Pierrot lunaire   David Owen Norris  BAL
1. List of recordings.

2. Script

3. Structure of Script
4. List of Musics

5. Frequency of quotation 

WERGO WER64032
Jeanne Héricard/Principals of SudwestRFO/Rosbaud

1957 Baden-Baden

FRC9106

Jane Manning/Vesuvius Ensemble

1967

CHAN6534

Jane Manning/Nash Ensemble/Rattle

1977 Maida Vale (OU)

SonyClassical SMK48466

Yvonne Minton/stars/Boulez

1977 Paris Eglise de Liban

Hungaroton HCD113852

Erika Sziklay/BudapestChEns/Mihaly

1987

BRIDGE BCD9032

Lucy Shelton/Da Capo Chamber Players/Knussen

1990 Bard College NY

RCA 09026611792

Phyllis Bryn-Julson/Ensemble Modern/Eötvös

1991, Opera House, Frankfurt

HarmoniaMundi HMC901390

Marianne Pousseur/Ensemble Musique Oblique/Herreweghe

1991 Chatelet, Paris

Victoria VCD19088

Anne-Lise Bernsten/Borealis Ensemble/Christian Eggen

1993 Oslo  NOT USED
MDG61305792

Salome Kammer/Ensemble Avantgarde/Hans Zender

1994

DG 4576302

Christine Schäfer/Ensemble Intercontemporain/Boulez

1998 Cité de la Musique Paris

FUG504

Jacqueline Janssen/Het Collectief/ Engelen

2003 Sint-Truiden
NB possible cuts of 1’45 round Music13 & 19. Plus optional extra 45” at 18B 
MUSIC 1

MDG61305792

Salome Kammer/Ensemble Avantgarde/Hans Zender

T.12  0’16”

Pierrot’s slut prepares to strangle him with her own pigtail. Welcome to the surreal world of Arnold Schoenberg’s Pierrot lunaire, thrice seven poems – squeeze all the significance out of those numbers – by Albert Giraud, translated from the French by Otto Erich Hartleben, for speaking voice, piano, flute doubling piccolo, clarinet doubling bass clarinet, violin doubling viola, and cello – that’s only 6 people! Opus 21, written in Berlin in 1912. Schoenberg had been producing all sorts of experimental masterpieces in the last few years, but Pierrot brought all that to an end : he only rediscovered his fluency when he invented his method of Composition with All Twelve Notes in 1921.
Schoenberg was in Berlin to get away from problems in Vienna – marriage in trouble, role-model Mahler dead, fallen out with Richard Strauss, no money at all – sounds like a composer to me! So perhaps it’s no surprise that Pierrot lunaire summons together the weird aspects of Schoenberg’s recent thought, adds many more of its own, and sets off boldly into a new future.
Moonlight is like wine, and the poet slurps it up: sings – or perhaps, speaks – Phyllis Bryn-Julson.








1’05  1’21
MUSIC 2

RCA 09026611792

Phyllis Bryn-Julson/Ensemble Modern/Eötvös

T1: 1’33
Phyllis Bryn-Julson with the Ensemble Modern conducted by Peter Eötvös in 1991, from RCA.
The poems are in the medieval Rondeau form, where the first couplet recurs halfway through, and the last line is the same as the first. Since the mind needs repetition in order to make patterns (and we like patterns), Schoenberg was probably wise in his literary choice, because there’s not much in the way of clear repetition in the music. This first melodrama hangs together round the figure dididi-Deedididdy, but we won’t have signposts like that for much longer.

The chief question in every listener’s mind at the beginning is ‘What is she doing?’ Schoenberg wrote a preface to his score, which explains in some detail what Sprechstimme as he called it – speech-voice – is NOT. It’s neither speaking nor singing, nor sing-song. So there’s some disagreement about what it IS. Christine Schaefer on Deutsche Gramophon takes a useful hint from Schoenberg’s comment that in speech, the voice hits a note and then [espr!] falls, or rises – especially these days?[upspeak]

















1’05  4’
MUSIC 3

DG 4576302

Christine Schäfer/Ensemble Intercontemporain/Boulez

T2. In: beginning Out : 54” bar28
The second melodrama, Columbine. ‘Ah, the roses of the moonlight. Could I but scatter them on your tresses.’ The familiar sugary sentiments are very often at odds with the sounds of the music.

Christine Schäfer with the Ensemble Intercontemporain conducted by Pierre Boulez – or Pierrot Boulez, as he is delightfully misprinted in one Schoenberg discography, in Paris in 1998.

Schoenberg’s Preface warns performers not to add expression of their own, that isn’t in the score. Boulez has certainly taken that to heart, though in several instances the score’s careful markings go unobserved. But surely Schoenberg would have expected people to recognize a waltz when they saw one?










35”  5’30
MUSIC 4
HarmoniaMundi HMC901390

Marianne Pousseur/Ensemble Musique Oblique/Herreweghe

T2.  In: beginning  out : 50” bar 28.
Violinist Elizabeth Glab with Johann Strauss in mind. That’s Harmonia Mundi’s 1991 recording, with Marianne Pousseur doing a fine job on the Sprechstimme, and directed by Philip Herreweghe, who points out that he’s better known for pinning down the vague notations of early music.

But this is useful even in the face of Schoenberg’s precise notation, for it’s a precision born of desperation as he tries to tame the instinctive outpourings of his mind. As Herreweghe says, 

‘Some of these markings are simply impossible. The flute is marked pppp, and then gets quieter, and then a lot quieter still. Schoenberg himself later wrote ‘the more indications for performance in a score, the less value they have.’
And Herreweghe concludes ‘It still remains to find the soul.’

But you need to find the voice first. It seems to me that Erika Sziklay falls into the sing-song trap Schoenberg warned against.




50’’ 7’10
MUSIC 5
Hungaroton HCD113852

Erika Sziklay/BudapestChEns/Mihaly

T1: 
In 2’00 (bar 13) 

Out 3’08 (end of piece)
Erika Sziklay dreaming of Columbine’s hair in 1987. The slides away from the pitches are pretty much continuous, and by the end of the disc I’m feeling seasick. Nice of her to let Hungaroton set up in her bathroom, though.

The first group of seven songs introduces some of the characters in this strange lunar commedia del’arte. We’ve met the poet, and Columbine. Now here’s Pierrot himself – The Dandy, deciding against rouging his cheeks this evening, and dabbing on a bit of moonbeam instead.





30’’ 8’50
MUSIC 6

WERGO WER64032

Jeanne Héricard/Principals of SudwestRFO/Rosbaud

T7

In:3’26

Out: 4’43

Jeanne Héricard in 1957. An interesting old disc from Wergo, with Hans Rosbaud conducting the Baden-Baden orchestra. The Ode on Napoleon too – I wonder how many Trafalgar outings that’s had this year!

There’s another of Schoenberg’s impossibilities in The Dandy. He carefully tells the pianist which hands to cross in order to hold on some of the notes, but play others short – so you can’t use the sustaining pedal. But in fact, his solution doesn’t work. If he forgot all about crossing hands and used the middle pedal, what he wants is easy. Maria Bergmann, whom we just heard, got it makes a fair stab at it, unlike many of the pianists on these recordings, but unfortunately pedalled all the staccato bass notes that preceded it, and completely missed out an important loud note in a tune – yes, a tune, weren’t you listening? In E major. [Sing] Schoenberg always expected people to whistle his tunes, and was particularly thrilled when he met a lift attendant who had enjoyed Pierrot.
Now a picture of a Washerwoman, bleached silver by the moonlight, hypnotically rinsing her life away.






1’  11’10
MUSIC 7
FRC9106

Jane Manning/Vesuvius Ensemble

T4 complete

1’22

The earlier of Jane Manning’s recordings, made in 1967, but only released this year on the Forum label. William Bennett, Thea King and Kenneth Sillito playing with no conductor. Seems a good idea. On a lot of these recordings you can hear the conductor getting in the way as the instrumentalists wonder whether to go with the words or the baton.
Pierrot lunaire has helped to define Jane Manning’s career. It was her first live broadcast in 1965, and at present she holds an Arts and Humanities Research Council Fellowship to investigate it further. And there have been spin-offs from that at Gresham College too.
Jane Manning paid quite a bit of attention to Schoenberg’s written pitches. The most extreme interpreter in this regard is Yvonne Minton, who very nearly sings all the time. Here she is with Boulez in 1977. The fifth melodrama – Valse de Chopin. Or not.







45” 13’20

MUSIC 8
SonyClassical SMK48466

Yvonne Minton/stars/Boulez

T13
In: beginning 
Out 1’08 bar42

Minton’s concession to the sprech bit of her stimme seems to be to deny herself any grand legato line. Perhaps it’s too close to singing for Schoenberg, but it’s infinitely preferable to no pitch at all.


10’’ 14’40
MUSIC 9
FUG504

Jacqueline Janssen/Het Collectief/ Engelen

T5

Fade at 43’’

Jacqueline Janssen on the most recent recording here, 2003, on Fuga Libera.

The poem compares a Valse de Chopin to a drop of blood on an invalid’s lips. And the Bleached Washerwoman was compared to the gentle Maid of Heaven. Schoenberg’s selection of poems (there were fifty to choose from) combines these images in the next melodrama, Madonna. The Mother of Sorrows bleeds upon the altar of poetry, displaying her Son’s body to an indifferent world.     30’’  16’05
MUSIC 10
BRIDGE BCD9032

Lucy Shelton/Da Capo Chamber Players/Knussen

T6.

In: beginning

Out:1’20
Lucy Shelton, hampered somewhat by the fact that Oliver Knussen owns a metronome. One of the odd things about Sprechstimme is that it exposes the characteristics of a voice even more cruelly than ordinary singing, and I have to confess that I find Shelton’s voice a bit dull.
Madonna paves the way for several poems that border on blasphemy, later on in the work. Schoenberg always claimed to be amazed that anyone might be offended by them. 

For the moment, the first part concludes by revisiting the moon. ‘O moon, thou art sick, yearning to death – and yet the thoughtless lover rejoices in your light.’

Listen to how Salome Kammer walks the tightrope of the sprechstimme. You can hear the pitches, but it doesn’t sound like singing.







40’’18’05
MUSIC 11
MDG61305792

Salome Kammer/Ensemble Avantgarde/Hans Zender

T7.

In: beginning

Out: 2’12 (end)
Salome Kammer on MDG with Ralf Mielke of Ensemble Avantgarde.

Constant Lambert said of Pierrot lunaire:
‘What most strikes the listener is the impressionist use of colour and the appeal to the musical nerves rather than to the musical reason.’
Schoenberg systematizes one aspect of colour in his careful permutations of the instruments. It’s not until the 21st song, the very last, that we hear all eight available instruments in the same piece.
Add to this a host of special effects.  The clarinettist lifts his instrument and plays it straight out at the audience, piano tremolandos thunder, the strings put their mutes on, the flautist fluttertongues.
And the second section of seven poems gives plenty of scope for that sort of extreme.

The first, Night, puts the moon in the shade. ‘Giant black moths blot out the sun, and murder all my memories.’ Yvonne Minton is particularly impressive here. 







55” 21’15
MUSIC 12
SonyClassical SMK48466

Yvonne Minton/stars/Boulez

Track 16

In: beginning

Out: 1’02 bar10
**** possible cut of 50”
Here’s more darkness from Jane Manning’s second recording, with Simon Rattle and the Nash Ensemble.


5”  22’25
MUSIC 13
CHAN6534

Jane Manning/Nash Ensemble/Rattle

In:3’38

Out: fade 4’18 bar22
Jane Manning on Chandos, though that recording was made in 1977 in our very own BBC Maida Vale, for the Open University.
**** end possible cut
Lucy Shelton’s recording on Bridge, with Knussen and the Da Capo Players, is the only one in a language other than the original – she does it in both German and English. I’ve already hinted that this recording falls at several hurdles. But what about hearing Pierrot in English? Try to imagine it first. Would it be nice to know every twist and turn of the words? Or is that distance that many of us find in the face of a foreign language not such a bad thing after all?


35’’ 23’40
MUSIC 14
BRIDGE BCD9032

Lucy Shelton/Da Capo Chamber Players/Knussen

T30

In:57” bar 11
Out: 2’05 (end)

Anyone for panto? Look be’ind yer!

Few things date so quickly as speech. Giraud’s French poems date from 1884, and Hartleben’s translations from 1892 – a world away from Schoenberg in 1912. And his first performer, Albertine Zehme, was a histrionic actress in the manner of the time. These days we laugh if an actor imitates Gielgud – but the time lapse is about the same. I think that for Schoenberg, the poems were handy hooks rather than gems of verbal rhythm, assonance and meaning – shorthand jottings for ideas that could fire his anarchic musical imagination. Perhaps there is a way to accommodate to English Schoenberg’s almost absent-minded acceptance of the speech of former times, frozen into his vocal line: but I don’t think Lucy Shelton has found it.

Once Night’s veil has descended, the second part explores strange places. A Prayer to Pierrot – ‘give me back my laughter’ – is followed by grave-robbers terrified by gleaming rubies that seem to be the eyes of dead watchmen. Here’s Salome Kammer again.




1’   26’50
MUSIC 15
MDG61305792

Salome Kammer/Ensemble Avantgarde/Hans Zender

T9&10, out at 1’06 bar19    (2’25 in all)
Then a shocking blasphemy, as Pierrot celebrates a Red Mass, offering his own bloody heart in communion. Schoenberg lulls us almost into decorousness at first, as piano trills conjure up the incense. But just wait! Marianne Pousseur shocks us for all she’s worth.





15’’ 29’30
MUSIC 16
HarmoniaMundi HMC901390

Marianne Pousseur/Ensemble Musique Oblique/Herreweghe

Track 11

In: beginning

Fade at 1’06

And if that wasn’t unpleasant enough, here comes the homicidal harlot we heard at the beginning. Christine Schaefer and Boulez.  5’’ 30’40
MUSIC 17
DG 4576302

Christine Schäfer/Ensemble Intercontemporain/Boulez

T12

Complete 17’’

Schoenberg marks an accelerando which Boulez and Schaefer steadfastly ignore. In fact, Boulez slows down the flute at the end, which makes a nonsense of Schoenberg’s instruction to have the ‘fairly long pause’ before the next piece ‘in tempo’.

The score is very wordy about these gaps between the pieces, and yet fails to make itself clear. The most puzzling is No.15, which says at the end ‘Go on without a pause’ – but there is a pause over the final rest! Perhaps Schoenberg was making a subtle point about the difference between the silence after a piece and the silence before a piece, but Philip Herreweghe, for one, thinks he was just confused.
Some of the gaps on these recordings, by the way, seem to have been decided by the engineer who stuck together all the separately-recorded pieces, rather than by the performers.

35”  31’35
**** Possible cut
Technically one of the worst recordings of all time is agreed to be Schoenberg’s own 1942 recording of Pierrot lunaire. It sounds as if it were recorded in a lift, and although you can’t hear the voice, it doesn’t matter, because Erika Stiedry-Wagner is terrible – perhaps the balance problem was Schoenberg’s way of dealing with that. Not available at present, but I’ve brought along my own trusty vinyl copy. Here’s Galgenlied again, with the accelerando : and you’ll hear that Schoenberg simply doesn’t care that she can’t keep up.





25’’ 
MUSIC 17B
VINYL Galgenlied

c.20”

Total vinyl insert : 45”
(not included in subsequent timings)
****

That Gallows Song is so short and busy that it’s almost another impossibility to grasp it.

From Pierrot’s murder by his mistress we’re hurried on to his execution by the Turkish crescent moon. The notes in this, Beheading, seem to be entirely random. And yet somehow, just the right notes. Here’s Phyllis Bryn-Julson again.









15” 31’50
MUSIC 18
RCA 09026611792

Phyllis Bryn-Julson/Ensemble Modern/Eötvös

T13

In: beginning

Out: 53” (bar21)

Schoenberg and his poets have strayed a long way from the usual territory of the well-established Pierrot cult of 100 years ago. Verlaine settings by Fauré and Debussy, Sir Granville Bantock’s music for Ernest Dowson’s The Pierrot of the Minute – and fans of Dorothy L. Sayers will recall Peter Wimsey’s exploitation of the dying fashion in the 1920s.
The second part of Pierrot lunaire ends with the Sick Moon flute solo, harmonized this time, and another poem, Crosses, with bangety-bang piano chords as the Poet is crucified on his own verses. Possibly the tritest of all the poems, but Schoenberg uses it to escape into the fulfilled dream-world of the third and final part.






35”  33’15
***possible cut of 55” – start at beginning of T15.
MUSIC 19
HarmoniaMundi HMC901390

Marianne Pousseur/Ensemble Musique Oblique/Herreweghe

T14&15
In: 1’35(14)
Out: 45” (15)
1’40 in all.

The formidable Marianne Pousseur, perhaps happier shouting than expressing homesickness for Italy in ‘crystal sighs’.
Time to take stock of our various Pierrots. I shall discard those recorded in [lifts and] bathrooms, dull, plummy voices, sing-song and no-pitch-at-all.  I’m left with two Jane Mannings, two Boulez (Schaefer and Minton), Bryn-Julson, Pousseur and Salome Kammer.
Minton I like a lot, for all she sings it, so of Boulez’s two chances we’ll wave goodbye to Schaefer – with the less regret having watched her subsequent DVD set to the Deutsche Gramophon recording. Why a Dandy should crop up in an abattoir I don’t know, and although I could dimly see why you might sing about Rubies while you’re shopping for detergent, it was when I found that I was more interested in working out whether the naked female body whose head was never shown did in fact belong to Ms. Schaefer that I set it aside. Fine for those who don’t much like music, of course.
Now some cruel jokes. First, bourgeois Cassander has his bald head turned into a monstrous pipe-bowl by Pierrot, who smokes him. Kammer enjoys the sadism.


1’10  36’05
MUSIC 20
MDG61305792

Salome Kammer/Ensemble Avantgarde/Hans Zender

T16

In:beginning

Out: 1’10 (end piece)

Next, a Duenna with knitting needles in her grey hair, hopelessly in love with Pierrot. At Dartington in the 60s, Jane Manning set herself to find special voices for each song, and was rewarded by the approval of Rudolf Kölisch, Schoenberg’s brother-in-law, who happened to be there.

15”  37’30
MUSIC 21
FRC9106

Jane Manning/Vesuvius Ensemble

T17

In: beginning

Fade at 45”
The Moon-speck is the most famous of all the pieces. It’s full of canons, where instruments imitate each other exactly at different pitches and speeds – but some of them are upside down, and half way through, half the instruments start to play backwards. Before we get too carried away by 50 seconds of music, we might recall Lambert’s remark that a canon you can’t hear is like an unsuccessful pun – but it was just the prop Schoenberg needed to help him portray Pierrot rubbing anxiously at the spot of moonlight that’s stuck to his coat.


30”  38’45
MUSIC 22
RCA 09026611792

Phyllis Bryn-Julson/Ensemble Modern/Eötvös

T 18 complete  50”
Another impossibility – the inaudible canon – to add to the inaudible flute, and for that matter the inaudible singer – Pierrot’s balance problems are well-known – as well as the pause that isn’t a pause, the hand-crossing that doesn’t work, and the general disagreement as to what Schoenberg thought he meant by Sprechstimme. Yet it’s exactly these impossibilities that make the performers’ decisions – often in the teeth of the composer’s apparent wishes – so much a part of the piece. Performers of Classical Music are used to having to make up their own minds, since most of their composers are dead.  The point is not to ignore what is written (which is often Boulez’s solution – so thought-provoking, that) but to ponder its meaning, and go beyond. And this necessary performer involvement explains why Pierrot lunaire is so rich an experience.
Back to weighing the merits of our recordings. Phyllis Bryn-Julson sounded a little preoccupied, perhaps. And she’s less good at disguising necessary but ungrammatical breaths than most. This could just be connected with the fact that her biog actually boasts that she can sight-read anything. Most singers know their bodies take longer than their eyes.

Now another joke against poor old Cassander, who comes to complain about the noise of Pierrot’s viola practice, and finds himself seized, and his bald head used as a substitute.





1’20 40’55
MUSIC 23
SonyClassical SMK48466

Yvonne Minton/stars/Boulez

T27

In: beginning

Out:55” (bar24/5)

Lynn Harrell and Daniel Barenboim, and very nice too. But perhaps Yvonne Minton sings a little too much. And the balance is odd in some of the numbers on this record, with Pinchas Zukerman somewhere under the bridges of Paris and the rest in the Lebanese church.
The penultimate melodrama finds Pierrot punting back to Bergamo in a barcarole. Having no conductor made this easier for William Bennett and Thea King to play musically.







20”  42’10
MUSIC 24
FRC9106

Jane Manning/Vesuvius Ensemble

T19, 20

In: fade up very end of T19
Fade at 23”, T20
Jane Manning’s 1967 recording. I’m glad we’ve plenty of opportunity to hear her live during her current AHRC Fellowship. A good budget choice, that Forum CD from Regis. And Herreweghe and Pousseur on Harmonia Mundi are very interesting.
But my expensive winner is on MDG : the astounding Salome Kammer, an actress who trained as a cellist. It may be that her voice wouldn’t carry in live performances, but it certainly works on disc. Out of her researches into early recordings of actors, and her healthy scepticism about whether Schoenberg really knew what he wanted, she has created a convincing Sprechstimme that uses slow diphthongs, late slides and long consonants. And not too much voice.
Here’s how she deals with the final impossibility – speaking in unison with the piano in the last piece, ‘O ancient scent from storybooks.’



50”  43’25
MUSIC 25
MDG61305792

Salome Kammer/Ensemble Avantgarde/Hans Zender

Track 21 complete

1’24






44’50 (not including Schoenberg vinyl – 45”)
Structure
Berlin 1912, poets, instr

Poetic form, musical freedom

Sprechstimme

Expression, obvious genres

Precise notation, yet impossible

Sing-song

Character of Part I

More impossibilities

Tune!

Jane

Conductors

Non espress

Pitch

No pitch

Choice of poetic images

Voices

Blasphemy

S Kammer

Instrumentation and effects

Character of Part II

Language, style of speech, first performer

Still more impossibilities

Gaps between pieces - engineers

Schoenberg’s own recording – voice irrelevant

Complete compositional freedom

Pierrot cult

Character of Part III

First Discard

DVD

Complex Counterpoint dismissed

Performers’ necessary creative contribution

Further discards

Kammer’s secret

MUSICS & Frequency
1. Kammer

2. PBJ

3. Schaefer

4. Pousseur

5. Sziklay

6. Hericard

7. Manning 67

8. Minton

9. Janssen

10. Shelton (G)

11. Kammer

12. Minton

13. Manning 77

14. Shelton (E)

15. Kammer

16. Pousseur

17. Schaefer

17B. Schoenberg

18. PBJ

19. Pousseur

20. Kammer

21. Manning 67

22. PBJ

23. Minton

24. Manning 67

25. Kammer

Kammer 5

Manning 4

Bryn-Julson 3

Minton 3

Pousseur 3

Schaefer 2

Shelton 2

Hericard 1

Janssen 1

Schoenberg 1

Sziklay 1
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