 

JULIAN JACOBSON. Julian and I had already had a lengthy informal discussion about his approach 
to the vocal part. He has known and loved the work for many years, and has performed it often as 
both pianist and conductor. He aspired to savour the physical involvement of performing the vocal 
part, without delving too deeply into the more complex psychological issues arising from the text 
and its setting. No 10 Raub was his favourite movement to date.  Pitching would not be a problem 
as Julian has the same ‘freak aural disease’ (his words!) as myself and others — namely, absolute 
pitch. 

I have now attended two of his performances — his second and third attempts. Unfortunately I 
missed his debut in the work — brought forward by my own illness and sudden withdrawal from 
a performance at the Royal College of Music in January 2006, when he gallantly stepped in to 
save the day. To generalise: Julian’s voice is not that of a natural actor in weight and timbre. As an 
instrument it lacks a certain penetrating resonance and a distinctive range of colour, so he has to 
work extra hard to overcome this. He does of course need to be amplified. Like most non-singers, 
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he is happiest when the text moves at the speed of natural speech. He will be more at ease when 
he has memorised the piece. His position on stage (to the far left of the conductor) was not perhaps 
ideally comfortable, since the awkward angle meant he had to swivel his head sideways, unable 
to see conductor and score at the same time, meanwhile aiming his voice at the microphone. This 
probably made it harder to concentrate on some of the smallest details in the score. 

Performance on 23 April 2006.at the Old Market, Hove, with the Talkestra Ensemble, conducted and 
presented by Steve Dummer. (A very good English translation of the text appeared, uncredited, in 
the programme.) I made the following notes after the performance: 

Part I had a few small verbal slips, mainly involving word endings. Julian’s soft-grained voice is 
inclined to fragment a little under pressure. Falsetto was used for higher lines, but the pitch was 
always down the octave from the female register. 

Words were not absolutely clear, perhaps because some phrases had too much legato. No. 2. 
(Colombine), being a gentle piece, worked well when slightly ‘sung’. The slur joining ‘such-‘ to ‘ich’ 
was not observed. Like me, Julian had also overlooked that small crescendo on the final syllable of 
‘Seh-nen’. The opening triplet of Der Dandy was too fast (at double speed). Breathing remained the 
main problem, as Julian has yet to acquire a singer’s control of air. Breaths were mostly shallow, and 
a large intake at the start of phrases was often immediately used up, making it difficult to negotiate 
the details of ‘hoch heiligen’, and the section beginning ‘Pierrot mit wächsernem Antlitz’, without 
becoming stressed. A more cutting edge was employed here, but the last section of no. 3 seemed 
somewhat rushed. No.4  did not yet convey the feeling of an  ‘accompaniment’ to the instruments, 
as stipulated in the score. This was perhaps because vowels were a little too prolonged. Sibilants 
needed more clarity. The ‘a’ vowel of ‘blasse’ (also of no. 5’s ‘blasser) ’ should be kept as short 
as possible, to avoid confusion with ‘blasen’ (blowing). German-speaking listeners are inclined to 
remark on this. The final section of Valse de Chopin proved rather taxing. The strenuous Madonna 
which follows was given quite a light treatment. However, the consonants still needed more support 
— they should always remain loud even when dynamics are soft. The rhythm on ‘rot und offen’ 
was not quite accurate. Knowing the piece for a long while has possibly led to a few small errors 
becoming ingrained. Energy picked up very promisingly nearer the end of the movement. For no. 7 
stronger consonants would have been helpful. Not surprisingly the very long low-ranging phrase in 
the centre was not yet spanned, meaning that breath had to be taken between  the slurred  ‘stickt’ 
and ‘Du’. However the notoriously difficult extended final syllable of ‘Melodie’ was well-managed. 
Vowels in small words such as ‘den’ need some attention, and the intricate details of those two 
matching phrases, beginning ‘belustigt’ etc. with their unusual liaisons and staccatos, were not all 
discernible. I liked the long groan on the final trill! 

Part II. For no. 8 the legato treatment proved more appropriate to the atmosphere. Leaning in to 
the microphone helped considerably, and the sung ‘verschwiegen’ was held impressively! This (my 
own most troublesome number) was one of Julian’s best efforts, with a good change of timbre for 
the last line. Gebet an Pierrot was rather loud (too sharp an intake of breath seemed to throw it off 
balance) and could do with more quirkiness, although Julian was by now beginning to relax and 
enjoy himself. An effective piece of onomatopoeia, re-iterating the vowel of the ‘Lachen’ at the end, 
worked extremely well. Julian’s relish in performing Raub was evident. Attack and clarity were much 
improved, and the dramatic build-up excellent. 

Rote Messe, though starting well, with good atmosphere, exposed a few stamina problems at the 
ends of the loudest phrases, but the drama was conveyed strongly. The brief no.12 was clear and 
sprightly, although almost too steady and ‘safe’, with accelerandi barely noticeable. By Enthauptung 
consonants had more bite, and Julian seemed well warmed-up. Unfortunately, bar 16 came apart 
ensemble-wise; this is a well-known hazard for regular performers of the piece. However the 
microphone helped greatly in projecting the frenetic vocal climax,and this was a generally successful 
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interpretation. The instrumental postlude will have been a welcome chance to rest the voice. 

Die Kreuze, inevitably, brought breathing challenges, but the long opening phrase was achieved 
without a break. The male lung capacity ought ultimately to prove an advantage. Julian sounded a 
little strained at ‘-schwärme’, but managed a good fortissimo. At the pause when the ensemble re-
enters, the final syllable of ‘blu-ten’ seemed rather loud, and the rhythm of ‘Tot das Haupt’ onwards 
had a few shaky moments, slightly missing the syncopated bounce and clarity of this passage. 
This was a sterling effort in view of its special demands, although the intensity of the instrumental 
ensemble lapsed slightly at the very end.

Part III. No. 15 Heimweh is the movement Julian finds the most difficult. This started well with a good 
interpretation of ‘sentimental’ and effective use of falsetto for the opening phrases and their repeat. 
The tricky vocal re-entry at ‘Da vergisst’ was safely accomplished, but thereafter things came a little 
adrift.  Ensemble was somewhat insecure as the music soared to its climax, but after that the quiet 
ending was well-poised. 

The notorious cello bridge passage into no. 16 had lacked a certain energy and conviction, but 
Julian managed to be amusingly characterful at the start of Gemeinheit. The ‘t’s of Türk’schen 
Tabak’ could have done with more emphasis. The middle of the movement suffered from rhythmic 
insecurity, and at the end ‘blanken Kopf’ came out at double speed (a possible memory lapse). No. 
17 was engaging: not all the detail was clear but ‘liebt’ etc. worked particularly well in falsetto. Der 
Mondfleck suffered a little from less audible consonants, and needed closer amplification. The last 
section saw an improvement in attack and focus, but the final ‘des hellen Mondes’ was not snappy 
enough to co-ordinate with the instruments — always a tricky and exposing moment.

In no.19 Serenade the cello was less expressively soloistic than usual, so this movement came 
across as lightly ironic and witty. The enunciation of ‘wütend’ was excellent, though the  sf on  ‘kratzt’ 
was perhaps a little too much exaggerated! Julian’s crooning tone for the final ‘waltz’ phrases 
veered very close to singing. The barcarolle (Heimfahrt) needed a touch more suppressed intensity 
to support and project consonants despite the soft dynamic. The tempo seemed a little rushed, 
especially on ‘drauf fährt Pierrot’. There was another vowel sound to watch on ‘den’. The rhythm 
rocked slightly around ‘nach Bergamo’ and the voice’s end phrases were drowned. At this point in 
the work, so near the end, there is often a danger of concentration’s waning, and I suspected this 
to be a factor. Julian almost sang the opening phrases of no. 21 O alter Duft. The tone was rather 
too light to maintain the feeling of physical involvement. I would personally prefer breath to be taken 
after ‘Freuden’ rather than after ‘froh’, as this suits the musical shape better and keeps the meaning 
clear. At the closing section of this marathon achievement, there were a few word fluffs, no doubt 
caused by the combination of fatigue and impending relief. The ending was very moving. 

I believe that Julian was, sensibly, saving his fullest and strongest tone for the centre of the work, 
and deliberately conserving energy in Part I. He obviously has the advantage of a mature overview 
of the work , and his performance will develop by leaps and bounds as he gains more experience of 
the physical side of it, and ‘muscle memory’ comes into play. 

I attended a further performance at Pallant House Gallery, Chichester, in July 2007. This time Julian 
was costumed as Idi Amin, in military uniform. During the instrumental postlude to no. 13 he went 
offstage, and re-emerged hastily with makeup and peaked hat removed, just in time for Die Kreuze. 
This was a little distracting to the peaceful atmosphere of the interlude, but meant that from then 
on, a more spiritual mood could prevail. His stage position still seemed problematic, for the reasons 
described above. Quite a number of the verbal and musical discrepancies already mentioned were 
repeated, but other moments of rhythmic insecurity had been tidied up, and the whole performance 
had gained in confidence and projection. I noted a vast improvement in Julian’s breathing technique, 
with a resultant benefit to tonal resonance, support and stamina. In terms of intensity, the performance 
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described a convincing and cohesive arc, starting gently, with the central movements carrying the 
most weight. More work is still needed on the timing and release of consonants, as this will tighten up 
the rhythms and make it all more disciplined. I greatly admire Julian’s artistic integrity and fearlessly 
adventurous spirit, and look forward to following more of his exciting journey as he polishes and 
perfects his Pierrot. He continues to perform the work, gaining in vocal confidence all the time, and 
plans to do it from memory in the near future. He has recently been applying his vivid imagination 
still further, in devising a more overtly dramatic staging which incorporates gesture and movement 
(and additional small costume changes) to illustrate the mood swings inherent in the text. He is kind 
enough to give me regular updates on his evolving interpretation.

Now: a summary of the results of Questionnaires, kindly filled in by professional colleagues:

LINDA HIRST (mezzo-soprano with wide-ranging experience in contemporary repertoire):

Linda has performed Pierrot Lunaire a great many times, starting in 1980, often in a ballet context, 
including at the Royal Opera House under Richard Bernas. Her first performance was at London’s 
City University, with Lontano, conducted by John Carewe. It took a month to learn it, and there were 
4 or 5 rehearsals. She did not need coaching, but had help with the practicalities of conserving the 
voice.

That first tour involved 18 performances but ‘hardly scratched the surface’. Linda had already 
heard the work ‘live’ and found Erika Sziklay’s recorded version under Andreas Miháhy (see Pierrot 
Discography, entry for 1970, p. 187) exceptionally impressive. She did not perform from memory 
initially. Of other conductors, she mentions Diego Masson’s special sensitivity to the poetry, and also 
found the Opera House experience a joy.

Her platform position was between the clarinet and violin/viola. She wore a lurex striped suit. She 
did not at first use movement, but added a few gestures later on.

Linda gives priority to rhythmic accuracy over pitch. She studied and read the texts before singing 
each movement, and then combined the two elements. She is at home in the German, but has also 
performed Pierrot in two leading English translations, by Cecil Gray and Andrew Porter (giving the 
premiere of the latter). Linda has also performed the work without conductor. She sees Expressionism 
in the texts, but believes this does not preclude irony. She feels the work combines many emotional 
elements but is never merely humorous. However, she does not see it as a dramatic declamation, 
and is resistant to the idea of a contemporary makeover. For her, the most difficult movements are: 
Enthauptung (musically), Heimweh (vocally), and Parodie and Der Mondfleck (balance-wise). The 
whole of Part III is a test of stamina, and Parodie poses a particular interpretative problem. Linda 
makes no conscious attempt to differentiate vocal timbres but finds this developing naturally over 
the years. She greatly enjoys the interaction with the instruments. Her particular favourites are: no. 
1  Mondestrunken — entering the magical moon-world; no. 4 for the unusual experience of not being 
the Hauptstimme, the ‘lament’ of Der Kranke Mond, and, especially, the final two movements: the 
dancing boat in the barcarolle and the compelling depiction of recaptured nostalgia in O Alter Duft. 
Linda is very much concerned with preserving the youthful quality at the top of her voice, and is 
always pondering over what Schoenberg really wanted.

She acknowledges that Pierrot has had a tremendous impact on her work in general: ‘as an observer 
of visual art, as listener, as actress, singer, speaker, reader — to prevent narrowness of outlook, 
to refine musical judgement, and to sharpen ears and precision of intonation, onset and exit of 
vocalisation.’ She believes it has heightened her understanding of expression and its truthfulness. 
Linda has performed Façade and Enoch Arden1, but feels that ‘nothing compares’. She is confident 
of her performance now, but knows it can never be taken for granted.
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MARY KING (another highly experienced mezzo. At a recent South Bank symposium we enjoyed 
comparing notes.) 

She has given almost 100 performances to date. Many of them have been with the Ballet Rambert, 
but she has also performed the work in concert internationally, from Paris to South America. I regret 
very much that I have never heard her performance. Like me, she has given workshops on Pierrot, 
and feels that this enhances familiarity and promotes an analytical approach. Her first Pierrot was 
at the Guildhall School of Music and Drama under the late Buxton Orr (an incomplete performance 
of two parts — she had to step in at the last moment for one extra part). One wonders why it is not 
more often performed by dividing the sections between performers. This is a good idea for students 
in particular, enabling more of them to know the work from the inside.

Mary had heard an (unnamed) early recorded version while studying it for A level. After that she 
listened to as many recordings as possible, including the contrasting versions of Cleo Laine and 
myself. When learning it, she worked ‘little and often’ over about a month. There were very few 
proper rehearsals. Since then she has performed it with and without conductor and score. Many 
different platform positions have been tried, but she has never been amplified. She likes to employ 
a few small movements and gestures but has never done a fully staged performance. Lighting has 
often been used for dramatic effect. Her favourite costume is a special ‘Harlequin’ dress. Audience 
reactions have ranged from bemused and horrified, to ecstatic . 

Mary is insistent on total adherence to the score in every respect. She began by mastering the exact 
rhythms, then the pitches, and then practised speaking the texts, finally blending all ingredients. 
During the learning process she kept the speaking and singing separate. She did some obsessive 
background reading in German, and made her own translation for a Final Year show with 28 students 
(2 of them male). She finds that the texts represent all emotions in varying combinations. She sees 
the work as Expressionist, but with moments of pure fun. Black humour predominates, along with 
a sexy, wistful nostalgia. She does not favour emphasis on fin de siècle decadence, but sees the 
piece as a ‘surreal narrative’, as well as a dramatic declamation. She is sympathetic to the idea of 
a modern makeover and much enjoyed a company ‘relay’ version. She finds all of Part II the most 
taxing on stamina, but three ballet performances per day bolstered her strength. Mary characterises 
the movements individually. Each one has been a favourite at some time. She sees the work as a 
‘magnificent theatrical journey, each moment cherished in rehearsal and set free in performance’. 
She especially enjoys the relationship with the cello, in nos. 5, 11 and 19. Every performance 
exposes a new challenge; Pierrot was the first work that absorbed her totally. She found performing 
Façade ‘a froth in comparison’ and has also sung works influenced by Pierrot by Boulez, Berio, 
Ligeti and others. Mary did not need special coaching or vocal teaching when preparing Pierrot, but 
found Buxton Orr’s guidance invaluable at the beginning. She advocates drinking water to avoid 
dehydration when working on the piece. She says: ‘I have Pierrot Lunaire to thank for understanding 
that there’s no limit to the different vocal effects/styles/colours one can/should achieve…it has a 
long-lasting profound effect on the way I prepare everything I sing’.

SIMON BUTTERISS (tenor singer/actor). 

Simon has exceptional verbal panache as demonstrated in the Gilbert and Sullivan patter roles 
for which he is much admired, but he also possesses a trained voice and a natural musicality. He 
has performed Pierrot Lunaire only once, at Aldeburgh Festival in 2002. He had never heard a live 
performance but had listened to two contrasting recordings: Schoenberg’s own, and Boulez/Schäfer. 
He prepared it over four months while on tour. Unable to go to a coach or teacher, he learnt it with 
the aid of a recording of the piano reduction. There were only two rehearsals, with conductor, and 
Simon used the score. He stood to the left of the conductor, in front of the ensemble. There was no 
amplification, and it was a concert performance, not staged, and largely without movement or gesture. 
A wide-ranging audience in the Jubilee Hall responded with great interest and enthusiasm.
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Simon’s priority was for absolute rhythmic accuracy, ‘ brushing the pitches before moving off them’. He 
favoured a speaking rather than a singing delivery, except for the few marked ‘gesungen’ moments. 
Though aware of Schoenberg’s views, he did study the text carefully, and did not need help with 
the German. He sees the work as a blend of Expressionism and ironic satire, and as an example of 
fin de siècle post-Romantic decadence, but would want to guard against too much exaggeration in 
cabaret style or any re-invention .He believes the performer should serve the music, and not use it 
as a personal vehicle. 

Somewhat surprisingly, Simon found no. 9 Gebet an Pierrot the most difiicult musically (perhaps 
because of the syncopations — I think this piece is one of the easiest once one relaxes and all 
three participants listen to one another — but this level of familiarity would not be possible with so 
few rehearsals). By Part III Simon experienced the familiar stamina problem, having never had a 
complete run-through until the performance. He believes that in balance, colour and pitch (especially 
the very low ‘sung’ ‘verschwiegen’ in no. 8), a man’s voice has a positive advantage. He used as wide 
a variety of timbres as possible but didn’t necessarily assign different ones to particular movements. 
His favourite moments tended to be the quieter ones, where he could relish the interplay with the 
instruments (describing this as ‘sensuous’). 

If Simon has the chance to perform Pierrot again, he would hope for much more rehearsal time 
and would aim to memorise it, which he feels would make a huge difference, but he would still be 
resistant to too much movement. He did indeed find it exhausting vocally but recovered quickly, being 
well-used to strenuous schedules. He found that his experience with the G & S patter roles was an 
asset, as those also exploit the relationship between speaking and singing. Having worked on this 
demanding piece, he has been less scared of contemporary music. Other works he has performed 
include Façade, Strauss’s melodrama Enoch Arden and Busoni’s Arlecchino2, and these were easy 
in comparison with Pierrot. He has subsequently compiled a cabaret entertainment exploring the 
connection between Pierrot Lunaire and Facade, and the varied reactions that both works have 
inspired. 

SALLY BURGESS (versatile operatic mezzo who has performed Pierrot from her student days and 
also has recent experience of directing opera): 

Her first performance was in 1975 while at the Royal College of Music. She had listened to several 
recordings, including my own, but recalls that it took a long while to learn. She did eventually perform 
it from memory. 

A recent London performance at the Almeida Theatre (which I was unable to attend) sought to re-
create the original performance, with conductor and ensemble behind a screen (conductor visible 
on a monitor screen). It was fully staged, and there were three weeks of rehearsal. The costume 
was a grey/black clown outfit, and there was a full lighting programme for the performance. Props 
included a chair and a cane, and the moon was represented by a spotlight. Sally acted out the role 
with plenty of movement and gesture. The Almeida Festival audience, well used to contemporary 
art, gave a standing ovation. 

Sally aims for as much pitch accuracy as possible, but feels that the drama matters most. When 
learning and practising it, she used a combination of speaking and singing. She read the texts carefully 
but would have liked a little more coaching on the German. She finds the words a combination of all 
the elements specified in the questionnaire, as well as expressionistic and satirical, and feels that 
this is why the work gives such joy. She does not believe it should be taken too seriously. However 
she does not see it as a cabaret — more as an exploration of wackiness and the unusual —  spooky 
as well as being hugely entertaining. ‘Each song should be a lovely scary surprise’. Sally likes to 
alter her vocal timbre to suit each poem. She finds the gentle last movement O Alter Duft a challenge 
vocally, after so much strenuous activity. At the Almeida there were no balance problems because of 
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the instrumental placing (there was no amplification), and she found that her stamina increased with 
experience and familiarity. To avoid fatigue, Sally used her voice like an extension of speaking rather 
than shouting, carrying the sounds on the breath at all times. No. 15 Heimweh is the movement that 
always needs the most thought, interpretatively. Her favourite movements are nos. 1, 3, 4, 5 and 
7  but she admits to loving them all, and relishes the interplay with the instruments throughout. She 
says that performing Pierrot  has been of enormous benefit to every aspect of her work. She did not 
work with a voice teacher, but had help in preparing the work from the pianist, director and conductor 
of the recent project. She is very keen to have the chance to repeat that very special production (of 
which all reports were warmly enthusiastic). 

SUE ANDERSON (mezzo with absolute pitch, also an excellent pianist). 

She has performed Pierrot Lunaire five times to date, the first being a ballet performance in Wales in 
1988. At that time she had heard no other performances, but had worked with me on a few sections 
at Dartington some years before. She was filling in for another singer so had to learn the work in 
about three weeks, and there were only 3 rehearsals. It was conducted and she sang from the score. 
In the orchestra pit she stood within the circle of instruments and was not amplified. She began by 
attempting complete accuracy of pitch and rhythm and then moved towards a more spoken delivery, 
keeping pitches shorter, and consonants stronger. At first she learnt the pieces by singing them, and 
had little time to prepare the German. She did not need coaching as such, but voice teacher David 
Mason was a great help. She does not remember any problems of vocal fatigue.

Sue sees the texts as poignant and ironic, and the whole work as an Expressionist/satirical mixture- 
a sophisticated type of cabaret. Being familiar with Schoenberg’s piano works she relishes the 
connecting references in the musical language. She finds it difficult to recall particular hazards, 
but cites no. 3 Der Dandy as challenging. At the time she made no attempt to characterise the 
movements individually. The rhythms were her main preoccupation, because of the discipline of the 
dancers’ steps. Despite the rushed schedule, she felt quite confident, perhaps because she was at 
the time unfamiliar with others’ efforts, and unaware of the many layers of aesthetic sensibility that 
continue to be unpeeled when studying the work in detail over a long period. Sue has yet to perform 
Pierrot in a concert environment. 

NATALIE RAYBOULD (Soprano). Natalie was so eloquent and enthusiastic that I am, with her kind 
permission, supplying a slightly edited version of her completed questionnaire (see below).

Endnotes
1 Enoch Arden (1897), melodrama for Narrator and Piano (Op. 38) by Richard Strauss, setting 

Tennyson’s poem of the same name. Recorded by Dietrich Fischer-Dieskau on the CD already 
mentioned (see Pierrot Discography, p. 189). 

2 Arlecchino (1916) by Ferruccio Busoni (1866–1924) is a one-act opera with spoken dialogue 
and a libretto by the composer. The roles are derived from commedia dell’arte and the setting 
is, appropriately, Bergamo. According to the composer Henry Cowell (1897–1965) it is ‘the only 
opera before Wozzeck to betray knowledge of Schoenberg’s early style’ (Cowell 1952: 135).  
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PIERROT LUNAIRE QUESTIONNAIRE COMPLETIONS:
Alison Smart

Alison’s answers are in italics. 11.3.08 

How many times to date have you performed Pierrot? 

None yet

Had you heard other performances/recordings? (Please name any specific vocalists).

Yes, Jane Manning live at Kingston University in 2005, Jane on disc (her first recording); Lucy 
Shelton on disc in German and also in English. Also heard a short clip on TV with Nureyev dancing 
to Pierrot Lunaire which was very inspiring. Singer might have been Linda Hirst? 

Roughly how long did it take you to prepare your own part? 

50 hours over 11 months, spread out because I was not on any particular deadline, also because I 
have 4 part time music jobs to juggle, so time is tight in any one week.

Did you perform it from memory?

n/a (although I can tell you that I’d prefer to have the score there at least for the first time!!) 

Where did you stand on the platform in relation to instruments/conductor? 

n/a but I imagine it might work with the conductor in the middle, instrumentalists on his/her right, 
piano to his/her left, and me between the conductor and the piano, on the conductor’s left. 

Were you ‘miked’? 

n/a, but I would imagine that as a trained singer I should be able to be heard most of the time. There 
are a few occasions in Pierrot Lunaire in which it is acceptable for the voice to be almost submerged 
in the sound of the instrumentalists. 

Was it ‘staged’ /in what costume/ with lighting? Any other visual effects? 

n/a but I would enjoy this aspect of performance. I would like to use a theatre space and have images 
projected on the the screen/cyclorama behind me (have just done a recital like that, in Moffat, and it 
was very successful) to create the mood of each song. I would make a Pierrot costume — black with 
big white buttons (or white with white buttons as in the Romantic oil paintings? Black better so we 
understand Pierrot’s distress at no. 18 Der Mondfleck). Sensitive lighting could really help create the 
atmosphere. Stark bright lights for the horrid numbers, softer lighting for such as no 4 Eine Blasse 
Wäscherin, and spooky dark shadowy lighting for no. 8 Nacht. 

Did you make movements/gestures? 

n/a but in general I would gesture if I feel this would enhance my story-telling. The narrative is full 
of actions and descriptions from which we understand the emotions of the piece, so it’s appropriate, 
I think, to bore the hole in Cassander’s head (no. 16 Gemeinheit), and in no. 3 Der Dandy when 
he applies his make up it’s clearly asking for bold gestures onto the vocalist’s face. But too much 
would take one’s attention away from the music. So I would be aiming to make every gesture count. 
Nothing extraneous. 
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Regarding movement, this is difficult to get right with such tricky music, as it’s an additional hazard 
for ensemble if the singer wanders about. Also, moving around invites problems of audibility. So 
I’d be likely to stay put in the one space (maximising lighting possibilities in the one space too) but 
maybe angle myself slightly differently for different songs. This is indeed the recitalist’s art, to make 
every song feel new, fresh and instantly characterised, while telling the whole story of the bigger 
piece. 

What was your basic approach to the Sprechstimme, especially regarding accuracy of pitch as well 
as rhythm? 

I learnt the exact rhythms in conjunction with the German text as most of the text is comfortably in 
a heightened speech rhythm. Regarding pitch, my basic approach was to be accurate in pitching 
when humming and singing through, but then, in context with piano in rehearsal, to let some of that 
go and  use the shapes of the phrases to guide me somewhat. 

Did you start by speaking/singing it? 

I started by humming, as I would when learning any piece of any era or style; I hummed the exact 
pitches of each phrase to create a complete legato line which could be well supported. Thereafter I 
worked by singing the lines on a single vowel, then on the vowels of the text, then with the full text. 
Finally I developed a ‘singy-speaky’ vocal sound which could move in either direction (viz: I would be 
able to speak it more, if that was preferred by the conductor, or to sing it more if that was preferred). 
I wanted to avoid a situation in rehearsal where I was asked to give more of the pitches but couldn’t 
because I’d never really learnt them. I am aware that there is a difference between Sprechstimme 
and Sprechgesang1.

Did you read the texts in advance? Did you have to do extra work on the German or not? (Or did you 
do it in English? — which translation, if so) 

I learned it in German (which is a language I am comfortable speaking and singing). Just a couple 
of pronunciations needed correcting. I haven’t mastered the really Viennese style of pronunciation 
but would find that fascinating. I read the texts a lot and tried to understand what they are saying. I 
used my dictionary to help with unfamiliar words and also used the very helpful translations in Jane 
Manning’s CD booklet2. I find it critical to know the exact meaning of each word so that I can find 
the right colour in the voice at every point in the piece — at least, that is my aim, and is an ongoing 
study. 

Do you find the texts predominantly a) poignant b) dramatic c) disturbing d) ironic e) humorous, or 
a combination of these? 

I find the texts a combination of dramatic, poignant, disturbing and humorous in that order (most 
dramatic, less poignant etc). Pierrot Lunaire is for me a study in the psychology of a really disturbed 
mind, of heightened emotion caused by neurosis. But it has some lighter moments too! I have little 
experience of how irony works in music. The best example that comes to mind is in Britten’s opera 
Albert Herring3. On stage Albert is being praised to the skies but the orchestra alludes by clever 
quoting from other works and (I think) cuckoo calls, to the fact that Albert is not actually such a pure 
young man. For me (at present — I don’t rule this out for when I know the work better) neither the 
poems nor the music of Pierrot come into this realm. I would be more likely to acknowledge the wild 
and difficult emotions of Pierrot as real to him, and therefore real to us as related by Pierrot. 

Do you see the work as Expressionist or ironic-satirical, or a mixture? 

I have just checked out Expressionism and am delighted to say that I think Pierrot Lunaire is exactly 
that, pure Expressionism. The heightened emotions of the text are fused with Schoenberg’s music 
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to create a masterwork of enduring quality. We are all neurotic to a degree, and there is something 
in all of us which is fascinated by the way that Pierrot allows himself to give in to his emotions. 

Do you conceive it, interpretatively, as a) an example of ‘fin de siècle’ Post-Romantic decadence. 
b) a sophisticated form of cabaret.  c) a heightened form of dramatic declamation or d) ripe for a 
contemporary ‘make-over’?  (Other personal insights welcome!) 

I conceive Pierrot Lunaire as a heightened form of dramatic declamation (c), which could certainly 
be given a bit of a contemporary makeover (d) (although I don’t have ideas on that myself) and 
which belongs to its time and place, i.e. fin-de siècle Vienna in terms of the searching for self, 
understanding of the mind (Freud etc)(a). But I don’t see it as decadent, only indulgent. 

Which movements do/did you find most difficult a) musically b) vocally/technically c) balance-wise 
d) stamina-wise e) interpretatively? 

a) Musically: for me no. 15 Heimweh presents difficulties with a constantly shifting tempo. I would 
need to rehearse this a lot with the instrumentalists to get this to flow well, especially if it was without 
conductor. Nos. 19 and 20 are hard because each bar of the slow 3 tempo has so much in it, I find 
it hard to keep my place. 

b) vocally/technically: It took me some while to work out what I needed to do to get the right sound 
for Pierrot Lunaire, and this applies to the whole piece. All the songs are tricky. The hardest to crack 
vocally/technically was probably no. 8 [see below (d)].

c) balance-wise. This is hard to answer as I haven’t done the piece with the full band. 

d) stamina-wise:  No 8 is the crunch as it lies uncomfortably low and doesn’t move out of its small 
vocal range. In general I would expect to find some stamina issues with singing anything as long 
and as concentrated as Pierrot Lunaire,  as there are few moments in the whole piece for recovery 
or rest of any sort. There’s a fair amount of loud high stuff later in the piece which will also give me 
feelings of tiredness if I don’t go carefully and measure what I give out. 

e) interpretatively — when I was learning the dark numbers of Part II,  I found myself getting dragged 
into the sombre moods and this didn’t help me. I would have to be ‘in’ the music but not affected by 
it. 

Do/did you attempt to characterise the movements individually (using different timbres?) 

Yes, absolutely. Each song has its own sound world. The harlot in no. 12 Galgenlied is a harsh, 
brittle character, with a sound to match. No. 8 Nacht is spooky, again with a sound to match. The old 
lady in no. 17 Parodie is a quirky repetitive soul with an irritating sound to match! and so on… This 
for me is the key to telling the story of Pierrot. 

What are your favourite movements? Why? 

I love the huge musical gestures of no. 3 Der Dandy and enjoy the ‘fussy-ness’ of no. 18 Der 
Mondfleck. No. 5 Valse de Chopin is beautiful in its own way, while no. 19 Serenade makes me 
laugh every time — it’s the original viola joke. The cruelty of no. 13 is quite extreme, but I do enjoy 
it — after all, it’s only in Pierrot’s imagination. 

Are there any individual moments of interplay with instruments that you especially relish? 

It’s hard to say because I don’t really know the instrumental parts well enough. When I get some 
rehearsals with the players I will know more about this. The opening of no. 4 is very memorable for 
me, with such a still blank sound world. It is remarkable how this is achieved. 
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What aspect do you feel you need to work on further? 

I would like to spend more time on shaping the work as a whole, with its 21 constituent parts 
individually measured to create that whole.  This takes real skill and some experiments perhaps. I 
will also be working on the slower-moving songs to improve my sound on the long extended vowels 
without going into singing by mistake. . 

How has it affected your other work — vocally, artistically, aesthetically? 

Vocally, my range has shifted slightly (to include lower tones) and I am now in the process of regaining 
the top of my voice. This is obviously important to me. Artistically it has opened up new areas of 
learning and understanding music. It is a huge challenge artistically, and one to be performed only 
with good preparation. I am glad to have learnt it over a long period of time without too much of a 
deadline. Aesthetically it has given me lots of ideas about how to express emotion in my singing of 
any kind of repertoire, and reminds me of the importance of colour in the voice. It raises the bar, in 
terms of what I expect to give in my music-making. 

Have you tackled any other works involving ‘heightened speech’ (Façade, etc.)? How did they 
compare? 

Yes, I have given several performances recently and in 2005/6 of a song by Adam Gorb which 
was written for me some years before I started work on Pierrot. La Cloche Fêlée contains some 
passages of dramatic pitched speech marked Sprechstimme, then at the end is a section marked 
‘Spoken: harsh and toneless’. There is no variation of pitch within individual phrases, rather each 
phrase uses a differently pitched monotone but it is possible to express this effectively in the context. 
I am much more able to do this effectively and without fatigue now than when I was singing the Gorb 
a few years ago. In general I now feel more able to move from speaking to singing and vice versa. 
This includes singing an aria or classical song, then talking to the audience about the next piece, 
and singing it straight away. In my work at the BBC I have for ages felt unprepared for the sprech 
aspects of the pieces we sing, so I’m relieved to have cracked this. As in Pierrot, we often have to 
go from one vocal production to another (eg singing to speaking/sprech) and until recently I could 
only bluff my way through. 

Did you have a pianist/coach to help you rehearse/learn it? 

Yes: two sessions with Paul Webster (piano) and Jane Manning (coaching) 

Did you work on it with a voice teacher — was this helpful? 

Yes, maybe 6 sessions so far with my singing teacher Marie Hayward Segal, total 3 hours so far. 
Marie encouraged me to sing it more, but then liked the singy-speaky vocalising that grew from it. I 
am grateful to her for insisting on this, as I would otherwise find it hard to be heard. 

When practising/rehearsing/performing Pierrot, did you ever experience any problems of vocal 
fatigue? If so, how did you address them? 

Yes, my voice became tired if I failed to support my sound correctly, or gave out too much air with the 
singy-speaky vocalising. This is surely a real hazard to negotiate, if too much air escapes. But Jane 
has shown me ways of achieving even the low E flat in no. 8 (Nacht) for which I am most grateful. 
No. 8, which lies in a small range rather low for me, is generally the hardest for me to sustain. 
Resting is an obvious way to allow recovery but is hardly possible in performance. So I still need to 
find a more relaxed way to perform this song without tiring myself. 

Please add any other reflections, including how subsequent performances have affected your view 
of it, and how confident you feel/felt about performing it. 
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I am looking forward to any opportunities I may have to perform Pierrot and think it’s an amazing piece.

Endnotes
1 To me, the two terms have always seemed interchangeable, but Sprechgesang  would perhaps 

lean more towards describing the musical setting, whereas Sprechstimme refers specifically to 
the voice. This is a good subject for further discussion!

2 This is a reference to the booklet for the Forum CD of a recording originally made in 1967 by 
the author and the Vesuvius Ensemble, but not issued commercially until 2005 (see Pierrot 
Discography, p. 187). The translation provided in the booklet is that by Frieda Ilma Grosser.

3 Albert Herring (1947). Chamber opera in 3 Acts by Benjamin Britten (Op.39).
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PIERROT LUNAIRE QUESTIONNAIRE COMPLETIONS:
Natalie Raybould

Natalie’s answers are in italics.

How many times to date have you performed Pierrot?

Eight times. (My ninth will be at the St Magnus Festival in June 2007.)

When/where was the first time?

The Royal Academy of Music as a student: June 2000.

Had you heard other performances/recordings? (Please name any specific vocalists).

Two: yours with Rattle/Nash, and the Schäfer/Boulez recording, for a different approach to 
Sprechstimme. I didn’t listen to them until after I worked everything out for myself though, to avoid 
any copying of mannerisms/approach.

Roughly how long did it take you to prepare your own part?

About two months. I took it slowly, mostly because I wanted the German to be perfect.

How many rehearsals did you have with the ensemble?

First time? — six. But that was as much for the ensemble as for myself, and I asked to attend all 
rehearsals for my own benefit.

Did you perform it with/without conductor?

With a conductor, first time.

Did you perform it from memory?

No.

Where did you stand on the platform in relation to instruments/conductor?

In front and slightly to the left hand side. I could view the conductor.

Were you ‘miked’?

No.

Was it ‘staged’ /in what costume/ with lighting? Any other visual effects?

I wore a costume of my own thoughts — mainly to help me be in character. I would describe it as 
an ‘edgy Colombine’, with elements of rag-doll, commedia-ish makeup but with a slight hint of high 
fashion. I like clothes. No lighting apart from usual evening concert lighting. Extra note: I did come 
onto the stage a good ten minutes beforehand (in the interval) and put my makeup on in front of the 
audience using a big round handheld (symbolic) mirror. I have repeated this since to good effect. 

Did you make movements/gestures? 
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Yes, but not large. Mind you, I usually do for everything! 

How did the audience react? (please describe basic composition of audience, age. etc.) 

A mainly student audience the first time (young but musically educated and aware, in the main), and 
they received it very well — as an opera more than a concert, judging by comments after, which 
pleased me.

What was your basic approach to the Sprechstimme, especially regarding accuracy of pitch as well 
as rhythm? 

I have absolute pitch, so I like to be accurate in that aspect — however if a line leads me to overshoot 
the written pitch due to the emotion and shape of the line’s arc (usually in the second part) then I go 
with it. Same with rhythm, although I cannot remember an instance when I have been rhythmically 
inaccurate (deliberately!) — however, I have been known to mess about with the tempo slightly 
where it is possible for emotional ends — ie. Der Kranke Mond. 

Did you start by speaking /singing it? 

I had extensive German coaching (for free!) before the first performance, so I spoke all the words 
out of rhythm first, and then in rhythm, before I ‘voiced’ it.

Did you read the texts in advance? Did you have to do extra work on the German or not? (Or did you 
do it in English? -which translation, if so) 

I read the texts in advance, and tried to understand them as poems first. See above for the German 
work. I have never performed it in English. 

Do you find the texts predominantly a) poignant b) dramatic c) disturbing d) ironic 
e) humorous, or a combination of these? 

All of the above. And my opinion of these elements changes in every performance (and even every 
rehearsal) — that’s why it’s so fabulous to perform! 

Do you see the work as Expressionist or ironic-satirical, or a mixture? 

A delicious mixure. 

Do you conceive it, interpretatively, as a) an example of fin de siècle Post-Romantic decadence. 
b) a sophisticated form of cabaret. c) a heightened form of dramatic declamation 
or d) ripe for a contemporary ‘make-over’? (Other personal insights welcome!) 

a), b),c) — yes, yes and yes, but the heaviest element for me is cabaret. 
d) — it’s no more ‘ripe’ than any other work of classical music written in the past. Everything should 
be kept fresh and insightful within reason, but makeovers for the sake of makeovers are pointless. 

Which movements do/did you find most difficult a) musically b) vocally/technically 
c) balance-wise d) stamina-wise e) interpretatively.

1. Parodie was the hardest to get together ensemble-wise, the first time. The ritenuti are very delicate, 
and there has to be a lightness of touch from everyone; that is a difficult balance, I think.
2. All the BIG cabaret numbers — Die Kreuze has huge breaths and demands some ‘kick-ass’ 
belting!
3. (Of course) Mondfleck is the hardest to balance and keep true to Schoenberg’s markings.
4. I guess Rote Messe as well as Die Kreuze: both take it out of you somewhat…!
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5. I always find it hard to get through the last two (which feel like one movement anyway) without 
cracking emotionally/crying. The journey that you are forced to travel over the 40 minutess all adds 
up to that last page. 

Do/did you attempt to characterise the movements individually (using different timbres?) 

Yes. There’s no other way, in my opinion! 

What are your favourite movements? Why? 

I love Galgenlied, the moment in Der Mondfleck where you hear everything shift into reverse, but 
Madonna is my favourite. Such a beautiful arc of dynamic and emotion! Oh yes — and the piccolo 
‘scream’ in Gemeinheit! — and all of the comedy of the extended viola joke!..... So many bits…..! I 
love it all! 

Are there any individual moments of interplay with instruments that you especially relish? 

See above! — also I love it when I notice an instrument sneaking in to counterpoint my melody 
— e.g. Parodie’s canonic knitting needles figures, the piccolo footsteps in Rote Messe, the piano 
having a tantrum which continues from my vocal tantrum — oh! — so many elements that I cannot 
even list them all!.....

What aspect do you feel you need to work on further? 

I would like to perform the work off by heart. 

How has it affected your other work — vocally, artistically, aesthetically? 

Every work I love affects how I see others, and how I perform, and Pierrot Lunaire is no less an 
influence (or indeed no more) than any other work I love. (For example Shostakovich’s Fourteenth 
Symphony, or The Cunning Little Vixen, or Lulu). Perhaps they all help me to understand myself a 
little more? — even the bits of myself I’m not that keen on? Certainly I am made vulnerable by all 
works I feel an affinity with…..

Have you tackled any other works involving ‘heightened speech’ (Facade, etc.). How did they 
compare? 

I have: usually very modern works, but not Sprechstimme all the way through — usually just as an 
effect. They usually do not have that cabaret element that I love in Pierrot Lunaire, and so don’t do 
it for me in the same way. 

Did you work with a pianist/coach prior to performing Pierrot. Was this helpful? 

I did — but just the German coach (Geraldine Frank), and then straight into the ensemble situation. I 
don’t think it would have been helpful for me to work with a vocal coach, and luckily, because I wasn’t 
rushed for time, I didn’t need to. 

Did your voice teacher help you with it? Were they sympathetic? 

My voice teacher didn’t directly help, mainly because she said outright she wouldn’t feel she could 
be helpful. However, she did indirectly help, due to Husler Technique1 (NB. Husler Technique 
concentrates 90% on stamina/muscle exercises rather than a technique-based coaching approach 
on the actual music that you sing — if that makes sense! — so that helped more than anything 
that my teacher could have done directly with Pierrot Lunaire, and I used my learned skills in my 
interpretation without even thinking). My vocal coach at the time came to some of the last rehearsals 
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of the ensemble though, to help me on how it came across, and where I could do more or less for 
the same effect. That was also very helpful.

When/after rehearsing/performing the piece, were you/are you aware of any sign of vocal fatigue ? 
If so, how do/did you address this? 

If I ever let my emotion get the better of me (certainly in Part II) I sometimes belted without proper 
technique, or even shouted without thinking (!) and that could, and did, tire me. I have learned 
since then never to go there! — and now I’m always fine. I’m usually emotionally exhausted after a 
performance, but never vocally. 

Please add any other reflections , including how subsequent performances have affected your view 
of it, and how confident you feel/felt about performing it. 

I love the fact that every time I perform it it feels like a different piece; a different journey, and my 
mood at the time affects that tremendously, more than any other piece I have ever performed. I feel 
that the Sprecherin in Pierrot Lunaire really helps to shape the work as it flies live, and then the 
audience ‘bat it back’ to the performer, and so on and so forth, which is possibly why I never enjoy 
recorded versions half as much as live ones. I always long to do another Pierrot! — I hope at least 
to be able to perform one a year for as long as possible!

1 Natalie’s voice teacher is Joy Mammen, who studied with the late Prof. Frederick Husler (1889–
1969) and The Hon. Yvonne Rodd-Marling (1912–1982) and is a distinguished and dedicated 
upholder of their teaching principles and practices. Their book (Husler and Rodd-Marling 1976) 
has been highly influential. See also the following chapter (Pierrot Lunaire Questionnaire 
Completions: Jane Manning), Endnote 9, p. 155.
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PIERROT LUNAIRE QUESTIONNAIRE COMPLETIONS:
Jane Manning

Jane’s answers are in italics.

How many times to date have you performed Pierrot?

Over a hundred. 

When/where was the first time? 

Dartington 1965 followed soon after by a live BBC Invitation Concert from Broadcasting House. 

Had you heard other performances/recordings? 

I avoided it at first, just skimmed through an old Saga record — Alice Howland — not very interesting, 
but it gave me an idea of what Sprechstimme was — vaguely! Heard Mary Thomas do staged versions 
and was daunted, too young to know how good or accurate it was. Then I tried never to hear others 
until I had to do a British Library event, and mined the Archive for all available recordings old and 
new  — some impressive, some awful, most in-between. Some live performances as well as studio 
recordings. Have also attended a few more live performances recently, and visited the Schoenberg 
Centre in Vienna to hear other recordings including Schoenberg’s earliest (a part-performance live 
in New York). 

Roughly how long did it take you to prepare your own part? 

A few months off and on, initially, but really I never stop working on it! I was lucky in having returned 
recently from studying amongst Germans so the language was less of a problem. 

How many rehearsals did you have with the ensemble?

About 20 — I was shaky with the rhythms and Susan Bradshaw, pianist, coach and mentor, had to 
bully me quite a lot. There was no conductor. 

Did you perform it with/without conductor? 

Without (still my preference, and I’ve done it thus with Avanti! (Finland) and Psappha (UK) often but 
it’s a luxury to have a conductor now and again, though I don’t need to look at him/her. Haven’t the 
heart to relieve Roger (Minstrels’ conductor) of the task1, and if a rehearsal schedule is tight it helps 
to have the beat. 

Did you perform it from memory? 

Not at first for 3 or more years, then I was forced to do it staged and costumed for a special 
performance, so learnt it for that — discovered I already had it in my memory! Have done it from 
memory ever since. 

Where did you stand on the platform in relation to instruments/conductor? 

I prefer to be separated at the side of the ensemble, slightly forward, in good eye contact with 
conductor (if present) and able to react with instruments. Don’t like being in centre of the ensemble 
— can’t hear. 

Were you ‘miked’? 

Only when I did it with Boulez — he insisted. It removed the effort of riding the texture in loud bits, 
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and made it an altogether more lightweight experience. 

Was it ‘staged’ /in what costume/ with lighting? Any other visual effects?

Have done it many ways — sometimes costumed (‘clown’ or various black and white combinations). 
Often with lighting (effective). Once with lovely projections on castle walls at night in Finland. But 
don’t really approve of too much distraction — the piece speaks for itself. A video artist’s moving 
images projected on screen during a performance with Psappha was effective. I basically prefer it 
as a concert piece. 

Did you make movements/gestures? 
At the very outset, I worked out a  programme of small hand gestures (different degrees of 
prayerfulness for nos. 6, 11 and 14 for instance, and subtle suggestions of the action for nos. 16, 17 
and 18 — horrified clutching of face in no. 13, etc.) but I prefer not to move around too much. 

How did the audience react? (please describe basic composition of audience, age. etc.) 

All audiences respond to the piece’s power once they can be got there! Middle-class conservative 
audience in Sussex were warmed up by a pre-concert chat and, to their surprise, loved it! Have 
performed it to many different groups of people, both modern music fans and others, students, 
Further Education types, etc. Gresham College2 was especially rewarding — mix of generally 
cultured people not musicians. A wonderful recent audience in Manchester, full of genuine music 
lovers and amateur string players — totally receptive and eager to hear something different.

What was your basic approach to the Sprechstimme, especially regarding accuracy of pitch as well 
as rhythm?

Determined to be as accurate as possible in all respects. In those early days there was no-one 
to help so I worked out my own way, and incorporated many unorthodox sounds to make it more 
expressive. Over the years, I’ve developed more resources to get nearer to what I want, but it’s still 
tricky. I try to keep nearer to speaking, which is more clipped than singing, but am busy analysing 
the problems of what to do BETWEEN the notes. Glissandos are not appropriate much of the time, 
as they can obscure contours. Am pre-occupied by timbre and response to syllabic details. 

Did you start by speaking /singing it? 

Plunged right in and tried to do a combination from the start. 

Did you read the texts in advance? Did you have to do extra work on the German or not? (Or did you 
do it in English? — which translation, if so) 

Didn’t read them much before leaping into the music — that’s how I like to do it. I agree with 
Schoenberg’s own views on the music saying it all, but have subsequently studied and thought 
about the texts in great detail. I love the SOUND of the poems — word music in its own right, 
irrespective of meaning. Although my German accent was considered quite authentic, I did have 
rigorous coaching with a Viennese friend/language expert, who dealt with many specific verbal 
details, as my German is only colloquial and I didn’t have a firm grasp on grammar and syntax. 
I’m told my accent is old-Viennese, which I’m rather pleased about! I’ve never done it in English 
— basically feel that it’s simply not as effective — Schoenberg meant THAT syllable for THAT note, 
although of course there’s an accessibility issue. But there are some good singing translations 
(Andrew Porter, and one by Roger Marsh I’ve just acquired.) Have done excerpts in FRENCH (not 
the original Giraud but a translation from the German!) with the Nash Ensemble for a broadcast. 
Very odd. 

Do you find the texts predominantly a) poignant b) dramatic c) disturbing d) ironic e) humorous, or 
a combination of these?
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Absolutely all of these.

Do you see the work as Expressionist or ironic-satirical, or a mixture?

This is the combination I am constantly aiming at!

Do you conceive it, interpretatively, as a) an example of fin de siècle Post-Romantic decadence 
b) a sophisticated form of cabaret.  c) a heightened form of dramatic declamation or d) ripe for a 
contemporary ‘make-over’? (Other personal insights welcome!) 

All of these, though I’m wary of the last, wondering if Schoenberg would approve. I know he didn’t 
even like the idea of it as a ballet! A puppet version would be fun (and I’m sure must already have 
been done.) People have made electronic scores and collages using fragments. Not surprising that 
it inspires imaginative ideas, and I’m basically sympathetic to the idea of experimenting. 

Which movements do/did you find most difficult a) musically b) vocally/technically c) balance-wise 
d) stamina-wise e) interpretatively.

a) Der Dandy , Nacht, Rote Messe, Enthauptung, Heimweh, Mondfleck. Almost all of these because 
of rhythmic co-ordination without conductor — and keeping a rigid beat in Der Mondfleck!

b) The end of no. 1, plus Madonna, Nacht, Rote Messe, Enthauptung, Die Kreuze, Gemeinheit, 
Serenade. Specifically because of some loud low notes required, and long phrases (especially 
Nacht, always my bugbear — wish I were a mezzo!).

c) All of those above, plus the dilemma of how to achieve the ‘accompanying’ role in 
no. 4. and how to cut through the dense texture of Der Mondfleck.

d) the same as above! Strong muscular support needed. All of Part II and nos. 15-16 are quite taxing 
at first.

e) How to set the scene at the very start, how to make Colombine ‘charming’ and ‘different’; how to 
do no. 4 (bland/detached); wondering if there is any element of grim humour in Madonna; getting the 
contrast at the end of Der Kranke Mond; Rote Messe — similar problem to Madonna; all of Heimweh 
(great variety and a new feeling entering the picture). Gemeinheit most of all — how to keep humour 
mixed with cruelty — similarly, Serenade, though not so extreme. The barcarolle — to keep the 
lightness and joy while not pre-empting the last movement, which HAS to be serene and poised. I 
think making an effective  transition from one movement to another is one of the challenges (and 
concentrating during the one instrumental interlude). 

Do/did you attempt to characterise the movements individually (using different timbres?) 

Yes, very much so. 

What are your favourite movements? Why? 

Nos. 3, 7, 9, 10, 14 (especially the end), 15, 17 (my clear favourite!), 20, 21 (the relief!). Lots of 
delicious quirky detail to negotiate, and scope for characterisation. But it’s ALL very satisfying. Lovely 
to be able to be really QUIET in no. 7 and do subtle inflections without worrying about balance (ditto 
no. 21). I enjoy the sheer charm of the barcarolle and the unadulterated contentment for the first 
time — no more nightmares. 

Are there any individual moments of interplay with instruments that you especially relish? 

Plenty! Colombine, meshing in with the flexible violin, Der Dandy with the wacky clarinet (also in 
Gebet an Pierrot); surging up with the instruments at the end of Valse de Chopin. The passionate 
close (with cello) at end of Madonna; the duet with the flute (no. 7), responding to one another; 
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the clanking bones that accompany Raub — also the rhythmic co-ordination here; the interplay 
with cello at the gory climax of Rote Messe; all the lurching in and out of tempo in Heimweh; the 
rhythmic poundings and ironic flute twinklings in Gemeinheit, and of course, the marvellous canon 
with the viola, imitating one another in Parodie; the duologue with cello in Serenade is also great 
fun. I love the bubbling watery sounds in the barcarolle, especially the perky flute motif that precedes 
‘Der Strom summt tiefe Skalen’ and the bouncy syncopations just before ‘ein närrisch Heer von 
Schelmerein’ in the last movement. 

What aspect do you feel you need to work on further? 

Getting the rhythm of the syllables and their timings even tighter, and making sure not to leave out 
the ironic element — constantly monitoring the Sprechstimme for unwonted ‘singing’. That loud 
high ‘Mu(tter)’ at the end of Madonna, where there’s no opportunity for a glissando. Bringing out the 
Viennese elements even more. 

How has it affected your other work — vocally, artistically, aesthetically? 

It has had the most far-reaching effect on my entire career — has been central to my repertoire for 
more than 40 years, and has taught me more about the workings of the voice than any other piece. 
It has increased my tendency to be analytical about articulation and timbre. Musically it has been 
a huge stimulus to my appreciating a vast amount of other music, and reinforced my belief that the 
drama is inherent in the music and the sound, and hardly needs external visual effects. It’s an object 
lesson in perfection of text setting — so meticulously wrought. It’s hugely satisfying and one never 
grows tired of it. It also continues to make me angry when people don’t appreciate the sheer natural 
genius of Schoenberg. He is still woefully misunderstood.

Have you tackled any other works involving ‘heightened speech’ (Façade, etc.)? How did they 
compare? 

Yes, lots, especially by young composers in the 60s and 70s. Boulez uses Sprechstimme sparingly 
but effectively, to inflect the ends of phrases in Le Soleil des Eaux and Le Marteau3 (low for me, but 
possible because of light dynamics). I’ve done Façade quite a bit — here of course there are no 
pitches specified, so it’s ‘easier’, though characterisation and accents are another preoccupation, 
and one does need ‘miking’. It’s a huge advantage to be a trained singer for the bits when it gets 
slow and one has to delay the arrival of a syllable on the beat. Actors find it scary! Tod Machover 
wrote a superb work to a Joyce text which has all varieties of Sprechstimme and other gradations 
between speech and song4. Brian Elias’s solo voice extravaganza Peroration5 is a tour de force 
of varieties of speaking, whispering, screaming including Sprechstimme and ‘normal’ singing all 
in quickfire juxtapositions. Birtwistle’s Nenia — the Death of Orpheus6 was written for me and has 
the narrative declaimed in short attacks over another stave which carries the expressive part of 
the scena. And of course there’s Maxwell Davies’s Miss Donnithorne7 which I do a lot now — this 
veers between speech and singing (and variations en route) constantly and is great fun to perform 
— it also has a very close musical and aesthetic affinity with Pierrot — lots of moon references and 
parallels in the content. And there’s his huge solo monodrama The Medium8 — even more of the 
same, covering the whole gamut of expressive vocal devices (I don’t know that I would ever use 
the term ‘extended vocal techniques’ — it’s either ‘normal’ technique applied to modern or complex 
musical gestures, or else a requirement to make slightly unorthodox sounds which could be familiar 
in other contexts — babies screaming, animal noises, whispering, shouting — actors are used to 
controlling speech at different levels and intensities. Whatever happens, the vocal mechanism tends 
to perform the same way one has trained it to do!) No-one else has ever attempted a complete work 
in ‘Schoenbergian’ Sprechstimme but it’s been a vast influence, and none of the above works would 
have existed without it. 

Did you have a pianist/coach to help you rehearse/learn it? 
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I could never have managed without Susan Bradshaw in those early days. I was not used to difficult 
rhythms and out of my depth, daunted by the presence of senior musicians such as all the Vesuvius 
players. Now I CAN manage by myself!. 

Did you work on it with a voice teacher — was this helpful? 

No — there was no-one suitable when I began work on it, and I battled away at it on my own. Players 
couldn’t help, but my singing teacher Yvonne Rodd-Marling9 was interested and sympathetic, and 
confident that I would not do myself an injury. I had heard of many voice teachers who discouraged 
people from doing ‘modern music’! Yvonne had been an actress so had a different view. 

When practising/rehearsing/ performing Pierrot, did you ever experience any problems of vocal 
fatigue? If so, how did you address them? 

For the first year or two I did experience a bit of roughness, and tried to avoid singing for a day on 
either side of a performance, but improved muscular co-ordination and conservation of air (and 
experience, including increased stamina and knowing how to pace myself better) have meant that 
there’s no problem any more — I always feel fresh at the end of a performance, and often elated! 

Please add any other reflections , including how subsequent performances have affected your view 
of it, and how confident you feel/felt about performing it. 

I still find it very exciting to contemplate performing it — it never fails to get one in the mood. Although 
I feel I know it very well now, it’s essential to concentrate — it’s so easy even now to make the odd 
slip and be caught unawares, One can never afford to take one’s eye off the ball! There can be a 
danger of a dip in concentration a few movements into the piece, and then again near the end, as 
the finishing tape is in sight. I’m aware of the danger points now. It can never be taken for granted 
so it’s always just a little scary at the start before it settles.

Endnotes
1 Roger Montgomery (b.1967). Horn player and conductor, founder member of Jane’s Minstrels, 

the ensemble formed by the author in 1988.

2 Gresham College, situated at Barnards Inn Hall in the City of London, was founded in 1597 
according to the will of Sir Thomas Gresham. It hosts an invaluable series of free public lectures 
and seminars each year, including regular musical events.

3 Le Soleil des Eaux for soprano, mixed choir and orchestra, subject to many revisions 
(1948/50/58/65), and Le Marteau sans Maître (1953–55) for alto voice, alto flute, guitar, 
vibraphone, xylomarimba, percussion and viola.   

4 Tod Machover (b.1953) Soft Morning, City (1980) for soprano, double bass and computer 
generated tape. Published by Ricordi. Recorded on CRI SD506 (now available on CD). 

5 Brian Elias (b.1948) Peroration (1973) for solo voice. Available on NMC DO25 Jane Manning 
(Artists Series).

6 Harrison Birtwistle (b.1934): Nenia: The Death of Orpheus  (1970) for soprano, 3 clarinets 
including doublings, crotales and piano. Published by Universal Edition.  Available on Lyrita SR 
CD 306.

7 See My Personal Journey, Endnote 1, p. 23.

8 Peter Maxwell Davies (b.1934) The Medium (1980), monodrama for solo mezzo-soprano (50’).

9 The Hon. Yvonne Rodd-Marling, assistant to Prof. Frederick Husler at the singing school in 
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Cureglia, Switzerland, where I studied in 1964. After Husler’s death, Yvonne taught in London. 
See also the previous chapter (Pierrot Lunaire Questionnaire Completions: Natalie Raybould), 
Endnote 1, p. 150. 
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VERBAL AND NOTATIONAL DISCREPANCIES

The first edition of the full score was published in Vienna by Universal Edition in 1914 and parts were 
issued in 1920, with Erwin Stein’s piano score following in 1923. More recently a new edition has 
come from Belmont, USA (1990) edited by Jacques-Louis Monod.

There are some slight but interesting verbal discrepancies between the printed texts and Schoenberg’s 
settings.I have checked these against the original Hartleben translations. It is highly possible that 
Schoenberg, writing with typical fire and fluency, and totally at home in the language, may even 
have made such small ‘errors’ in the heat of his inspiration, or he may genuinely have preferred the 
modifications. I now incline towards the former view, as I think it unlikely that he would have wanted 
deliberately to dispense with the slightly more colourful terms. Other composers of my personal 
acquaintance have occasionally missed fine details of texts in the full flow of compositional fervour.

In no. 7 Der Kranke Mond Schoenberg, surprisingly, substitutes the more prosaic ‘geht’ for the 
poetic ‘schleicht’, in describing the heedless lover’s journey  to his sweetheart. In the final paragraph 
of no. 16 Gemeinheit the poem has ‘behäbig’ but Schoenberg gives ‘behaglich’ for the torturer’s 
demeanour when he puffs ‘comfortably’ from his victim’s bald pate.  In no. 18 Der Mondfleck Pierrot 
inspects himself: Schoenberg has ‘besieht’ instead of Hartleben’s ‘beschaut ’for the reflexive verb.  
The most radical deviation from the Hartleben verses occurs in no. 19 Serenade where the order 
of the words is arranged to fit the rhythmic emphasis of the musical line: ‘Fasst den Kahlkopf er 
am Kragen’ becomes ‘Fasst er den Kahlkopf am Kragen’. In the final movement (O Alter Duft) the 
poem has the past tense ‘gab’  in the last stanza, instead of Schoenberg’s present tense ‘geb’ 
(now checked and found also in his manuscript). Several exponents have reverted to Hartleben’s 
version. Most puzzling of all is his substitution of ‘Mondstrahl’ for the more sibilant ‘Lichtstrahl’ at the 
whispered coda to no. 3. Perhaps he wished to switch the emphasis in favour of the Moon. It does 
seem extremely odd that he would have preferred this sound-wise, since it is quite difficult to make 
the hissed whisper effective when robbed of that explosive ‘cht’. I wonder if this was a rare slip of 
the pen or quite deliberate?

A few even smaller divergences may well have happened ‘on the wing’ in the interests of preserving 
a natural speaking rhythm.  There is the the missing ‘dem’ in no. 3 — Pierrot mit (dem) wächsernem 
Antlitz — (it is wächserneN in the original text) and in no. 19 Serenade, Schoenberg re-instates, 
for ‘nächt’gen’, the more deliberate ‘nächtigen’. Also: ‘mag’ren’ in no. 6 Madonna is ‘magern’ in 
Schoenberg’s setting and ‘Sünderhals’ (no. 13 Enthauptung) becomes ‘SündeNhals’. These are 
certainly so slight as to be considered casual ‘accidents’ in the heat of the moment.

Other minor discrepancies are to be found in the composer’s manuscript, but these were all adjusted 
for the published (UE) version. The most significant are in no. 21: The final ‘n’ of ‘Schelmerein’ is 
missing, and , instead of ‘beschau ich frei’ we have ‘beschau ich MIR’, which I think can be assumed 
to be a chance slip on Schoenberg’s part as he eagerly identified with the journey’s happy resolution. 
At the end of no. 10 Raub he first wrote ‘blutige’ instead of ‘fürstliche’ for the last repeat. Had he not   
crossed it out and corrected it in the manuscript, we might possibly have had a similar situation to 
the mystifying end of no. 3 as cited above. Also, in no. 14 Die Kreuze, another (illegible) word was 
first put in place of ‘schwelg’ten’ and the ‘correct’ version is written over the top.

I have recently checked the above details in the 1990 corrected edition of the score, published by 
Belmont, and find them all unaltered. This new edition does, however, revert to the more conventional 
method of grouping or separating notes according to the distribution of underlying syllables, as in 
Schoenberg’s original manuscript. This results in rather a large number of single notes with multiple 
‘tails’, and could prove somewhat offputting visually, rendering rhythmic shapes and patterns less 
easy to read quickly than in the earlier and more familiar printed edition. However, it’s highly possible 
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that a line’s fragmented appearance could have the psychological effect of causing a more clipped 
delivery, one a little nearer to speaking, and considerably less legato.

One very small ‘change’ in the vocal part in the new edition is significant: the staccato mark which 
appears over the first syllable of ‘Mut-ter’ in bar 11 of movement 6 has been removed (and, with 
it, the staccatos over the pizzicato cello line in the same passage). One suspects that this isolated 
vocal staccato may have been a misprint, or even an ambiguous blemish or smudge, which has 
been perpetuated through many performances (I have always found it natural to shorten the first 
syllable of ‘Mut-ter’ in view of the double consonant). 
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OTHER SETTINGS OF THE PIERROT LUNAIRE TEXTS

BY SCHOENBERG’S CONTEMPORARIES

The Pierrot Lunaire poems are found in the complete Giraud/Hartleben collection in the following 
order:

3. Der Dandy (Pierrot Dandy  is the French title, but, as we shall see, Joseph Marx’s setting under 
this title is of a different Hartleben text) — this one coincides with Schoenberg’s numbering.
5. Eine Blasse Wäscherin.
6. Serenade.
10. Colombine.
14. Raub.
16. Mondestrunken.
17. Galgenlied (this also occurs as no. 17 in Otto Vrieslander’s collection).
19. Nacht.
21. Der Kranke Mond.
24. Enthauptung.
26. Valse de Chopin.
28. Madonna.
29. Rote Messe.
30. Die Kreuze.
31. Gebet an Pierrot.
34. Heimweh.
35. O Alter Duft.
36. Heimfahrt.
38. Der Mondfleck.
42. Parodie.
45. Gemeinheit.

It is perhaps significant that the identifiably ‘religious’ texts (Madonna, Rote Messe and Die Kreuze) 
occur in a block together, whereas Schoenberg deliberately kept them apart. There does not seem 
to be any clear dramatic arc implied in the order. Schoenberg, of course, in his chosen sequence, 
succeeded in mapping a persuasive and moving emotional and spiritual journey.  

OTTO VRIESLANDER (1880–1950) wrote many German lieder in High Romantic style, but later 
gave up composing to become an editor, teacher and transcriber.

Vrieslander set almost the entire collection of Hartleben translations for voice and piano, some 
years before Schoenberg’s opus. By an odd coincidence, the first and largest batch of these (forty-
six of them) was completed in 1903, and published in 1905 on the very day that Hartleben died1. It 
is interesting to compare the way Schoenberg and Vrieslander have set the same words, although, 
of course, only the former employed Sprechstimme. The Vrieslander songs are fascinating rarities, 
and extraordinarily varied, sometimes verging on eccentricity. The extrovert, somewhat bombastic 
piano parts tend to dominate, and bear the brunt of the drama. All twenty-one of Schoenberg’s 
chosen texts occur in the main Vrieslander set, but in a totally different order. Also, the Vrieslander 
volume does not adhere to the sequence of the original poems as printed in the Giraud collection, 
as we shall see.

A particularly distinctive feature is that Vrieslander deliberately accents the middle syllable of ‘Pi-
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ERR-ot’ in all songs wherever the word occurs. Perhaps in this case the skewed rhythm could 
indicate a choking sob or snigger. It is even possible that Schoenberg retained some memory of 
this and used it, uniquely and expressively, for the plaintive staccato/tremolando ‘Pi-er-rot’ in one 
of his own settings (no. 9 of Pierrot Lunaire). Unlike Schoenberg, Vrieslander sets each coda as an 
identical repeat of the opening line.

1. Gebet an Pierrot (Pierrot Lunaire no. 9, but the first that Schoenberg wrote. It is also no. 1 in the 
later Max Kowalski cycle.)

In F Minor, for mezzo, or perhaps baritone. Compared with Schoenberg’s setting it is a little 
characterless. A rather grey vocal tessitura makes it difficult to be highly expressive. Loud dynamics 
are not entirely practicable against massive piano chords, and there is little rest for the singer. 
There is an interesting verbal discrepancy: we have ‘gieb’ instead of ‘gib’ (mir wieder). This slants 
the meaning towards a more exaggerated yearning. The fluency of composers writing in their own 
language does seem to produce minute textual differences.

3. Valse de Chopin  (Pierrot Lunaire no. 5) 

For soprano (dedicated to Madame Marcelle  D). This is a fairly conventional, if rather dull, 
waltz setting, in a ‘modal’ B flat minor in 3/4 time. The piano introduction leads into a flowing 
accompaniment. At the climax of the song (‘Heiss und jauchzend’) the voice, surprisingly, dips 
down into its low register.  

6. Heimfahrt  (Pierrot Lunaire no. 20) 

For medium voice, in F sharp major, ‘In Honour of A. Giraud’.

The marking is Sehr langsam, vollig entrückt, although there are continual and somewhat fussy 
syncopated rhythms in 8/8 time. This is a much more laboured homeward journey than Schoenberg’s! 
The one light touch is a rapt Kopfstimme on a high F sharp on the word ‘grüne’. ‘Pi-err-ot’, with 
emphasis on the middle syllable is featured here. The voice ends over an unresolved harmony, 
leaving the piano to complete it — this also seems to be a Vrieslander trademark.

9. Gemeinheit (Pierrot Lunaire no. 16)

For low voice (alto or bass-baritone). Dedicated to the composer’s brother ‘John Jack’.

Marked grotesk aber durchaus tragisch it has a slow tempo in 6/8- surprising for this text. There 
appears to be an inhibiting reluctance to adopt a more contemporary idiom, which prevents the 
song from flowing naturally. The crucial  ‘Schädelbohrer’ is marked sf within this slow tempo, and 
‘echten’, ‘Türkschen’ and ‘Tabak’ all have accents. Vrieslander sets the correct ‘behäbig’ instead of 
Schoenberg’s ‘behaglich’ (see Verbal and Notational Discrepancies, pp. 157ff). The general mood 
is darkly menacing rather than sadistically spiteful. Again the piano resolves the voice’s unfinished 
cadence.

11. Parodie (Pierrot Lunaire no. 17) 

This is for soprano or tenor, in F minor, marked Geschwind, and is dedicated to ‘Ihrer Exzellenz der 
Frau Baronin E. von der Tann’.  

Here is a much more imaginative setting, with plenty of spirit, and a quirky and varied piano part . 
Once again  we have the characteristically accented three-syllable ‘Pi-er-rot’. A swooping melisma 
enhances the word ‘Röckchen’.  There are some characterful piano figurations, including a tremolando 
accompaniment to ‘Plötzlich’, followed by whirling demi-semiquavers and chromatic scales, with an 
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effective throwaway ending. Surprisingly, not much is made of the ‘character’ verbs of ‘kichert’ and ‘äfft’. 

12. Madonna (Pierrot Lunaire no. 6)

This is in 8/4 time and A flat major, and requires a dramatic soprano. 

There are block chords in the piano throughout and many chromatic shifts under sustained vocal 
melodies. The emphases on ‘Steig o Mutter aller Schmerzen’ fall somewhat unnaturally, with the 
first syllable of ‘Mutter’ disproportionately short.  Oddly, perhaps significantly, Vrieslander substitutes 
‘Töne’ for ‘Verse’  making it more personal to the composer’s situation. The impression of the whole 
song is stodgily solemn, although there is a strong climax on ‘meidet’ and an impassioned coda 
rising to high A flat on the final ‘Schmerzen’.

13. Der Mondfleck (Pierrot Lunaire no. 18)

This is ‘for Karl Berger’ and is in C Minor, in slow 3/4 time.

A large-scale song, although somewhat hampered by academicism, and not entirely practical. Here 
we find a rather sad and droopy ‘Pi-er-rot’ (again that special quirky rhythm). The piano carries the 
drama, with the voice proceeding in stuttering fragments, and low notes are liable to be swamped 
as the piano becomes more frenzied. Word setting here is far from ideal: ‘und so geht er’ skimps the 
important verb, there is a sudden high G , held for seven whole beats, on ‘Gips-’,and the repeated 
‘wischt’ is set legato; (her)-‘un-ter’ is  especially odd: a low B natural followed by  C flat (a curious 
enharmonic moment!).  

Vrieslander sets ‘beschaut sich’ as in the original text, where Schoenberg has ‘besieht sich’.(see 
Verbal and Notational Discrepancies, pp. 157ff). 

No. 15. Enhauptung (Pierrot Lunaire no. 13)

Written in the bass clef in C major, this will suit a high baritone with a reliable high F sharp.

It is marked, revealingly, Langsam, in der Art einer Farce. The Schoenberg setting certainly does 
not emphasise a humorous aspect. ‘Pi-er-rot’ with its middle syllable stressed, is found again here . 
The vocal line is wide-ranging, angular and highly chromatic. Some insistent, double-dotted rhythms 
perhaps illustrate Pierrot’s fear of death. There is a surprisingly large gap, filled by the piano, between 
‘Todesängsten’ and ‘zum’, which could make it difficult for the singer to hold the tension. Also, ‘Er’ 
and ‘wähnt’ are separated, and bear tenuto marks. After a mighty build-up the voice hurtles to the 
end somewhat abruptly, with yet another unresolved cadence.  

No.17. Galgenlied (Pierrot Lunaire no. 12)

Dedicated to one Benno Berneis, and suitably labelled mit Humor this has a sprightly tune in D minor 
and 4/8 time.  

The important verb ‘steckt’ has only a perfunctory semiquaver, and the piano part in general seems a 
trifle heavy. ‘Pi-ni-e’ is given three separate syllables, and the vocal rhythms seem a little pedestrian. 
The song goes into D major for its loud coda.

No. 21. Eine Blasse Wäscherin (Pierrot Lunaire no. 4)

This is in a gently lilting E minor. 

Rhythms remain the same almost throughout, except for a momentary duplet effect in the first 
repeat of the opening lines, which seems a little contrived. ‘(licht) -gewobnen’ is as in the Hartleben 
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text, (Schoenberg added an extra syllable: ‘gewobenen’) The first syllable of ‘Linnen’ is suddenly 
extended, and this seems to go against the grain.  

No. 24. Mondestrunken (Pierrot Lunaire no. 1)

This has a 6/8 metre, with the key focus of F sharp minor in its melodic version. 

The piano accompaniment is so thickly-textured that the vocal line never quite registers. The strong 
verb ‘giesst’ is virtually thrown away. However, ‘süss’ covers two notes, both bearing tenuto accents. 
For ‘berauscht sich’ and also ‘heilgen’, ‘Himmel’ and ‘wendet’ the voice part has some odd tied-
note groupings which seem unnecessarily complicated. ‘Ver-zückt’ carries a detailed attempt at 
word-painting, complete with tenuto marks which could be quite effective, and ‘schlürft’ is also given 
lingering treatment. The setting closes with a Tierce de Picardie.

No. 28. O Alter Duft (Pierrot Lunaire no. 21)

This song is, appropriately, marked Innig und einfach (inward and simple). In the soprano register in 
G major, it is considerably more lyrical than many of the other settings.

Since the opening and closing poems of Schoenberg’s setting are here juxtaposed , one wonders if 
Schoenberg was, perhaps deliberately, keeping as far away as possible from Vrieslander’s chosen 
order. Vocal phrases in this song seem poised and natural, and, when the line becomes plainer near 
the end, the effect is rapt and moving, including a poignant E flat on the final ‘Märchenzeit’. Vrieslander, 
correctly, sets ‘gab’ instead of Schoenberg’s ‘geb’ (see Verbal and Notational Discrepancies, pp. 
157ff). Perhaps Schoenberg was making a special point here — emphasising the present tense in 
order to end his cycle on an even more positive note.

The next four consecutive poems set by Vrieslander are all to be found in Pierrot Lunaire, but in a 
very different order:–

No. 31. Rote Messe (Pierrot Lunaire no. 11)

This is in G minor and 4/4 time. After a march-like processional, the piano part becomes increasingly 
bombastic. There is a tricky rhythmical quirk on ‘triefend’ which does not seem to fit the general tone. 
The climax on ‘Herz’ has a fortissimo held high F for the singer (in sharp contrast to Schoenberg’s 
chillingly soft high ‘sung’ version). The text is oddly spaced, with key phrases, such as ‘in blut’gen 
Fingern’, isolated between frenzied bouts of pianistic activity.

No. 32. Colombine (Pierrot Lunaire no. 2)

Here we have another flowing 6/8, fluctuating between A major and the favoured F sharp minor. 
Vrieslander asks for this song to be sehr innig und intim (sic). Spellings of this title tend to vary: Marx 
has Kolumbine. Kowalski Columbine,  and Schoenberg accords with Hartleben/Vrieslander.

This is a fairly conventional setting, with the classic art song relationship between voice and piano, 
as also found in the Marx and Kowalski settings of this particular text.  There is a  zurückhaltend  
(holding back) on ‘selig leis’ (the two words are clearly separated), and a sudden pianissimo on high 
A on the first syllable of ‘mär-chenheimlich’.

No. 33. Die Kreuze (Pierrot Lunaire no.14, and the last movement to be completed by Schoenberg). 
This is another song for male voice, written in the bass clef, in F minor and 4/4 time. 

The beginning is a little turgid, but the word ‘blind’ has a high E flat. Unlike Schoenberg’s strenuous 
setting, this should present no breathing problems, since phrases are fragmented and somewhat 
stilted. There is a gap for breath between ‘Geier’ and ‘flatterndem’. The words do not always seem 
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to be set idiomatically, despite being in the composer’s own language.  The colourful ‘prunkend’ and 
‘schwelgten’ are not given heightened treatment. Things pick up a little after ‘erstarrt die Locken’, but 
the direction sehr ausdrucksvoll cannot be easily implemented in this disappointingly dull setting .The 
baritone’s monotone is eventually relieved by a build to a climax on high G flats and G naturals. 

No. 34. Der Dandy (Pierrot Lunaire no. 3)

This bears the rather strange direction of Vornehm mit Grazie (superior, with grace). Unexpectedly, 
it is a waltz (in B flat major).

Accompanied by arpeggiated chords, the voice has a rather plain line in crotchets. After ‘Bergamo’, 
the piano has shimmering trills (they must be wie ein zartes Wasserspiel — like a delicate fountain).  
There is very little attempt to colour the text in vocal terms, with the sole exception of ‘(me-) tallischen 
Klangs’ which has tenuto accents rather than the more piercing variety. The repeat of the opening 
lines is slower and the music calms down for the new section (‘Pierrot mit wächsernem Antlitz’), 
which is marked parlirend (sic). (Vrieslander seems to have an inventive way with words!)  A quirky, 
accented triplet on ‘schiebt er das’ adds a distinctive touch. The final ‘Mondstrahl’ is spun out on 
long notes. 

Surprisingly, Vrieslander, like Schoenberg (and Max Kowalski, as we shall see later) sets the 
‘incorrect’ ‘Mondstrahl’ instead of ‘Lichtstrahl’ at the end of ‘Der Dandy’ (see Verbal and Notational 
Discrepancies, pp. 157ff). One wonders if this can be mere coincidence. Schoenberg may well have 
come across this early version, since Albertine Zehme is thought to have performed the Vrieslander 
settings (see Pierrot in Context, Endnote 2, pp. 26–27). Perhaps Vrieslander  was the original culprit 
here, and the others imitated his misreading. He may in fact have altered it for vocal reasons, but 
it is less easy to explain why Schoenberg decided against the more sibilant word for his whispered 
ending.

No. 35. Nacht  (Pierrot Lunaire no. 8 — the start of Part II)

This is another waltz setting, but a very dark one, in A flat minor, fluctuating between 3/4 and 6/8,.
and marked langsam, schwer und lastend (heavy and pressured).

The vocal line is low, suiting an alto, and there is continual syncopation, contributing to a rather 
laboured impression. Despite an attempt at a breathless, panting effect later on, this song is one of 
the weakest of the Vrieslander settings.

No. 37. Raub  (Pierrot Lunaire no. 10)

Again we have an interesting instruction: dumpf und mystisch (gloomy and mystical). The piece is in 
2/4 time in B flat minor, and is for low voice (alto or bass).

Once again we have the ‘Pi-er-rot’ ‘motto’, this time on demi-semiquavers, which make the syllables 
extremely hard to define. The singer descends to a low F on ‘Schreinen’. ‘Durch die Finsternis’ is 
unexpectedly slow and monotonous, with repetitive syncopations. Wonderful opportunities offered 
by the text are passed over completely.

No. 41. Serenade (Pierrot Lunaire no. 19)

The key is basically E flat, starting in 3/4 and changing now and then to 2/4 and 6/8.

The instruction  is Im Vortrag grotesk (grotesque performance). 

The three-syllable ‘Pi-er-rot’ motif occurs again here. Where Schoenberg makes a radical change of 
word order, Vrieslander adheres to the correct version of ‘fasst den Kahlkopf er am Kragen’ from the 
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Hartleben text (see Verbal and Notational Discrepancies, pp. 157ff). Also, the rhythm of ‘nächtgen 
Virtuosen’ is rendered more practicable by having one syllable less than Schoenberg’s ‘nächtigen’.
The phrase is marked sehr graziös. The words ‘Kahlkopf  er am Kragen’ are set too fast for comfort, 
but the setting has some distinctively lively moments, even if the general atmosphere is rather more 
playful than grotesque.

No. 43. Der Kranke Mond (Pierrot Lunaire no. 7 — the last setting of Part I)

This is yet another waltz setting, in D minor, marked langsam, schwermütig (slow, melancholy).

The voice rises to a high G, somewhat inappropriately, on the word ‘tief’,and, later,  is given an 
effective melisma on ‘Liebsten’ . Vrieslander sets the original ‘schleicht’ instead of Schoenberg’s 
‘geht’.(see Verbal and Notational Discrepancies, pp. 157ff) In fact, the song takes off most engagingly 
at this point, only to be followed by a return to the heavy-footed waltz for ‘dein bleiches’ .

No. 44. Heimweh (Pierrot Lunaire no. 15 — the start of Part III)

A pleasant lilting 6/8 in B minor again includes the ‘Pi-er-rot’ feature.

The singer has some decorative grace notes and accents on ‘tönt’, and rich, pulsating, syncopated 
chords in the accompaniment enhance the effect. The vocal line rises up naturally at the repeat of 
the opening lines, and a rapturous change to E flat carries an emotional charge (‘Trauer-minen’ 
appears to be a mis-spelling). Word setting is much better here than in many of the other songs: for 
instance, a wide-ranging paragraph incorporating ‘Fluten’  and ‘Heimat-Himmel’  has radiant high A 
flats on open vowels.

Throughout the Vrieslander collection, it is the piano that carries the drama, and illustrates the 
images of the text. Vocal lines tend to lack a cohesive style and seem a little hidebound. Only rarely 
do they take wing, and display moments of winning originality verging on recklessness.

Four more settings were published in 1911 alongside a new edition of the Hartleben texts, but none 
of these coincides with Schoenberg’s Pierrot Lunaire choices.

They are:–

Rot und Weiss (1906) This is rather oddly catalogued as an ‘alternative’ Hartleben translation of 
Giraud’s no. 25, when the first one, in fact, bears no resemblance whatever to the content of the 
original French. This later version clearly corresponds to the original poem.

Spleen (1907).This is another alleged ‘alternative’ to the setting first entitled ‘Herbst’, but which 
again is entirely different to Giraud’s no. 15 ‘Spleen’. The ‘new’ version quite obviously sets the 
correct translation. The origin of the two earlier ‘incorrect’ texts is as yet unknown.

Landschaft (1907) is a second setting of Giraud’s poem no. 46.

Die Harfe (1908), listed as no. 51 in Gregory Richter’s invaluable book Albert Giraud’s Pierrot Lunaire 
(see Richter 2001), sets a Hartleben text for which the French original has not yet been found. 

The distinguished Austrian composer JOSEPH MARX (1882–1964) was no lover of Schoenberg’s 
music2. He was a conservative but prolific songwriter, and made delectable settings of four of the 
Giraud/Hartleben poems for voice and piano, including two also set by Schoenberg: Valse de Chopin 
(Pierrot Lunaire no. 5) and Kolumbine (Pierrot Lunaire no. 2). 

Viennese waltz and cabaret elements are clearly evident, and there are constant mercurial shifts of 
tempo and dynamic. The piano parts are especially intricate and impressively demanding. The vocal 
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writing is fairly conventional, but flatteringly lyrical and rewarding to sing. 

For the two highly appealing Pierrot Lunaire settings, Marx relies on characterful and continually 
flowing piano figurations. These propel the drama of the texts and illustrate their content, as well as 
expanding the songs considerably by way of solo preludes, interludes and postludes.

Valse De Chopin  (1909)

The marking Phantastisch und mit Leidenschaft is hardly necessary, since the musical language is 
unabashedly ‘heart on sleeve’, and, as with Schoenberg, the score is packed with swiftly changing 
dynamics and nuances .The queasier aspects of the poem are not much in evidence. The pianist 
immediately launches into a lengthy introduction in dotted waltz rhythm (F sharp minor — a favourite 
key of Vrieslander’s as we have seen). The singer’s opening lines are fairly plain, with some heavy 
minim downbeats, in contrast to the more natural ‘speaking’ rhythm of Schoenberg’s setting, with 
its use of syncopation and ties over bar-lines. In keeping with the ‘Viennese’ character, there are 
slurs over ‘Wie ein’ and ‘Tropfen’ to indicate stylish portamenti. The tessitura is quite low, (especially 
on ‘einer Kranken’ which invites the use of chest voice, and works extremely well, emphasising the 
cabaret element).

The second section, beginning ‘Wilder Lust’, is also set in the opposite way to Schoenberg’s. This 
time the singer begins on the offbeat, and one has to wonder if Schoenberg may have deliberately 
eschewed Marx’s way with waltz rhythms. Later, ‘heiss und jauchzend’ also starts on the second 
beat with a dotted note.
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There are some curious textual discrepancies, the most crucial being Marx’s substitution of ‘tönen’ 
(resound) for ‘stören’ (disturb). One might even suspect this to be a mistake; a ‘Schoenbergian’ 
mishap in the heat of the inspirational moment,  while setting his own familiar language.

After a rapt pause on both syllables of ‘schmachtend’, there is a change to a slower, dreamier 
tempo (Marx substitutes ‘dem Sinn’ for ‘den Sinnen’). After this there is a long piano solo, followed 
by the voice returning, fortissimo, on ‘haftest mir’ (a minor discrepancy: ‘an’ is replaced by ‘in’ (den 
Gedanken)).  The singer swoops down a whole octave on ‘Gedanken’, whereupon the piano embarks 
upon an elaborately chromatic series of cadential harmonies, leading the voice on to the flattened 
supertonic G natural on ‘Wie’ for the last line. A piano postlude completes this substantial song. 

Kolumbine (1911)

The piano’s virtuoso figurations in 12/16 time (against the voice’s 4/8) make considerable demands 
on technique and stamina, and they virtually carry the song along, in an irrepressibly rhapsodic 
and joyous way. The part ranges over the entire keyboard, with abundant chords and continually 
running semiquavers, all marked sempre legatissimo. There is no specific word-painting, but the 
luscious rippling texture supports a charmingly lyrical vocal line. This is a truly romantic setting, with 
words well-placed for vocal comfort, and swirling rubati and fluctuating dynamics contributing to an 
uninhibited and winning effect.

The soprano has a chance to float ‘Blüten’ both times, and ‘Juli–‘ on high G natural is also extremely 
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grateful vocally.

Des Mond lichts- blei che- Blü ten- die wei ßen- Wun der- -

ro sen,- blüh'n in den Ju li- näch- ten-

Unlike Schoenberg, Marx keeps the rhythm going through the central section, although there are 
plenty of attractive modulations to sustain interest. There is no final syllable on ‘Strom(e)’. The voice 
rises up to a sudden piano on ‘Mond-lichts’, giving another perfect opportunity for an ethereal tone. 
The piano part has an appropriate impetuoso marking to preserve momentum. There is an exciting 
enharmonic shift from the basic B flat major to a rich F sharp  for a couple of phrases, starting at 
‘gestillt’. The voice’s chromatic and slightly lower-placed line here could be a little difficult in terms 
of balance, since tension and passion continue to mount, in sharp contrast to Schoenberg’s gently 
wistful setting of those final phrases. ‘Deine braune Haare’ is very loud indeed. After this there is 
a welcome relaxation to a softer vocal dynamic and a final poised ‘float’ on ‘Blüten’. The piano 
completes the song with yet more rippling figures of increasing complexity: a technical challenge, 
but a rewarding one.  

As for the other settings: Marx’s Pierrot Dandy (1909) is not, in fact, the same poem set as 
Schoenberg’s no. 3, but an entirely different text by Hartleben, albeit describing a similar scene. 
Giraud is indeed credited in print beneath the title. This remains a mystery, although it is interesting 
to know that there is a poem of that name in Jules Laforgue’s 1886 anthology of Pierrot poems 
L’Imitation de Notre-Dame la Lune.  

Marx’s fourth setting Die Violine (1909) appears at no. 32 in the Giraud/Hartleben collection. 

MAX KOWALSKI (1882–1956) started out as a lawyer in Frankfurt, specialising in copyright  issues, 
and later became a professional baritone and composer. He wrote music to Till Eulenspiegel in 1925 
(30 years after Richard Strauss’s tone poem). From 1934 his music was banned in Germany. He was 
imprisoned in Buchenwald, and released in 1939, whereupon he emigrated to London, remaining 
until his death. He worked as a copyist and piano tuner, and eventually became a popular and 
successful singing teacher. He made a great many song settings of German poets (Rilke and Heine, 
for instance) but was also drawn to more exotic texts such as Persian, Japanese and Yiddish.

In 1912 he chose twelve poems from the Hartleben translations, and his cycle for (unspecified) voice 
and piano Zwölf Gedichte aus Pierrot Lunaire (in two volumes) was published in 19133. 

Six of the texts: Gebet an Pierrot, Raub, Der Dandy, Columbine (note spelling), Der Mondfleck and 
Heimfahrt are also set by Schoenberg. These are delightfully imaginative settings, which manage to 
preserve the rondel structure of each poem without losing flexibility, in winningly fluent and idiomatic 
writing for both voice and piano. They deserve to find a regular place in the lieder repertoire. 

TIM EWERS (b.1958) has arranged all twelve of the Kowalski songs for the same combination 
as Pierrot Lunaire. These make an attractive concert item, to be placed in a programme with the 
Schoenberg.
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Even more than Schoenberg and Vrieslander, Kowalski is prone to giving frequent, helpful verbal 
indications to suggest tone colour, mood and manner of delivery. He uses a mixture of German, Italian 
and English, with quite a droll and original choice of words. He has restored one of Schoenberg’s 
‘misreadings’ back to the correct word as in the original text (‘beschaut’ in ‘Mondfleck’ — his no. 9), 
but  has perpetuated the puzzling change to ‘Mondstrahl’ for the last line of ‘Der Dandy’ (his  no. 4). 
This indicates that he was indeed familiar with Schoenberg’s work, which, in view of the date of the 
composition, is extremely likely. The two composers are believed to have met in Berlin.

VOLUME I.

1. Gebet An Pierrot (Pierrot Lunaire no. 9) 

As we know, this was the poem that Schoenberg set first, and it is also first in the main Vrieslander 
collection.

In G minor, this neatly-constructed song is marked Lebhaft und kapriziös (lively and capricious). 
Unlike Vrieslander, Kowalski gives ‘Pierrot’ two syllables, but puts the stress on the first. The piano 
has some perky, accented rhythmic figures, setting up the voice’s sprightly entry. There is a lengthy 
pause on ‘Mast’, (sehr traurig) before the voice resumes its playful course, with changes of mood 
and speed coming thick and fast: a fortissimo outburst for ‘Pier-rot’ (with the instruction ‘in sudden 
passion’) is followed by a pleading passage (zärtlich; bittend) . The wistful mood is especially well 
caught, and syncopations abound in the nimble lines. At ‘Rossartzt’ the instruction is neckend, 
teazingly (sic). The singer suddenly slows on ‘Durchlaucht’, floating up to a pianissimo pause on E 
natural for ‘Mon(de)’ — this is marked höhnend/mockingly. As the pleading resumes more insistently 
than ever, words and phrases are repeated in classic lieder style to heighten the effect. None of 
the other composers uses this commonly-found device of elaborating a text. ‘Pierrot mein Lachen’ 
comes twice, and as the music builds up further (sempre più forte e animato/ immer starker und 
lebhafter), ‘Pierrot’ is reiterated three times, with the last one marked wütend (angrily). For the lighter 
soprano voice it may be quite difficult to attain the requisite volume, especially as the second syllable 
of ‘Pierrot’ falls into middle range on A natural, which can often lack penetration. In general the cycle 
will suit a mezzo best. A most distinctive feature of the song is its ending: there is a long-drawn-out 
melisma on the first syllable of ‘Lach-en’ (con tristezza) with a ritenuto, leading into a resumption of 
the sprightly piano motifs to end.
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2. Raub (Pierrot Lunaire no. 10).

This is in a symmetrical ABAB form (plus codetta). Rather surprisingly the main vocal theme is a 
slow and rather sinister waltz in D minor (langsam und schwer),  a far cry from Schoenberg’s rapid, 
crisp parlando. Again, the tessitura seems to suit a mezzo voice, giving rise to the thought that 
Kowalski may have envisaged the cycle as a companion piece to PIERROT LUNAIRE. The whole 
set would certainly form a nicely-contrasting first half to the concert.

An arresting feature, repeated each time, is a ritenuto marked, unusually, on the very last low syllable 
of ‘Rubin-e’, before the waltz picks up again.  There is a great deal of rubato and, at ‘drunten’ the line 
slows down even more, as the singer has to dig deep in the voice (appropriately, according to the 
text) for a low G natural on ‘(Ge)wöl-ben’.
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The ‘B’ section provides a complete contrast both times.  A change of pace (marked vivo/lebhaft) 
comes at ‘Nachts’. The syllable ‘Zech–’ is shortened for bounce and emphasis, This passage is 
still a little low, and having to hold a pause on the final syllable of ‘(raub)-en’ is unexpected and not 
entirely comfortable.

An exact repeat of the sinister slow waltz follows. For the second ‘B’ section the faster tempo returns, 
and there are two huge leaps down a twelfth to low A on the last syllables of ‘Haa-re ‘ and ‘Plat-ze’. 
This setting does seem to focus consistently on stressing final syllables, albeit slightly against the 
grain. As in the Schoenberg version, there is now a frenetic build-up, with the vocal line reiterating 
semitones, then finally lingering on ‘Schreinen’ in a broad fortissimo. For the coda, the singer’s slow 
melody goes up the octave for a chilling and highly effective pianissimo ending, which lies very 
well.
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No 4. Der Dandy  (Pierrot Lunaire no. 3 — unlike the Marx song, mentioned above, it is the same 
poem).

The text’s watery images are reflected in the piano’s rippling figurations. Like Marx’s song, this is 
in B flat major. Flowing triplets in the voice part are supported by sextuplets in the piano. There is 
a rather tricky dotted triplet rhythm on ‘die krystallnen Flakons’, somewhat akin to those awkward 
subdivisions in the voice part of Schoenberg’s Mondfleck (his  no. 18). This is repeated each time it 
occurs. The vocal line undulates freely up and down. ‘Ber-ga-mo’ is given a fanfare-like figure. 

The section beginning ‘in tönender’ lies in a rather grey middle area of the voice, and it could be 
quite hard for a lighter voice to bring off the drama as intended at full speed, since the line is mostly 
continuous. The piano part is required to be festlich/solenne,in a slower tempo, which contributes 
to a darker impression than expected. ‘Metallischen Klangs’, in particular, is less penetratingly set 
than usual. Released from this rather turgid passage, the piano leaps upwards with some chromatic 
chords, leading to an exact repeat of the opening music. The singer’s low monotone on ‘Pierrot mit 
wächsernem Antlitz’ again may prove hard to articulate effectively, but there is an appealingly quirky 
moment (suddenly slow and capriccioso with much rubato), on ‘heute sich schminkt’ — a figure 
which the piano instantly echoes.
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The voice’s dotted triplets then build in hectoring style to ‘erhabenem Stil’ This is quite a long phrase, 
and not at all easy to negotiate, and as ‘fort schiebt er’ etc. is consonant-heavy and there is nowhere 
to breathe, the singer could be under some strain. The coda provides a bland, gentle repeat of the 
opening line.



Other Settings of Pierrot Texts

169

VOL II

Cover of Max Kowalski’s Zwölf Gedichte aus ‘Pierrot Lunaire”, Volume 2 (1913)

No. 8. Columbine  (Pierrot Lunaire no. 2)

The accompaniment has running semiquavers in B major and 6/8 time, in a charming barcarolle 
(cf. Pierrot Lunaire no. 20). The piano enters simultaneously with the voice. The flowing motion 
continues virtually throughout the song, but slows somewhat at ‘mein banges Leid’, returning to the 
opening mode for an exact repeat. A rhapsodic piano solo leads to a new section on ‘gestillt’. 

Like Marx’s version, the whole setting bubbles along in a much happier vein than Schoenberg’s 
— the element of longing and lack of confidence is missing, although the song  eventually reaches 
a more dreamy, musing vein at ‘deine braunen Haare’ (marked träumerisch), with the voice’s soft, 
lingering G sharp and G natural.
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The tempo then picks up for a repeat of the opening vocal phrase, with the piano rounding things 
off with a condensed version of the rhapsodic solo, finishing in a deft pianissimo. This is a delightful 
song which lies comfortably in the voice and maintains a breezy momentum, full of light and sparkle, 
in which the piano takes the major role.
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No. 9. Der Mondfleck (Pierrot Lunaire no. 18)

This is a most distinctive setting of the text, totally unlike Schoenberg’s. In 4/4 time and C minor, it is 
jaunty and march-like in character, as Pierrot strides out in search of adventure. Vocal phrases are 
fragmentary, almost parlando, often reminiscent of recitative style, although always accompanied 
and never completely out of tempo. The piano introduces the catchy rhythmic motto theme, which 
the voice then takes up. Snatched staccatos contribute to short-long patterns. ‘-fleck’ and the first 
syllables of ‘Rük-ken’ and ‘Rok-kes’ (note the ‘old German’ spelling here) are flicked away, ready for 
a heavier landing on the following pitch. The lingering cadence at ‘Abenteuer’ is marked sentimental. 
The piano’s detached, chugging chords in quaver motion constantly plug the gaps between vocal 
fragments. 

A short piano interlude (pathetisch) leads to the voice’s re-entry at ‘Warte!’ The section which follows 
is surprisingly slow-moving and not easy to sing, mainly because of awkward rhythms on ‘Das ist 
so ein Gipsfleck’ and, later, ‘und so geht er giftgeschwollen  weiter,’ which make the words hard to 
project in an unrewarding middle range.
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‘Doch bringt ihn nicht herunter’ also lies low but is at least more legato and slower still. Opportunities 
for vocal word painting during Pierrot’s frantic rubbing efforts are overlooked. 

It is left to the piano, in a graphic solo burst of insistent accented and decorated chords, (marked 
zornig and then wütend) to convey Pierrot’s enraged frustration. (See A Detailed Description and 
Guide to Performing Pierrot Lunaire, p. 85, for Schoenberg’s very similar choice of adverbs.) Even 
after this, the tempo slows still further for ‘bis an den frühen Morgen’ (the final word marked wehmütig/
languid). The singer can make the most of the smooth elision of ‘n’ to ‘m’ for this drawn-out cadence. 
The coda allows the voice to rise to a more comfortable range for a slow poignant ending, with a 
pianissimo on ‘Mondes’. Not all of the vocal writing in this setting is satisfactory, but, as often found 
with a pianist-composer, the keyboard part is consistently fascinating and holds it all together.

No. 12. Heimfahrt  (Pierrot Lunaire no.20)

It is interesting that Kowalski chooses to end with the journey, rather than the arrival home. We 
may still wonder if he heard Pierrot Lunaire with its magical, sunlit resolution.  Of course his cycle is 
punctuated by other poems that Schoenberg did not choose.

This final song is quite simple, compared with others. It is in the ‘comfort’ key of B flat, as chosen 
by Marx for Kolumbine. The voice spins rapt, lyrical lines above the piano’s limpid accompaniment, 
in a smoothly curving waltz. The warm, wide-ranging phrases are rewardingly vocal, and rhythmic 
details, especially delicate dotted notes, fall easily into place. The piano has some subtle tripping 
rhythmic figures beneath ‘Seerose’. There is a surge to a climax on ‘zurück’ and a subito pianissimo 
on ‘Osten’ which is especially effective and touching.
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All verbal repeats are treated identically. The first line’s final repeat floats the melody in a tender 
pianissimo, and the piano brings the song to a gentle close.

The beautiful simplicity of this setting makes a memorable ending to an outstandingly characterful 
cycle.

For the record, the other (non-Pierrot Lunaire) Kowalski settings, in order, are:–

Vol I: 3. Die Estrade; 5. Moquerie; 6. Sonnenende.

Vol II: 7. Nordpolfahrt; 10. Die Laterne; 11. Abend4.

For the 75th Anniversary of Pierrot Lunaire, several leading American composers, including those 
taking part in the Arnold Schoenberg Center’s Pierrot Project at the University of Southern California, 
made settings for voice and ensemble of some of the Hartleben poems not selected by Schoenberg. 
They included Mel Powell, Stephen Mosko, Roger Reynolds and William Kraft, who expanded his 
into a seven-movement cycle with instrumental interludes, called Settings from Pierrot Lunaire 
(recorded for Albany Records in both ensemble and orchestral versions).

Even more ambitious spin-offs have included Canadian composer Larry Austin’s Variations Beyond 
Pierrot (1995) which sets text fragments in 4 languages and uses live electronics, and, in 2002, 
Roger Marsh’s impressive Albert Giraud’s Pierrot Lunaire (50 Rondels Bergamasques) which sets 
the entire Giraud cycle in both the original French and new English translations, as a large-scale 
theatrical work, to be performed by a variety of ensembles and soloists (available on NMC D127)5.

Endnotes
1 See Vrieslander 1904

2 In the earlier edition of his book, Malcolm MacDonald (MacDonald 1976: 72) floated the idea 
that Marx may have invented the term ‘atonal’ as a means of criticising Schoenberg.

3 See Kowalski 1928. 

4 The CD Ein Clown hinter den Masken der Musik (see Pierrot Discography, entry for 1999, p. 
189) includes a selection of the early group of Vrieslander Pierrot settings as well as a short 
group of those by Kowalski: all of them poems that Schoenberg did not set.

5  In 2005, a fruitful collaboration between Kingston University and the Society for the Promotion 
of New Music, resulted in new Pierrot settings by 5 young composers: Nicholas Caswell, David 
Gorton, Joanna Lee, Lydia Martin and Iain Matheson. The author’s 3 years as AHRC Research 
Fellow at Kingston gave rise to further settings of Pierrot texts, viz Tim Ewers: Three Poems 
from Pierrot Lunaire (Valse de Chopin, Serenade and Homesick) for soprano, flute, clarinet, 
horn, cello and piano, and, for solo soprano: Moondrunk — all in the English translations by 
Cecil Gray — and Terence Allbright’s Two Pierrot Songs (2007–08) for voice and piano, setting 
two of the original Giraud poems L’Église (no. 27) and Cuisine Lyrique (no.7).
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NOTES ON A MEETING WITH RICHARD HOFFMANN
Tuesday 23rd November 2004 at Paddington Court Hotel, London 

I spent a delightful morning (and lunch) with this charming gentleman, one of the last surviving pupils 
of Schoenberg, also his Co-Editor (with Leonard Stein) and later, full-time Secretary. He related 
many anecdotes, all highly entertaining and some quite racy!

Schoenberg was in his early 70s when they met in 1947. Hoffmann, a violinist, was related to 
Schoenberg by marriage: the violinist Rudolf Kolisch, Schoenberg’s brother-in-law, was his cousin, 
and it was Kolisch’s sister Trude (Gertrud) who became Schoenberg’s second wife in 1924. 

Hoffmann’s lessons with Schoenberg were on Tuesdays and Fridays, from 3.30 to 4.30 pm. (Of 
other students of the master he said that John Cage1 had only a few lessons with Schoenberg and 
‘totally misunderstood everything he said’.) 

On Pierrot Lunaire, he asserted that its declamatory style was derived primarily from melodrama. The 
composer did not like the work to be acted out with gesture and movement. He said to Hoffmann that 
he wanted the soft passages to be ‘like a prayer’. He felt that no. 11 Rote Messe was a Black Mass, 
and he imagined it written in white letters. When the composer conducted the work himself, for the 
recording in 1940 with Erika Stiedry-Wagner, he had to join the American Composers Union. The 
recording was also filmed (the film is now in the Arnold Schoenberg Center in Vienna) and Hoffmann 
says that Wagner’s husband, Fritz Stiedry was also conducting, out of shot, behind  the composer, 
keeping the performance under control!  Erika Wagner’s glissandi were apparently approved of by 
Schoenberg. He did indeed envisage Pierrot being eventually performed without conductor, and 
pitched accurately throughout. 

Hoffmann said Schoenberg would not have minded a male vocalist taking on the piece, but that the 
voice for A Survivor from Warsaw must be male. The fact that the commissioner of Pierrot, Albertine 
Zehme, was female, decided things (Albertine Zehme’s husband actually paid the commission fee). 
Schoenberg’s preferred English translation was that by Carl Beier and Ingolf Dahl (the latter using 
the pseudonym of ‘Wachtel’). 

Finally, some more amusing nuggets of information (not all of them relating to the subject in hand, 
but affording some unexpected insights):– 

Schoenberg knew and liked Bartok’s music, but he loved Max Reger’s work2 especially (Hoffmann 
hinted that he perhaps found it easier to appreciate composers who were already dead!) and thought 
Sibelius a bad orchestrator! 

He loved Bach, Puccini and Verdi, and was fond of Czech music. He adored Carmen, and was much 
encouraged by the thought of its initial failure — this gave him hope! He liked England and kept a 
selection of English coins. 

According to Hoffmann, Schoenberg listed five categories of people to avoid:
1) Oboists (pressure on the brain leads them to madness!) 
2) Bassoon players (as above) 
3) Tenors (especially Richard Tauber3) 
4) Cellists (they are never satisfied with the secondary melody!)
5) Jewish conductors over 6 feet tall (meaning Klemperer4, with whom Schoenberg had a love-hate 
relationship).

Endnotes
1 John Cage (1912–1992). Cage attended some of Schoenberg’s classes in Los Angeles, but 
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they had little in common, since Cage was drawn towards various Eastern cultures. In Cage’s 
lecture of 1958 Indeterminacy he relates a crucial conversation with Schoenberg in which the 
latter asserts that a composer must have a feeling for harmony, and Cage replies that he has 
none. Schoenberg thought that Cage was ‘not a composer, but an inventor of genius’. More 
detailed information is given in Hicks 1990: 125–140.

2 Max Reger (1873–1916). German composer.

3 Richard Tauber (1891–1948). Austrian tenor who spent his last years in England. Known 
principally for operetta, he was a quick learner, and, early in his career, had sung modern works 
such as Korngold’s Die Tote Stadt (1920).

4 Otto Klemperer (1885–1973). German conductor (see Newlin 1980: 243).  
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MINI-BIOGRAPHIES

Theodor ADORNO (1903–1969). German poet and philosopher, also a composer. He was a pupil 
of Alban Berg and a member of Schoenberg’s circle in Vienna. He emigrated to the USA in 1934 
but returned to Germany later to teach. His writings about composers include the influential Die 
Philosophie der neuen Musik (1949), mainly about Schoenberg and Stravinsky.

Gilbert AMY (b.1936). French composer and conductor, and pupil of Olivier Messiaen. He attended 
Stockhausen’s Darmstadt courses and met Pierre Boulez in 1957. He was appointed by Jean-
Louis Barrault (q.v.) as Music Director of the Odéon Theatre, and later succeeded Pierre Boulez as 
Director of the Domaine Musical, and, still later, became Director of the Conservatoire in Lyon.

Hedli ANDERSON (Antoinette Millicent Hedley Anderson). (1907–1990). English singer and actress. 
She studied in Germany and, on her return, appeared in cabaret and  plays by Auden, Isherwood and 
Louis MacNeice (to whom she was married from 1942–60).Composers who wrote for her included 
Benjamin Britten, Elisabeth Lutyens (q.v.) and William Alwyn. Auden’s famous poem Funeral Blues 
was written for her and set to music by Britten. In later life she ran a seafood restaurant in Co. Cork 
in the Irish Republic.

Jean-Louis BARRAULT (1910–1994). French actor, director and mime artist. He portrayed Jean-
Gaspard Deburau (q.v.) in Marcel Carné’s 1945 film Les Enfants du Paradis. He was a member of 
the Comédie Française from 1940-46 where he directed famous productions of works by Claudel 
(q.v.) and Racine. He also acted in around 50 films. He married the actress Madeleine Renaud in 
1940.

Bethany BEARDSLEE (b. 1927). Distinguished American soprano, especially associated with 
contemporary music. Works written for her include Milton Babbitt’s Philomel. She has made historic 
recordings of the Second Viennese School, including Pierrot Lunaire. Her first husband was conductor 
Jacques-Louis Monod (q.v.).

Maria BERGMANN (1918–2002). Redoubtable German pianist, long attached to Südwestfunk, 
Baden-Baden as full-time radio pianist, able to cope with music of all genres, especially contemporary, 
including works of Boulez, Stockhausen and Henze as well as earlier 20th century classics. She is 
the pianist on the Boulez/Pilarczyck recording of Pierrot Lunaire.

Pierre BOULEZ (b.1925). French composer, conductor (also pianist and writer). One of the most 
important and influential figures in today’s musical world. He studied at the Paris Conservatoire 
under Olivier Messiaen and later privately with René Leibowitz (q.v.) At the forefront of the post-war 
‘avant-garde’, he made a huge impact with works such as Le Marteau sans Maître (1953–57) and 
continued to blaze a trail for others to follow, with a large body of works of many different genres, 
several of which he constantly revised and re-visited. He taught at Darmstadt (q.v.) and in 1970  was 
invited by President Georges Pompidou to found IRCAM (Institut de Recherche et Co-ordination 
Acoustique/Musique) in Paris. As a conductor he appears with all the world’s leading orchestras, 
his repertoire now extending far beyond the 20th Century Classics for which he became renowned 
(Debussy, Bartok, Stravinsky and the Second Viennese School) and works by other living composers, 
to encompass Wagner, Bruckner, Schumann and Beethoven. He is also a fiercely polemical and 
perceptive writer on music. 
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Ernest BOUR (1913–2001). French conductor, whose teachers included Hermann Scherchen 
(q.v.). He conducted the Strasbourg Philharmonic Orchestra and the Strasbourg Opera and was 
principal conductor of the Südwestfunk Radio Orchestra from 1964–1979. He later became guest 
conductor of the Netherlands Radio Chamber Orchestra in Hilversum. He gave the French premiere 
of Hindemith’s Mathis der Maler  and Stravinsky’s The Rake’s Progress, as well as world premieres 
by Bussotti, Ferneyhough, Ligeti, Rihm, Stockhausen and Xenakis. 

Susan BRADSHAW (1931–2005). Influential British pianist, also writer and translator, specialising 
in 20th Century music. She was a leading figure in the London contemporary music world in the 
60s,70s and 80s, broadcasting regularly for the BBC, and instigating many premieres. She formed 
the Vesuvius Ensemble in 1967. A former composition pupil of Pierre Boulez, she later taught at 
Goldsmiths College, University of London. 

Paul CLAUDEL (1868–1955). French poet, dramatist and diplomat, and a controversial figure, 
yet admired by such as W.H. Auden. His sister, the sculptor Camille Claudel, was committed to a 
mental institution on his instructions. He wrote famous verse dramas reflecting his Catholic faith. 
The composer Darius Milhaud (q.v.) was at one time his secretary in Brazil. 

Robert CRAFT (b. 1923). Distinguished New York born American conductor, writer and scholar. 
He had a very close association with Igor Stravinsky, writing the libretto of two of his works, as 
well as publishing many books and articles about him. He has conducted almost all the major 
American orchestras, specialising in twentieth century classics. His recordings include virtually all 
of Stravinsky’s music, as well as historic performances of works by the Second Viennese School, 
including Schoenberg.

Jean-Gaspard DEBURAU. (1796–1846).  Celebrated Bohemian-French mime artist, whose real 
name was Jean Kaspar Dvorák. He was famous for developing the character of Pierrot to its highest 
artistic level. He appeared at the Théâtre des Funambules right up to the year of his death. He is 
portrayed by Jean-Louis Barrault (q.v.) in Marcel Carné’s classic 1945 film Les Enfants du Paradis 
under his stage name of Baptiste.

Marya DELVARD (Maria Joséphine Billère), (1874–1965). French actress and chansonnière, 
specialising in cabaret performances. She was active in Munich, especially for the pioneer cabaret 
entertainment Die Elf Scharfrichter (The Eleven Executioners) in which she dressed as a vamp, all 
in black with a whitened face, singing in an idiosyncratic and highly stylised manner. 

Max DEUTSCH (1892–1982). Austrian-French composer, conductor and pedagogue, and pupil 
of Schoenberg. He founded the theatre Der Jüdische Spiegel, where many works of the Second 
Viennese School were given their French premieres. He served in the French Foreign Legion from 
1940–45. His pupils included the composers Sylvano Bussotti, György Kurtág, Nicholas Maw and 
Luis de Pablo.  

Dorothy DOROW (b. 1930). Distinguished British soprano, specialising in 20th century music, but 
also active in the established repertoire. She made her London debut in 1958 and gave the UK 
premiere of Schoenberg’s Herzgewächse in 1960, as well as the first performances of many works 
by major British and European composers. She sang in the first British performance of Henze’s 
opera Elegy for Young Lovers at Glyndebourne in 1961. Resident in Sweden from 1963–1977, 
she later lived in Holland and Italy. Many composers wrote for her agile voice, spectacular range 
and impeccable musicianship. She also has an extensive discography. Now retired and living in 
Cornwall.
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Hanns EISLER (1898–1962). Austrian composer and Schoenberg pupil. His work became increasing 
political, reflecting his left-wing views, and this eventually drew him away from Schoenberg. A crucial 
collaboration with Bertolt Brecht led to the creation of revolutionary songs and music for film and 
stage. He emigrated to the USA in 1938, but later fell foul of the McCarthy anti-Communist witch-
hunts and was deported. He lived in East Berlin from 1950 onwards.

Marya FREUND (1876–1966). French, Polish-born soprano and teacher. She was active as a 
performer of contemporary music, and created the part of the Wood Dove in Schoenberg’s Gurrelieder 
(1913) (q.v.), as well as giving the French and English premieres of Pierrot Lunaire. She taught in 
Paris for many years, and her pupils included Cathy Berberian (1925–1983) the American mezzo, 
wife (and muse) of Italian composer Luciano Berio (1925–2003).

Roberto GERHARD (1896–1970). Catalan-born composer and pupil of Schoenberg, who stayed 
with him in Barcelona while writing Moses und Aron. Gerhard went into exile after the Spanish Civil 
War, settled in Cambridge and eventually became a naturalised British citizen. His works are justly 
regarded as some of the finest of his time, and it is perhaps his lack of a defining nationality that has 
prevented him being recognised as one of the greatest of all Spanish composers.

Albert GIRAUD (real name Émile Kayenberghe) (1860–1929). French-speaking Belgian symbolist 
poet. His most famous work is Pierrot Lunaire: Rondels Bergamasques (1884), the German 
translation of which provided the source of the texts for Schoenberg’s masterpiece. 

Sir William GLOCK (1908–2000). British musical administrator and critic. He studied piano with Artur 
Schnabel in Berlin and was music critic, first for The Daily Telegraph, and later for The Observer and 
The New Statesman. In 1953 he founded the Dartington Summer School of Music, and directed it in 
its heyday for more than 25 years, attracting guests such as the composers Stravinsky, Hindemith, 
Enescu, and the Amadeus Quartet. He was the BBC’s Controller of Music from 1959-1972 and also 
Controller of the Proms, for which he commissioned many new works. He was later Director of Bath 
Festival (1976–1984). 

Yvette GUILBERT (1865–1944). Iconic French cabaret singer and actress, much celebrated for 
her performances at the Moulin Rouge in Montmartre, and an innovative performer of monologues 
with fast-moving, often audacious, lyrics, sometimes to her own piano accompaniments. She was 
a favourite subject of the painter Toulouse-Lautrec, and other admirers included Sigmund Freud 
and George Bernard Shaw. Acclaimed internationally, she appeared in several films, starting in the 
silent era. She later became a novelist, writer and an authority on medieval French folklore, and was 
awarded the Légion d’Honneur in 1932.    

Marie GUTHEIL-SCHODER (1874–1935). Distinguished operatic soprano who worked at the Vienna 
Opera under Mahler. She gave the premieres of Schoenberg’s Second Quartet and Erwartung, but, 
according to sources at the time, found Pierrot Lunaire extremely difficult. 

Otto Erich HARTLEBEN (1864–1905). German poet and dramatist. His translation of Giraud’s 
Pierrot Lunaire: Rondels Bergamasques is his most famous work. From schooldays onwards he 
liked to form artistic groups, such as The Menschen Club, The Karlsbad Idealists’ Club and the 
Berlin Free Literary Society, and, with the proceeds of his successful play Rosenmontag (1900) 
he bought a villa on Lake Garda, where he founded The Halkyone Academy of the Pure Sciences. 
See also The Poems, Endnote 2, p. 30 and A Detailed Description and Guide to Performing Pierrot 
Lunaire, Endnote 14, p.92.
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Richard HOFFMANN (b.1925). Viennese-born composer and academic, and a relative of Schoenberg 
(by the latter’s second marriage). He was Schoenberg’s Secretary from 1947 to 1951, and co-edited 
The Complete Schoenberg Edition.  Professor of Composition and Theory at Oberlin College, USA 
from 1954 until his retirement, he is also a former Director of the International Schoenberg Institute 
in Vienna.

(Leslie) Keith HUMBLE (1927–1995). Australian pianist, composer, conductor and academic. A 
former child prodigy, he studied piano and composition in London and Paris, and became assistant 
to René Leibowitz (q.v.). Active in Europe as a performer and teacher, he established Le Centre de 
Musique at the American Centre for Students and Artists in Paris, and was its Director from 1960 
to 1966. He then took up various visiting academic appointments in Australia and the USA, before 
becoming Professor of Music at LaTrobe University in 1974, a post he held until his retirement in 
1989. He co-founded and directed the Australia Contemporary Music Ensemble, and continued to be 
a major creative force in Australian musical Life. He was awarded the Order of Australia in 1982.

Hans KELLER (1919–1985). Viennese-born musician, musicologist and writer, who fled to London 
in 1938. A former violinist and violist, he became one of the most influential and radical thinkers 
in London’s musical life, and friend and mentor to many leading composers and performers. An 
enthusiastic champion of the work of Britten and Schoenberg in particular, he was a prolific writer on 
the widest possible range of musical topics. His frequent broadcasts and lectures were memorably  
innovative (he invented the concept of ‘functional analysis’). He was married to the distinguished 
artist Milein Cosman.

Rudolf KOLISCH (1896–1978). Austrian violinist (a rare left-handed player) who became 
Schoenberg’s brother-in-law in 1924 when the composer married his sister Gertrud. He studied 
composition under Schoenberg and founded the Kolisch Quartet, which premiered many new 
works, including Schoenberg’s 3rd and 4th Quartets. He later moved to the USA and took various 
academic appointments, which afforded the opportunity to give the US premieres of major works 
by Schoenberg, Stravinsky and Bartok . He prepared the ensemble and played in the New York 
recording of Pierrot Lunaire conducted by the composer, and was leader of the Pro Arte Quartet, His 
final appointment was as Head of Chamber Music at Boston’s New England Conservatory.

Max KOWALSKI (1882–1956). Polish-German composer, singer and voice teacher. A lawyer by 
profession, he wrote the song cycle Zwölf Gedichte aus Pierrot Lunaire (q.v.) in 1912–13, and 
composed many other later songs which remain unpublished. In 1938 he was imprisoned in 
Buchenwald but released in 1939, whereupon he emigrated to London, where he found work as a 
piano tuner and synagogue cantor, before becoming a much sought-after singing teacher.   

Jules LAFORGUE (1860–1887). Innovative French-Uruguayan symbolist- impressionist  poet, who 
wrote in free verse, influenced by Walt Whitman. He was a major influence on T.S. Eliot and Ezra 
Pound. L’Imitation de Notre-Dame la Lune (q.v.) written in 1885 when he was living in Berlin, is 
regarded as his masterpiece. He died tragically young of tuberculosis. 

René LEIBOWITZ (1913–1972). French composer, conductor and pedagogue, born in Warsaw. He 
studied with Ravel, and, later, with Schoenberg’s pupil Webern (q.v.). In 1947 he established the 
International Festival of Chamber Music in Paris, which saw the French premieres of many works of 
the Second Viennese School. He wrote the book Schoenberg et son École (1947), later translated 
by Dika Newlin (q.v.) His pupils included Pierre Boulez (q.v.) Jacques-Louis Monod (q.v.) and Keith 
Humble (q.v.).
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Elisabeth LUTYENS, CBE. (1906–1983). Prolific, pioneering English composer.  The daughter 
of architect Sir Edwin Lutyens, she studied at the École Normale in Paris and the Royal College 
of Music, London. She is recognised as the first British composer to employ Schoenbergian serial 
techniques in her music. Her second husband, the conductor and BBC producer Edward Clark, was 
a pupil of Schoenberg. She co-founded London’s MacNaghten Concerts and her pupils included 
composers Alison Bauld, Brian Elias, Robert Saxton and Malcolm Williamson. Apart from a large 
body of concert works, and several operas, she also wrote music for films.  

Alma MAHLER (née Schindler) (1879–1964). Viennese-born socialite and song composer. Married 
to Gustav Mahler from 1902 until his death in 1911, and required by him to relinquish her own 
composing ambitions and play a subservient role. She later married the architect Walter Gropius, 
and the writer Franz Werfel, and her lovers included the painter Oskar Kokoschka. Her salon 
provided the setting for many important events in the musical and artistic life of Vienna, and, later, 
Los Angeles.

Joseph MARX (1882–1964). Austrian composer, teacher and critic. A particularly prolific writer of 
songs, he later wrote orchestral and chamber music. He was appointed Director of the Vienna Music 
Academy in 1922. As an influential music critic, writing for the Neues Wiener Journal and the Wiener 
Zeitung, he was unfavourably disposed towards Schoenberg and his school.  

Darius MILHAUD (1892–1974). French composer and teacher, and a member of ‘Les Six’.  A prolific 
output included many pieces that were jazz-influenced, such as his ballet La Création du Monde 
(1923). Because of the Nazis, he left France in 1939 and emigrated to the USA. He obtained a 
teaching post at Mills College, California, where his pupils included Dave Brubeck.

Jacques-Louis MONOD (b.1927). French composer, pianist and conductor. He joined Messiaen’s 
classes in harmony and analysis, where his fellow students included Boulez (q.v.), Xenakis and 
Stockhausen.  With René Leibowitz (q.v.) as his teacher and mentor, whom he followed to New York, 
he was an enthusiastic promoter of the works of the Second Viennese School, and, as pianist, took 
part in many historic performances, including the first recordings of the complete chamber music 
of Webern (q.v.), and, with his wife Bethany Beardslee (q.v.) premieres by Stravinsky and Webern. 
In London in the 1960s he conducted the Virtuoso Ensemble and worked for the BBC for seven 
years, giving notable premieres by Dallapiccola, Gerhard (q.v.), Nono and Maxwell Davies, before 
returning to the USA, where he continued to champion Schoenberg, and edited the most recent 
edition of Pierrot Lunaire. 

Dika NEWLIN (1923–2006) was an extraordinary and colourful character. A child prodigy, she studied 
with Schoenberg as a teenager, the youngest pupil in his class at the University of California. She 
was a brilliant and wide-ranging academic, scholar, composer and writer, and, towards the end of 
her life, fearlessly embraced new trends as a punk rock artist and horror-movie actress. In 1999 she 
performed Pierrot Lunaire in her own English translation. Her book Schoenberg Remembered (see 
Newlin 1980) crackles with vitality and mischievous wit.

Nuria SCHOENBERG-NONO (b.1932). The eldest child of Schoenberg’s second marriage, and 
widow of the Italian composer Luigi Nono (1924-1990). She is a committed and active supporter of 
her father’s music and compiled the volume of his writings (see Schoenberg-Nono 1988).

Helga PILARCZYCK (b.1925). German dramatic soprano who made her operatic debut in 1951, 
and later appeared at Glyndebourne and for the Metropolitan Opera. A  distinguished exponent of 
20th Century music, she gave the world premiere of Henze’s König Hirsch. Her recordings include 
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Schoenberg’s Erwartung and Pierrot Lunaire.

Hans ROSBAUD (1895–1962). Austrian conductor and tireless champion of contemporary music. 
He gave the world premiere (at 8 days’ notice) of Moses und Aron in Hamburg in 1954, followed by 
its staged premiere in Zürich in 1957, and  his recording of the work is a cherished classic. Principal 
Conductor of the Hessischer Rundfunk Orchestra in Frankfurt, he later held posts as Director of 
Music for the cities of Münster and Strasbourg. After the War, during which his new music activities 
had been restricted, he was appointed Director of the Münich Philharmonic but was later dropped 
because of his radical repertoire. In 1948 he became Chief Conductor of the Südwestfunk Orchestra 
in Baden-Baden, where he remained until his death.   

Josef RUFER (1893–1985). Austrian musicologist and close associate of Schoenberg.  He studied 
with Zemlinsky and Schoenberg in Vienna and later followed the latter to Berlin, becoming his 
assistant at the Prussian Academy. His writings about Schoenberg, including Composition with 12 
Notes, 1954, and the catalogue The Works of Arnold Schoenberg, 1962, are regarded as of crucial 
importance.  

André SCHAEFFNER (1895–1980). French musicologist, social historian, and literary and musical 
critic. In 1932 he developed a definitive classification system for all instruments. His celebrated 
writings, most now available in re-printed editions, include Origines des Instruments de Musique, 
Variations sur la Musique, and Stravinsky. He kept up a lengthy correspondence with Pierre Boulez 
(q.v.). See My Personal Journey, Endnote 7, p. 23.

Hermann SCHERCHEN (1891–1966). German conductor, and former violist, who was an 
indefatigable advocate of contemporary music, but also recorded an exceptionally wide-ranging 
repertoire. For the 1912 European tour of Pierrot Lunaire, he shared the conducting (his debut) 
with Schoenberg. Founder of the musical journal Melos, and also of the publishing house Ars Viva 
Verlag, he left Germany for Switzerland in protest at the Nazi regime, and became conductor of the 
City Orchestra of Winterthur from 1922–1950. His students included Karl Amadeus Hartmann, and 
one of his daughters, Tona Scherchen, is a noted composer. He made a famous arrangement of 
Bach’s The Art of Fugue, and wrote a standard text book on conducting.

Peter STADLEN (1910–1996). Viennese-born, London-based pianist, composer and musicologist. 
He came to London after the Anschluss, and was music critic for the Daily Telegraph for 26 years. 
He gave the world premiere of Webern’s Variations for Piano Op.27, and the European premiere of 
Schoenberg’s Piano Concerto. 

Erwin STEIN (1885–1958). Austrian conductor and musicologist,  pupil and friend of Schoenberg. 
Resident in Vienna until the Anschluss, he worked in publishing with Universal Edition, and helped 
Schoenberg organise the Society for Private Musical Performances. On moving to London he 
became an editor for Boosey & Hawkes, where he was active in promoting the work of Benjamin 
Britten and helped to set up the contemporary music magazine Tempo. He edited the first collection 
of Schoenberg’s letters. 

Leonard STEIN (1916–2004).  American pianist, composer and musicologist, and pupil of 
Schoenberg, also his teaching assistant at UCLA (University of California at Los Angeles).  He 
dedicated much of his time to arranging and editing, as well as performing Schoenberg’s music. He 
was editor of the second edition of Style and Idea  and has written many articles about Schoenberg. 
An exceptional pianist and chamber musician, he took part in the historic complete Webern recordings 
for Columbia, conducted by Robert Craft, accompanying Marni Nixon in the songs. He became the 
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first Director of the Arnold Schoenberg Institute at USC (University of Southern California), where he 
was a Professor from 1974 until his retirement in 1991.   

Eduard (Edward) STEUERMANN (1892–1964). Distinguished Polish-American pianist and 
composer, who played in the premiere of Pierrot Lunaire and also of virtually every work of Schoenberg 
that involved piano (including the Piano Concerto). He studied with Busoni and Schoenberg in 
Berlin, and later joined the latter in Vienna, where he was pianist for the ground-breaking Society 
for Private Musical Performances inaugurated by Schoenberg. He emigrated to the USA in the late 
thirties. An illustrious teacher, he taught at the Juilliard School of Music from 1952–1964, and at 
Summer Courses in Salzburg, Dartington and Darmstadt. His pupils included Theodor Adorno (q.v.), 
Alfred Brendel. Lili Kraus and Moura Lympany. His wife, Clara, was a student of  Schoenberg at the 
University of California, Los Angeles, and archivist of the Arnold Schoenberg Institute until her death 
in 1982.

Erika STIEDRY-WAGNER. (1890–1974).  US-based singer and narrator, who took part in several 
performances of Pierrot Lunaire conducted by the composer, including the historic recording made 
in 1940. She and her husband, the conductor  Fritz Stiedry, were close friends and colleagues of 
Schoenberg.

Otto TAUBMANN (1859–1929). German composer, conductor, arranger, critic and teacher. His works 
include Portia (1916) and Eine Deutsche Messe. He was director of the Wiesbaden Conservatory 
and taught at Berlin’s Hochschule für Musik from 1920 to 1925.

Graham TREACHER (b. 1932). British conductor, composer and educator. He founded the New 
Music Singers on leaving the Royal Academy of Music, and later became conductor of the BBC 
Scottish Symphony Orchestra, the University of London Symphony Orchestra and the Northern 
Music Theatre. He also lectured at the Universities of Warwick and York. His many varied projects 
have often concentrated on creating and developing music for young people. 

Otto VRIESLANDER (1880–1950). German composer, teacher and musicologist, a pupil of Schenker. 
He taught composition, piano and theory in Germany, Italy and Vienna, and later lived in Switzerland. 
He wrote many lieder, most notably, in 1904, the settings of  Hartleben’s (q.v) German translations 
of Giraud’s Pierrot Lunaire (q.v.). These were commissioned by Albertine Zehme (q.v.) the original 
commissioner and dedicatee of Schoenberg’s masterwork (see Pierrot in Context, Endnote 2, p.26–
27). Under Schenker’s influence, he devoted the latter part of his life to musicological analysis and 
editing.

Anton von WEBERN  (1883–1945). Austrian composer and conductor, and friend and pupil of 
Schoenberg. He was a leading exponent of serialism, and though his works are few, their exquisite 
precision has exerted a major influence on later generations of composers, including Boulez (q.v.) 
and Stockhausen. The manner of his death is one of the most unusual in musical history: just after 
the end of World War II, he was shot by mistake by an American soldier, having unwittingly broken 
a curfew.

Egon WELLESZ (1885–1974). Austrian composer and scholar, of Hungarian-Jewish extraction, 
who studied harmony and counterpoint with Schoenberg in Vienna, and was the first to write a book 
about the composer. He is remembered especially as an expert on Byzantine music. In 1938 he 
escaped the Nazis and settled in Oxford, where he held a Fellowship and was active as a teacher. 
A prolific composer in all genres, including ballets, operas and symphonies, he was instrumental in 
founding the International Society for Contemporary Music.
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Albertine ZEHME (1857–1946). German diseuse, actress, and singer, a pupil of Cosima Wagner, 
and a highly distinctive and intelligent interpreter of melodrama and cabaret. After she had 
commissioned, but (according to some sources) not performed, the Hartleben Pierrot translations as 
set by Otto Vrieslander (q.v.), she asked Schoenberg to write some more ambitious settings of the 
poems especially for her. The result was Pierrot Lunaire .She gave the premiere in Berlin in 1912, 
coached in the role by pianist Eduard Steuermann (q.v.), and later toured the work successfully.   
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SELECTED LIST OF JANE MANNING’S OWN
PIERROT PERFORMANCES AND RECORDINGS

AUGUST 1965. Banqueting Hall, Dartington. Vesuvius Ensemble — unconducted.

NOVEMBER 1965. Concert Hall, Broadcasting House.  BBC Invitation Concert, broadcast ‘live’. 
Vesuvius Ensemble — unconducted.  

APRIL 1967. Brighton Pavilion. Brighton Festival. Vesuvius Ensemble — unconducted. 

JULY 1967. Olympic Studios. Gramophone recording (issued on Regis/Forum, Jan 2005). Vesuvius 
Ensemble — unconducted. 

AUGUST 1967. Banqueting Hall, Dartington. Vesuvius Ensemble — unconducted.

NOVEMBER 1967. Wigmore Hall. Vesuvius Ensemble — unconducted.  

JANUARY 1968. Wigmore Hall. Vesuvius Ensemble — unconducted.  

JANUARY 1969. Queen Elizabeth Hall. Also live broadcast for EBU. Vesuvius Ensemble — 
unconducted (first half of concert consisted of performance without voice).  

FEBRUARY 1969. University of East Anglia. Vesuvius Ensemble — unconducted.  

MARCH 1969. Durham City Hall. Durham 20th-Century Music Festival. Vesuvius Ensemble — 
unconducted. 

AUGUST 1969. Queen Elizabeth Hall. South Bank Summer Music. First performance in costume 
and with conductor!  Daniel Barenboim (pno), Pinchas Zukerman (vln/vla), Jacqueline du Pré (vlc),  
Richard Adeney (fl/picc), Gervase de Peyer (cl/bass cl), cond. Zubin Mehta.  Translations read by 
Vanessa Redgrave.  

FEBRUARY 1971. Part of Scottish Arts Council Tour:  Anderson High School, Lerwick, Shetland,  
Fortrose Academy. Vesuvius Ensemble — unconducted.  

MARCH 1972. Fredric R. Mann Auditorium, Tel Aviv, Israel.  Members of the Israel Philharmonic, 
cond. Zubin Mehta.  (staged and in Pierrot costume/make-up). Israeli premiere  (onstage discussion 
after second performance). Also broadcast on Israel Radio.  

OCTOBER 1972. BBC Television Centre. Telerecording of dramatised excerpts for ‘VIENNA 
1900’.(full costume, staged)  William Bennett, Thea King, Alan Loveday, Stephen Shingles, Charles 
Tunnell, Yonty Solomon, cond. Neville Marriner. With actor John McEnery.  

JANUARY 1973. University Theatre, Newcastle.  Arts Council Network. Vesuvius Ensemble — 
unconducted (also recorded by BBC).  

JANUARY 1973. Walter Moberly Hall, Keele University. Vesuvius Ensemble — unconducted. 

MARCH 1973. St. John’s Smith Square. BBC Lunchtime concert.  Vesuvius Ensemble — unconducted. 
Live broadcast.  

JANUARY 1974. The Roundhouse. BBC Symphony Orchestra cond, Pierre Boulez (intro. by Hugh 
Wood). Live broadcast relay. Discussion afterwards.

MARCH 1974. York Hall, Malvern Girls’ College.  Vesuvius Ensemble — unconducted.  

MAY 1974. Konzerthaus, Vienna.  Ensemble Kontrapunkte, cond. Peter Keuschnig.
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JUNE 1974. Concert Hall, Broadcasting House. BBC ‘Presented Recital’. Vesuvius Ensemble  — 
unconducted. Introduction by Susan Bradshaw.  

OCTOBER 1974. Spanish tour:  Teatro, Las Palmas, Gran Canaria.  Teatro Philharmonica, Bilbao.  
Ateneo, Madrid (plus live broadcast for Spanish Radio).  Nash Ensemble, cond. Simon Rattle.  

JUNE 1976. Lyons Concert Hall, York University.  Vesuvius Ensemble — unconducted.

NOVEMBER 1976. Music School, Cambridge University.  Cambridge Contemporary Music Ensemble 
cond. Charles Bodman Rae.  

FEBRUARY 1977. Concert Hall, Glasgow University  and Great Hall, Aberdeen University. Vesuvius 
Ensemble — unconducted.

FEBRUARY 1977. Studio 2 Maida Vale.  BBC Open University recording (subsequently issued by 
Chandos on CD; see Discography).  Nash Ensemble, cond. Simon Rattle.  

JULY 1978. Goldsmiths Hall. City of London Festival.  Nash Ensemble, cond. Lionel Friend.  

MARCH 1980. Octagon Theatre, University of Western Australia.  Wigmore Ensemble, cond.Graham 
Wood.

JUNE 1980. Brahmssaal, Musikverein, Vienna. Ensemble Kontrapunkte, cond. Peter Keuschnig

JUNE 1981. St. John’s Smith Square. BBC Lunchtime Concert (Live Relay). Nash Ensemble, cond. 
Lionel Friend.

OCTOBER 1982. St. John’s Smith Square, London. Endymion, cond. John Whitfield

JULY 1983. St. Alban’s Abbey. St. Alban’s Festival. Nash Ensemble, cond. Norman del Mar

SEPTEMBER 1983. Odense Conservatory, Denmark. Elsinore Players, cond. Karl-Aage 
Rasmussen

SEPTEMBER 1983. Concert Center, Århus, Denmark. Elsinore Players, cond. Karl-Aage 
Rasmussen.

SEPTEMBER 1983. Århus, Denmark. Commercial recording for Paula, Denmark (now on CD). 
Elsinore Players, cond. Karl-Aage Rasmussen.

OCTOBER 1983. Teatro Real, Madrid. Grupo Contemporanea, cond. José Maria Franco Gil.

MAY 1984. Clancy Auditorium, University of New South Wales, Sydney, Australia. Australia Ensemble, 
cond. Graham Hair (recorded for ABC). 

JUNE 1984. Tabac Museum, Vienna.  Ensemble Kontrapunkte, cond. Peter Keuschnig.

JULY 1985. Kuhmo International Festival, Finland. Avanti! — unconducted.

AUGUST 1985. Viitasaari Summer Academy, Finland. Avanti! — unconducted. Recorded for Finnish 
Radio.

AUGUST 1985. Turku Festival, Finland. Avanti! — unconducted.

AUGUST 1985. Mustasaari Festival, Finland. Avanti! — unconducted.

DECEMBER 1985. Concert Hall, Broadcasting House. BBC Studio recording. Excerpts in French 
(translation by Roger Nichols). Nash Ensemble, cond. Lionel Friend. 
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AUGUST 1986. Rubin Academy, Jerusalem.  Student ensemble cond. Mendi Rodan.  

MARCH 1987. Purcell Room, South Bank, London.  Endymion, cond. John Whitfield.  

MARCH 1987. Tour of Spain:- Fundacio Miro, Barcelona.(also recorded for Spanish Television.)  
Conservatorio de Musica, Seville.  Aula de Cultura de la Cajada Ahorros, Alicante.  Conservatorio 
de Musica, Vitoria.  Circulo de Belles Artes, Madrid. Koenig Ensemble, cond. Jan Latham-Koenig. 

MAY 1987. Sir Jack Lyons Theatre, University of York, and Middleton Hall, University of Hull (also 
BBC recording at Pebble Mill, Birmingham). Lumina, cond. David Blake.

JUNE 1987. Glass Museum, Riihimäki, Finland. Avanti! — unconducted.

JUNE 1987. Porvoo Festival, Finland. Avanti! — unconducted. 

JUNE 1987. Jyvaskylla Festival, Finland.  Avanti! — unconducted.

JULY 1987 Kangasniemi Festival and Kajaani Festival. Avanti! — unconducted.

SEPTEMBER 1987. Town Hall, Salisbury. Salisbury Festival. Endymion, cond. John Whitfield.

AUGUST 1988. Savoy Theatre, Helsinki. Helsinki Festival. Avanti! — unconducted. 

DECEMBER 1988. Powys Hall, University of Bangor, North Wales. (BBC recording of a public 
concert.) Lontano cond. Odaline de la Martinez.

JULY 1989. Unitarian Chapel, Warwick. Warwick Arts Festival. Endymion cond. John Whitfield.

FEBRUARY 1990. Holywell Music Room, Oxford University and Faculty of Music, Cambridge 
University. Brettl Ensemble cond. Stefan Asbury.

SEPTEMBER 1990. Queen Elizabeth Hall, London. Jane’s Minstrels, cond. Roger Montgomery. 

OCTOBER 1990. Assembly House, Norwich. Norfolk and Norwich Triennial Festival. Jane’s Minstrels 
cond. Roger Montgomery.

OCTOBER 1990. Cardiff University. Jane’s Minstrels, cond. Roger Montgomery.

NOVEMBER 1991.Old Theatre, Århus, Denmark. Jane’s Minstrels, cond. Roger Montgomery. 

DECEMBER 1991. Blackheath Concert Halls. Endymion, cond. John Whitfield. 

APRIL 1994. Riverside Studios, London.  Recording for Channel 4 TV of excerpts (+ interview) for 
Women in Music documentary (in costume). 

AUGUST 1996. Turku Castle, Finland. Turku Festival. Jane’s Minstrels, cond. Roger Montgomery 
(Slides projected on to castle walls).

APRIL 1997. Concert Hall, Mills College, Oakland, California, USA. Jane’s Minstrels, cond. Roger 
Montgomery.

MARCH 2001. Cardiff University. Jane’s Minstrels, cond. Orlando Jopling.

MARCH 2001. St.George’s, Brandon Hill, Bristol. Brunel Ensemble, cond. Christopher Austin.

MARCH 2002. Duke’s Hall, Royal Academy of Music, London. Lasker Ensemble cond. Benjamin 
Wallfisch.

MARCH 2002. Conservatory of Music, Porto, Portugal. Lecture/demonstration on Sprechstimme 
and special coaching sessions with individual singers.



Jane Manning: Voicing Pierrot

186

JULY 2002. St. Mary’s Church, Petworth. Petworth Festival. Jane’s Minstrels, cond. Roger 
Montgomery (with pre-concert talk).

NOVEMBER 2002. Bullion Room, Hackney Empire, London. Lasker Ensemble, cond. Benjamin 
Wallfisch. (with lighting and projections)

APRIL 2004. ESMUC, Barcelona. Spain. Illustrated talk on Pierrot Lunaire. 

NOVEMBER 2004. Start of 3 years as AHRB (now AHRC) Research Fellow at Kingston University, 
researching the vocal performance of Pierrot Lunaire.

JANUARY 2005. Release of 1967 recording with the Vesuvius Ensemble on Regis/Forum FRC 
9106. 

JUNE 2005. British Library, London. Saul Seminar on Pierrot Lunaire. Talk illustrated by CD excerpts 
from the Sound Archive. 

JUNE 2005. Coombehurst Studio, Kingston University (in conjunction with SPNM ‘Pierrot Project’).
Jane’s Minstrels, cond. Roger Montgomery (with lighting). Recorded on DVD.

AUGUST 2005. Kendal Town Hall. Lake District Summer Music. Illustrated Talk on ‘Music Theatre’ 
including excerpts from Pierrot Lunaire (voice only). 

SEPTEMBER 2005. Gresham College, London. Chamber Domaine, cond. Thomas Kemp.

JANUARY 2006. Royal College of Music, London. RCM Ensemble and conductor (preparatory 
workshops only). 

MARCH 2006. Reg Bailey Theatre, Kingston University. Psappha — unconducted (after all-day 
Pierrot Lunaire symposium). 

MARCH 2006. Nuffield Theatre, Lancaster University. Gala Theatre, Durham. Royal Northern 
College, Manchester. Psappha — unconducted (with video images by Kathy Hinde). 

MARCH 2007. Wigmore Hall.  Illustrated talk/seminar for Wigmore Study Group. 

JUNE 2007. Hampton Court Palace. Jane’s Minstrels cond. Roger Montgomery (part of daytime 
Harlequinade). 

OCTOBER 2007. Purcell Room, London. Jane’s Minstrels, cond. Roger Montgomery. 

JANUARY 2008. Concert Hall, Royal Northern College, Manchester. Student ensemble, cond. 
Eduardo Portal, preceded by formal Lecture in the Theatre.

SEPTEMBER 2009. Finlandia Hall, Helsinki, Finland. Members of the Finnish Radio Symphony 
Orchestra led by Sakari Oramo — unconducted.

OCTOBER 2012. Curator of Pierrot Lunaire Centenary Project, Royal Academy of Music, London.

Ongoing: Empirical Pierrot Project: machine-based analyses of Sprechstimme in Pierrot Lunaire 
(University of Glasgow, Royal Conservatoire of Scotland, Royal College of Music, Royal Northern 
College of Music).
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PIERROT DISCOGRAPHY
(including recordings not commercially available)

[Dates refer to year of recording, numbers indicate most recent issue. Many have been re-issued 
on CD]

1940. ERIKA STIEDRY-WAGNER with Rudolf Kolisch(vln/vla), Frances Blaisdell (fl), Stefan Auber 
(vlc), Eric Simon (cl) Eduard Steuermann (pno), conducted by the Composer (in the Archive of the 
Arnold Schoenberg Center, Vienna). Recording of ‘live’performance at the Town Hall, New York on 
17 November (Parts I and II only). 

ERIKA STIEDRY-WAGNER with Rudolf Kolisch (vln/vla), Leonard Posella (fl), Kalman Bloch (cl/
bass cl), Stefan Auber (vlc) Eduard Steuermann (pno), cond. by the Composer. Now on CD. CBS 
MPK 45695. 

Also: Test pressings for the above (in the Archive of the Arnold Schoenberg Center, Vienna).

c.1951. ELLEN ADLER with Paris Chamber Ensemble cond. René Leibowitz (ensemble included 
Claude Helffer, pno and Jean-Pierre Rampal, fl). DIAL DLP 16 mono.

c.1954. ETHEL SEMSER with the Virtuoso Chamber Ensemble: Edward Walker (fl) Sidney Fell (cl.), 
Walter Lear (bass cl), Lionel Bentley (vln) Gwynne Edwards (vla) .Willem de Mont (vlc), Wilfrid Parry 
(pno), cond. René Leibowitz. Argo RG54 mono.

1957. JEANNE HÉRICARD with members of Sinfonie Orchester des Südwestfunks inc. Maria 
Bergmann (pno), cond. Hans Rosbaud (recorded in Baden-Baden for Südwestfunk). Wergo CD 
WER 6403–2.

1961. HELGA PILARCZYCK, with Domaine Musical, Paris. Jacques Castagner (fl/ picc) Guy Deplus 
(cl) Louis Montaigne (bass cl) Luben Yordoff (vln), Serge Collot (vla), Jean Huchot (vlc), Maria 
Bergmann (pno), cond. Pierre Boulez. Adès 202912 stereo CD.

ILONA STEINGRUBER with Ludwig Pfersmann (fl/picc), Rolf Eichler (cl/bass cl), Walter Schneiderhan 
(vln/vla), Beatrice Reichert (vlc), Hans Graf (pno), cond. Vladimir Golschmann. Vanguard SVC 145 
HD stereo ADD CD.

c.1963. ALICE HOWLAND with Louis Burge (fl/ picc), Chester Milosovich (cl/bass cl), Abram Loft 
(vln/vla), George Sopkin (vlc), Gilbert Kalisch (pno), cond. Herbert Zipper. Saga XID5212.

1963. BETHANY BEARDSLEE with Columbia Chamber Ensemble, cond. Robert Craft (from 
complete CBS set: The Music of Arnold Schoenberg). CBS Sony SOCL 267/68. LP. 

1967. JANE MANNING with the Vesuvius Ensemble. Forum FRC 9106 stereo CD (issued 2005).

1969. MARIE–THÉRÈSE ESCRIBANO with Ensemble Die Reihe, cond. Friedrich Cerha. Candide 
VOX 36 002 stereo LP.

c.1970. ERIKA SZIKLAY with Budapest Chamber Ensemble, cond. András Mihály. Hungaraton HCD 
11385–2 stereo ADD CD.

1970. JAN DE GAETANI with Contemporary Chamber Ensemble, cond. Arthur Weissberg. Nonesuch 
NON 7559–79237–2 stereo. ADD CD.

1973. MARY THOMAS with The Fires of London, cond. Peter Maxwell Davies (recorded Wigmore 
Hall, July). Unicorn RHS 319 stereo LP.
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1973. MARY THOMAS with London Sinfonietta, cond. David Atherton (recorded Oct–Dec.). Decca 
2894 25 626-2 ZS stereo. ADD CD.

1974. PATRICIA RIDEOUT with Suzanne Shulman (fl), James Campbell (cl), Coenraad Bloemendal, 
(bass cl), Adele Armin (vln), Peter Smith (vlc), Glenn Gould (pno). Part I only (recorded CBC Studios, 
Toronto). Sony Classical 502353-2 stereo ADD CD (Pt.I only).

CLEO LAINE (in English)  with the Nash Ensemble: Judith Pearce (fl/ picc), Antony Pay(cl/bass 
cl), Marcia Crayford (vln/vla), Christopher van Kampen (vlc), Clifford Benson (pno), cond. Elgar 
Howarth. RCA Red Seal LRL 1 5058 stereo LP.

1977. YVONNE MINTON with Michel Debost (fl/picc), Antony Pay (cl/bass cl), Pinchas Zukerman 
(vln/vla), Lynn Harrell (vlc), Daniel Barenboim (pno), cond. Pierre Boulez. Sony Classical SMK 48466 
stereo. ADD CD. 

JANE MANNING with the Nash Ensemble, cond. Simon Rattle. Open University. Chandos CHAN 
6534 stereo. ADD CD.

1981. MAUREEN McNALLEY with Orchestra of Our Time, cond. Joel Thome. Vox Box CDX 5144 
stereo ADD CD.

1983. JANE MANNING with Elsinore Players, Denmark, cond. Karl Aage Rasmussen. Paula 29 
stereo LP. 

1985. LINA ÅKERLUND with Ensemble der Internationalen Gesellschaft für Neue Musik, Basel. 
cond (and pno) Jürg Wyttenbach. See also later recording. Ex Libris EL 16 982 stereo LP.

1987. LINDA HIRST (in English) with the Nash Ensemble, cond. Frederick Prausnitz (Live BBC 
broadcast). BBC Archive at British Library. 

GERDA HARTMAN with Ensemble Kaleidocollage (Paris). Chant du Monde LDC 278806 stereo. 
ADD CD.

1988. BARBARA SUKOWA with Schoenberg Ensemble, cond. Reinbert de Leeuw. Koch Schwann 
CD 310 117 H1 stereo DDD CD.

1989. LINA ÅKERLUND with Ensemble Internationalen Gesellschaft für Neue Musik, cond./pno 
Jürg Wyttenbach (recorded in Basel). Accord 200972 stereo DDD CD.

1990. LUCY SHELTON (in both German and English) with Da Capo Chamber Players. Bridge BCD 
9032 stereo DDD CD.

MARIA HÖGLUND with Sonanza, cond. Jan Risberg (Swedish Radio). Caprice CAP 21382 stereo 
DDD CD.

1991. MARIANNE POUSSEUR with Ensemble Musique Oblique, cond. Philippe Herreweghe. 
Harmonia Mundi France HMA 1951390 stereo DDD CD.

PHYLLIS BRYN-JULSON with Ensemble Modern, cond Peter Eötvös. Aquarius AQVR 138-2 stereo 
DDD CD.

1992. YUMI NARA with Ensemble Musique Nouvelle de Liège, cond. Jean-Pierre Peuvion. Adda 
581273 stereo DDD CD.

ELISE ROSS with Birmingham Contemporary Music Group, cond. Simon Rattle. Live BBC relay 
from Birmingham. BBC Sound Archive at British Library.

1993. LESLIE BOUCHER with University of Georgia Chamber Ensemble, cond. Lewis Nielson. ACA 
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CM20027 stereo DDD CD.

ANNE-LISE BERNTSEN with Borealis Ensemble (Norway), cond. Christian Eggen. Victoria VCD 
19088 stereo DDD CD.

1994. KARIN OTT  with Gruppo Musica Insieme di Cremona. cond. Pietro Antonini (recorded 
Lugano). Nuova Era 7242 stereo DDD CD.

SALOME KAMMER with Ensemble Avantgarde (Germany), cond. Hans Zender. Musikproduktion 
Dabringhaus und Grimm MD G 613 0579-2 stereo DDD CD.

1996. SOPHIE BOULIN with Ensemble 2e2m (Paris), cond. Paul Méfano. 2e2m 1011 stereo DDD 
CD.

1997. LUISA CASTELLANI with members of Staatskapelle Dresden, cond. Giuseppe Sinopoli. 
Elatus 0927-49017-2 stereo DDD CD.

CHRISTINE SCHÄFER with Ensemble Intercontemporain, cond. Pierre Boulez. Deutsche 
Grammophon 457 630-2 GH stereo DDD CD.

1999. EDITH URBANCZYK with Ensemble Das Neue Werk (Hamburg),  cond. Dieter Cichewiecz. 
Musicaphon M56837 stereo DDD CD. Part of CD entitled ‘Ein Clown Hinter den Masken der 
Musik’.

INGA-BRITT IBBA ANDERSSON with ‘Ma’: Sara Lindloff (fl/picc), Boa Petersson (cl/bass cl),  Eva 
Lindal (vla), Love Derwinger (pno), Staffan Larson (violin and conductor), (Sweden). Nytorp Musik 
0001 stereo DDD CD.

2000. ANJA SILJA with 20th Century Classics Ensemble, cond. Robert Craft (recorded New York). 
Koch International Classics 3–7471–2 H1 stereo DDD CD.

2010. MARNI NIXON with ensemble cond. Charles Prince. Vienna Modern Masters (Music from Six 
Continents, 2010 series) VMM3061.

Also:
DIETRICH FISCHER-DIESKAU. Melodramas by Strauss, Schumann, Liszt, etc. Double CD. 
Deutsche Grammophon 00289 477 5320. 

ROGER MARSH: Albert Giraud’s Pierrot Lunaire: 50 Rondels Bergamasques. Various artists, dir. 
Paul Gameson. NMC D127.

On DVD:
CHRISTINE SCHÄFER with Ensemble Intercontemporain, Paris, cond. Pierre Boulez, dir. Oliver 
Herrmann (2002). ArtHaus Musik DVD 100330.
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