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ABSTRACT
This dissertation examines the English translation of the text of Arnold Schoenberg’s
Pierrot Lunaire Op. 21 (1912) as prepared by Ingolf Dahl. In 1944, Peter Yates, founder
and first organizer of the Los Angeles “Evenings on the Roof” concert series, asked the
German émigré composer/conductor Ingolf Dahl to write and conduct a translation of
Pierrot—a version that Schoenberg not only appreciated, but also recommended for
Pierrot performances after 1949. Dahl, as performing agent of Pierrot, utilized notions of
literary and musical art when creating his translation. Schoenberg’s approval of the
English translation indicates that he perceived a need to adapt his work to new audiences,
cultures and times.
The sources of this dissertation are taken from the Ingolf Dahl papers, Collection
no. 1001, University Archives, Special Collections, USC Libraries, University of
Southern California, Los Angeles. As well, I will present material received from the
Arnold Schönberg Centre (Vienna). Sources include correspondence between Schoenberg
and Dahl on the latter's translation, texts that outline Dahl's notion of performance and
other texts pertaining to the performances of the American Pierrot in California.
The Los Angeles performances of Pierrot provide an excellent opportunity to
relate the ideas of contemporary translation theory to a musical piece. My thesis will
discuss Dahl’s text as an example of how translation can mediate between different
linguistic and cultural contexts and times.
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INTRODUCTION

Arnold Schoenberg's Pierrot Lunaire Opus 21 for reciter (Soprano voice, using the vocal
technique of Sprechstimme), piano, flute/piccolo flute, clarinet, bass clarinet, violin, viola
and cello consists of a musical setting of twenty-one selected poems, taken from Otto
Erich Hartleben's free German translation of Albert Giraud's French poems Pierrot
Lunaire: Rondels bergamasques (1884).1 Composed by Schoenberg in Berlin in 1912, the
piece's text and the atonal musical setting are imbedded in the cultural and historical
context of Central Europe prior to World War I. My dissertation focuses on the
circumstances surrounding émigré Ingolf Dahl's translation of Pierrot Lunaire's text into
English. This translation resulted in a work which was performed at the “Evenings on the
Roof” in Los Angeles during and after World War II. The study sheds new light on the
interrelationship between a musical work, its textual element, and its reception by a
foreign audience.
The Los Angeles performances serve as a case study in an investigation into the
question of how musical works were adapted to new cultural environments. The findings
will show that the “Evenings on the Roof” concert series produced a specifically North
American-inflected variant of the work. The resulting modifications of Pierrot represent
an element of performance that has hitherto received little attention. The emergence of
the American Pierrot demonstrates that a change of place resulted in a performance mode
that pushed the traditional boundaries of performing art music.
1

Albert Giraud, Pierrot Lunaire (n.p.: University of Michigan Library, 1893).
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In 1944 Schoenberg heard the new, English version of Pierrot, translated and also
conducted in performance, by Ingolf Dahl. This time, the view on the past was shaped by
a sense of loss: Schoenberg, and Pierrot's translator and performer Dahl, lived as émigrés
in Los Angeles. Both had fled the Nazi regime, which at the time occupied the cultural
centres of Europe. Artists who fled from Europe faced new challenges abroad. Having
lost their homes as well as their familiar cultural, social and linguistic milieus, they had
no choice but to adapt as best they could to the contexts, languages and environments of
the new world. Much of the research concerning life in exile underscores the idea that a
condition of displacement results in the construction of fractured identities. Shih notes:
An exile is one who is capable of invoking or experiencing two realities
simultaneously. […] An exile experience stimulates the desire to invoke a
different reality: an exile always refers back to his or her past.2
Many scholars have explored the exile experience, examining the friction between
adaption and alienation, as well as between belonging and distance. Lydia Goehr
investigated the émigré-identity of her grandfather Walter Goehr and articulated this
friction in the exile experience as a condition of “doubleness.” 3 Goehr suggests that this
“doubleness” is a significant element of the exile experience. Erik Levi and Florian
Scheding4 have also explored the creation of musical works within the contexts of
displacement and within a diaspora. Their findings underscore the experience of place,

2
3
4

Shuh-mei Shih, “Exile and Intertextuality in Maxine Hong Kingston’s China Men.” In The Literature
of Emigration and Exile 1992, edited by James Whitlark and M. Wendell Marshall Aycock (Lubbock:
Texas Tech University Press, 1992), 66.
Lydia Goehr, The Quest for Voice: On Music, Politics, and the Limits of Philosophy: The 1997 Ernest
Bloch Lectures (Oxford: Clarendon Press, 1998), 5.
Erik Levi and Florian Scheding, Music and Displacement: Diasporas, Mobilities, and Dislocations in
Europe and beyond (Lanham, Md.: Scarecrow Press, 2010).
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and the importance of supporting agencies within situations of displacement. They
concluded that Western Art Music is not only about the production of a static piece of
“work” as represented by a score but “about agency, about actions occurring within a
practice, and often diverging from the ethos of the practice, just as, on another level, the
interests of practices may diverge from those of the institutions that house them.” 5 A
volume, edited by Friedemann Sallis, Robin Elliott and Kenneth Delong, investigates the
role of place – and consequently the impact of displacement – on the interpretation of art
music by examining the works of the immigrant composers István Anhalt, György Kurtág
and Sándor Veress.6 In the concluding interview with Anhalt, the composer called Lydia
Goehr's notion of “doubleness” into question, when he stated that:
[T]he diversity of how people remember their past, how they make peace with
their past, how they can handle things which they are not at peace with, how they
see their new environment, these are enormously complex things, and a single
word like doubleness doesn't begin to do justice to all the complexity.7
Recently, Brigid Cohen examined the life of composer Stefan Wolpe, who moved
through different creative periods, as well as from country to country, after he was forced
to flee Nazi Germany to Palestine and then to New York. Using Wolpe's life as a case
study, Cohen explores the issues of plurality and mobility during the twentieth century. 8
By using “transnational” as a new category, she includes international connections,
interrelations and collaborations as factors to be considered when investigating art music
5
6
7
8

Ibid., 192.
Friedemann Sallis, Robin Elliott, and Kenneth DeLong, (eds.), Centre and Periphery, Roots and Exile:
Interpreting the Music of István Anhalt, György Kurtág, and Sándor Veress (Waterloo, Ont: Wilfrid
Laurier University Press, 2011).
István Anhalt cited in Ibid., 426.
Brigid Maureen Cohen, Stefan Wolpe and the Avant-Garde Diaspora (Cambridge; New York:
Cambridge University Press, 2012), 2.
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history. I argue that the American Pierrot can be understood as a transnational
manifestation of the work within the broader framework of how Pierrot was received by
audiences throughout its performance history.
Insights, presented by Cohen and others into the unique situation of the émigré
artist during World War II, raise compelling questions about how exiled composers
attempted to communicate their works in new environments and within new
communities. For instance, what role did local venues play in communicating musical
works in translation? Did these new spaces and new audiences have an impact on the
performance of a particular piece of music? I contend that the new places and audiences
did have a significant impact on how a work was performed and that, in fact, the impact
of the “new” was so strong that Pierrot Lunaire was adapted and transformed. This
dissertation explores these transformations in a close examination of the circumstances
surrounding Pierrot's move to Los Angeles.
This thesis takes as its starting point recent scholarship that focuses on cultural
mobility and transfer in the twentieth century. Joy Calico has explored these themes in
her monograph Arnold Schoenberg's A Survivor of Warsaw in Postwar Europe, in which
she describes the European post-war performances of A Survivor of Warsaw Opus 46.
Calico understands the performances of this work as a process of a re-migration of a
musical work that reveals that the European reception was shaped by “social, political,
ethical, and aesthetic issues that ranged far beyond the particular composer and work.” 9
Thus, A Survivor of Warsaw, in its European reception, conveyed inter-textual references

9

Joy H. Calico, Arnold Schoenberg’s A Survivor from Warsaw in Postwar Europe (Berkeley: University
of California Press, 2014), 161.
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with regard to time and place. My study is also concerned with the impact of place, but in
an immigrant setting that was defined by cross-cultural interplays between European and
American musicians, agents and audiences. Stephen Greenblatt underscores the
importance of the locale for such cultural mobility:
Cultures are almost always apprehended not as mobile or global or even mixed,
but as local. Even self-conscious experiments in cultural mobility, […] turn out to
produce results that are strikingly enmeshed in particular times and places and
local structures.10
The Pierrot interpretation by Dahl presents a particularly rich example of the
many factors which influence the way a work is performed outside of its original
environment. The performance of Schoenberg's Pierrot Lunaire in English translation
implies a discontinuation of traditional modes of communicating a musical work. It also
reveals the impact of enablers and agents – performers, concert organizers, and
composers – who paved the way for the transformed appearance of the work in a specific
context. The transformation of Pierrot in America demonstrates how musical works adapt
to different circumstances (a new country or culture or language), thereby challenging the
notion of the musical work as a static object that simply communicates its contents
directly from the written text – the score – to an audience through the performance.
Pierrot, mediated via the English language, became a tool for musical agency. My study
demonstrates the need to extend scholarship that is concerned with performance to
include extra-musical factors – such as the interplay between language, place and the

10 Stephen Greenblatt, et al.,Cultural Mobility: A Manifesto (Cambridge: Cambridge University Press,
2010), 252. However, in our global world it is difficult to draw clear distinctions between the global
and the local. Audiences' and performers' backgrounds are influenced by multiple factors which in
return shape the appearance of locales.
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audiences' backgrounds. Exploring the impact of language and translation on transmitting
traditional compositions to audiences in a new context could serve as a framework for
new research on cultural mobility. Philip Bohlman, by advocating the significance of
translation for the survival of displaced musical works, particularly music composed in
concentration camps, writes:
Translation that is intertextual, intergeneric, and interactive aspires to the
possibility of a wholeness, denied or rerouted by the displacement and destruction
of the Holocaust. It opens an aesthetic place for displacement. […] The translator
dares to think that life can be breathed into fragments, and that the sounds of the
poet's voice need never be abandoned to silence. Translating music that has been
displaced restores for it the place it has lost. This is the poesis of displacement.11
A study of Dahl's English representation of Pierrot reveals productive tensions
that exist between work concepts in music on the one hand, and new trends in translation
theory on the other. These new trends indicate a need to understand texts as evolving
phenomena, rather than as stable objects. I argue that Pierrot, performed in translation,
represented a significant development of the piece that was brought about by the new
context and language. Brigid Cohen, identifying the impact of translation in overcoming
national boundaries in exile, writes:
[….] translation studies suggest modes of historical continuance that benefit from
cultural crossings and their unpredictable play of difference, thus opening
historiographical alternatives that better model diasporic experience and other
cultural exchange than do the familiar nation-centered narratives. Moreover,
'translation' works as a provocative concept metaphor that draws attention to
musical practices that depend upon similar 'gaps' between media (through
transcription, recording, etc.) which also make possible cultural transmission and
change.12
11 Philip V. Bohlman, “'Das Lied Ist Aus:' The Final Resting Place along Music’s Endless Journey,” in
Music and Displacement: Diasporas, Mobilities, and Dislocations in Europe and Beyond 2010, edited
by Erik Levi and Florian Scheding (Lanham, Md: Scarecrow Press, 2010), 18.
12 Brigid Cohen, “Working on the Boundaries: Translation Studies, National Narratives, and Robert

7

Translation theory aims to understand the interplay of culture and environment. I
argue that Dahl's representation of Pierrot constitutes an event in which the past was
contemplated and remembered while the piece was newly interpreted and mutated at the
same time. I also claim that Schoenberg and Dahl perceived this mutation of the work to
be central to preserving the work in the new environment. Dahl, as both translator and
performer of Pierrot, tied the notions of literary and musical art together, and, with his
interpretation, he exemplified the values and intentions of translations in vocal music. My
discussion of Dahl's interpretation illuminates not only a particular exchange between
German and American culture and language, but also contributes to today's scholarship
on literature, translation studies and music. The issues revealed in an analysis of Dahl’s
translation are complex, touching on many research areas, for example historical studies,
especially related to the German émigré experience, and the performance practice of
Schoenberg's work in North America.
Using Pierrot as an aesthetic object and the unique, experimental and intimate
“Evenings on the Roof” concert series (1939-1954) as locale, my analysis demonstrates
that the need to accommodate a specific circle of listeners in Los Angeles required many
changes to the score. These changes have broad implications for our traditional
understanding of the musical work. I argue that Dahl's English version of Pierrot allowed
for a cross-cultural understanding beyond traditional frameworks and work concepts. By
providing the occasion for an adaption of the work to a new North American

Lachmann in Jerusalem,” Journal of the American Musicological Society, Musicology Beyond
Borders?, 65, no. 3 (December 1, 2012): 831.
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environment, the “Roof” performance venue established a new way of performing
musical works. Friedemann Sallis raises the question of how the art music tradition
would find its 'place' in the new, extraordinarily fluid environment of the second half of
the twentieth century.13 My reading of the history of Pierrot's reception in Los Angeles
will show that Dahl's translation established a new version of the work in a transnational
locale. The need to communicate the ideas and content contained within Pierrot caused a
reformulation of fundamental art music concepts and guidelines. The study investigates
the consequences of the translation for the traditional work concept, the role of the
performer as mediator, and the impact of progressive music venues, located outside of
established art music centres.
Chapter I provides a brief historical overview of interpreting and understanding
art music. The chapter has a particular focus on Schoenberg's own approach and this
leads to a discussion of how music was traditionally perceived, specifically in relation to
language and poetry. I will then explore how ideas which arose within the context of
modernism during the early twentieth century, challenged traditional values and mindsets
about music and performance.
The second chapter focuses on hermeneutics and their impact on modern
translation theories with particular reference to the nineteenth-century scholar Friedrich
Schleiermacher and the early twentieth- century philosopher Walter Benjamin. Their
ideas resonate in the work of contemporary translation theorist Lawrence Venuti, who
advocates for an ethics of translation and a strategy of “foreignization” that highlights

13 Sallis, Elliott, and DeLong, Centre and Periphery, Roots and Exile, 2.
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cultural differences instead of trying to erase them. The hermeneutic theories of
twentieth- century philosopher Hans-Georg Gadamer add the listener's perspective and
background to this discussion, as well as the sense of a performance as a momentary
representation of the work. This chapter will also introduce Roland Barthes's theories.
Using a positivist approach, Barthes analyzed literary texts by denoting their multiple
webs of meaning. Particularly instructive in regard to this dissertation are Barthes's
theories on listening as a hermeneutic act. This discussion will contribute to the
development of a new perspective that views performance as a process that illuminates
independent associations and meanings for the listener.
The third chapter introduces the work Pierrot Lunaire Opus 21. The history of the
stock character “Pierrot,” his transformative nature and his ability to adapt to many
environments – linguistically and culturally – in Europe, frames the question of how the
North- American environment in turn shaped Pierrot's nature in Dahl's translation. The
early European reception of Pierrot reveals that the work was performed early on in
languages other than German indicating that cross-cultural transformations were crucial
from the beginning for communicating the work's many layers and meanings.
The fourth chapter is concerned with the environment and the musical agencies in
Los Angeles, particularly the cultural mediators Ingolf Dahl and Peter Yates. The latter
was the initiator and the first organizer of the “Roof” concerts series. The chapter
highlights the impact of time, environment and place on a cultural reception. This chapter
serves as important background for chapter 5, in which the translation and performances
of the American incarnation of Pierrot are examined.

10
My dissertation presents new ways of exploring and answering questions about
the complex interplay between a musical work, place, time and language. The progressive
character of musical art, as well as its ability to reflect on both traditions and present
circumstances, makes it an excellent vehicle for the study of temporal and situational
influences on musical culture. Art music tends to follow, respond to, and at times escape
trends and expectations, defying clear definitions of the nature and purpose of the musical
work. While the prevalent perception and expectation of musical art is still shaped by
nineteenth-century ideas, when music was composed and performed within local and
relatively homogeneous contexts, our understanding of music today is shaped by a mix of
global, cross-cultural and local factors. My study shows that intercultural mediators of
Pierrot in Los Angeles initiated a specific understanding of the work that exemplifies the
reciprocal impact that work and place had on each other when the art of émigrés was
adapted to a new environment. Translated into English for an American audience, Pierrot
became more than the sum of its parts. It was not only a translation, but an expression of
the immigrant experience in the New World. A close study of the Los Angeles
performances of this work allows us to re-examine the role that translation plays in
capturing, integrating, transferring and ultimately making sense of the blending of
different social, cultural and political contexts.
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CHAPTER ONE

Music as Language: Concepts of Listening in the 19th and 20th
century
Any discussion about the translation of texts that are set to music in a vocal work must
consider the theoretical framework in which the concepts and ideas of Western art music
are explored. Walter Frisch states that “the lied from Schubert through Mahler […]
brought two fundamental aspects of German culture – instrumental music and lyric
poetry – together into a genre that was greater than the sum of its parts.” 14 The translator
of a vocal work faces the dual challenge of not only transmitting literary messages, but
also musical ones that are linked together in a unique work of art.
Until the end of the nineteenth century, art music was composed, performed and
appreciated within local conditions, situations and environments. Music performance
served to support socially constructed concepts of social and cultural identities. This was
done in a wide- range of venues such as churches, courts and concert halls as well as
opera stages. In this context, a composition as an aesthetic object very much belonged to
a defined place and a very targeted audience. However, these ideas about music as a local
and social property have changed significantly since the beginning of the twentieth
century. Globalism has resulted in far greater capacity for cultural exchanges and
mobility than in previous times. In today's world of global interconnectivity, the
14 Walter Frisch, “Schoenberg’s Lieder,” in The Cambridge Companion to Schoenberg 2010, edited by
Jennifer Robin Shaw and Joseph Henry Auner (Cambridge, New York: Cambridge University Press,
2010), 15.
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experience of music is no longer assigned to an audience of a certain cultural or social
context.
This interconnectivity resulted in an understanding of music as a universal force,
which transcends linguistic, cultural and national barriers. Mainstream concert-goers
assume that music is “untranslatable” and requires no further mediating instances besides
the musical performer. However, I argue that the notion of the universality of music is a
socially constructed phenomenon, as was the older concept of music as a signifier of a
local culture and identity. Recent research in this field reflects a desire to establish a
common understanding, bridging the gap between cultures, places and social classes.
Elliott states that “all forms of music making and music listening are embedded in
specific contexts: relevant social networks of musically significant people, productions
and beliefs,” and that “[i]n reality, when a composer begins his work he or she is not
acting solitarily but as part of a social practice.”15
Music was understood differently in different eras and centuries. In every era there was
an interplay between conjectures, theories and opinions about the nature of music and

compositional styles, the status of the composer and audience expectations. Today, the
discussion of the role and impact of art music may require new theories, which take into
account how the new global audience listens to music, as well as the role of musical
interpreters, mediating between times, languages and places.
Since the nineteenth century, we generally assume that music carries meaning that
is passed on from the composer to a receiving audience. However, the definition of

15 David J. Elliott, “Music as Culture: Toward a Multicultural Concept of Arts Education,” Journal of
Aesthetic Education 24, no. 1 (1990): 155.
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musical meaning, as well as how such meaning is generated, have been central topics of
numerous musical and cultural discussions. These debates are concerned with the very
nature of music itself. For many centuries, critics, authors and philosophers have debated
about the relationships between music, language and texts. During classical antiquity,
music was classified as a mathematical art, but by the Renaissance, musicians, clerics and
secular authorities were contemplating dimensions far beyond the mathematical. Music
came to be considered a rhetoric form from the fifteenth to the seventeenth centuries. By
the late eighteenth century, music was elevated to the level of a “language of the
emotions” and then during the nineteenth century, the musical work was further elevated
to the level of a sublime artistic expression.
The emancipation of instrumental music from extra musical functions, which
occurred at the end of the eighteenth century, gave rise to the notion of “absolute music,”
music that was to be understood as pure and abstract form. This became the normative
understanding in the twentieth century: While the influential Viennese music critic
Eduard Hanslick (1825 – 1904) claimed in the middle of the nineteenth century that the
content of music consisted solely of tonally moving forms (tönend bewegende Formen),
his thinking was not particularly influential in the nineteenth century, but became
increasingly so in the twentieth.
Hanslick's formalist idea stimulated a discussion of the value of music as
compared to the value of language. The nature of instrumental music as self-referential
expression influenced the status of vocal music, which consequently was perceived as
pure art that transcended the content of words through musical forms. The competent

14
listener was capable of appreciating the words of a vocal text as an integral part of a
musical work. In this way, the foremost understanding of texts was not as a linguistically
meaningful component, but rather as sound elements of the music. However, composers
selected the texts for their music from a familiar literary canon. Audiences knew and
understood not only the language of the work, but were also able to process what was
being heard as an expression of larger mindsets and ideas. Today, the notion that a work
expresses itself in a certain way within a specific framework of ideas, concepts and
expectations is problematic. In today's plural world, it is questionable how a musical
work communicates its message to a diverse audiences without assimilating to new
places.
The two-fold nature of a musical work – the artistic product of the score and the temporal
moment of the performance – have had a strong influence on the debate about the treatment

of texts. The ethos of internationalism challenges the traditional views of music and
performance. The need for mediating agents extends our views on the role of the
performer: Pryer asks “how we are going to link the variations that arise in performance
with a concept of the fixed artwork” […] when “it is normative in Western performance
traditions for performers to impose their own, sometimes unique, patterns of emphasis
and intensity on the work in what we refer to as 'interpretations.'”16
An overview of historical concepts of music reveals that ideas from the past, in
particular the notions of the early nineteenth century, determine contemporary views and

16 Anthony Pryer, “Hanslick, Legal Processes, and Scientific Methodologies: How not to Construct an
Ontology of Music,” in Rethinking Hanslick: Music, Formalism, and Expression 2015, edited by
Nicole Grimes, Siobhán Donovan, and Wolfgang Marx, (Rochester: University of Rochester Press,
2015), 62.
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principles of our value judgments today. The history of musical thought, particularly the
often neglected developments of musical concepts in the twentieth century, must be
consulted in order to find ways to represent musical works meaningfully within a
multicultural world. The musical thought has responded to times, environments and
mindsets. Composers, through their works, challenged common notions of music and
pushed the boundaries of a socially constructed understanding of musical art. Pierrot
Lunaire is an excellent example of a work that stimulated a new discussion and
perception of music.

1.1 Music as Rhetoric
Music was categorized as a part of the mathematical arts during classical antiquity, as set
out in the Quadrivum of Plato's curriculum Septem artes liberales. This concept of music
began to weaken in the Renaissance.17 Between the fourteenth and sixteenth centuries,
correlations between music and rhetoric arose which determined the content of musical
ideas, as well as it aims and concepts. Meier states that
the musical segmentation of every vocal composition of that period is
determined by the syntactic division of its text; each individual word that is
suited to musical 'translation' not only renders its quasi-allegorical
17 Hartmut Krones, “Musik und Rhetorik,” in Die Musik in Geschichte und Gegenwart: Allgemeine
Enzyklopädie der Musik 1994, edited by Friedrich Blume and Ludwig Finscher, (Kassel ; New York :
Stuttgart: Bärenreiter ; Metzler, 1994), Vol. 6, 815. Krones writes here: “Die 'musikalische Rhetorik', in
einer Periode allgemein verstärkter symbolsprachlicher Absichten (wie sie die Zeit des 14., 15. und 16.
Jh darstellte) immer mehr vorbereitete, stieg schließlich in der Zeit zwischen ca. 1600 und ca. 1800neben ihren tektonischen und formalen Funktionen – zu einem weiten Kreisen der musikalisch
Gebildeten bekannten Symbolfundus auf, der in vielen Lehrbüchern angesprochen, allerdings nie in
seiner Gesamtheit tradiert wurde.” (During a period that generally reinforced linguistic intentions – as
represented in the time of the 14th, 15th and 16th centuries – the musical rhetoric had been further
developed and eventually rose in the period between 1600 and 1800 – in addition to their tectonic and
formal functions – to a symbol, known and well recognized by musically educated circles. [– my
translation])
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representation possible, but absolutely requires it; and the ability to discover
such 'allegories', to apply them appropriately and thus to enrich the expressive
vocabulary of music was regarded as the chief measure of the competence of
the composer.18
In his writing Nova Musica, the Flemish composer Johannes Ciconia (1370-1412)
alluded, apparently for the first time, to the rhetorical potential of music: however, a
rhetoric theory of music was not formulated before the end of the sixteenth century. 19 A
general interest in the art of rhetoric during the Renaissance created a corresponding
interest in music as a “metalanguage,” capable of enhancing and illustrating a clerical
message.20 A notion of composition as a “work” arose: however, such an aesthetic object
was probably valued as the product of a skilled craftsman, rather than as an artistic
expression. The prominent musicologist Carl Dahlhaus (1928-1989)21 states that the

18 Bernhard Meier and Geoffrey Chew, “Rhetorical Aspects of the Renaissance Modes,” Journal of the
Royal Musical Association 115, no. 2 (January 1, 1990): 2.
19 Ellsworth (1993) believes that Ciconia suggested that music could also be associated with the trivium
of rhetorical arts, however, he also doubts that this had a significant impact on the views of music
during the fifteenth century: “Ciconia's proposal for integrating the discipline of music with the literary
as well as the mathematical arts, as representative as it may be of the humanist spirit, seems to have
had little if any influence; in particular, the concept of “declining” music, following the principles and
procedures of grammar, does not seem to have been adopted by any known successor to Ciconia.
Johannes Ciconia, and Oliver B. Ellsworth, Nova Musica and De Proportionibus (Lincoln, Neb.:
University of Nebraska Press, 1993), 25/26.
20 “The Renaissance witnessed a dramatic resurgence of interest in rhetoric. It quickly colonized the
entire educational system with the teaching of language.[...] And since rhetoric was the omnipresent
metalanguage of language – indeed, it was arguably the only metalanguage of anything at that time – it
is hardly surprising that its concept, systems, and terms were co-opted by the arts.” Patrick McCreless,
“Music and rhetoric,” in The Cambridge History of Western Music Theory 2002, edited by Thomas
Christensen (Cambridge, New York: Cambridge University Press, 2002), 851/852.
21 Dahlhaus focused in his historiography on the interrelations between the common perception of the
musical work, and socio-historical contexts. Although Dahlhaus's historiography has been discussed
controversially, his influence on musicology and is still undeniable. Robinson writes: “[Dahlhaus']
influence was soon felt in several directions at once: (1) the re-establishment of aesthetics as a central
musicological discipline, (2) the elaboration of an intellectual framework for the history and analysis of
20th-century, (3) a broadening of the accepted fields of study in systematic musicology, institutional
history, salon music and other formerly ancillary subjects, and (4) a resurgence of historical interest in
the musical culture of the 19th century. J. Bradford Robinson “Dahlhaus, Carl,” Grove Music Online
[Electronic Resource (Oxford: Oxford University Press, 2001).
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beginnings of the idea of music as work goes back to the sixteenth century, when
the church musician (Cantor) Nicolaus Listenius, […] counted composing as a
kind of poiesis in his treatise of 1537, Musica and separated musica poetica
from musica practica – musical activity – for musica poetica was making and
producing, a labor by which something was brought into the world that would
represent, even after its author's death, a complete work, enduring in its own
right.[…].22
However, Dahlhaus notes elsewhere that Listenius thought in a rather sober and
pragmatic way about the “making” and “manufacturing” of musical works. 23 In 1606,
Joachim Burmeister (1566-1629) presented a detailed list of musico-rhetorical figurae, a
compositional technique able to guide and frame the evolution of a listener's feelings. The
figurae were a tool to awaken affects in the listener. This concept influenced
compositional style and technique in the seventeenth century. The composer skillfully
combined the musical motives in order to impact the emotional state of the listener, an
ability that modified the image of the composer from fabricator to orator.24
A good example for the close links between music and rhetoric are the motivic
devices that the influential Renaissance composer Josquin des Prez (c.1440/55-1521)
applied in his motet Miserer mei, Deus: Macey, introducing his investigations on the
piece, writes:
[…] Josquin employed musico-rhetorical figures similar to those described by the
classical authors such as Pseudo-Cicero and Quintilian. [...] These devices
22 Carl Dahlhaus, Esthetics of Music, trans. William W. Austin, annotated edition (Cambridge ; New York:
Cambridge University Press, 1982), 10.
23 Carl Dahlhaus, “Musica Poetica und Musikalische Poesie,” Archiv Für Musikwissenschaft 23, no. 2
(January 1, 1966): 110.
24 Ibid., 115. Dahlhaus points out: “Die Auffassung des Komponisten als fabricator oder aedificator
wurde ergaenzt oder auch verdraengt durch das Bild des Redners, des Poeten oder Predigers” (The
conception of the composer as a fabricator or aedificator had been supplemented or even replaced by
the image of the speaker, the poet or the preacher [my translation].
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resemble standard figures of speech from the ancient treaties of Cicero and
Quintilian, and subsequently surface as musico-rhetorical figures in the work of
Burmeister and others. The first figure involves the repetition of a motif to create
continuity between phrases, while the second entails the opposite, the truncation
or interruption of a passage for dramatic effect.25
Composers of the seventeenth and eighteenth centuries refined the compositional
techniques of the Renaissance. Burmeister's Figurenlehre was widely used in the
beginning of the eighteenth century.26 To composers of the Baroque, an effective use of
the figurae served to reflect appropriately the affection or emotions of a text through a
three-stage process (inventio, dispositio, elocutio).27 Thus, composing tied the arts of
discourse to musical effects in order to evoke emotional states in the audience. Musical
works were meant to move listeners, who were subjected to the effects of the musical
“speech” triggered by the mechanics of the respective figura. Bonds summarizes the
concept of the compositional process, aiming to trigger musical effect:
Two points stand out consistently: (1) Form must be comprehensible if a work is
to achieve its goal of moving the audience's passion. Large-scale intelligibility is a
prerequisite for any composition that is to penetrate the mind and move the spirit
of the listener. (2) The process of ordering, elaborating, and shaping ideas in an
effective manner can be taught – this, indeed, is one of the basic premises of the
discipline of rhetoric – but the process of creating ideas cannot.28

25 Patrick Macey, “Josquin and Musical Rhetoric. Miserere Mei, Deus and other Motets,” in The Josquin
Companion 2000, edited by Richard Sherr (Oxford; New York: Oxford University Press, 2000), 492.
26 In the entry on the seventeenth- century composer Giacomo Carissimi, Andrew V. Jones notes that
“[a]lthough Figurenlehre was a particularly German concept, its practice was well established in all
Baroque music.” Andrew V. Jones, “Carissimi, Giacomo,” Grove Music Online [Electronic Resource
(Oxford: Oxford University Press, 2001).
27 See also: ibid., “Affections, doctrine of.” Here, Judith Nagley and Bojan Bujic write: “… the theoristmusician of the late 17th and early 18th centuries argued that the 'affection' of a text should be reflected
in its musical setting through an appropriate choice of key and judiciously crafted qualities of melody,
thus arousing the appropriate affection in the listener.” Judith Nagley and Bojan Bujic, “Affections,
doctrine of,” ibid.
28 Mark Evan Bonds, Wordless Rhetoric: Musical Form and the Metaphor of the Oration (Cambridge,
Mass.: Harvard University Press, 1991), 81.
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According to the influential theorist Johann Mattheson (1681-1764), inventio
traditionally introduced and defined the musical invention, while eluctio “provided the
passage from potentiality to realization”29 Dispositio (arrangement) gained more
importance within the setting and conveyed its message by the use of larger melodic
structures. Mattheson described dispositio as “a neat ordering of all the parts and details
in the melody, or in an entire melodic composition, about in the manner in which one
contrives or delineates a building and makes a plan or design in order to show where a
room, a parlor, a chamber, etc., should be placed.”30 He regarded the melodic structures of
dispostio as capable of communicating emotion, and thus, he moved away from the idea
of arranging sound units conceived rhetorically and called for an elaboration of
compositional ideas through larger systems of melody. He writes:
Just as a clever painter provides only the one or the other of his figures (where
there are many of them) with especially prominent colors, so that it would stand
out among the other images; thus the composer must also set his sights
perpetually and primarily toward one or another passion in his melodic phrases,
and so arrange or express it that it would have far more significance than all the
other secondary details.31
1.2. Empfindsamkeit
During the eighteenth century, larger melodic structure replaced the affective units of the
figurae. The music of Carl Philipp Emanuel Bach (1714-1788) put forward the idea that
the performer himself could “touch” a listener through his individual style and technique.

29 Elaine Rochelle Sisman, Haydn and the Classical Variation (Cambridge, Mass.: Harvard University
Press, 1993), 31.
30 Johann Mattheson and Ernest Charles Harriss, Johann Mattheson’s Der Vollkommene Capellmeister: A
Revised Translation with Critical Commentary (UMI Research Press, 1981), 469/70.
31 Ibid., 318.
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Such a concept of communication between performer and listener derived from literature
and philosophical writings: Cowart elaborates on the roots of Empfindsamkeit and states
that the original meaning is rooted in literary arts: When Johann Joachim Christoph Bode
translated Laurence Sternes' 1765 novel A Sentimental Journey Through France and Italy
into German as Yoriks empfindsame Reise in 1768, the writer and philosopher Gotthold
Ephraim Lessing suggested the word empfindsam as a translation for sentimental (in
sentimental journey). Cowart notes that
empfindsam quickly took on the meaning of 'susceptible to light, soft sentiments
of anger, of resentments,' […]. In the late eighteenth century, […] Empfindung
and its derivates Empfindsamkeit and Empfindlichkeit enter the German aesthetic
vocabulary as qualities of the man of good taste. Empfindsamkeit, like the French
sentiment, enables one to enjoy sensory stimuli of all kinds, but especially music
and art, which correspond to sight and hearing, the 'finer' senses.32
Cowart further addresses the differences between Empfindsamkeit and the earlier
rhetorical mode of music and correlates the idea of instrumental music as a stimulator of
sentiments to subsequent concepts of music:
[.…] sentiments, the heart's subjective responses to sensuous stimuli, were
considered not only delicate and tender, but also – because wordless – necessarily
vague. The rise of the aesthetic of Empfindsamkeit accompanied a turn towards
the ideal of delicacy and subtlety in all the arts, and for the first time we encounter
an aesthetic of musical expression capable of encompassing instrumental as well
as vocal music.33
Kramer discusses the relationship between the writings of the French writer Denis
Diderot (1713 – 1784) and the compositions of the German composer C.P.E. Bach.
According to Kramer, for Diderot, “Empfindung is captured in the creative mind, is
32 Georgia J. Cowart, “Sense and Sensibility in Eighteenth-Century Musical Thought,” Acta
Musicologica 56, no. 2 (July 1, 1984): 263/265.
33 Cowart, “Sense and Sensibility in Eighteenth-Century Musical Thought,” 265.
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played out for Diderot in some amalgam of critical perception and performance –
performer and critic as surrogate participants in this act of creation – and reconciled in
the mode of the paradox.34 CPE Bach's Fantasia in C Minor of 1753 exemplifies the idea
of communicating emotions and passions through instrumental music. Plebuch points out
that
[…] at the point in the recitative scene when the human voice fails, orchestra
interpolations assist the speechless character in a distinctive instrumental idiom
that provides even greater expressivity than the human voice. Another, nonhuman voice speaks musically for the overwhelmed actor-singer. The free
fantasia, following the accompanied recitative, goes a step beyond the point
where language fails: an instrumental Other steps in to express the unspoken or
even the unspeakable.35
The symphonies of Joseph Haydn and Wolfgang Amadeus Mozart gave rise to a
perception of instrumental music as a tool, able to describe a tonal event. Eggebrecht
points out that “the musical Sturm and Drang during the middle of the eighteenth century
is coined through a 'primary form of expression,' the idea that one can express himself in
music.”36 Dahlhaus notes that Haydn apparently claimed to be able to describe moral
characters in his symphonies.37 This status of the composer/performer as skillful artist,
using tonality as a narrative construct, paved the way for the nineteenth-century aesthetic
idea of music as a sublime language, as well as the image of the composer as

34 Richard Kramer, “Diderot’s Paradoxe and CPE Bach’s Empfindungen,” in C.P.E. Bach Studies 2006,
edited by Annette Richards (Cambridge: Cambridge University Press, 2006), 12.
35 Tobias Plebuch, “Dark Fantasies and the Dawn of the Self: Gerstenberg’s Monologues for C.P.E.
Bach’s C Minor Fantasia,” in C.P.E. Bach Studies 2006, edited by Annette Richards (Cambridge:
Cambridge University Press, 2006),32.
36 Hans Heinrich Eggebrecht, “Das Ausdrucks-Prinzip im musikalischen Sturm und Drang,” Deutsche
Vierteljahrsschrift für Literaturwissenschaft und Geistesgeschichte 29 (January 1, 1955): 325, h
37 Carl Dahlhaus, “Romantische Musikästhetik und Wiener Klassik,” Archiv Für Musikwissenschaft 29,
no. 3 (January 1, 1972): 170.
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“Tonkünstler” (artist of tones/sound). The notion of Empfindsamkeit demanded a new
educated listening; however, it rapidly gave way to Romantic aesthetics. In 1854,
Hanslick dismissed Empfindsamkeit as a vague sentimental interpretation of music,
calling it a “worm-eaten aesthetic of feelings.”38

1.3. The Nineteenth Century: Music as Language
The new mindsets that arose from the spirit of the French Revolution and subsequent
social changes resulted in cultural upheavals that also affected the role of music. In the
nineteenth century, discourse about instrumental music presented a shift of ideals that
elevated the status of the music as language beyond words. In 1877, Walter Pater claimed
that “all art constantly aspired towards the condition of music.”39
About eighty years earlier, the most prominent theorist of the German
enlightenment, philosopher Immanuel Kant (1724–1804), still considered music as
capable of expressing only sentiment. He thought of instrumental music as vague,
content-less expression, lacking the clarity of the poetic text.40 On the other hand, literary
artists of the early nineteenth century, such as Novalis and Ludwig Tieck, as well as

38 Dahlhaus concludes that “Hanslick provocatively advanced a doctrine of formalism…in this…thesis
that the “content” of music consisted solely in ‘forms of sound in motion.’ This doctrine is a sober
version of the aesthetic of autonomy, robbed of its metaphysics but sharing with romantic aesthetics the
crucial premise that music is, or ought to be, a “world unto itself” – not a means to a social or
psychological end but an end in its own right.” Carl Dahlhaus, Nineteenth-Century Music (University
of California Press, 1989), 92.
39 Mark Evan Bonds, Absolute Music: The History of an Idea (New York: Oxford University Press,
2014), 271.
40 “After poetry, insofar as the stimulation and movement of the heart is our concern, I should place... the
art of tones. For although this art perhaps speaks through sheer feelings without concepts, leaving no
residue for reflection as poetry does, it still moves the heart more variously and even, though only in
passing, more intensely. But of course, it is more enjoyment than culture.” Kant, quoted after Dahlhaus,
Esthetics of Music, 31.
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philosopher Friedrich Schlegel, suggested that instrumental music was capable of
communicating content and of lifting the listener to a sublime, transcendent sphere.
The symphony of the nineteenth century, created by a Tonkünstler (a poet of
tones/sound) transmitted literary-idealist intentions through a syntactic structure of sound.
To the best of my knowledge, the term Tonkünstler was used increasingly at the end of
the eighteenth century: Composers Joseph Haydn and Carl Ditters von Dittersdorf were
members of a Viennese association, called Tonkünstler-Societät, which was founded in
1771. In 1784, Adam Johann Hiller's book Lebensbeschreibungen berühmter
Musikgelehrten und Tonkünstler was published in Leipzig.41 While such publications and
circles still considered the composer as skilled craftsmen who enabled a musical
communication by mediating Empfindungen, the meaning of the word Tonkünstler was
newly defined by literary artists. Most importantly, Wilhelm Heinrich Wackenroder's
essay “The Remarkable Musical Life of the Tone-Poet Joseph Berlinger” in the novel
Outpourings of an Art-Loving Friar, which he wrote in 1797, initiated the idea of
instrumental music – especially the symphony – as the most Romantic art that required an
attentive listening. This view had far-reaching consequences for the status of the
composer. Music became a form of knowledge, notably represented by Beethoven's
symphonic style. Goehr states that “composers enjoyed describing themselves and each
other as divinely inspired creators – even God-like – whose sole task was to objectify in
music something unique and personal and to express something transcendent.” 42 Sallis

41 Johann Adam Hiller. Lebensbeschreibungen berühmter Musikgelehrten und Tonkünstler neuerer Zeit,
(Leipzig: Peters, 1979).
42 Lydia Goehr, The Imaginary Museum of Musical Works: An Essay in the Philosophy of Music (New
York: Oxford University Press, 2007), 208.
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stresses the artistic autonomy that the identity of the Tonkünstler granted to composers.
He writes:
Many, notably Beethoven, came to see themselves as Tonkünstler (artist/poet of
sound) beholden to no one, rather than as gifted Kapellmeister (well-rounded
musicians) in the service of some dull aristocrat. This change of attitude must
have contributed to the way they and others valued the artefacts produced in
writing their music.43
A good example for the “literary” impact of the symphony is Beethoven's Eroica.
The work resulted in a paradigm- shift in the meaning and appreciation of music.
Beethoven’s work, represented as score, manifested now a creation of a “musical” author.
His work was preserved as a piece of musical literature and the representation in
performance had to reflect the composer's intention – an intention which the composer
inscribed in the score. Dahlhaus addresses the early reception of Beethoven's
symphonies:
One of the oddest facts in the early reception of Beethoven is a type of failure that
was apparently new to the history of music. […] Audiences were astonished,
believing themselves at times to be victims of a weird or raucous joke, and at all
events feeling that they understood little or nothing of what happened in
Beethoven's work, even though they were supposed to understand it all. […] And
the extent to which Beethoven's music was comprehended by his contemporaries
was at least as essential to music history as the degree to which listeners realized
in the first place that this music was capable of being “understood” like a work of
literature or philosophy.44
The idea of music as a mediating force which communicated its content in a pure
language corresponds to the general Romantic notion of the artist as an empowered
individual who transmitted a sublime message through his work. This type of thinking

43 Friedemann Sallis, Music Sketches (Cambridge: Cambridge University Press, 2015), 3.
44 Dahlhaus, Nineteenth-Century Music, 10.
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emphasized the unique talents of the artist. The artist's creativity was perceived as a
medium which “reveals the divine within himself by making the universal and ideal
something particular and real.”45 Within the concepts of art as the original creation of a
genius, an artistic work could not be changed or altered by an ordinary person. The
musical work, in the form of the score, was now understood as the record of an
immediate message which the composer shared with an audience through the
performance.
This new impact of the score occupied the interest of critics who described music
now via the musical notation. E.T.A. Hoffmann was first scholar who used the score to
read, interpret and reflect on a musical work. In his essay titled “Beethoven's
Instrumental Music,” he writes:
The difficulty lies in this, that the proper, unforced, performance of a Beethoven
work requires nothing less than that one shall thoroughly understand it, shall
penetrate into its deepest being, that the performer conscious of his own
consecration to his purpose must dare boldly to enter into the circle of mystical
visions which its powerful magic calls forth... The genuine artist throws himself
into the work, which he first comprehends from the point-of-view of the
composer, and then interprets.46
Understanding a musical work on the basis of the written score was new. While in
the eighteenth century, the written representation of a work served as a vague recipe for
the performance which could be changed to accommodate the views of performers,
modes, audiences and tastes, the composition of the nineteenth century had only

45 Frederick C. Beiser, The Romantic Imperative: The Concept of Early German Romanticism
(Cambridge, MA: Harvard University Press, 2003), 17.
46 Arthur Ware Locke and E. T. A. Hoffmann, “Beethoven’s Instrumental Music: Translated from E. T. A.
Hoffmann’s ‘Kreisleriana’ with an Introductory Note,” The Musical Quarterly 3, no. 1 (January 1,
1917): 132/33.
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gradually became a part of the general canon of art which respected and treated the score
as the product of an individual creative act. Goehr writes:
Hoffmann's understanding of the nature of musical works corresponds closely to
that accepted today. Thus, a musical work is held to be a composer's unique,
objectified expression, a public and permanently existing artifact, made up of
musical elements (typically tones, dynamics, rhythms, harmonies, and timbres)....
Performances themselves are transitory sound events intended to present a work
by complying as closely as possible with the given notational specifications.47
The concept of the strong work postulated that a work should be recognized as the
composer's property against the performer's or a performing party's potentially
manipulative appropriation. The score was viewed as a sort of “musical literature,” which
the composer passed down as a permanent expression of his art. In the nineteenth century,
the composition as work consigned to paper, as well as the transitory sound event – the
performance – were established as two different manifestations of the same artistic
object: the composer's creation.
While the notion of the strong concept of art arose from ideas of originality and
authenticity which one saw manifested in Beethoven's compositional style and its
reception in German- speaking areas, earlier ideas of the score as a manual or recipe for
performance still existed. Niccolò Paganini, Gioachino Rossini, Franz Liszt and Frédéric
Chopin wrote music for their own performances. Here, the score served as a basis for
music as event and adapted to different audiences and places. This mode of composing
was based on eighteenth century ideas, which also considered adaptations in terms of
language as possible: Words of vocal music were changed and translations written to suit

47 Lydia Goehr, “Being True to the Work,” The Journal of Aesthetics and Art Criticism 47, no. 1 (January
1, 1989): 55.
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foreign audiences.48 Dahlhaus alluded to the “twin styles” to identify the variants that
determined the compositional styles after the eighteenth century:
Beethoven, virtually in one fell swoop, claimed for music the strong work concept
of art, without which music would be unable to stand on a par with literature and
the visual arts; Rossini, however, preserving in the nineteenth century a residue of
the eighteenth-century spirit, was completely oblivious of this concept.49
The interpreting musician of the strong work concept became, thus, an entity,
representing passively the artist's written manifestation in the temporal moment of the
performance. From this time on, the notion of Werktreue emerged as a normative concept
and guided the general expectations of the musical interpreter.50

1.3.1. Excursus: Tonality, Langue and Parole
In a metaphorical sense, tonality in the age of Romanticism prefigures Ferdinand de
Saussure's concept of langue (abstract system of language) and parole (act of speaking).
The Romantic understanding of tonality as an abstract system, based on historically
established rules that the composer used to express his unique, individual artistic idea,
partly correlates to Saussure's language theories. Saussure's expositions on the unique
nature of the abstract system of language and the characteristics of speech sound offer a
productive contribution to the discussion of the status of tonality. It sheds light on the
values and status of music and the impact of tonality as an abstract system of rules and
conventions.
48 A prominent composition that exists both in German and in English is Joseph Haydn's oratory “Die
Schöpfung/The Creation,” which he originally composed for the English language and which was later
translated into German for Viennese audiences.
49 Dahlhaus, Nineteenth-Century Music, 9.
50 Goehr, The Imaginary Museum of Musical Works.
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With his theories on langage (abstract system of signs), langue (language in the
sense of a single language), and parole (“the act of speaking:” the use of langue to
execute a thought), Saussure introduced parameters for a scientific approach to language.
In the Course in General Linguistics (1916), he questioned the nineteenth-century
Romantic idealism of language as a historic-cultural achievement, and instead, examined
language by applying scientific methods. Saussure's call to “determine the forces
operating permanently and universally in all languages” was an attempt to critically study
language as independent matter, less related to culture, history or literature. 51 This idea
departed from the nineteenth-century concept of language as an idealistic expression,
defining the relationship between self and world.52
While Saussure understood a science of semiotics as inner relation between all
intellectual expressions, he also thought that the area which he called langage was too
broad. He focused on linguistics as a branch of the communication system in which
langue – the theoretical aspects of the human language system (langage), using the same
system of signs – served as an ideal research area, due to its fixed, self-contained nature.
Using Saussure's terminology, tonality, as it was understood in the nineteenth century, can
be perceived as a langue, an abstract psychological system that a particular community
51 Ferdinand de Saussure, Course in General Linguistics (Chicago, La Salle, IL: Open Court Publishing,
1983), 6.
52 Angela Esterhammer, The Romantic Performative: Language and Action in British and German
Romanticism (Stanford, Calif.: Stanford University Press, 2000). Esterhammer highlights the attempts
to discuss matters of linguistics as part of literary writing in the 19th century: “all face the challenge of
understanding and using language as a medium that suddenly appears vital to the construction of
reality... (104). The anthropological approach of Bucholtz and Hall (2004) emphasizes the ideological
connection between language and identity in the scholarly tradition of Romanticism: “The Romantic
understanding of language tied it to the spiritual essence of its speakers: hence languages, like the
cultural identities that gave rise to them, were thought to be necessarily separate and non-overlapping.”
Kira Hall and Mary Bucholtz, “Language and Identity,” in A Companion to Linguistic Anthropology
2004, edited by Alessandro Duranti, (Malden, MA: Blackwell, 2004), 374.
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could receive, appreciate and understand. Participating in the social reality of tonality as
langue was affiliated with a particular social class that provided its members with the
necessary education to allow the listener to psychologically connect to the tonal system
and decode its meaning. The score can thus be seen as the composer's individual “text,”
created through a knowledge of the underlying system of the langue of tonality. The score
was then the composer's parole. The executive version of this individual expression of
parole – the performance – had to be as close as possible to the written text.
In Chapter III of Course in General Linguistics (1916), Saussure concerned
himself with defining the ultimate nature of speech sound and its function as an
“instrument of thought” enabling human subjects to interact socially. 53 The differentiation
between speech sounds and “other” sounds, as well as their potential for understanding
and interpretation of the environment, formulated in the Course, is closely linked to our
capacity to receive information and apply it in order to react and to reflect on the
surrounding world.
The nineteenth-century ideas of listening and understanding music implies the
interaction between listener and performer in a similar way. If audiences could not
understand the langue that the composer used for his parole, they were excluded from the
circle in which the music resonated and were unable to fully participate in the reflective
processes of listening. In the Course, Saussure states: “When we hear a language we do
not know being spoken, we hear the sounds but we cannot enter into the social reality of

53 “Speech sounds are only the instrument of thought and have no independent existence. … A sound,
itself a complex auditory-articulatory unit, in turn combines with an idea to form another complex unit,
both physiologically and psychologically.” (Saussure, Course in General Linguistics, 9.)
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what is happening, because of our failure to comprehend.” 54 Consequently, a listener was
only able to psychologically participate in the mechanisms of musical communication if
the sound relied on the socially acknowledged and appreciated system of tonality, the
musical “language” of nineteenth-century Europe.55
The ability to understand music, then, was a socially constructed idea.
Instrumental music was addressed to an informed listener who belonged to an educated
social class. Furthermore, the ability to appreciate the language of tonality became a
national virtue, and distinguished an allegedly German musical understanding from the
superficial attitudes of other European nations, such as the French and the English. 56
Hence, the idea of tonality as langue was based on a nineteenth-century mindset and
considered a key component of a German national and social identity. However, the
majority of established concert halls still hold on to these concepts and traditional
attitudes, thus impeding the inclusion of modern insights and cultural theories.
Today, the idea of understanding music as a universal language is often confused
with the idea of absorbing a familiar melodic structure. This alleged understanding of
music reveals an unawareness of the musical aesthetics of the twentieth century and the
compositional approaches of composers such as Arnold Schoenberg, who was already, in
the early twentieth century, criticizing the common mode of an “uneducated” listening.

54 Ibid., 13.
55 “It is particularly important to note that the sound pattern of words are not to be confused with actual
sounds. The word patterns are psychological, just as the concepts associated with them are.” Ibid., 12.
56 See: Berthold Hoeckner, Programming the Absolute: Nineteenth-Century German Music and the
Hermeneutics of the Moment (Princeton: Princeton University Press, 2002), 3.
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1.3.2. The Poetic Forces of Music
The idea of music as a sublime language, lifting the listener to the realm of an absolute
emotional understanding, changed the value of the texts in vocal music. During the early
nineteenth century the older notion that the musical setting of a text could simply
highlight and illustrate a poem's meaning was replaced with the idea that the music itself
could poeticize, enhance and improve the meaning of words, creating a complex network
of meaning.
In this new era of music, composer Robert Schumann (1810– 1856) sought to
combine literary and musical variables in his compositions as an essential foundation for
the expression of the Romantic poetic spirit. Dahlhaus states that Schumann identified
das Poetische, the poetic, as the very nature of “pure music.” The poetic moment of
music defined the artistic character of a musical creation which distinguished high art
from a mechanical compositional craft.57 Schumann believed that it was a specifically
German national skill to create the poetic moment in music as a connecting element
between the past and present, unifying German music culture.58
However, Schumann's idea did not replace rational interpretation exclusively with
aesthetic mediation, but rather emphasized that a proper reaction to music presumed an
understanding of musical ideas. Schumann believed that the perception of Das Poetische
57 “[...] in Robert Schumanns Unterscheidung des “poetischen” Moments der Musik – und das heißt: des
Kunstcharakters – von deren “mechanischem” Teil steckt ein Stück Geringschätzung des Handwerks:
eines Metiers, das ein Komponist zwar beherrschen müsse, aber nicht auffällig hervorkehren
müsse.”Carl Dahlhaus, Grundlagen der Musikgeschichte (Köln: Musikverlag Gerig, 1977), 178.
58 Carl Dahlhaus, The Idea of Absolute Music (Chicago: University of Chicago Press, 1989), 118/19.
Here, Dahlhaus addresses Schumann's connection to a musical past as essential in order to prepare a
new poetic time. Das Poetische was the essence of a sublime music culture which unified the past,
present and future of German music: “Bach and Beethoven were praised as rulers of the 'spirit world'
that E.T.A. Hoffmann had declared instrumental music to be; and what they held in common was the
'poetic' element that Ludwig Tieck had recognized as the nature of 'pure, absolute music.'” Ibid., 118.
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resulted from a rational and logical understanding of the structure and form of a given
composition through a close reading of the musical text. Musical contemplation, in the
Romantic era, assumed that an ideal listener would be able to decrypt the musical
material – the composer's parole – through their knowledge of tonality – a tonal langue.
Schumann considered an analysis of past musical material as a crucial task that served as
the preparation for a “new poetic age”:
Our attitude was fixed beforehand. It is simple and runs as follows: to recall the
past and its music with all the energy at our disposal, to draw attention to the ways
in which new artistic beauties can find sustenance at a source so pure, - then to
take up arms against the recent past as an age inimical to art, intent solely on
extending the bounds of superficial virtuosity, - and finally to prepare for help to
expedite the advent of a new poetic age.59
By "recent past," Schumann meant what he regarded as the contemporary
“prosaic” state of music, an "unhappy middle between a long-lost 'classic' period and a
'romantic' one that has not yet arrived.” 60 To overcome such a prosaic period, Schumann
advocated a commitment to the poetic. In his music, he combined poetry with musical
expression in such a way that his instrumental works reflected popular literary forms of
the nineteenth century. He related some of his compositions directly to writers like Jean
Paul and ETA Hoffmann:
Schumann’s character pieces have a poetry permeated by the spirit of Jean Paul, a
poetry of literary and even autobiographical allusions, of mottos, and eloquent
titles that sometimes appear to mean more than they actually say.61
59 Schumann, quoted after Dahlhaus, Nineteenth-Century Music, 247.
60 Dahlhaus argues that “the program sketched in these few lines of Schumann's draws on a
historiological conception with three roots: a deep-seated experience of the past – the music of Bach –
that determined the musical thought of Schumann, Mendelssohn and Chopin as romantics; an acute and
painful awareness of the present 'prosaic'; and an expectation of a 'poetic' future already visible in
outline in the present.” Dahlhaus, Nineteenth-Century Music, 247.
61 Ibid., 145.
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Hallmark, by addressing the literary dimension of Schumann works, writes:
[…] Schumann devoted the first decade of his mature composing career to music
for the piano, much of it with literary or extra-musical allusions. Allusions, titles
words, even letters assisted the composer with his aesthetic program. Papillon is
directly related to Jean Paul’s novel Die Flegeljahre, Kreisleriana refers to
Kapellmeister Kreisler in E.T.A. Hoffmann’s novella. In his vocal compositions,
Schumann elevated the Lied to the highest form of art by expressing the content
through the sublime language of music.62
Schumann’s idea of musical form as a narrating force, and his notion of the poetic
as the essential nature of music that aspires to the status of high art, expressing content
through a broad network of semantic structure and musical signifiers, was taken up and
debated by members of the Neue Deutsche Schule, a movement based primarily on the
work of Hector Berlioz (1803–1869), Franz Liszt (1811-1886) and Richard Wagner
(1813-1883). Critic Franz Brendel (1811-1868), a leading exponent of the Neue Deutsche
Schule, considered music not only capable of rendering non-musical content, e.g. as
manifested in Berlioz' Symphonie fantastique and in Liszt’s symphonic poems, but he
even perceived such content as crucial, as it connected music as a divine art to the world
of human affairs. In particular Wagner argued that music needed the “weight” of extramusical content such as texts in order to materialize its otherwise detached, abstract
nature. “On this point we are therefore in agreement, and grant that, in this human world,
divine music must be given a binding – even, as we have seen, a condition – dimension in
order that its manifestation be possible.” 63 Dahlhaus summarizes Wagner's agenda that

62 Rufus Hallmark, “Robert Schumann: The Poet Sings,” in German Lieder in the Nineteenth Century
2009, edited by Rufus Hallmark (New York: Routledge, 2009), 92.
63 Wagner, quoted after Dahlhaus, Nineteenth-Century Music, 237.
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called for a synthesis of all art:
Wagner proclaimed the death of the symphony, arguing that absolute music had
reached the level of self-abrogation in the choral final of Beethoven's Ninth
Symphony and that the expressive means developed by Beethoven only found
their true aesthetic vindication in the music drama, where they were 'substantiated'
by texts and plots.64
In Wagner’s Gesamtkunstwerk, music was bound to the extra-musical content of
the theatrical plot and became a medium that allowed a synesthetic experience. Dahlhaus
stresses the notion of the Gesamtkunstwerk as a vehicle that culminates emotions and
allows for a metaphysical experience:
The crucial and significant point about his concept of a Gesamtkunstwerk (a
pompous synonym for theatre) is not the truism that several different arts join
forces and interact, nor the questionable thesis that these arts are equipped with
equal rights and privileges, still less the historical myth that the Gesamtkunstwerk
represents a culmination and sublation of the 'special arts.' On the contrary, its
importance resides in the aesthetic and social demand we raise when we refer to
the theatre as a 'total work of art': [in] the notion of art which was elevated to
metaphysical dignity in the classical and romantic art […] the narrative plot of a
musical drama is not so much a vehicle, a mere intrigue culminating in an
emotion as its goal and ultimate purpose, as a system of relations and
interweavings intended to be “externalized” to the sensory faculties.65
For Wagner, “self-contained art of pure form could serve no useful purpose in
society: It was 'absolute' in the sense that it was isolated, sterile, and irrelevant to life.” 66
In his view, Beethoven's symphonies had revealed an aesthetic dead end. In order to
move beyond this point, musical forms needed to be reconnected with extra-musical
content. By contrast, Hanslick promulgated the idea of music as tönend bewegende

64 Ibid., 236.
65 Ibid., 195 and 198.
66 Bonds, Absolute Music, 1.
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Formen (forms moved in sounding),67 which became the basis for musical analysis in the
twentieth century. While his approach was based on a scientific mathematical
consideration of musical form, he also regarded such forms to be filled with a
metaphysical “spirit” that eluded a merely scientific assessment. Bond notes that
Hanslick realized that without Geist his tönend bewegende Formen would
amount to little more than an empty play of sensuous forms, and this is why he
went to such great length to argue that the music's Geist or geistiger Gehalt
(substance) resides in forms constructed of tones (Tonformen).68
Evaluating the relationship between music and text in the opera, particularly
Wagner's Gesamtkunstwerk, Hanslick asserted that “of what instrumental music cannot
do, it ought never be said that music can do it, because only instrumental music is music
purely and absolutely.”69 Hanslick found his compositional ideal in the work of Johannes
Brahms whose work was also praised by Schumann in the latter's impassioned and
prophetic essay Neue Bahnen.70
The idea of instrumental music as pure expression effected the perception of vocal
music. Texts set to music became an integral part of the instrumental music which offered
an absolute understanding of both music and words. The notion of pure music inhibited a
separation between textual and musical perception. Within a nineteenth-century social
mode of listening, the text lost its linguistic existence and became part of the new artistic
unity – a principle that was applicable in a society where only native speakers listened to
works by German composers. Compositions of the twentieth century, particularly
67 Dahlhaus, Esthetics of Music, 52.
68 Bonds, Absolute Music, 149.
69 Eduard Hanslick, On the Musically Beautiful: A Contribution towards the Revision of the Aesthetics of
Music (Indianapolis: Hackett Pub Co Inc, 1986), 14–15.
70 Dahlhaus, Nineteenth-Century Music, 252.
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Schoenberg's work, challenged the Romantic ideals of how to listen to art music and
exposed those concepts as constructed practices of art appreciation.
1.4. The Early Twentieth Century: Music – Art – Modernity
The language in which musical ideas are expressed in tones parallels the language which expresses
feelings or thoughts in words, in that its vocabulary must be proportionate to the intellect which it
addresses.” (Schoenberg: 1947,Brahms the Progressive)71

The unification of Germany in 1871 resulted in an increased state-imposed
nationalism, which aimed to construct notions of belonging and the existence of cultural
virtues– ideals which were largely built on myths and the illusion of a common national
history and identity. Historian Eric Hobsbawm regards ideas of nation and tradition as a
common objective of governments during the turn of the century, and declares that the
aim of the state was to find common political and ideological unity for the “German
people.”72 The idea of Germany as the nation, which produced great composers, who
were capable of cultivating music and stimulating a unique German music understanding,
was promoted by both composers and state authorities.73
Governmental authorities sought to establish the ideals of the nineteenth- century
within academic and cultural institutions, as well as the concert hall. Innovative artists
expressed their ideas within smaller artistic cells, in which the ideas of common artistic
streams were dissolved and replaced by trends. Hobsbawm comments on the changed

71 Arnold Schoenberg, Leonard Stein, and Leo Black, Style and Idea: Selected Writings of Arnold
Schoenberg, 60th anniversary ed. / edited by Leonard Stein ; translated by Leo Black ; with a new
foreword by Joseph Auner (Berkeley: University of California Press, 2010), 399.
72 E. J. Eric J. Hobsbawm and T. O. Ranger, The Invention of Tradition (Cambridge: Cambridge
University Press, 1983), 278.
73 Celia Applegate and Pamela Potter, Music and German National Identity, 1st edition (Chicago:
University Of Chicago Press, 2002).
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attitudes of art audiences in the late nineteenth century and the new image of the artist:
It was the era when both the creative arts and the public for them lost their
bearings. The former reacted to this situation by a flight forward into innovation
and experiment, increasingly linked to utopianism or pseudo-theory. The latter,
unless converted by fashion and snob appeal, murmured defensively that they
'didn’t know about art, but they knew what they liked', or retreated into the sphere
of 'classical' works whose excellence was guaranteed by the consensus of
generations[...]. Moreover, from the end of the nineteenth century the traditional
kingdom of high culture was undermined by an even more formidable enemy: the
arts appealing to the common people [...] revolutionized by the combination of
technology and the discovery of the mass market.74
The members of the old elites perceived the democratization of artistic experiences as a threat. Many artists turned away from mass-society and sought the company of
like-minded souls. Stoehr summarizes the emergence of the fin-de-siecle circles in Vienna:
One key to the artist self-understanding was the term 'modern,' which they contrasted with the decaying world of their parents' generation. From this they derived a generally Aestheticist program and tried to live by it's fin-de-siecle maxims, such as melancholy, pessimism, and dandyism. Known as junges Wien
(Young Vienna), the group around Bahr included… Peter Altenberg, as well as the
two most significant Viennese writers of that era, Hugo von Hofmannsthal and
Arthur Schnitzler. These authors' favorite place for displaying their antibourgeois,
Bohemian lifestyle was the café, the Kaffeehaus-Literat becoming the Viennese
version of the literary dandy.75
Composers reacted similarly to the existing music culture of Vienna. Vienna was
the traditional capital of nineteenth century music culture and was dominated by conservative authorities on the one hand, and the emergence of mob audiences on the other. As
the listeners of the early twentieth century came from all social classes and backgrounds,

74 E. J. Eric J. Hobsbawm, The Age of Empire, 1875-1914, 1st Vintage Books ed (New York: Vintage,
1989), 219/220.
75 Ingo Roland Stoehr, German Literature of the Twentieth Century: From Aestheticism to
Postmodernism (Rochester, NY: Camden House, 2001), 26.
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the older notion of music as an experience of an educated elite was diminishing. This resulted in a shift of the traditional music centres: Frisch points out that while Schoenberg
is usually linked to Vienna, his music – the Viennese modernism – was better received in
Berlin.76
The new times, as well as the widespread sense that tonality as a system was
exhausted, inspired artists to explore new innovative styles to express their ideas. They
communicated their ideas through unique forms of expression which were no longer
based on a social organization of a langue. The majority of listeners refused to listen to,
follow and appreciate new, unrecognizable works that did not refer to a common system
of tonality. Arnold Schoenberg's reaction to the conservative views of Viennese
audiences, as well as his isolation from the traditional music culture in Vienna, was to
proclaim the composer as the highest intellectual instance in musical understanding. 77
Being able to perceive and respond to a musical language became the skill of the expert,
able to grasp the musical poetic, while the listener required additional explanations,
expressed in the language of words and manifested in programme notes which introduced
compositions at a performance, or lectures given by composers before concerts. While
Schoenberg considered words and text only as blunt instruments that could only partially
convey the poetic content of music, they served as a tool to help the listener to engage
with the musical structure.
Schoenberg, as an exponent of German music culture, included the traditional

76 Walter Frisch, German Modernism: Music and the Arts (Berkeley: University of California Press,
2005), 8.
77 See: Arnold Schoenberg, “The Relationship to the Text,” in Schoenberg. Stein, and Black, Style and
Idea, 141-144.

39
concepts of the past in his progressive idea of a musical evolution. Brinkmann, by
analyzing Schoenberg's painting Self-Portrait from behind, claims that Schoenberg saw
“himself in the Viennese tradition after Beethoven, as the reflective artist leading his
generation, at a critical moment within the historical process and through the
paradigmatic art form music, into the future.” 78 His forward-looking attitude included a
progressive position regarding principles of absolute and program music. He reconciled
the earlier concepts of music by resolving the conflict between ‘absolute' and ‘program’
music as a dichotomy and emphasized instead an expressionist nature of music, which
united both notions:
A piece of music does not create its formal appearance out of the logic of its
own material, but, guided by the feeling for internal and external processes,
and bringing these to expression, it supports itself on their logic and builds
upon that.79
In vocal music, the text was not regarded as a program, but as an external element
that was incorporated into the composition. Schoenberg's concept of the musical thought
(Der musikalische Gedanke) reflects Schumann’s consideration of the poetic as logicsemantic expression, and ties together the notions of music-theoretical formalism and the
idea of music as a mediator of content and thought. Schoenberg intended to poeticize the
essence of things in musical form. He built on the traditional idea that the composer
expresses content through music in an immediate way.
Schoenberg’s musical prose enhanced the idea of a musical poetic that unfolded in
78 Reinhold Brinkmann, “Schoenberg the Contemporary. A View from Behind,” in Constructive
Dissonance: Arnold Schoenberg and the Transformations of Twentieth-Century Culture 1997, edited by
Juliane Brand, and Christopher Hailey, (Berkeley: University of California Press, 1997), 206.
79 Schoenberg quoted after Joseph Auner, A Schoenberg Reader: Documents of a Life (New Haven: Yale
University Press, 2003), 137.
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a language-like structure, enunciating its content through expression, establishing “farreaching connections instead of exhausting itself in a momentary effect.” 80 Dahlhaus
points out that Schoenberg considered musical prose as capable of expressing a thought
immediately, without further descriptions or repetitions.81 The musical thought is the very
essence of musical poetics – “a direct and straightforward presentation, without a
patchwork, without mere padding and empty repetitions.” 82 However, such a mode of
expression was highly calculated: Borio states that “for Schoenberg a piece of music is a
linguistic creation that as such can be understood only by mastering the syntacticgrammatical rules on which it is based.” 83 Both Schumann and Schoenberg considered
rationality, logical reflection, as the essential basis for understanding and comprehending
musical content. That mode of listening requires from the listener the capacity to engage
actively and intellectually with the music and the text set to music.
It can be argued that thoughtful attentive listening still means one must
intellectually decrypt music of high art. If knowledge of that system is missing, a musical
experience is reduced to an emotion. An emotional reaction is rather subjective and

80 Ibid. Julie Brown addresses the relationships between musical and linguistic structures and their
relations in Schoenberg's song cycles in her discussion of Schoenberg's musical prose. She notes: “[...]
echoing Wagner in 'Music of the Future', Schoenberg links his irregular phrase structures and dense
motivic working with constant expressive meaningfulness. In his Brahms lecture [...] he adds concision
to the same array of technical procedures and describes the conjunction as 'musical prose'.” Julie
Brown, “Schoenberg’s Musical Prose as Allegory,” Music Analysis 14, no. 2/3 (July 1, 1995): 187.
81 For Schoenberg, however, asymmetry, the emancipation from rhythmic-metric scheme, is merely a byproduct of musical prose. What matters is not the irregularity as such but what caused it: the 'idea' that
expresses itself 'in prose', in contrast to the 'formula' that tries to impose itself by means of symmetries
and repetitions. When Schoenberg speaks of 'prose', he is thinking of a language which can express an
idea directly, without repetitions and circumlocutions.” (Dahlhaus, Schoenberg and the New Music,
106/107.
82 Schoenberg, Stein, and Black, Style and Idea, 415.
83 Gianmario Borio, “Schenker versus Schoenberg versus Schenker: The Difficulties of a Reconciliation,”
Journal of the Royal Musical Association 126, no. 2 (January 1, 2001): 273.
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individual, linked to an experience of familiar harmonics and melodies. Dahlhaus
summarized Hanslick's estimation of psychological reflexes caused by the stimuli of
effect, which Hanslick regarded as a naïve and undeveloped mode of listening:
Tones, understood as stimuli in a physiological-psychological sense, release
reflexes; they stimulate feelings that a listener does not objectify but rather feels
immediately as his own, as invasion of his heart. He feels exposed to music,
instead of beholding it from an esthetic distance. And according to the norms of
nineteenth-century esthetic, such a primitive listening, lacking objectivity, is premusical – 'pathological' in the sense of self-abandon, of being oneself (Eduard
Hanslick).84
While Hanslick was assessing an eighteenth- century concept of Empfindsamkeit,
I think that his words also characterize the essential attributes of many twentieth- century
listeners, aiming to experience the familiar and recognizable features of tonality. In
conclusion, this historical-conceptual overview reveals that the positions, relations and
dependencies between text and music have shifted and have been frequently reconsidered
over the centuries. Different views, historical circumstances and audience expectations,
influenced the values of the word in a music. However, aside from different historical and
conceptual perspectives of the status and values of words in music, the textual component
of a vocal work had always been regarded as integral part of a composition.

84 Dahlhaus, Esthetics of Music, 19.
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CHAPTER TWO
Interpretation – Translation – Independence
A literary text, set to music, loses its identity as an object that transmits its meanings
exclusively through alphabetic notation. In a musical setting, the literary component is
already subjected to the composer's musical interpretation. The role of the listener is now
to reflect on and react to the musical transformation of the text. The audience will engage
with the work that they hear, paying attention to musical and literary details. The message
received will depend on the listener's social and cultural background.
Many knowledgeable listeners expect the performance to be an audible
representation of the score and therefore believe that any manipulation of the written
score will spoil the musical exhibit. This expectation of listening to the original, or the
desire to experience a work as it was first heard, demands that the sound of a work be
related as closely as possible to the circumstances in which it was conceived. With this
approach, a work is performed through a strict historical implementation of the score,
e.g., through the use of period instruments or investigations of the aesthetic ideals of the
era during which the piece was composed and first performed, as well as by imbedding
social and historical contexts into the mode of performance. This idea of performance
advocates a view that musical works are fixed artefacten that require observation from a
historical distance. Such an approach is an obstacle for ideas about adapting works to
new times. Historical implementations fuel the nostalgic perceptions of art music as
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representations of a great past, which cannot address our times and circumstances and
thus, belong in the isolated realm of the concert hall. Listening, then, relates to the
pleasures of visiting a museum in order to enjoy familiar and established exhibits.85
Many critics question the idea that we experience a musical work as “true” only
through strict adherence to the score. Performers, musicologists and philosophers point
out that today's audiences will always listen as a contemporary audience and that the
respective milieu will influence the sense of listening. Musicologist Daniel Melamed
contends that “we can never escape our place in the twenty-first century,” and asks
whether “it is ever possible to hear a centuries-old piece of music as it was heard when it
was composed. […] If the circumstances of performances are so different that we hear a
different work in some sense, what, exactly, are we hearing?” 86 In fact, audiences and
performers always render past musical worlds, be it Bach or Boulez, within contemporary
conditions, argues the conductor and pianist Daniel Barenboim.87 Similarly, Ulrich Mosch
addresses the difference between the manifestation of a musical work and the physical
presence of artefacts in the realm of visual arts and architecture. He notes that “music
shares this character only in written form […] or in the form of a sound recording […].
By contrast, the moment we, as people of today, perform written music, form a mental
image while reading it, or play a recording of it, it automatically partakes of the
present.”88

85 Goehr, “Being True to the Work,” 58.
86 Daniel R. Melamed, Hearing Bach’s Passions (New York: Oxford University Press, 2005), 4.
87 Daniel Barenboim, Everything Is Connected: The Power Of Music (London: Orion Publishing Group,
2010), 12.
88 Ulrich Mosch, “What Presence of the Past? Artistic Autobiography in György Kurtág's Music,” in
Sallis, Elliott, and DeLong, (eds.), Centre and Periphery, Roots and Exile, 345/46.
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Philosopher Theodor W. Adorno, in his essay “Bach Defended Against His
Devotees,” dismisses the idea of the written portion of the score as a complete
manifestation of the work and claims that “devotion to the text means the constant effort
to grasp what it hides.”89 Musicologist Charles Seegers observes that it is not possible to
represent the “full auditory parameter of music […] by a partial visual parameter, i.e., by
one with only two dimensions, as upon a flat surface.”90
The argument that a score is in fact an ineffectual tool of conveying the content of
a work suggests the need for an alternative way to transmit and articulate the work. John
Butt, addressing the performances of works by Johann Sebastian Bach, even considers
that “with our changes in culture and listening practice – we might have to change the
original sound to achieve the original effect.”91 Any musical work of art, then, becomes a
part of the cultural values and conditions prevalent in the time it is performed. A
contemporary performance of music, like art in general, explains Wellmer, “sheds a new,
a critical or a transforming light also on the works of the past and it is the medium in
which traditional works can renew themselves.”92 How to preserve and present music
pieces relies on the question of whether the past becomes part of contemporary discourse
and must be negotiated on a case by case basis.

89 Theodor W. Adorno, Prisms (Cambridge: MIT Press, 1982), 144.
90 Charles Seeger, “Prescriptive and Descriptive Music-Writing,” The Musical Quarterly 44, no. 2 (April
1, 1958): 184.
91 John Butt, Playing with History: The Historical Approach to Musical Performance (Cambridge; New
York: Cambridge University Press, 2002), 27.
92 Albrecht Wellmer, “On Music and Language,” in Identity and Difference: Essays on Music, Language
and Time 2004, Jonathan Cross et al., (Leuven, Belgium: Leuven University Press, 2004), 124.
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2.1. Interpreting
Many theories of music incorporate the notions of Werktreue (faithfulness to the original).
Representatives of a traditional music culture commonly perceive the musical work as a
finished product that can be passed down to future audiences and cultures much like
physical historical artefacts. This idea was first formulated by critics and authors such as
E.T.A. Hoffmann in the early nineteenth century. 93 Lydia Goehr describes the
implications of the work-concept:
Following from the central conception of a musical work as a self-sufficiently
formed unity, expressive in its synthesized form and content of a genius's idea,
was the general submission of all associated concepts. Concepts and ideals having
to do with notation, performance, and reception acquired their meaning as
concepts subsidiary to that of a work. In a certain sense this had had to be the
case, for these subsidiary concepts had served to give a highly abstract concept
concrete expression. Without their development, in other words, the abstract
work-concept developed and articulated within the romantic, aesthetic theory of
fine art would never have found its regulative force in practice.94
The debate about the Werktreue principles points to the problematic question of
how to represent an art work within a new environment. A performative commitment to
Werktreue implies that the work deserves protection from interpretative approaches that
might address extra-musical components and social, political and historical changes. One
could argue, however, that creative-interpretative approaches are necessary to preserve

93 Lydia Goehr, The Imaginary Museum of Musical Works, 242. Elsewhere, Goehr notes: “... Hoffmann
suggested that honest musicians should no longer be tortured by the extra-musical demands of social,
domestic and mundane rituals. To counter the abuse he thought music generally so subject to, and to
terminate the public humiliation of musicians 'in service,' Hoffmann issued an alternative prescription
for musical practice. Composition, performance, reception, and evaluation should no more be guided
solely by extra-musical considerations of a religious, social, or scientific sort – especially of the sort
governing Kreisler's particular employment. These activities should now be guided by the musical
works themselves. To legitimate this assertion Hoffmann gave currency to the notion of being true or
faithful to a work (what later came to be called Werktreue).” Ibid., 1.
94 Ibid., 242.
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the essence of a work in a changing world. In this context, translations of vocal texts
could help to provide the musical work with intelligibility beyond its linguistic and
consequently cultural borders.
The consideration of language as an essential element for contemplating,
processing and reflecting on art music leads to a discussion of the necessity of translating
the texts set to music. This discussion requires us to interrogate mainstream ideas about
the necessity for strict adherence to nineteenth- century ideals regarding the relationship
and interplay between music and text in vocal music. Many practitioners and receivers of
art music culture consider the content of a musical work to be confined to the notated
score. From this perspective, verbal texts and programs are considered to be poor,
inefficient mediators of the codified sounding object. 95 Particularly since the late
nineteenth century, there have been numerous theoretical elaborations, e.g. by Robert
Schumann and Eduard Hanslick, on this point, all of which aim to evaluate and decode
the very nature of musical art and the necessary conditions for an appropriate perception
of art music performances.
These discussions are often based on traditional concepts of musical work and
language and thus provide grounds for skepticism. I argue that much could be gained by
shifting our attention away from established theories of analysis and instead focus on a

95 Dahlhaus, addressing how the nineteenth- century music aesthetics shaped the contemporary view of
art music, writes “[…] whoever treats the verbal component of the music at a concert or opera with
casual disdain is making a music-esthetic decision. He may consider his decision to be based on his
own taste, when in fact it is the expression of a general, dominant tendency that has spread ever further
in the last 150 years without sufficient recognition of its importance to musical culture. Above and
beyond the individual and his coincidental preference, nothing less than a profound change in the very
concept of music is taking place: no mere style change among forms and techniques, but a fundamental
transformation of what music is, what it means, and how it is understood.” Dahlhaus, The Idea of
Absolute Music, 1/2.
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full consideration of the musical works and their reception. It is my claim that a fruitful
exploration of this debate will serve as a bridge between several musicological,
hermeneutic and semiotic approaches which are concerned with the reception of art
music. This will result in new insights on what a musical work means in a given time and
place. One needs to extend the perspective on the work by including a discussion of
context: the change in language of a vocal text and the resultant question of appropriate
modes of translation requires an exploration of the interrelations between work, place and
language.
Dahlhaus formulated this demand for a multidisciplinary approach with regard to
music

and language

in

his

publication

Musikalische Hermeneutik (Musical

Hermeneutics). He claimed that a linguistic theory of language-like structures in music
could be of interest to musicological research, but not by applying linguistic methods to
an assessment of musical structures. Instead, he called for a re-evaluation of identification
of “linguistic” structures in musical phenomena, precisely because musical systems evade
the established categories of linguistic research.96
Theories which explore notions of listening as a hermeneutic act are central to any
discussion about “musical perception.” Many composers have addressed issues of
musical perception and sought to free themselves from established practices or standard
norms of appreciating art music. Arnold Schoenberg's efforts to educate audiences

96 “Es könnte jedoch sein, daß für die Linguistik die Musiktheorie nicht dadurch von Interesse ist, daß sie
linguistische Kategorien auf musikalische Sachverhalte überträgt, sondern insofern, als es gelingt, in
musikalischen Phänomenen Strukturen zu entdecken, die als sprachliche Strukturen interpretierbar
sind, aber sich dem gewohnten Kategorienapparat der Linguistik entzieht.” Carl Dahlhaus, “Fragmente
zur musikalischen Hermeneutik,” in Musikalische Hermeneutik 2008, edited by Carl Dahlhaus
(Regensburg: Bosse, 1975), 171.
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towards a broader understanding of music reveals that he perceived a need to engage
listeners with musical works in ways which exceeded social boundaries. He endeavored
to re-educate his audiences as he guided listeners to eschew their pre-occupation with
familiar musical structures and to replace this with an informed understanding of music.
Just as Schoenberg asked audiences to reconsider what they knew, he demanded
that performers also rethink methodological approaches to performance and
interpretation. Schoenberg wrote in 1948:
[...] almost everywhere in Europe music is played in a stiff, inflexible metre – not
in a tempo, i.e., according to a yardstick of freely measured quantities. [...] Why is
music written at all? Is it not a romantic feeling which makes you listen to it?
Why do you play the piano when you could show the same skill on a typewriter?
Why do you sing? Why play the violin or the flute?97
Schoenberg's remarks draw attention not only to differences between score and
performance, but also to the task of the performer. The “mediation” by the performer
contrasts with the idea that each performance is intended to deliver the same musical
object, generated by a faithful reading of the score. In other words, Schoenberg's view
challenges the idea that the score contains all the necessary information to make each live
performance identical, a “reproduction” exclusively from the written text with little to no
interpretative role played by the performer.
These opposing views circle back to the debate as to whether the score is a
permanent, objective manifestation of a musical work, or if musical works reveal their
essential nature in the subjective, imaginative mode of the performance act. This “act”
includes the approach of the interpreter or performer as well as the historic moment and
97 Schoenberg, Stein, and Black, Style and Idea, 320/21.
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social context of the performance. Dahlhaus notes that
[it] can hardly be denied that music is an 'energetic' art, as Herder said (a
'performing art' in some twentieth-century usages). Such an art fulfills itself in
activity. Music's existence in the guise of an author's works is problematic.98
Thus, it appears that music should not be mistaken for another form of literature.
The interpretation of the musical work, presented in the performance, manifests both the
work and its interpretation.

2.2. Translating
One can compare the process of translating literature to the act of interpreting a piece of
art music. Both enterprises aim to reproduce and communicate the style and meaning of a
work created by an author or composer as a written work. Conductor Max Rudolf (19021995) described the path between close rendering and free interpretation as “lined with
pitfalls. This is as true for the musical interpretation offered by a performer as well for the
linguistic translator of texts. In both cases the quality of the outcome varies, and the
translator may earn praise or censure, depending on who is judging.”99
While a reading of the original literary text or the musical notation of the score
will provide a form of access to the author's or composer's work, the performance or
translation offers another layer of interpretation, including the view, background and
understanding of a second instance: the translator's or the performer's perception, insight
and grasp of the written piece. And the audience who receives the interpretation is yet

98 Dahlhaus, Esthetics of Music, 11.
99 Michael Stern and Hanny Bleeker White (eds.), Max Rudolf, a Musical Life: Writings and Letters
(Hillsdale, NY: Pendragon Pr, 2001), 154.
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another factor. Rudolf points to the problematic relationship between audiences and
performers and the consequences for the representation and reception of the original
work: “Today, the listening public remains a passive recipient, while the performer makes
all the decisions. The performer becomes the final arbiter rather than merely the mediator
between composer and public.”100
The active role of the performing agent will have an impact on how the original is
received. Such influence bears the risk of contaminating the original with views and
beliefs of the interpreter or translator respectively, which cannot be distinguished from
the author's original intentions, expressed through the work. While common public tastes
and beliefs might influence the translator's or musical interpreter's work, translation as
well as musical performance influence and alter an audience's perception of the original.
Hence, the image of the musical, as well as literary, interpreter is clearly marked by a
dichotomy between the interpreter’s function as mediator and his powers to modify the
work according to his own or a third party's – editors, concert organizers, audiences –
attitudes and viewpoints. 101
Rudolf expresses in his writing an early twentieth- century position when he says
that performing music is ideally an interpretation that avoids recomposing or
“tamper[ing] with the score.”102 Susan Bassnett and André Lefevere consider the process

100 Ibid., 152.
101 Canadian pianist Glenn Gould's performances of Bach are a good example of interpretations that add a
virtuoso's own personal and intellectual reflection on a piece. According to Edward Said, Gould
attempted intellectually to “interpret and invent or revise and rethink in his own way, each performance
becoming an occasion for decision in terms of tempo, timbre, rhythm, color, tone, phrasing, voice
leading that never mindlessly or automatically repeat earlier such decisions but instead go to great
lengths to communicate a sense of reinvention, of reworking Bach's own contrapuntal work.” Edward
W. Said, Music at the Limits (New York: Columbia University Press, 2008), 275.
102 Stern and White, Max Rudolf, a Musical Life, 152.
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of literary translating to be an act of rewriting that expresses the translator's knowledge
and intentions, one which is strongly influenced by canonical and ideological
conventions:
Translation is, of course, a rewriting of an original text. All rewritings, whatever
their intention, reflect a certain ideology and a poetics and as such manipulate
literature to function in a given society in a given way. Rewriting is manipulative,
undertaken in the service of power, and in its positive aspect can help in the
evolution of a literature and a society.103
Venuti adds to Lefevere's discussion that “translation is derivative, neither selfexpression nor unique: it imitates another text. Given the reigning concept of authorship,
translation provokes the fear of inauthenticity, distortion, contamination.” 104 Venuti's
angle also exposes a significant difference between the act of translating and performing:
A performance, as manifestation of the work, does not imitate, but explores a musical
creation. The performance is one instantiation of the work.
While Rudolf applies the term “translation” to the mode of interpreting a musical
work, he also highlights the differences between the processes of translating text into
another language and a written score into sound: “Translating of musical texts differs
significantly in that it requires the transformation of abstract signs into concrete
sounds.”105
Venuti, by addressing the notion that “translation carries the potential to bring
about multiple transformations,”106 champions a translation process that establishes the
103 André Lefevere, Translation, Rewriting and the Manipulation of Literary Fame (London: Routledge,
1992), General editor’s preface, n.p.
104 Lawrence Venuti, The Scandals of Translation: Towards an Ethics of Difference (Routledge, 1998), 31.
105 Stern and White, Max Rudolf, a Musical Life, 152/153.
106 Lawrence Venuti, Translation Changes Everything: Theory and Practice (London; New York:
Routledge, 2013), 10
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translator as a voice in his own right, a second instance beside the author's position. 107
The translator’s essential aim should not be to produce the most fluent, transparent text,
but rather a new version that mediates intellectually between the original and the
receiving language and culture. Such a mode of translation will allow for a type of
cultural communication which will not only change the receiving environment of the
target language, but also the culture of the “giving,” the original, language. A translation
will provide for an interrogative, critical understanding but it will not offer a definitive
truth. It is part of an interpretative process, a result of a re-contextualizing of a text.
Umberto Eco understands this re-contextualization to be a “device conceived in order to
produce its Model Reader. This Reader is not the one who makes the only right
conjecture. A text can foresee a Model Reader entitled to try infinite conjectures. But
infinite conjecture does not mean any possible conjecture.”108
Translation as an aesthetic concept has its origins in nineteenth- century German
thought. Susan Bassnett identifies the general “affirmation of individualism” 109 which
emerged after the French Revolution as a mindset that influenced a re-thinking of
translation. For Bassnett, Goethe’s distinction between types of translation, A.W.

107 Venuti then adds a list the potential transformations: “Translation changes the form, meaning, and
effect of the source text, even when the translator maintains a semantic correspondence that creates a
reliable basis for summaries and commentaries. Translation changes the cultural situation where the
source text originated through an investment of prestige or a creation of stereotypes. Translation
changes the receiving cultural situation by bringing into existence something new and different, a text
that is neither the source text nor an original composition in the translating language, and in the process
it changes the values, beliefs, and representations that are housed in institutions. Translation deals in
contingencies open to variation. To cling to an instrumental model of translation, to insist on the
existence of a source invariant, to suppress the translator's interpretation, and to neglect the cultural
situation to which it responds must ultimately rest, then, on a fear of change.” Ibid.
108 Umberto Eco, The Limits of Interpretation (Bloomington and Indianapolis: Indiana University Press,
1994), 148.
109 Susan Bassnett, Translation Studies, 4th edition (London ; New York: Routledge, 2013), 73.
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Schlegel’s questioning of whether translation should be considered as a mechanical or
creative enterprise, and Friedrich Schlegel’s categorizing translation as thought and a
form of knowledge are early indicators of how aesthetic concepts of literary translation
emerged in Germany.110
The attempt to preserve cultural affiliation in the work is characteristic of the
hermeneutic model of translation, a concept that was first formulated by the nineteenthcentury philosopher Friedrich Schleiermacher (1768-1834). His idea created the
foundation for the notion of translation as an interpretative process. Schleiermacher’s
lecture “On The Different Methods of Translating,” 111 highlights the nineteenth- century
idea of translation as a form of knowledge, a notion that affects the discussion of
contemporary translation theory. Schleiermacher's argument, which he first presented as a
series of lectures at the Prussian Academy of Sciences in 1813 and which was published
in 1815, distinguishes between two different types of translation. The first tries to erase
the foreign character, while the more artistic second way will maintain the identity of the
source text by preserving the character of the foreign context in its translation. While the
first approach allows for an easy understanding of a text that flows in the foreign
language, the latter type forces the reader to work harder to understand and engage with
the translation, which results in many irritating encounters with the “foreign.” This
concern with the preservation of cultural differences in translating is one of the key-issues
of modern translation studies. Translation, in Schleiermacher’s view, can connect

110 See Ibid., 71–73.
111 Friedrich Schleiermacher, “On the Different Methods of Translating. Translated by Susan Bernofsky,”
in The Translation Studies Reader 2012, edited by Lawrence Venuti (New York: Routledge, 2012), 43–
63.
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different cultures and moderate between times and social classes, and can therefore be a
way to unite humanity by breaking the limits of time and space. 112 Venuti's concept of
“foreignness,” a way of translating that preserves cultural differences 113 is based on
Schleiermacher.
Venuti points out that “foreignization” requires an attitude of humbleness towards
the original, as the target text will never claim to outreach the original creation. The idea
that the translator creates an independent version of a text raises issues related to the
translator's strategy to domesticate a text by assimilating the translated version to a
foreign language and culture.114 Venuti argues that foreignizing translations highlights the
cultural values of the author's origin as “a form of resistance against ethnocentrism and
racism, cultural narcissism and imperialism.”115 Strategies of foreignizing translation,
thus, establish critical relationships between the original and the translated work. The
concept of foreignizing translation questions the hermetic nature of literature and instead
focuses on the moment and location of the reception.
At the beginning of the twentieth century, theorists continued to discuss the
hermeneutic impact of translation. In “The Task of the Translator” (1921), Walter
112 “That utterances are translated from one language to another is a fact we meet with everywhere, in the
most diverse forms. If, on the other hand men are thus brought together who were originally separated
perhaps by the span of the earth's diameter, and if one language can become the receptacle of works
written by many centuries before in a tongue long since deceased, we need not, on the other hand, even
go beyond the bounds of a single language to encounter the same phenomena.” Ibid., 43.
113 See: Lawrence Venuti, The Translator’s Invisibility: A History of Translation, 2nd ed. (London; New
York: Routledge, 2008), Venuti, Translation Changes Everything.
114 Venuti has criticized translation strategies that “bring back a cultural other as the recognizable, the
familiar, even the same” as this “aim always risks a wholesale domestication of the foreign text, often
in highly self-conscious projects where translation serves an appropriation of foreign cultures for
agendas in the receiving situation, cultural, economic, political.” Venuti, The Translator’s Invisibility,
14.
115 Lawrence Venuti, “Translation as cultural politics: Regimes of domestication in English,” Textual
Practice 7, no.2 (1997): 221,
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Benjamin addressed a new dimension of translation. Basing his ideas on
Schleiermacher’s approach, he also perceived translation as a form of “pure language.”
He saw translation as a means to surpass the limits of the source language, a way to offer
a literary work an afterlife and after-ripening in the foreign language. Translation lifts a
text to an ultimate language level, as the process of re-writing will emphasize similarities
in the general intention of language.
Benjamin’s essay figures prominently in both past and present discussions of
translation studies. The important place that Benjamin holds in the history of translation
studies is probably due to his understanding of translation as an enhancement, a
“fortleben” and “weiterleben” which supports the essential role of translation for the
preservation of knowledge.
In translation, the original develops into a linguistic sphere that is both higher and
purer. It cannot, however, go on existing indefinitely in this sphere, since it is far
from attaining it in all components of its form; nevertheless, it points at least, in a
wonderfully penetrating manner, toward the predetermined, inaccessible domain
where languages are reconciled and fulfilled. The original does not attain this
domain root and branch, but in it lies that which, in a translation, is more than a
message.[…] If in the original, content and language constitute a certain unity,
like that between a fruit and skin, a translation surrounds its content, as if with the
broad folds of a royal mantle. For translation indicates a higher language than its
own and thereby remains inadequate, violent, and alien with respect to its content.
This fracture hinders any translation and at the same time renders it superfluous,
because every translation of a work from a specific moment in the history of
language represents, with respect to a specific aspect of its content, translation
into all other languages. Thus translation transplants the original into an –
ironically – more definitive linguistic domain, since it can no longer be removed
from it by any transmission, but only re-elevated into it as well as to other
entities.116

116 Benjamin, quoted after Venuti, The Translation Studies Reader, 79.
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First, Benjamin's words imply an understanding of translation as an “unfinished”
interpretation of the work, in contrast to the original notion of translation as a permanent,
unchangeable product. Benjamin's thoughts can be applied to the previously identified
tensions between the musical text – the score of Pierrot – and its manifestation in Dahl's
translation and performance. Secondly, Benjamin's notion of translation as a
“transparent” representation questions the impact of interpreting art music, particularly in
a different language. Benjamin writes: “[Translation] does not obscure the original, does
not stand in its light, but rather allows pure language, as if strengthened by its own
medium, to shine even more fully on the original.” 117 Benjamin's concept seeks to
establish the act of translating a text as an ever-evolving process rather than the creation
of a stable, intentional object.
The influence of the émigré experience on conceptions of translation is another
aspect that will prove helpful in understanding the emergence and appearance of the
English Pierrot in 1944. The Russian writer Vladimir Nabokov, who immigrated to the
United States in 1940 and translated Alexander Pushkin's Eugene Onegin into English,118
assumed that it was impossible to reproduce a text in another language. 119 His translation
of Onegin is addressed to an elite readership, which is willing to engage with a literal
translation that comments extensively on the original Russian text, as well as on Russian
culture and history.120 This stance is reminiscent of Schoenberg's own requests that the
117 Ibid., 81.
118 See: Vladinir Nabokov, “Problems of Translation: Onegin in English,” in The Translation Studies
Reader 2012, edited by Lawrence Venuti (New York: Routledge, 2012), 113-125.
119 Venuti writes that in Nabokov's essay “Problems of Translation: Onegin in English,” Nabokov
“rationalize[s] his own scholarly version of it: close to the Russian, devoid of Anglo-American poetic
diction, and heavily annotated.” Ibid., 110.
120 Ibid.
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sound of his voice be preserved in the English translation of his work: In a letter
addressed to his translator Dika Newlin, he wrote, “I do not want to hide the fact that I
am not born in this language […].”121 Nabokov's and Schoenberg's translation ideals
harken to the ideas of “foreignization” and the need to transcend the source language in
the translation. This aspect raises questions about how to “authentically” represent ideas
and cultural concepts in a different language, questions that we also observe in the
discussion of the Pierrot translation. The exile experience, which the author and the
translator of Pierrot shared in Los Angeles, also shaped the piece in its English version.

2.3. Hans-Georg Gadamer's Concept of the Hermeneutic Distance
Translation theory appears to be a productive means by which to understand the
processes of transmitting works to different audiences and cultural environments.
Theories of literary translation are centered on the work and the overcoming of crosscultural boundaries. Future scholarship on cross-cultural perception of art music should
consider the receptor and the receiving subject's background in relation to his (or her)
lived experience. It will prove fruitful to examine the German philosopher Hans-Georg
Gadamer's hermeneutic theories in thinking about how this can most productively be
done.
Dahlhaus viewed hermeneutics as a way to connect an actual rendering of the
work with the traditional foundations of understanding. He suggested that philosophers,
linguists and historians should collaborate on the musicological discussion of Gadamer's

121 Schoenberg quoted after Joseph Auner, A Schoenberg Reader, xiii.
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book Truth and Method.122 Dahlhaus argued that musicology faced intellectual
“provincialisation” if it refused to engage with Gadamer's theories. 123 This would in turn
isolate musicology from its sister disciplines in the humanities. In relating Gadamer's
ideas to translation and adaptation, it is best to start with his identification of the tension
between the familiarity of the tradition and a break with the past, the “in-betweensituation” as the true location of hermeneutic understanding.124 Gadamer argues that
differentiating between references and layers of meaning allows an interpreter, and
eventually the listener, to understand, recognize and realize the meaning of a work of art.
Tate elaborates on Gadamer's idea of the “experience of art” as an “event of being” that
accomplishes the integration of past.125 He particularly highlights Gadamer's use of the
German word “Vollzug” which incorporates a dichotomy between the flow of time and a
standstill, marking both a present state and the fluidity of time. Tate concludes that “the
time of the artwork is the moment, the authentic present that is only there in its
performance.”126
122 Hans-Georg Gadamer, Truth and Method (New York: Crossroad, 1985).
123 Carl Dahlhaus, Beiträge Zur Musikalischen Hermeneutik (Regensburg, Germany: G. Bosse, 1975), 7.
124 “Hermeneutical work is based on a polarity of familiarity and strangeness; but this polarity is not to be
regarded psychologically, with Schleiermacher, as the range that covers the mystery of individuality,
but truly hermeneutically – i.e., in regard to what has been said: the language in which the text
addresses us, the story that it tells. Here too there is a tension. It is in the play between the traditional
text's strangeness and familiarity to us, between being a historically intended, distanced object and
belonging to a tradition. The true locus of hermeneutics is in-between.” Gadamer, Truth and Method,
306.
125 See: Daniel L. Tate, “In the Fullness of Time: Gadamer on the Temporal Dimension of the Work of
Art,” Research in Phenomenology 42, no. 1 (2012): 112. In the following, Tate continues to emphasize
the significance of the temporal experience, manifested in the performance: “Standing before the work
of art, immersed in its radiant presence and held within its 'present,' it is as if time has come to a halt....
In the genuine encounter with art something comes to stand in the midst of passing time; the work of
art is 'there' – at least for those who engage it, performing the work so that it comes forth. The work
thereby enacted joins past and future in a unique present that arrests our ordinary experience of time.
Paradoxically, then, time is brought to a standstill within time by the distinctive temporality of the
artwork.” Ibid., 113.
126 Tate, “In the Fullness of Time,” 113.
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Gadamer referred to the performance as an interpretation that reflects an essential,
immaterial element. Future research on translating art music for performances, as well as
the scholarship on the interpreter as performing agent will have to take such ideas into
consideration and explore further the relationship between work, interpreter and
composer. Gadamer's hermeneutic approaches enrich the musicological discussion with
the prospect of re-assessing the concept of performing. The performance as an alleged
recreation of the past is indeed a temporal event, tied to the present interpretation of that
very past. Tate claims that “Gadamer deploys the concepts of tarrying (Verweilen) and a
while (die Weile) to elucidate the temporality of the work of art as an event of being.” 127
The idea of composing and listening as a productive act, and the need to experience the
composer's work actively is essential for the interpretation of Vollzug, which for Gadamer
indicates a static moment within the fluidity of time. Gadamer's arguments suggest that a
work's meanings can unfold independently from authors and original contexts, and
attitudes and values are open-ended in the flow of time and space. Any performance
contains both the connection to traditions, and a historical awareness of present times and
contexts, thus creating simultaneously a connection to and a break with the past.

2.4. Roland Barthes: Listening as Hermeneutic Act
“Listening is henceforth linked (in a thousand varied, indirect forms) to a hermeneutics:
to listen is to adopt an attitude of decoding what is obscure, blurred, or mute, in order to
make available to consciousness the 'underside' of meaning (what is experienced,
postulated, intentionalized as hidden).”128

127 Tate, “In the Fullness of Time,” 92.
128 Roland Barthes, The Responsibility of Forms: Critical Essays on Music, Art, and Representation, trans.
Richard Howard, Reprint edition (Berkeley: University of California Press, 1991), 249.
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If musical works explore the tension between the past and the present, then a
performance is both dynamic and timeless because of the perpetual re-invention of the
work's nature within the changed contexts of each performance. We then have to ask how
music can express itself outside of the traditional “work” passage. Roland Barthes's
discussion of the audience's preoccupation with music, particularly the idea of the “grain
of the voice” offers a view of performance as a process of continual transformation.
Barthes's call for independent readings of art, generated by the experiences and
background of the observer, is crucial for the discussion of the value of “renewal” in
artistic representations. Barthes perceives the performance as a moment that allows for
dynamic processes of appreciation. Barthes's theory eschews traditional aesthetic
paradigms and traditional interpretative frameworks and, instead, introduces a concept of
performance as an associative, independent act of experience. If listening is in itself a
hermeneutic act that evokes continuous impressions and associations, then we also have
to consider the potential of the texts set to music as a spectrum of meaning. Barthes's
perspective on listening as a hermeneutic act reflects and enhances his thoughts on the
“plurality” of reading, that is, the experience of a text that extends its meaning beyond
fundamental and traditional limitations.129 In contrast to writings that incorporate the
author's intentions in the interpretation, Barthes defines “ideal” writing as “a composite
art, looping together several tastes, several languages. Such artists provoke a complete

129 Joseph Harris defines such sort of texts as “such writing – which recycles ideas or phases without ever
questioning their validity or aptness – is only too familiar to most of us, since it is the essence of the
English theme, that peculiar brand of schoolwriting in which the sole object of the writer is to cast the
most innocuous thoughts into the most bland and acceptable formats. Joseph Harris, “The Plural
Text/The Plural Self: Roland Barthes and William Coles,” College English 49, no. 2 (February 1,
1987): 249.
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kind of joy, for they afford the image of a culture that is at once differential and
collective: plural.”130 Such plurality is not based on “loose,” detached and subjective
associations with textual elements, but rather, upon a system of connotations, which relies
on integral elements of the text, “a feature which has the power to relate itself to anterior,
ulterior, or exterior mentions, to other side of the text (or of another text). […]
connotation is a correlation immanent in the text, in the texts; or again, one may say that
it is an association made by the text.” 131 Barthes's method of interpretation argues against
an engagement of fixed codes of the past, and instead suggests interpretations as “a call
for an independent, ambiguous engagement with a text.”132 Just as Barthes perceives
reading as the process of liberating the web of connotations that are buried in textual
annotations, so too does he define listening to a musical performance as the process that
transforms the experience of listening into a psychological act through an active
engagement with musical structure.133
Barthes's writings on music – Musica Practica (1970); The Grain of the Voice
(1972); Music – Voice – Language (1977) – encourage the discussion of the role of the
performer and listener in the process of “reading” the work as part of a performance. In
his elaborations on vocal music, Barthes argues in favor of the “geno-song,” which

130 Roland Barthes, Image-Music-Text, trans. Stephen Heath (New York, NY: Hill and Wang, 1978),
159/60.
131 Roland Barthes and Honoré de Balzac, S/Z (New York: Hill and Wang, 1974), 8.
132 In S/Z, Barthes advises one not “to interpret a text's [...][(more or less justified, more or less free)
meaning but on the contrary to appreciate what plural constitutes it.” (Ibid., 5.) He perceives such an
operation in the Nietzschean sense of the word: “[Philosophers] rather must engage more selfconsciously and deliberately and less dogmatically in it [interpretation].” Richard Schacht, “Nietzsche
on Philosophy, Interpretation and Truth,” Noûs 18, no. 1 (March 1, 1984): 75.
133 “The second [listening] is a deciphering; what the ear tries to intercept are certain signs. Here, no
doubt, begins the human: I listen the way I read, i.e., according to certain codes.” Barthes, The
Responsibility of Forms, 245.
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allows the performer and listener to experience the texture of the voice, “the 'grain' of the
voice is not – or not only – its timbre; the signifying it affords cannot be better defined
than by the friction between music and something else, which is the language (and not the
message at all).”134 Thus, the singer of art music explores through the performance the
tension between music and language by focusing on a physical execution of the latter.
Her/his efforts will ideally avoid bringing out the features that we usually associate with
the song recital and what Barthes defined as “pheno-song”: an expression of meaning and
interpretation through a professional approach. Barthes preferred a mode of performances
which turned away from a mere production of vocal-stylistic skills, and allowed for
multiple experiences of language, as meaning, pronunciation and sound.135
The song must speak, or better still, must write, for what is produced on the level
of geno-song is ultimately writing... the volume of the speaking and singing voice,
the space in which the significations germinate 'from within the language and in
its very materiality'; this is a signifying function alien to communication, to
representation (of feelings), to expression; it is that culmination (or depth) of
production where melody actually works on language – not what it says but the
voluptuous pleasure of its signifier-sounds, of its letters: explores how language
works and identifies itself with that labor. Geno-song is, in a very simple word
which must be taken quite seriously: the diction of language.136
The geno-song, thus, identifies a mode of performance that distances itself from
subjective interpretation. When the diction of language is the focus of the performing
body, the singer functions not only as an executing object, but also an "observer,"
witnessing and participating in music that is taking shape. Barthes names the “grain” as
134 Ibid., 273/74.
135 Barthes used Dietrich Fischer-Dieskau's style, which monopolized the market, as an example of the
pheno song whereas he praised the performances of Charles Panzéra for “enabling to hear 'le grain de
la voix' ['the texture of his voice'].” Philip Thody, Roland Barthes: A Conservative Estimate (London:
Palgrave Macmillan, 1977), 139.
136 Barthes, The Responsibility of Forms, 270/71.
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the “body in the singing voice, in the writing of the hand, in the performing limb.” 137 It is
the signifier, “when the voice is in a double posture, a double production: of language and
of music.”138 Thus, the “grain” is the embodiment of the voice, the singer's occupation
with language and music, which results in an unfolding of unrestricted associations and
meanings.
The pheno-song, on the other hand, implies the reading of a “closed” text: the
listener is not able to experience his own net of connotation, but is instead caught in the
renderings of the singer. Barthes criticizes the use of rubato, a musical term that describes
an expressive shaping of vocal music and is used for an emotional phrasing. He even
claims that such emphasis on articulation will kill connotations
by involving the singer in a highly ideological art of expressivity... the melodic
line is broken into fragments of meaning, into semantic sighs, into effects of
hysteria. On the contrary, pronunciation maintains the perfect coalescence of
the line of meaning (the phrase) and of the line of music (the phrased, as we
call it in French: le phrasé).139
By recalling the methods of his favorite singer and teacher Charles Panzéra,
Barthes relates vocal music to his concept of language. As a text unfolds its context in a
system of annotations and connotations, the experience of vocal music lies in the
interplay of inner- and outer components:
But this quality of language in no way derives from the science of language
(poetics, rhetoric, semiology) for in becoming a quality, what is promoted in
language is what it does not say, does not articulate. [...] Music is both what is
expressed and what is implicit in the text: what is pronounced (submitted to
inflection) but is not articulated: what is at once outside meaning and nonmeaning, fulfilled in that signifying [significance] which the theory of the text
137 Ibid., 276
138 Ibid., 269.
139 Ibid., 283.
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today seeks to postulate and to situate.140
The grain of voice does not mediate or translate the interpreter's emotional interpretation,
but must offer instead an expressive reflection of language in a physical, “bodily” way.
Such a mode will indulge in the features of the respective language. Barthes's emphasis
on the importance of the treatment of language in song is certainly a result of his view of
a historical connection between mélodie and text.141 Referring to the compositions of
Fauré, Debussy and Duparc, but also in the German Lied, Barthes claims a “gradual
assumption of the language to the poem, of the poem to the mélodie, and of the mélodie
to its performance.”142 Barthes's thoughts interrogate the borders between text and music.
Barthes's concept of listening, the direct engagement with the work through the
performance as geno-song, disregards cherished traditions which have regulated the
experience of art music since the nineteenth century. His writings break with aesthetic
dogmas which emphasize the remoteness of the musical work. Instead, he highlights the
importance of the context and the interplay between performer and audience. Music, he
asserts, demands a pluralistic approach to listening and presents a type of “unlearning,”
which constitutes a radical break with traditional values. Barthes's writings on music turn
away from the use of stylistic devices and instead, focus on new modes of experiencing
compositions in associative, unique ways.
Barthes's theoretical reflections emphasize the relevance of language in music and

140 Ibid., 284.
141 Ibid., 274.
142 Barthes claims a close relationship between melody and text, which binds melody rather to the theory
of texts: “[...] the French mélodie derives very little from the history of music and a great deal from the
theory of the text.” Ibid., 274
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draw attention to the impact of performance within a certain time and space. When a
vocal piece of music is performed in translation, it allows a foreign audience to connect
with the work in unique, fresh ways. I argue that a vocal piece, performed in the language
of the performing artist, enables the singer to express meanings immediately and allows a
work to enfold language diction, instead of superficial articulations of words. For
audiences, listening in translation could create new and independent associations within a
cultural context.
The vocal line does not serve as a manual that describes the musical setting, but
constitutes an inner linking of divergent artistic manifestation, unfolding meanings
through language and sound. This matter becomes particularly pronounced and visible in
the case of Sprechstimme, where the friction between language and music is even more
remarkable and obvious. The Sprechstimme technique extends the features and
experiences of language through music, and allows the performer and the listener to relearn and re-establish their relationship with allegedly familiar forms by establishing a
distance that still strikes audiences today.
Gadamer understands the work as situated between past and present and focuses
on the interpretation as a temporal manifestation within the flow of time. Barthes
questions a musical discourse that engages with established rules and conceptual
frameworks rather than with the work itself, and highlights the decisive role of the
receptor. Both approaches challenge more conventional thinking and traditional mindsets
that restrict the value and function of the word in music. This view allows us to consider
cultural interpretation as a niche for musical artefacts removed from their original
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environments and—consequently—encourages a new understanding of the musical
artwork as a non-fixed, flexible object. Bermann argues for an extension of the original
through translation:
The translation turns the original around, reveals another side of it. […] By
reproducing the system-of-the-work into language, the translation tilts it, which is,
unquestionably, again a 'potentiation.' […] The translated work is sometimes
'regenerated'; not only on the cultural or social level, but in its own speaking.143
The migration of musical works demands new research methods and theories to
investigate the parameters which influenced the cultural crossing. The English
performances of Pierrot in Los Angeles open the door for a discussion of this issue and
provide an excellent way to investigate these “interpretative” modes further. Dahl's
translation is a promising point of departure to discuss the potential for the emergence of
new aesthetic reflections via mediation through vocal texts. The American Pierrot
embodies a changed perspective on notions of authenticity and further questions the
relevance of the strong work concept particularly with regard to the challenges of a
globalized and international art music culture.

143 Berman, The Experience of the Foreign, 7.
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CHAPTER THREE
Pierrot Lunaire

“Pierrot is a character whose infinite nuances are difficult to render. Ingenuous like a
child, cowardly, crafty, lazy, mischievous by instinct, obliging, jeering, gluttonous,
thieving, blustering, greedy, clumsy, ingenious in the arts that tend to the satisfaction of
his tastes; he is a naïve and clownish Satan.”144
The standard literature on Pierrot Lunaire Opus 21 for example Dunsby, 1992; BryonJulson and Mathews, 2008; Yuens, 1984 – usually introduces this work by alluding to
Pierrot's origin in the commedia dell'arte. However, Pierrot's many transformations and
interpretations, as well as his differing manifestations in Italy and France have often been
neglected. I argue that Schoenberg's representation takes up and extends these traditional
ideas. Pierrot's survival from the Italian Renaissance to the twenty-first century through
his ability to change places, masks and languages, are of great significance for broader
interpretations of Pierrot Lunaire Opus 21. A discussion of Pierrot's many incarnations
will give better insight into his further development as an aesthetic object and in
particular in Schoenberg's work. In addressing the many transformations of Pierrot,
Youens notes:
The Pierrot-character changed with the passage of time from uncaring prankster
to Romantic malhereux to Dandy, Decadent, and finally, into a brilliant, tormented
figure submerged in a bizarre airless inner world.145

144 Robert F. Storey, Pierrot: A Critical History of a Mask (Princeton University Press, 1978), 97.
145 Susan Youens, “Excavation and Allegory, the Texts of Pierrot Lunaire,” Journal of the Arnold
Schoenberg Institute 8, no. 2 (1984): 96.
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Unlike most of the commedia figures who are unknown today, Pierrot remains
well-known and endures as an intriguing subject and compelling character worthy of
exploration. For centuries, his core appearance – the sad clown with the whitened face,
dressed in loose white outfits – has made him recognizable in different cultures and
places. His tightrope walk between kitsch, high art and commerce lets him adopt many
faces and characteristics, from the sad pantomime of retro kitsch, to the cinematic
representations by actor Charles Chaplin. Pierrot is even reflected in the costumes of pop
artist David Bowie and the performances of countertenor Klaus Nomi, which also hints at
Pierrot's alien and androgynous nature. 146 The many masks of Pierrot represent a broad
spectrum of characters, traditions, cultures, places and tastes and it would seem that this
ability to adapt has been one of the main reasons for his longevity as a character.

3.1. Pedrolino, Harlequin, Pierrot
Pierrot's beginnings are rooted in the commedia dell'arte, an improvised theatre of the
Italian Renaissance that was particularly popular in the second half of the sixteenth and
the entire seventeenth century. Storey points out that in commedia a plot outline was used
instead of a script and that the stock characters were instantly recognizable by audiences
through the use of stereotypes that represented a certain “type.” 147 The matter of language
and understanding was an early topic of the commedia. As Italy had a significant number
of dialects, we can assume that the plays were understood through body language rather

146 See Klaus Nomi's performance of Purcell's Aria of the Cold Genius ("Cold Song") from the opera King
Arthur, or The British Worthy (https://www.youtube.com/watch?v=3hGpjsgquqw) and the music video
to David Bowie's pop song “Ashes to Ashes” (https://www.youtube.com/watch?v=HyMm4rJemtI)
147 Storey, Pierrot, 4.
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than through oral language.
Many scholars see the figure of Pedrolino as a predecessor of the later French
character of Pierrot. Pedrolino represented – as the Zane bergamasque – a servant (zanni)
who came from the remote countryside around Bergamo. His opponent was Magnifico –
the master – who came from Venice, the commercial and political centre.148
The place of Pierrot's origin, his home in the foothills of the Alps, is of particular
significance for Pierrot's nature and his traits. Here, I want to refer to two poems in
Schoenberg's Pierrot Lunaire which allude to Pierrot's roots. In no. 3, “Der Dandy,”
Pierrot finds himself in Bergamo, while in poem no. 15, “Heimweh” (Homesick), Pierrot
is homesick, “ein kristallenes Seufzen aus Italiens alter Pantomime” (a crystal sighing
from the old Italian pantomime)149 reminds him of the Italian “Heimathimmel” (native
skies).
Jordan notes that, for Italian people in the sixteenth century, the region around
Bergamo represented the “remotest of outposts from Venetian civil society.” 150 Located in
eastern Lombardy at the foothills of the Alps, Bergamo is situated in a stunning location
overlooking the Southern plains. Hence, the use of this town in Pierrot stories alluded to
both the isolation and the grandeur of the alpine landscape. The location shaped
Pedrolino's features, and marked him as the outsider: an “immigrant,” in Venice, who
stuck out not only through his appearance, but also through his language: The actors of
the zane used “kind of 'stage-Bergamasque'.”151 His clownish appearance and behavior
148 Peter Jordan, The Venetian Origins of the Commedia Dell’Arte (Abingdon, Oxon; New York, NY:
Routledge, 2013), 25.
149 Translation: Ingolf Dahl
150 Jordan, The Venetian Origins of the Commedia Dell’Arte, 29.
151 Ibid., 33. The correct term for the dialect of Bergamo is “Bergamasco.”
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completed his outsider status. 152
When the commedia came to France in the course of the seventeenth century,
Pedrolino became a lunatic, madly in love and longing for the purity of the moon and its
magical light. He adopted these characteristics from his rival, Harlequin or Arlecchino.
But the Pierrot that eventually appeared not only displaced his black-masked rival
but displaced him at Harlequin's own expense; and concealing under his white
livery the heart of Harlequin larmoyant, he came to enjoy the greatest vogue of
his career.153
Given that an affection for the moon traditionally symbolizes femininity, this
obsession further separated Pierrot from society and gender conformity. His nature
blurred the strict divide between female and masculine sexuality and between reality and
illusion. In France, the commedia tradition continued and Pierrot entered the literary arts,
for the first time in Molière's play Don Juan, ou Le Festin de Pierre. 154 Whereas the
Italian Pedrolino had amused a broad audience, the French Pierrot was a figure that
demanded a special kind of knowledge from the audience in order to understand the play.
Thus, Pierrot attracted only a certain educated social class which was able to appreciate
the plays in which he appeared. A particularly famous example of this development of
Pierrot can be found in the dramatic acts of the mime artist Jean Gaspard Deburau, who
was also called Baptiste. (1796–1846).
He created the most prominent model of Pierrot in the nineteenth century.
152 Nicoll writes: “His trousers are full and baggy, and equally loose is his open-necked blouse-- together,
they look somewhat like a pair of pyjamas; his hat commonly has a wide brim or else is peaked, thus
distinguishing it from the round, often beret-like, caps worn by the other comic servants. …He delights
in cheating others, but himself is easily cheated.” Allardyce Nicoll, The World of Harlequin: A Criticial
Study of the Commedia dell’Arte (Cambridge, England: Cambridge University Press, 1963), 83/84.
153 Storey, Pierrot, 64/65.
154 Ibid., 17.
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Deburau portrayed Pierrot as a sensitive and Dandy-like character. This image of Pierrot
became a symbol for fin-de-siècle artists who came to identify their character and
situation with that of Pierrot. The struggle of Debureau's Pierrot was an allegory for
artists and literati who despised modern society and longed for Romantic counter- worlds.
The lost and forgotten stages and characters of the commedia served as a model for their
artistic imaginations. Brinkmann addresses the transformation of the Pierrot figure by
Debureau's interpretation:
[Debureau's] Pierrot was […] detached, ironic, clever, and arrogant. And: Baptiste
already added elements of perversion, of the macabre and violent actions to the
repertory of the figure.[...] However, Pierrot remained the sufferer. […]
Baudelaire described Baptiste's Pierrot as 'pale as the moon – supple and mute as
a serpent.'155
These representations had consequences for Dubreau's audiences because now an
expertise of the Pierrot tradition was required to understand and appreciate the new
interpretation. Nye addresses the challenges of Dubreau's acting:
The combination of his Pierrot role and his ability to act the part is surprising and
challenging, because Debureau seems to have bridged the gap between the
commedia dell'arte tradition in which the spectator is never allowed to lose sight
of the role, and the Molièresque tradition in which the spectator is encouraged to
believe in the social and psychological nature of the part.156
Debureau's incarnation of Pierrot attracted mainly the intelligentsia of Paris, and
his theatre became an artistic and cultural centre. 157 From here, it was only a small step to
155 Reinhold Brinkmann., “The Fool as Paradigm: Schönberg's Pierrot Lunaire and the modern artist,” in
Schoenberg and Kandinsky: An Historic Encounter 1997, edited by Konrad Boehmer (The
Netherlands: Harwood Academic, 1997), 149.
156 Edward Nye, “Jean-Gaspard Deburau: Romantic Pierrot,” New Theatre Quarterly 30, no. 02 (May
2014): 109/109.
157 Brinkmann writes “Such fanfares established Debureau's theatre as the cult place of modern artist, as
the Mecca of the Paris intellectual avant-garde.” Brinkmann, “The Fool as Paradigm,” 150.
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the French avant-garde, whose artists identified with Pierrot's isolated nature. In the
subsequent period – the early twentieth century – iterations of Pierrot spread all over
Europe. Yuens notes:
Pierrots were endemic everywhere in the late nineteenth/early twentieth century
Europe as an archetype of the self-dramatizing artist, who presents to the world a
stylized mask both to symbolize and veil artistic ferment, to distinguish the
creative artist from human being.158
Pierrot images, imaginings and representations abounded in all art forms of the
era. Intellectuals of the day, such as Franz Kafka, chose a Pierrot-like pose and costume
for their photographs.159 Igor Stravinsky composed the ballet burlesque Petruschka in
1910/11, Schoenberg's Pierrot Lunaire premiered in 1912, Pablo Picasso painted his
Pierrot in 1918, and Paul Klee completed his painting, titled Pierrot Lunaire, in 1924.
Pierrot became, in Brinkmann's words “an allegorical image for the decadent spirit of the
European fin-de-siècle.”160 During the end of the “long” nineteenth century, Pierrot's
symbolic force united artists of different areas and genres.
Common to artists of the early twentieth century was a rebellion against the
extravagance they perceived in the material values of modern society and the decline of
intellectual achievements. The German philosopher Friedrich Nietzsche declared in the
late nineteenth century “The old truths are coming to an end,” 161 when he complained
about the public ignorance of the “great” German culture by an ignorant bourgeois
158 Youens, “Excavation and Allegory, the Texts of Pierrot Lunaire,” 96.
159 See photography of Kafka in: Martin Green and John Swan, The Triumph of Pierrot: The Commedia
Dell’arte and the Modern Imagination, New edition (University Park, Pa: Pennsylvania State
University Press, 2001), 79.
160 Brinkmann, “The Fool as Paradigm,” 150.
161 Friedrich Wilhelm Nietzsche and R. J. Hollingdale, Ecce Homo: How One Becomes What One Is
(Harmondsworth, England: Penguin, 1985), 86.
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modern society. Within this environment, Pierrot represented the modern artist, who,
driven by his restless creative mind and extraordinary nature, aimed to exclude himself
from such a society. I argue that the obsession with Pierrot was based on two factors:
First, the masque signified the artist's double identity; the artist’s Romantic double life
that bridged and transgressed boundaries between an extraordinary artistic sphere and a
profane, everyday world. Secondly, the figure of Pierrot was a useful symbol to signify
the artist as an entrapped genius. Locked in a “miserable” situation, Pierrot symbolized a
longing for purity and an elevated isolation from society. His impact as an aesthetic
subject of a great past, reborn within modern times, also related to a desire for a renewal
of the arts by establishing connections between past and present concepts and their
artistic representations. Green and Swan understand the popularity of the Pierrot figure
during the early stages of modernism as an indirect reaction to
the decay of European civilization, its coming to an end, its moral and political
exhaustion. This was an idea which pressed upon the commedia artist (as upon
most artists) and upon the audiences for the commedia movement. Their art was
not political or realistic, but it was significantly a reaction to the world around
them, and it is possible to sketch in the vision of that world which several of them
shared.162
Using the mask of the clown, Pierrot hid his sadness, his feelings of displacement
and isolation, and at the same time managed to imply the notion of an ironic-critical
distance.

162 Green and Swan, The Triumph of Pierrot, 22.
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3.2. The Texts: Albert Giraud – Otto Erich Hartleben
In 1884, the French-Belgian poet Albert Kayenberg (1860–1929), who wrote under the
pseudonym Albert Giraud, published fifty poems titled Pierrot Lunaire: Rondels
bergamasques. Giraud was a representative of French Parnassianism, a literary
movement, situated between Romanticism and Symbolism, that valued poetic form.
Parnassians appreciated and concerned themselves with the poetic structures of poems,
and focused much of their attention on the correct construction of the sonnets. Barbara
Johnson explains that the Parnassians' affection with the sonnet was based on their
passion for the sculpture. “Parnassian poetry is often sculpture in its stanzaic patterns.
[…] the place of honor went to the sonnet, with its blocklike solidity and slight
asymmetry.”163
The main theme of Giraud's Pierrot lunaire arose from the moon, the source of
poetic inspiration, which also evoked feelings of loneliness and angst. Colors were
associated with traditional themes and new ideas of the 19 th and 20th centuries. White was
the color of the moon, but it also symbolized purity and abstraction. 164 The first stanza,
“Theatre,” sets the stage for an imaginative play: The narrator's dream of a “little theatre
whose wings Breugel painted” leads the reader into the world of the Renaissance by
alluding to the Dutch painter's imaginings of village life, rural landscapes and the impact

163 Barbara Johnson, “The Dream of Stone,” in A New History of French Literature 1998, edited by Denis
Hollier (Cambridge, Mass: Harvard University Press, 1998), 745.
164 Lasko, discussing the expressionist roots of modernism, writes “... white was chosen as the garb of joy
and purity.” (Peter Lasko, The Expressionist Roots of Modernism (Manchester : New York: Manchester,
University Press, 2003), 108.) Selz, elaborating on the aesthetic theories of Wassily Kandinsky, writes
that white “[…] is the symbol of a world void of all material quality and substance.” Peter Selz, “The
Aesthetic Theories of Wassily Kandinsky and Their Relationship to the Origin of Non-Objective
Painting,” The Art Bulletin 39, no. 2 (June 1, 1957): 133.
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of literature.165 Jean-Antoine Watteau, the French painter who drew his subjects from the
commedia, creates the backdrop, while William Shakespeare adds the royal palaces to
Giraud's poetic painting in which he places Italian clowns, “les Crispin laids,” as the
centers of his imagination.166 Giraud created a grotesque stage for his imaginative
characters. His actors, the clowns, interfere with the beauty of the aesthetic scenery,
based on the high arts of Europe which provide a background for the pranks of the
clowns. This configuration sets up an ironic distance with regard to traditional cultural
values. It also alludes to the artistic diversity of the Italian Renaissance, where the
commedia originated, particularly the connections between literature and visual arts.
Bryn-Julson and Mathews observe Pierrot's withdrawal from the real world and
interpret this rejection as the symbolist l'art pour l'art influence on Giraud's work.
Pierrot, characterized as somewhat detached from the real world, “cultivates poetry for no
reason than poetry.”167 Giraud's Pierrot presents an orgy of poetic colors and fantastic
visions to create a cruel sensuality. Richter highlights the disturbing character of the
Giraud poems as “unabashedly decadent, unashamedly fin de siècle in style … disturbing
– a seemingly unending nightmare of drug abuse, suicide, and death – although tempered
with ironic humor. Hangings, crucifixions, beheadings, and the slashing of wrists figure
prominently.”168 However, Giraud ended his disconcerting visions on a bright note: The
165 Burness notes that Bruegel's “vision of human folly and his social and moral concern, find expression
through satire which is primarily a literary technique.[...] Bruegel's world is one of human suffering,
cruelty and ingratitude.[...] The literary quality of Bruegel's art cannot be exaggerated. Over half of his
subjects are taken from the Bible and others are illustrations of Flemish aphorisms.” Donald B.
Burness, “Pieter Bruegel: Painter for Poets,” Art Journal 32, no. 2 (December 1, 1972): 157.
166 See: first stanza of Albert Giraud's Pierrot Lunaire in Albert Giraud and Gregory C. Richter, Albert
Giraud’s Pierrot Lunaire (Kirksville, Mo: Truman State Univ Press, 2001), 2.
167 Phyllis Bryn-Julson and Paul Mathews, Inside Pierrot Lunaire: Performing the Sprechstimme in
Schoenberg’s Masterpiece (Lanham, Md: Scarecrow Press, 2008), 83.
168 Giraud and Richter, Albert Giraud’s Pierrot Lunaire, xx.
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lyrical subject offers the magical poems to the one he loves – in the form of a moonbeam
in a bottle (“Un rayon de Lune enfermé”).169 Giraud's work is now a symbol for
moonlight, caught in “a bottle of fine Bohemian crystal.” I argue that the work can be
understood as a symbol of the poet himself, hiding under the mask of Pierrot. The work
concludes with praise for the artist's romanticized Bohemian nature.
Schoenberg chose a different poem to end his cycle in Opus 21; however, it is
remarkable that Pierrot appears here in a similar, biedermeier-like posture, observing the
world from the protected position of his window.170 I argue that Pierrot's retreat to a
bourgeois space is a thought-provoking conclusion in Giraud's and Schoenberg's
representations which contradicts to the nightmarish journey of Pierrot. To the best of my
knowledge, this aspect of Pierrot Lunaire Opus 21 has not been sufficiently explored and
requires further attention. This ending appears to bear an ironical note: Pierrot, who
embraced l'art pour l'art during the cycle, chooses at the end the comfort and safety of
his home. This ending may point to those artists who sacrificed their experimental art for
a convenient conformity.
The German poet Otto Erich Hartleben (1864–1905) completed the translations of
Giraud's poems in 1891. Hartleben was an author of novels, dramas and poems, as well
as a founder of literary magazines and clubs. While his œuvre has been more or less

169 Giraud and Richter, Albert Giraud’s Pierrot Lunaire, 100.
170 “ […] And from my window framed in sunlight, I freely gaze on the dear world.” (Pierrot Lunaire
Opus 21, No. 21. Translation: Ingolf Dahl)
Peters says that the view through the window – both an experience of limitation and of open space – is
often interpreted as a symbol for a biedermeier sentiment. Anja Peters, Die rechte Schau: Blick, Macht
und Geschlecht in Annette von Droste-Hülshoffs Verserzählungen (Paderborn: Verlag Ferd. Schöningh
GmbH & Co KG, 2004), 52. As the “Fensterblick” was frequently used in Romantic poetry (see:
Joseph von Eichendorff, Sehnsucht) and the visual arts (see: Caspar David Fridrich, Frau am Fenster),
Schoenberg was probably aware of the impact of the “Fensterblick.”
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forgotten today, he was a popular playwright during his lifetime. In addition to Giraud's
Pierrot, he translated plays by the Norwegian author and feminist Amalie Skram and by
the French-Belgian author Maurice Maeterlinck. His translations highlight his artistic aim
of engaging with the original text in a creative way. In a letter to the writer Otto Julius
Bierbaum, Hartleben emphasized his independence from Giraud's work:
However – much from these translations belong to me. I often did not "translate,”
but only took a motif from the French poems and wrote my own. Whether this is
“allowed” or not, I couldn't care less. […] I hope that the verses do not really give
the impression of translations.171
Hartleben's version is characterized by a new, distinct and unique tone despite the
unifying thematic elements. Many issues related to the standards, modes and concepts of
translation based on a conventional understanding of the relationship between original vs.
translation, are involved in the discussion of the French and German texts of Pierrot
Lunaire. Instead of reproducing the text in terms of equivalence, Hartleben takes a
hermeneutic approach of translating literary texts, an approach, which corresponds to
Venuti's view of translation. Venuti advocates translations which inscribe a unique
interpretation into the translating language and culture. Hartleben recreated Giraud's
Pierrot within a different cultural context. While the original text was imbedded in
French symbolism, the translation is situated within the environments of German

171 This is my abridged translation. The full quote in German reads “Allerdings – von diesen
Übersetzungen gehört viel mir. Ich habe vielfach überhaupt nicht “übersetzt,” sondern nur ein Motiv
aus dem französischen Gedichte genommen und darüber meins geschrieben. Ob das “erlaubt” ist oder
nicht, ist mir schnuppe, [wenn nur was dabei herauskommt. Ich 'arbeite' an dieser Sammlung seit 1886,
also sechs Jahre. Immer wieder bin ich mit zäher Liebe daran gegangen, manches ist drei–, viermal
gedichtet.] Ich hoffe also, dass die Verse wirklich nicht den Eindruck von Übersetzungen machen.”
Otto Erich Harleben, letter to Otto Julius Bierbaum. Quoted after Susan Youens, “Excavation and
Allegory, the Texts of Pierrot Lunaire,” 103.
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modernism. In so doing, Hartleben transformed important aspects of the work. Hence, the
reader now experiences Hartleben's idea of Pierrot.
In 1893, Hartleben's translation of Pierrot Lunaire was published in Berlin by the
“Verlag Deutscher Phantasten.” The poems are shorter and often point out the ironic
notion in a more immediate way. In no. 9, “Supplique” (Supplication), Hartleben
sharpened the ironic tone by transforming Giraud's Romantic transfiguration of Pierrot
into grotesque images.
Pierrot Lunaire, no. 31 Giraud: “Supplique” (Supplication, third stanza) – Hartleben:
“Gebet an Pierrot” (Prayer to Pierrot, third stanza)
Supplique:
Quand me rendras-tu, porte-lyre,
Guérisseur de l'esprit blessé,
Neige adorable du passé,
Face de Lune, blanc messire,
O Pierrot! Le ressort du rire?

Supplication
When will you give back to me,
Lyre-player, healer of the wounded soul,
Beloved snow of yesterday,
Moonface, royal sire in white,
Pierrot, the key of laughter?172

Gebet an Pierrot
O gib mir wieder,
Rossarzt der Seele,
Schneemann der Lyrik,
Durchlaucht vom Monde,
Pierrot – mein Lachen.

Prayer to Pierrot
O give me once more
Horse-doctor of souls
Snowman of lyrics
Moon's maharajah
Pierrot—my laughter!173

Hartleben changed the tone of the poem. Giraud's long gestures are shortened into an
immediate expression. While the reader of Giraud's poem is immersed in the mournful
sentiments of the lyrical subject, Hartleben sharpened the notion of self-pity, creating a

172 Giraud and Richter, Albert Giraud’s Pierrot Lunaire, 62/63.
173 Translation: Ingolf Dahl
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moment that is both more critical and more amusing.
Giraud's poems awaken a nostalgic feeling, grief over loss, which Hartleben
ridiculed, particularly through the translation of “face de lune (moonface)” as
“Schneemann” (snow man). While Giraud's lyrical subject described his situation in an
emotional, decorative style, Hartleben's poetical glorification of the moon, in contrast,
has a comical effect which creates a distance between the reader and the experience of the
aesthetic subject. Pierrot, the protagonist of the symbolist poems by Giraud, is recreated
as the anti-hero of German expressionism. While he is still recognizable as the stock
figure, his characteristics are now adapted to a new time and language, both in terms of
style and culture.
Many studies of Schoenberg's Pierrot Lunaire Opus 21 conclude that Hartleben's
work is superior to that of Giraud. Yuens notes that the Hartleben translation transcended
the source text.174 Dunsby writes that “Albert Giraud's 1884 cycle of fifty poems […] was
translated into German, and considerably improved, by Otto Erich Hartleben.” 175
Unfortunately, the authors do not provide evidence for these claims. While a comparison
between original and translation may be useful, this translation should be viewed as a
representation in its own right. With his translation, Hartleben not only created an
expressionist version of Pierrot, he also commented critically on the symbolist approach
by ironically distorting the original version. At first sight, Hartleben's version seems to
violate and domesticate the original through his free translation for a new readership and
174 “Hartleben utterly transforms Giraud's poetry for the better―immeasurably better. It is a rare
occurrence when a translation transcends its source, when literature of less than the first rank is
elevated to a considerable higher level through the intermediary of the translator.” (Youens,
“Excavation and Allegory, the Texts of Pierrot Lunaire,” 103.)
175 Jonathan Dunsby, Schoenberg, Pierrot Lunaire (New York: Cambridge University Press, 1992), 21.
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environment. I argue that it is possible to compare the different interpretations of Pierrot
as independent poetic manifestations. Hartleben's literary translation is in itself a creative
act and transcends the original. Such a work of translation is neither “better” or “worse,”
than another translation, but different and its analysis requires literary-critical
competence. This notion applies particularly to the Pierrot translation since Hartleben did
not aim to create an authentic copy. Future scholarship should focus on the underlying
literary discussion, the representation of symbolist ideas in an expressionistic poem. To
the best of my knowledge, no one has ever undertaken a critical literary analysis of the
poems by Hartleben and Giraud. One hopes that future investigations will tackle this
issue.
Further, there is a recurring misinterpretation of the relationship between the
original and translated text. Frequently, Pierrot Lunaire by Giraud is used as a translation
of the Hartleben text. Universal Edition contains a section with translations of the
German poems in English and French. The editor's decision to use Giraud poems as a
“translation” into French is the result of a misunderstanding of the status of literary
translations in relationship to the original text. As Hartleben's text is not an exact replica
or imitation of Giraud's work, one should consider Hartleben as an original author. The
French listener of Pierrot Lunaire Opus 21 will probably not be able to gain any
understanding of the poems' contents (written by Hartleben) through reading Giraud. The
text will just provide the experience of the symbolist Pierrot. However, Schoenberg's
music is linked to Hartleben's expressionist reading of the text. While Giraud should be
presented as the original text, a French re-translation of Hartleben's version is needed in
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order to indicate its meaning and also to highlight the differences between the poetic
representations by Giraud and Hartleben..
In conclusion, the discussion of original vs. translated work begins not in Los
Angeles with Dahl's English translation of Harteben's text, but in the late nineteenth
century, when Hartleben engaged with Giraud's work. Giraud's Pierrot inspired Hartleben
to transcend the story and provide it with new meanings. Hence, his Pierrot Lunaire
demands an appropriate treatment as a creative work in its own right, and should be
recognized as an independent adaptation, or even a new work.

3.3. Schoenberg's Artistic Environment: Influences of Art and Literature on Pierrot
Lunaire Opus 21
Musicologist Walter Frisch's investigations of modernism highlight the Sonderweg
(special path) of the German movement, characterized by nostalgia, Romantic longing
and the artists' self-imposed isolation, on the one hand, and the urge to move away from
the past by using distancing stylistic devices of irony and cynicism, on the other.176 New
vehicles and places were used to express the shifts of artistic motivation. An important
stage for the performing arts was the cabaret, which flourished first in Paris (Le Chat
Noir, 1881-1897) and became a model for similar venues in Europe. The cabaret was an
important centre for the fin-de-siecle circles and a location for artists to present their
works.
In 1901, as a young composer, Schoenberg was a musical director at a literary
cabaret in Berlin, called “Überbrettl.” “Überbrettl” was “the first German cabaret based
176 See Frisch, German Modernism, 8.
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on the Parisian model of a counter-cultural venue, where young artists would present
songs and sketches of social criticism and satires.” 177 According to Frisch, Schoenberg's
compositions for the “Überbrettl” stages show “a good command of the chatty, racy
cabaret singing-speaking style.”178 Although Pierrot cannot be understood as part of the
cabaret repertoire, and the Sprechstimme differs from the cabaret performance style, it
still appears that the style and atmosphere of the Berlin cabaret stage had a strong
influence on the composition of Pierrot.
Pierrot was conceived at a time when Schoenberg sought inspiration from visual,
as well as from literary artists. Art as organic work, he claimed, demanded a holistic
perception. In his important essay on expressionistic art, Das Verhältnis zum Text, which
he wrote in the same year as Pierrot Lunaire Opus 21, he expressed his own
interpretation of Expressionism and highlighted the pioneering role of music:
When Karl Kraus calls language the mother of thought, and Wassily Kandinsky
and Oskar Kokoschka paint pictures the objective theme of which is hardly more
than an excuse to improvise in colours and forms and to express themselves as
only the musician expressed himself until now, these are the symptoms of a
gradually expanding knowledge of the true nature of art.179
The fact that Schoenberg formulated his outlook on modern art at the very same
time that he composed Pierrot raises the possibility of a very real connection between the
two. Was Pierrot an attempt to translate his concept of art, as well as literary and visual
stimuli into a musical representation?
Sigmund Freud's theories which claimed that humans are driven by the forces of

177 Frisch. “Schoenberg's Lieder,” 20.
178 Ibid.
179 Schoenberg, Stein, and Black, Style and Idea, 144/45.
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the subconscious mind had a significant impact on the culture of the early twentieth
century and a strong influence on modernism. Auner denies that Schoenberg directly
addressed Freud's concepts or aimed to artistically approach matters of psychoanalysis,
but asserts that “Schoenberg's conception of the unconscious no doubt draws in part on
what was generally known of Freud's writings.”180 While one cannot provide evidence of
the influence of Freud's ideas on Schoenberg, we may still assume that the new insights
into the self that were being debated in the public sphere at the time had a strong impact
on his works. In 1909, Schoenberg used the text of psychoanalyst and sex pedagogue
Marie Pappenheimer for the composition of a nightmarish vision, the one-act melodrama
Erwartung Opus 17, which offered a study into the human psyche under great
psychological stress. Pierrot's journey in Opus 21 relates to the repressed collective
subconscious: the artist's illusions and surreal imaginations, which are deeply anchored in
the artist's mind. Artistic expression, then, resonates in the dynamic presentations of
subconscious intentions and feelings. Pierrot as alter ego of the modern artist exemplified
that notion, as Pierrot became a victim of his senses, urged on by both suffering and
pleasure.
Schoenberg's friendship with Vassily Kandinsky, one of the groundbreaking artists
of the twentieth century, has often been discussed as an “historic artistic relationship.” 181
The connection between these two artists served as a bridge between musical and visual
arts. The friendship resulted in artistic collaborations, in which music and painting were
discussed, and the aims and goals of art were assessed and formulated. Frisch particularly
180 Auner, A Schoenberg Reader, 89.
181 J.B.M. Janssen, “Introduction: The Schönberg – Kandinsky Symposium,” in Schoenberg and
Kandinsky, edited by Konrad Boehmer, xvii.
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emphasizes the impact of music as inspiration for the visual arts.
In January 1911, Kandinsky heard a concert of Schoenberg's works. Frisch reports
that “the program included Lieder, the First and Second Quartets, opp.7 and 10; and the
Piano Pieces, op. 11.”182 Under the impact of the music, Kandinsky created the oil
painting Impressions III (Concert). Later, he also expressed his stylistic kinship with
Schoenberg's compositional approach in a letter to the composer and then explained how
he attempted to emulate Schoenberg's achievement in his paintings.183 Music became for
Kandinsky an immediate model for abstract art; a model that offered profound,
transcendental expression and served as an ideal. This music, for Kandinsky,
demonstrated how art (both music and painting) should express the same powers in their
respective forms.184 The analogies between visual arts and music manifested themselves
not in a synesthetic approach, such as hearing colors or seeing sounds, but in what
Theodor Adorno called “Convergence.”185 “Convergence” is not a direct connection or
even merger between the different forms of Expressionistic art, but instead, a
182 Frisch, German Modernism, 118.
183 Sie haben in Ihren Werken das verwirklicht, wonach ich in freilich unbestimmter Form in der Musik so
eine große Sehnsucht hatte. Das selbständige Gehen durch eigene Schicksale, das eigene Leben der
einzelnen Stimmen in Ihren Compositionen ist gerade das, was auch ich in malerischer Form zu finden
versuche.“(Kandinsky to Schoenberg, 18.1.1911, quoted after Jelena Hahl-Koch, Arnold Schönberg,
and Wassily Kandinsky: Briefe, Bilder und Dokumente einer außergewöhnlichen Begegnung.
(München: DTV Deutscher Taschenbuch, 1985), 19.
184 “I saw all colors in my mind, they stood before my eyes. Wild almost crazy lines were sketched in front
of me. I did not dare use the expression that Wagner had 'painted' my hour musically. It became,
however, quite clear to me that art in general was far more powerful than I had thought, and on the
other hand, that painting could develop just such powers as music possesses.” Quoted after Frisch,
German Modernism, 115.
185 “Theodor Adorno's remarks in a 1965 essay about 'some relationship' between music and painting can
serve as a point of entry into the subject.[…] Adorno proposes the category of convergence
(Konvergenz) to describe the way that music and painting can be said to relate to each other most
authentically and convincingly. Convergence is not achieved when music or painting attempts to
resemble the other art through what Adorno calls pseudomorphosis, or false transformation. […]
Adorno sees convergence between nonobjective painting and 'tonality-free' music, which both yield to
their impulses of 'pure expression.'” Frisch, German Modernism, 89/90.
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concentration on the same ideas and concepts (non-objectivity, atonality) to achieve pure
expression in the respective art forms.
To document their ideas, Kandinsky and Franz Marc founded Der Blaue Reiter
Almanach in 1911. The Almanach called for a wide range of ideas and expressions and
thus encouraged a general collaboration in the arts. Schoenberg's writing Das Verhältnis
zum Text was published first in the Almanac.186 The first edition articulated a vision of art
centered on the concept of “subjective expression of an inner necessity” 187 and of art that
rejected the separation between images, sound and words―in order to achieve an
integrated aesthetic experience. I think that Pierrot as an abstract symbol of both the
modern artist and the artist's attitude, might have served as an overarching symbol that
represented the modern artists' aims and desires for aesthetic unity and common positions
and objectives.
While the friendship with Kandinsky shaped Schoenberg's goals of artistic
expressionism, another significant influence on his compositional development were the
ideas of language critic Karl Kraus. In the early twentieth century Kraus aimed to
reconcile language and thought. In the periodical Die Fackel, Kraus drew attention to the
exploitation and misuse of language, particularly, the attempts to influence the reader's
thought through stylistic devices. In 1909, he wrote
There are two kinds of writers, those who are and those who aren't. With the first,
content and form belong together like soul and body; with the second, content and
form fit together like body and clothing.188

186 Hans Konrad Röthel, The Blue Rider (München: Praeger Publishers, 1971).
187 Ibid., 29.
188 Karl Kraus, Beim Wort genommen, (München: Kosel Verlag, 1955), 111. Translation: Bill Vallicella.
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Kraus called for a holistic mode of expression, in which a thought was expressed
precisely, eschewing the use of ornamental language and style. At the same time,
Schoenberg established the categories of style and idea as the main parameters for
distinguishing between inferior and superior musical art respectively. While a unity
between content and expression forms the basis of Schoenberg's definition of der
musikalische Gedanke (the musical thought), he attacked music that was based on
ornamental style as superficial and inadequate. Kraus's language concept inspired
Schoenberg's idea of the musical thought:
If the idea is expressed in language and follows its rules, as well as the general
rules of thought, then the expression of the musical idea is possible in only one
way, through tones; and the idea obeys the rules of tones as well as corresponding
approximately to the rules of thought.189
Matthias Schmidt also points to a particular relationship between the concept of
Sprechstimme and Kraus's theatrical public lectures which he held between 1910 and
1936: Schoenberg heard Kraus's lecture on 3 May 1910 and may have listened to
additional recitations before his move to Berlin. The melodramatic employment of the
voice in Kraus's readings might have influenced the style of Sprechstimme.190 Timms
provides a description of Kraus's theatrical setting for his lectures:
They were performances. The setting itself […] created an atmosphere of theatre
– the large, darkened hall, the single illuminated table, the frenetic applause of the
audience […]. This is a stage, on which the author performs his works for us. This
is the reason for the screen, on which the author performs his works for us.191
189 Schoenberg, Gedanke Manuscript. Quoted after Alexander Goehr, “Schoenberg and Karl Kraus: The
Idea behind the Music,” Music Analysis 4, no. 1/2 (March 1, 1985): 63.
190 Matthias Schmidt, “Musik ohne Noten: Arnold Schönbergs 'Pierrot Lunaire' und Karl Kraus,” Studien
Zur Musikwissenschaft 47 (January 1, 1999): 376.
191 Edward Timms, Karl Kraus, Apocalyptic Satirist: Culture and Catastrophe in Habsburg Vienna (New
Haven: Yale University Press, 1989), 178.

87

Thus, Pierrot was created in the context of the general cultural environment at the
time and was also influenced by Schoenberg's personal interaction with artists and writers
from Russia and Vienna. His Pierrot reflects on ideas within a cultural environment in
which artists turned to abstraction, irony and parody in order to overcome the past and
rejuvenate artistic expression. Pierrot as aesthetic figure symbolized the situation of the
artist who was trapped between nostalgia and the urge for progress in the arts. As a
composition, the work incorporates the traditional form of the nineteenth- century Lied
and the ironic notion of the cabaret, both artistic values of the nineteenth century (as
discussed by the Blue Rider Group), as well as Kraus's call for a re-consideration of
language. Pierrot is, then, not entirely a musical art work, but appears to relate to the
Gesamtkunstwerk, but only with an ironic twist. I argue that Schoenberg's engagement
with the artistic past and present aimed to extend traditional boundaries and limits.

3.4. A New Poetic Interpretation: Pierrot Lunaire Opus 21
Schoenberg encountered the text of Pierrot Lunaire in 1912, when the wealthy Leipzig
diseuse Albertine Zehme asked him to compose a melodrama based on the Hartleben
translation of Giraud's Pierrot Lunaire. Zehme had conceived of a piece for voice and
piano, but Schoenberg included seven additional instruments in the course of the
composition (flute, doubling on piccolo; clarinet, doubling on bass clarinet; violin,
doubling on viola; and cello). Pierrot was a commissioned piece and provided
Schoenberg with an income. Schoenberg's Berliner Tagebuch indicates an initial
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enthusiasm for Hartleben's poems, which, for a short period, was overshadowed by
financial arguments with Zehme. Schoenberg began to compose Pierrot in March 1912.192
The piece was – in Pierre Boulez's words – “eine wienerische commedia dell'arte
im Geschmack der Zeit”193 (a Viennese commedia dell'arte in the taste of the time), but
premiered in Berlin's Choralion-Saal on 16 October 1912. Timms comments on the
ironic nature of the piece:
the score of Pierrot is pervaded with irony, sarcasm and parody, as Schoenberg's
music very often comments rather than expresses itself directly. This is a different
role for music from the one that it plays in Schoenberg's songs, in which the
composer speaks with the same voice as the poet, underscoring his romantic
pathos as something genuine, something that can be heightened by music. Here,
to the contrary, Pierrot's voice is satirized by that of the composer. The satire is
accomplished, first, by moving the burden of expressivity almost fully to the
instruments. [...] Their music comments upon the poetry and its recitation, mainly
by ironic allusions to existing musical styles and forms.194
Schoenberg's composition seems to enhance the ironic potential of the literary
work through his musical setting of the texts. While Hartleben's translation incorporated a
192 On January 28, Schoenberg notes: “Dagegen Vorschlag, zu Frau Dr. Zehmes Vortragsabsichten einen
Zyklus 'Pierrot Lunaire' zu komponieren. Stellt hohes Honorar (1000 Mark) in Aussicht. Habe Vorwort
gelesen, Gedichte angeschaut, bin begeistert. Glänzende Idee, ganz in meinem Sinn. Würde das auch
ganz ohne Honorar machen wollen. Deshalb auch anderen Vorschlag gemacht: statt Honorar
Aufführungstantiemen. Annehmbarer für mich, weil ich ja doch nicht auf Bestellung arbeiten kann.”
Josef Rufer and Arnold Schönberg, Berliner Tagebuch (Frankfurt am Main ; Berlin ; Wien: Propyläen
Verlag, 1982), 12. However, on February 18, Schoenberg apparently planned to abandon the
composition: “Frau Dr. Zehme zögert, meine Bedingungen anzunehmen. Sehr unangenehm, da ich auf
das Geld sehr gehofft habe. Fühle mich aber doch sehr erleichtert, weil es mich bedrückt hat, daß ich
etwas komponieren soll, wozu es mich nicht gedrängt hat. Es scheint, mein Schicksal will mich vor
jeder noch so kleinen künstlerischen Sünde bewahren. Denn wenn ich selbst einmal nicht den Mut
habe, einen sich bietenden Geldbetrag, den ich sehr nötig brauche, abzuweisen, dann wird aus der
Sache nichts.” Ibid., 26. Only two weeks later, Schoenberg wrote the first setting of Pierrot: “Gestern,
12. März, schrieb ich das erste von den 'Pierrot Lunaire' Melodramen. Ich glaube, es ist sehr gut
geworden. Das gibt viele Anregungen. Und ich gehe unbedingt, das spüre ich, einem neuen Ausdruck
entgegen. Die Klänge werden hier ein geradezu tierisch unmittelbarer Ausdruck sinnlicher und
seelischer Bewegungen. Fast ob alles direkt übertragen wäre.” Ibid., 34.
193 Pierre Boulez, quoted after Matthias Schmidt, “Musik ohne Noten: Arnold Schönbergs 'Pierrot Lunaire'
und Karl Kraus,” 367.
194 Timms, Karl Kraus, Apocalyptic Satirist, 130.
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discussion of Giraud's symbolist representation of Pierrot and adapted it to German
expressionism, Schoenberg used the instruments as expressive elements. The nineteenth
century Lied embodied a new artistic unity in which the poetic word was transformed into
music. Schoenberg changed the relationship between music and text. Pierrot manifests
his urge to move away from past stylistic restrictions and boundaries, and appears to be
rooted in the compositional idea that he formulated in 1910:
I am conscious of having broken through every restriction of a bygone aesthetic;
and though the goal toward which I am striving appears to be a certain one, I
nonetheless already feel the resistance I will have to overcome; I feel how hotly
even the least of temperaments will rise in revolt, and suspect that even those who
have so far believed in me will not want to acknowledge the necessity of this
development.195
Pierrot, then, manifests Schoenberg's idea to re-consider and vary the methods
and concepts of the nineteenth century. The vocal part is ironically mutated: The piece
requires that the singer uses the technique of Sprechstimme; a vocal style that is neither
singing nor speaking, and that demands of the performer to immediately abandon the
pitch by falling or rising.196 This style of a notated speech, spoken to music, is
reminiscent of the melodrama, a technique of “using short passages of music in
alternation with or accompanying the spoken word to heighten its dramatic effect,
[…].”197 While melodrama was used to enforce the impact of the word in the eighteenth

195 Auner, A Schoenberg Reader, 78.
196 In the foreword to the score, Schoenberg writes “the sung tone maintains the pitch unaltered; the
spoken tone does indicate it, but immediately abandons it again by falling or rising.” Arnold
Schönberg, Pierrot lunaire, Op. 21, UE34806, Neue Studienpartituren-Reihe (Vienna: Universal
Edition, n.d.), Composer’s Foreword.
197 Anne Dhu McLucas, “Melodrama,” Grove Music Online [Electronic Resource] (Oxford: Oxford
University Press, 2001).

90
century,198 composers of the nineteenth century, such as Engelbert Humperdinck, claimed
the “rebirth of the melodrama” as an extension of operatic techniques, in order “to bring
reality to the stage.”199
Many of Schoenberg's contemporaries, such as the composers Giacomo Puccini
or Richard Strauss, included melodramatic passages in their operas. Melodrama seemed
in many ways to constitute an extension of Wagner's opera techniques, however, Wagner
himself called it “a genre of the most disagreeable mixture.” 200 Kravitt notes that
Humperdinck, in his opera Königskinder “specified the inflections, pitch, and
accentuation” for the performing actors.201 This concept might have influenced
Schoenberg. The similarities between Humperdinck's melodramatic notation in
Königskinder, and in Schoenberg's Glückliche Hand Opus 18 as well as in Pierrot
Lunaire. are obvious.202 In both works, approximate pitches are indicated, and the
rhythmic arrangement is notated. It is likely that the compositional method of the
198 The French philosopher Jean Jacques Rousseau wrote the first drama that included instrumental
musical passages which introduced and highlighted speech. Rousseau perceived this technique as
useful in making the French language sound musically. Rousseau, in explaining his drama Pygmalion,
writes: “Persuaded that the French language, destitute of all accent, is not at all suitable for music,
particularly recitative, I invented a kind of drama in which the words and the music followed each
other successively instead of coinciding, and in which the spoken phrases were in some sense
announced and prepared by the musical phrases.” Rousseau, cited after John F. Strauss, “Jean Jacques
Rousseau: Musician,” The Musical Quarterly 64, no. 4 (October 1, 1978): 481. The composer Georg
Benda, who also used the technique of the melodrama for settings of Medea and Ariadne auf Tauris,
stated that “this music conforms to the text underlay.” Benda, quoted in McLucas, “Melodrama.”
Benda's directions indicate the specific German form of the melodrama, which, in contrast to the
French, “tended towards continuity of musical thought.” Peter Branscombe, “Melodrama,” Grove
Music Online [Electronic Resource] (2001: Oxford University Press, n.d.).
199 Humperdinck's full quote reads: “Our modern opera is taking a path that must lead to the melodrama.
With the dominant endeavors of our time which no one can avoid, to bring reality to the stage, one
must find a form that is suitable to this trend, and in my opinion the melodrama is that form...”(cited
after: Edward F. Kravitt, “The Joining of Words and Music in Late Romantic Melodrama,” The
Musical Quarterly 62, no. 4 (October 1, 1976): 572.
200 See: McLucas, “Melodrama.”
201 Kravitt, “The Joining of Words and Music in Late Romantic Melodrama,” 575.
202 Ibid., 575–76.
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Hexenlied (1902) by Max von Schilling also had an impact on Pierrot Lunaire, since
Schillings dramatic composition presented a new fusion between literature and music. In
earlier representations of the melodrama, music was used to highlight the dramatic
intention of the text, while in Schilling’s composition the instrumental music actually
conveys the lyrical expression.203 This method bears a resemblance to Schoenberg's
instructions to the performer to avoid deriving “the mood and character of the individual
pieces from the meaning of the words, but always solely from the music.”204
However, Pierrot seems to radically exaggerate the traditional notions of the
melodrama. Schoenberg's Sprechstimme dictates the individual expression for the reciter
in a way that contradicted the traditional melodramas of the late nineteenth and early
twentieth centuries, which were strongly dominated by their reciters, e.g. the
performances of actors such as Ludwig Wüllner. Kurth summarizes Schoenberg's
progressive further development of the melodrama:
The use of Sprechstimme, so distinct from conventional recitation, inserts another
link in the metaleptic chain of transcriptions leading to Schoenberg's Pierrot
Lunaire. Thoroughly modernist in effect, Schoenberg's Sprechstimme is a
representation of speech and a substitute for both speech and song. It emphasizes
its own peculiarity and disorients the listener's customary response to words'
sounds and meaning, precisely because it involves both alphabetic writing and
musical writing, and is therefore determined by its notational representation even
more than is conventional speech.205

203 Kravitt notes that “Schilling constructs […] passages in which the words and the music are heard
simultaneously... in two general ways: by allowing the music to prevail or to receive slightly more
attention than the words; or by allowing the drama to prevail or to be of equal importance to the
music.” Ibid., 582.
204 Arnold Schoenberg, Pierrot lunaire, Op. 21. UE34806. Neue Studienpartituren-Reihe (Vienna:
Universal Edition, n.d.), preface.
205 Richard Kurth, “Pierrot’s Cave: Representation, Reverberation, Radiance,” in Schoenberg and Words:
The Modernist Years, edited by Charlotte Marie Cross (New York and London: Garland Publishing
Inc., 2000), 211.
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The rhythmic-metric recital style exaggerates the nature of speech and distorts a
common, familiar flow of speech through the use of musical notation. The resulting
sound requires the listener to engage in new ways with the words. By composing Pierrot,
Schoenberg went far beyond adding technical changes to the traditional genre of the
melodrama: He completely transformed it. In his expressionistic representation, speech
became music and was subjected to the musical notation. Schoenberg also changed the
function of the instruments from being a supporting accompaniment they became a
vehicle for the delivery of content. Schoenberg extended the tradition of the melodrama
by adopting an ironic-critical distance.
Schoenberg chose twenty-one poems from Hartleben's adaptations and arranged
the order of the individual poems in a way that preserved and extended literary and
dramatic characteristics. Floros describes Schoenberg's interpretation as an admirable
congruence between poetry and music and offers several examples to underline his point.
For example the “Valse de Chopin” (no. 5) is composed as a slow waltz. The image of the
mater dolorosa “Mutter aller Schmerzen” (Mother of all Sorrows, no. 6 “Madonna”)
alludes to old church sonatas in the pizzicato eighth notes of the cello. For Cronos, the
most interesting melodrama is “Parodie” (no. 17). In the part “Der Mond, der böse
Spoetter, äfft nach mit seinen Strahlen” (The moon, the cruel mocker, is aping with its
bright rays),206 Schoenberg turns this literary idea into music with a three- voice canon
that he ends as a four- voice double canon. In the score, one reads: “Klarinette imitiert
genau den Vortrag der Bratsche” (Clarinet imitates exactly the viola) which points to the
206 Translation: Ingolf Dahl
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poetic meaning of the text.207
Through his new organization of the poems, Schoenberg established a narrative
structure. The lyrical subject of the Hartleben poems was transformed into a narrating
instance, transforming Pierrot from a stock character in detached, unrelated scenic
depictions, to an “anti-hero” who changes during the three sections of the work. Youens
interprets Schoenberg's version of Pierrot as a story of reconciliation:
In the first group of seven poems, Schoenberg first presents the poet revelling in
the source of poetry, or moonlight, rejecting the past – symbolized by the crystal
–, then growing swiftly more disturbed, his mind more and more diseased and
disordered. In the second and central cycle, night descends, and terror, death,
poetic martyrdom and sterility close in, and in the final cycle, he becomes
reconciled with his past, with poetic tradition, and returns home.208
I argue that Schoenberg’s arrangement implies a critical interrogation of the true
nature of music. Pierrot's desire for the purity of the moonbeam, mixed with his affection
for the material, “rote fürstliche Rubine,” (princely, luminous red rubies), 209 from no. 10
“Raub,” could be understood as a poetic ironic contribution to the discussion of whether
the sublimity of music is defined in its purity – and alone in its formal structure – or
whether music needs the weight of material to bind its content to the human world. His
struggle with the Bohemian character of Cassander and finally his return to a space, full
of light and equipped with Early-Romantic features: “O alter Duft von Märchenzeit” (O
fragrance old – from days of yore210) in no. 21 alludes to common literary symbols,
referring to the nineteenth century.
207 Constantin Floros, Neue Ohren für neue Musik: Streifzüge durch die Musik des 20. und 21.
Jahrhunderts (Mainz: Schott Music GmbH & Co KG, Mainz, 2006), 78–82.
208 Youens, “Excavation and Allegory, the Texts of Pierrot Lunaire,” 107.
209 Translation: Ingolf Dahl
210 Translation: Ingolf Dahl
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The significance of Pierrot as an icon of the modern artist is documented in a note
from Schoenberg to Alexander von Zemlinsky in 1916:
It is banal to say that we [artists] are all moonstruck fools; what the poet means is
that we are trying our best to wipe off the imaginary moon spots from our
clothing at the same time that we worship our crosses. [In Hartleben's 'Die
Kreuze' poems are said to be the crosses on which the poet is hung to receive the
derision of society.] Let us be thankful that we have our wounds [from the cross]:
With them we have something that helps us to place a low value on matter. From
the scorn for our wounds comes our scorn for our enemies and our power to
sacrifice our lives to a moonbeam. One could easily get emotional by thinking
about the Pierrot poetry. But for the cuckoo is anything more important than the
price of grain.211
The poetic significance of Schoenberg's arrangement cannot be underestimated.
Schoenberg created literary content by linking individual poems and was also building on
the tradition of Pierrot’s imaginings and incarnations. Musically, Schoenberg broke with
the system of tonality and radically extended the boundaries of the voice. However, that
revolutionary approach was rooted in a musical past: He perceived his composition as a
type of musical progress that was based on the extension of a tradition. Pierrot could be
seen as a symbol for artistic development: Through his ability to change, adapt and
transform, he bridged the gap between tradition and modernity.
Closely related to Pierrot's transformation in Opus 21 was the question of the
performance language of Pierrot. In 1919, Maurice Ravel, who apparently planned a
performance in French,212 contacted Arnold Schoenberg via Alma Mahler-Werfel, a
prominent figure of the Viennese art scene during the early twentieth century. She wrote:
Ravel greets sincerely and lets you know that the youth of Paris is looking
211 Schoenberg, quoted after Bryan R. Simms, The Atonal Music of Arnold Schoenberg, 1908-1923
(Oxford; New York: Oxford University, 2000), 126.
212 To the best of my knowledge, that performance did not take place.
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forward to you. He asks how he could perform the Pierrot Lunaire in Paris. He
does not dare to do the German text in Paris yet, and the French version does not
fit into your music. He asks you about a few words. Could he fit the French words
into [the piece] where it is necessary?213
This quote addresses a number of issues and aspects regarding the international
reception of Pierrot during the first half of the twentieth century. Firstly, Schoenberg
attracted a young, European audience that identified with modernity and aimed to
experience something “new.” Secondly, performing Pierrot was not necessarily bound to
the German language. The early Pierrot posters – including the poster for the premiere –
indicated Giraud as original author and Hartleben as translator. The identification of
Giraud as the original author indirectly reinforced the notion of a performance of the
work in French. Thirdly, the quote alludes to the fact that performing the work in a
language other than German prefigured efforts to create a satisfactory translation for the
texts of Pierrot during Schoenberg's lifetime. Furthermore, the Sprechstimme
foregrounded the German language in a much stronger way than the singing voice – a
factor that was problematic in countries where German was perceived as the voice of the
enemy. Finally, in his letter Ravel recognizes that the Giraud poems could not replace the
Hartleben text, because of significant differences between the original text and its
German adaptation.
These circumstances did not facilitate an easy transition of Pierrot into other
213 “Ravel lässt Sie sehr grüßen und Ihnen sagen, dass die Jugend von Paris sich nur auf Sie freut. Er lässt
Sie fragen – wie er den Pierrot lunaire in Paris aufführen könnte, was er sich sehr wünscht. – Mit dem
deutschen Text getraut er sich das in Paris noch nicht zu machen und der französische Original text
passt nicht in ihre Musik hinein. – Er bittet Sie sehr um ein paar Worte – wie er das einrichten soll.
Darf er die französischen Worte dort hineinändern, wo es notwendig ist.” Haide Tenner, Alma Mahler Arnold Schönberg. “Ich möchte so lange leben, als ich Ihnen dankbar sein kann”. Der Briefwechsel
(St Pölten: Residenz Verlag), 164.
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languages. The problems of translating Pierrot were particularly obvious in the French
performance of Pierrot at Alma Mahler's Roter Musiksalon/Vienna in 1922. A German
performance was undertaken by Erwin Stein with Erika Wagner as Sprechstimme, which
was followed by a performance conducted by French composer Darius Milhaud. The
performer of the French version was Marya Freund who presented her own translation of
the Hartleben text. According to Milhaud, the performance in translation was preferred as
“part of our public still found the German language hateful to hear, and it was also better
that the words be understood, especially in a composition such as this, calling for a
peculiar method of speaking on notes.”214 Freund's re-translation of the Hartleben text
was closely drafted in line with Schoenberg's noted pitches.
Milhaud regarded Freund's interpretation as a success and highlighted the
different character of the piece in French and German. After the performance, he noted:
“The French language, being the softer, made all the delicate passages appear the more
subtle; but in the German interpretation the dramatic passages seemed more powerful,
while the delicate ones assumed more weight.” 215 Composer Egon Wellesz who also
attended the concert, described Milhaud's interpretation of the music as “delicate.”216
Yet, Schoenberg rejected Freund's recital style and was deeply dissatisfied with
the performance. Stuckenschmidt reports that Schoenberg, who respected Freund as a
singer, objected to her Pierrot interpretation, as she “sang the part more than Schoenberg
214 Darius Milhaud, “To Arnold Schoenberg on His Seventieth Birthday: Personal Recollections,” The
Musical Quarterly 30, no. 4 (October 1, 1944): 382.
215 Ibid., 383.
216 Andreas Meyer, “Schönberg's Pierrot in Paris: Rezeption, Projektion und Einfluss,” in Pierrot Lunaire.
Albert Giraud – Otto Erich Hartleben – Arnold Schoenberg. Une Collection D’études MusicoLittéraires 2004, edited by Mark Delaere and Jan Herman (Louvain, [Belgium]; Paris: Peeters, 2004),
188.
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wanted […].”217 I think that the reason for Schoenberg's disapproval was that Freund's
translation sacrificed Pierrot's characteristic declamation.
Schoenberg's speaking voice lives essentially on the regular and comparatively
strong accents of the versified language in German, especially when he
exaggerates or composes against the conventions of a dramatic declamation. In
order to incorporate the notated pitches, although these did not harmonize with
the French declamation, Marya Freund had studied the Sprechstimme first as a
singing part and later “smoothed” [verschliffen] the pitches – not enough, as
Schoenberg found, who even years later emphasized how the interpretation of
Freund had infuriated him.218
A performance in Italy in 1924 might shed a different light on the translation
issues of Pierrot. According to Peter Yates, founder and first organizer of the Los Angeles
“Evenings on the Roof” concert series, Schoenberg performed Pierrot “in Italian and
thought that the color of the language perhaps more suitable for the atmosphere he
imagined.”219 Besides the interpretations in translation, Pierrot Lunaire has also been
performed in the medium of dance. In 1922, both Egon Wellesz and Alma Mahler-Werfel
informed Schoenberg of Léonide Massine'd proposal to choreograph a Pierrot
performance by Ballet Russes without Sprechstimme under Milhaud's direction – an
enterprise that Schoenberg rejected.220 In his response to Mahler-Werfel, one finds
217 Hans Heinz Stuckenschmidt, Schoenberg: His Life, World and Work, illustrated edition (London: John
Calder Pub Ltd, 1977), 283.
218 Andreas Meyer, “Schönberg's Pierrot in Paris: Rezeption, Projektion und Einfluss,” in Pierrot Lunaire.
Albert Giraud – Otto Erich Hartleben – Arnold Schoenberg. Une Collection D’études MusicoLittéraires 2004, edited by Mark Delaere and Jan Herman (Louvain, [Belgium]; Paris: Peeters, 2004),
189. (I translated the quote from German)
219 Peter Yates, Twentieth Century Music: Its Evolution from the End of the Harmonic into the Present Era
of Sound (London: Allen & Unwin, 1967), 75. To the best of my knowledge, Schoenberg referred to a
concert given on the Italy tour of 1924. see Auner, A Schoenberg Reader, 268. I have not yet been able
to gain further information about the concert's location, the performer or the translator.
220 Tenner, Alma Mahler - Arnold Schönberg. “Ich möchte so lange leben, als ich Ihnen dankbar sein
kann”. Der Briefwechsel, 186, and Wellesz, letter to Schoenberg, 17 May 1922, Arnold Schoenberg
Collection, Music Division, Library of Congress, (from now on referred to as ASC LC). “Schoenberg
responds to Alma Mahler that the idea “to perform Pierrot withour recitation but with dance goes too
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evidence regarding Schoenberg's view on independent interpretations of Pierrot, which
aimed to free their representations from a strict implementation of the score: “I could say
way more against such a transcription than against any other,” he wrote.221
While Schoenberg apparently disapproved of the use of Pierrot as a basis for
different artistic representations, such artistic manifestations established their own canon:
Many of today's dance choreographies of Pierrot are significant results of cultural
interpretations which highlight the many associations with Pierrot.222 The Japanese
soprano Akiko Nakajima produced a stage production of a Mugen Noh theatre play that
she entitled “Pierrot Lunaire,” which merges Schoenberg's composition with the classical
Japanese musical drama, Nō.223
In 1923, Pierrot had its American premiere in New York City. The performance of
Schoenberg's atonal piece on a New York stage strengthened the city's image as an avantgarde centre outside of Europe, which was ready to receive new and innovative art. In
1913, New York hosted the Armory Show, an international exhibition of modern art that
featured the works of European avant-garde artists. The art of European Impressionists,
Cubists and Expressionists attracted the attention of one hundred thousand people who
saw the exhibition, and consequently fueled the city's reputation as a centre for modern
art. 224
far. Tenner, Alma Mahler - Arnold Schönberg. “Ich möchte so lange leben, als ich Ihnen dankbar sein
kann”. Der Briefwechsel, 187.
221 Ibid.
222 See for example the interpretation by Akiko Nkanjima and Mugen Noah that renders Pierrot in the
style of Japanese Noh-Theatre: Akiko Nakajima und Mugen Noh Pierrot Lunaire Japan Tour, n.d.,
https://www.youtube.com/watch?v=TeYk5SN9Qxg.
223 See: http://akikonakajima.org/pdf/projects/s_pierrot_en2013.pdf
224 The Association of American Painters and Sculptors, founded 1911 at the Madison Gallery /New York,
decided to organize an international exhibition. Kenyon Cox reports that “the masters selected, big or
little, represented some definite breach with accepted authority and tradition [...].” Kenyon Cox et al.,
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However, in North America, Pierrot was not well understood because the history
and features of commedia were generally unknown to audience members and probably
also to many representatives of American music culture. As the public lacked the
necessary knowledge to link Pierrot to the past, I argue that the piece was generally
perceived as a significant example of the European modernist movement, but the
audience could not connect with that part of the works content, which was transmitted by
the text. Hamilton points out that the language of Pierrot was one that the majority of the
audience neither spoke nor understood. The unfamiliar tone and language of the
Sprechstimme was emotionally exaggerated and led to a flat, one-sided interpretation of
Pierrot. “The effect, especially to American listeners unfamiliar with the stylistic context,
was not in the least ironic but intensively emotional, often hysterical.” 225 The New York
audience was – for the most part – not able to engage with the many layers of Pierrot in
the same way as the European audiences who could more easily also appreciate the
cultural framework and backgrounds.
The discussion of the performance language which began with Ravel's request to
Schoenberg in 1919, is closely intertwined with matters of place. The aims and attempts
to translate the text, most notably the French translation by Marya Freund, highlight the
issues and struggles that are involved when dealing with a new mode of vocal expression.
Yet, these attempts also contributed to a discussion and a re-evaluation of traditional work
and performance concepts.

Documents of the 1913 Armory Show: The Electrifying Moment of Modern Art’s American Debut,
trans. Walt Kuhn, First edition (Tucson, AZ: Hol Art Books, 2009), 3.
225 David Hamilton, “Moonlighting,” The New Yorker, April 8, 1974, 130.
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CHAPTER FOUR
New Music and its Ambassadors: Arnold Schoenberg, Peter
Yates, Ingolf Dahl
Both the circumstances of Schoenberg's move to Los Angeles, as well as his North
American works have been exhaustively investigated.226 Yet little attention has been given
to how Schoenberg actually communicated his ideas in the new environment, or to how
this new context affected the performance of works such as Pierrot in the 1930s and
1940s. An examination of Dahl's translation of Pierrot and the performances at the
“Evenings on the Roof” concert series reveals the interplay of musical work and cultural
context and sheds new light on how Pierrot was adapted to, and received in, a new
environment.
Schoenberg was deprived of his cultural heritage when he was forced into exile
after Hitler's rise to power. Schoenberg was of Jewish descent, but attempted to assimilate
into the non-Jewish community in Vienna. He was baptized in 1898. Like many Jewish
contemporaries at the time, he openly expressed his national allegiance to his home
country Austria, e.g. a letter to Alma Mahler-Werfel in 1914. 227 Yet the rising antiSemitism in Austria resulted in increasing persecution of Jewish citizens, including
Schoenberg and his family. During a vacation in Mattsee (Salzburg) in 1921, he was

226 For Schoenberg's North- American life and work, see Joseph Auner, A Schoenberg Reader; Roger
Sessions, “Schoenberg in the United States,” Tempo, New Series, no. 103 (January 1, 1972): 8–17;
Brinkmann, and Wolff, eds., Driven into Paradise.
227 Tenner, Alma Mahler - Arnold Schönberg. “Ich möchte so lange leben, als ich Ihnen dankbar sein
kann”. Der Briefwechsel, 81–85.
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asked to show evidence that he was not Jewish. 228 After the National Socialist Party had
seized power in Germany, Schoenberg's career in Europe came to an end. As a Jew and
therefore as a composer of what was considered “degenerate” art music by the Nazi
regime, his works could neither be performed nor published. During Hitler's reign, human
and civil rights were suppressed and Jews, as well as other ethnic groups, were expelled
from their homes, subjugated under the Nazi dictatorship and dehumanized. Schoenberg
stepped down from his position as director of a composition class at the Prussian
Academy of Fine Arts, Berlin in March 1933 and left Germany, seeking refuge first in
Paris, and then in Barcelona (where his daughter Nuria was born). From there, he moved
with his wife and his newborn daughter to the United States, first to Boston and New
York. In 1934, the family relocated to Los Angeles.
At the time, many artists and intellectuals migrated to the United States, which
resulted in an expectation that these cultural representatives, arriving from abroad, would
transfer Europe's artistic life to America. Lessem writes:
The belief that European culture could be rescued as cargo from a sinking
political ship and transplanted to terra firma in America was, as one might expect,
widespread among those who were now bringing it with them, but there were
Americans of the same mind, too. Roger Sessions, most notably, spoke of
Europe's loss as America's gain […].229
However, Lessem points out that expectations of cultural enrichment, entertained
both by the immigrants and by some of their American hosts, soon turned to
disappointment.
228 See Beat A. Föllmi, “‘I Cannot Remember Ev’rything’. Eine Narratologische Analyse von Arnold
Schönbergs Kantate ‘A Survivor from Warsaw’ Op. 46,” Archiv Für Musikwissenschaft 55, no. 1
(1998): 37.
229 Alan Lessem, “The Émigré Experience: Schoenberg in America,” in Constructive Dissonance, 58/59.
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[…] it is evident that a number of the émigrés, discouraged by the
unresponsiveness of publishers, performers and audience alike – what Krenek
called the Echolosigkeit of the American musical milieu – indeed composed
significantly less than before and went through some quite lengthy periods of
silence, especially during the war years. More significant than this quantitative
falloff was the tendency of their work to become more sharply divided between
public and private, practical and ideal, prosaic and poetic. [...] Schoenberg, too,
presented a public face, identifying in his correspondence with conductors and
performers what could be considered to be his “popular” works […], and urging
that at least they be heard so as to open the door to his overall oeuvre.230
While some émigré composers faced problems fitting in with the “American
milieu,” others, such as Igor Stravinsky and Kurt Weill, adapted well to the new
environment and continued to prosper in the US. Bahr believes that “although these
refugees did not succeed in changing the image of Los Angeles, nevertheless, their
presence and creative efforts during the war years and the 1950s are often cited as
examples of the city's intellectual and artistic potential.” 231 The failure to influence the
broader culture in Los Angles might be related to the city's overall artistic scene: The
rather loose group of writers and artists from Europe constituted only one facet of the
artistic potential of Los Angeles. Cultural trends in the 1930s and 1940s were shaped by a
heterogeneous mix of independent communities and featured a diverse musical
environment.232

230 Lessem, “The Émigré Experience: Schoenberg in America,” 59.
231 Ehrhard Bahr, Weimar on the Pacific, 3. Books and novels such as Cornelius Schnauber. Hollywood
Haven: Homes and Haunts of the European Emigres and Exiles in Los Angeles., illustrated edition
(Riverside, Calif: Ariadne Pr, 1997), Christa Wolf, City of Angels or The Overcoat of Dr. Freud, trans.
Damion Searls (New York: Farrar, Straus and Giroux, 2013), or Michael Lentz, Pazifik Exil (Frankfurt,
M: Fischer Taschenbuch Verlag GmbH, 2009) document the fascination with the German community
in Los Angeles
232 This musical environment was certainly dominated by the performances in the Hollywood Bowl.
However, chamber ensembles, concert series and associations such as the California Society of
Composers also arose. For more information, see Catherine Parsons Smith, Making Music in Los
Angeles: Transforming the Popular, 1st edition (Berkeley: University of California Press, 2007).
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4.1. Schoenberg in Los Angeles
“I am asked to conduct concerts with my works in Los Angeles and in San Francisco. But
the conductors of the orchestras have during 30 years (thirty!) not played any one of my
works and I find it nearly impossible to encounter a public which knows about my work
only what these stupide! conductors have told to apologize their own lack of intelligence,
their own insufficiency. Have I now to appear as only the composer of the Verklärte
Nacht which has been surpassed by many younger composers or as the devil in person,
the atonalist, the constructor, the musical mathematicien! etc? I hate this kind to consider
a composer only from the viewpoint of history instead to enjoy (or not) what he says.”
(Schoenberg to Carl Engel, 7. Nov. 1934)
Schoenberg suffered from severe asthma and turned down a professorship at the Juilliard
School for the Performing Arts in New York. Instead, he moved to Los Angeles, where he
was offered a professorship at University of California Los Angeles (UCLA) in 1936. His
teaching appointment was a new challenge for the composer, as Schoenberg's students,
and also many of the faculty members, did not have the necessary foundation to
understand his approaches and teaching methods in music theory. While his position at
the UCLA provided him with a fair standard of living, he soon spoke critically of the
trends in the Los Angeles art and music scene. Stuckenschmidt describes Schoenberg's
ambivalent situation, as he found himself caught between the comforts of living in Los
Angeles and his disappointment over what he felt was a low level of cultural standards.
The picture which Schoenberg's Viennese friends had of his life in California was
rosier than the truth. Certainly the Schoenbergs felt well in the Californian climate
and the usual luxurious conditions. But the medal had an obverse side.
Schoenberg wrote on 13 March to the friend of his youth David Joseph Bach in
New York that the golden times were over. It was difficult to keep on smiling
when one wanted to spit fire. 'One must never tell the truth, not even when I
wanted to warn someone of a danger. […] Here, everything wants to be praised
[…] here, where everything is all wrong, there is uncertainty and fear of exposure
which can only endure praise [...].233

233 Stuckenschmidt, Schoenberg: His Life, World and Work, 405.

104
Despite Schoenberg's issues with the Los Angeles art music scene, some authors
sought to demonstrate the positive influence that Schoenberg had on the development of a
modern music culture in Los Angeles and even go so far as to present him as an
“Americanized” composer.234 Catherine Parson-Smith describes Schoenberg's arrival in
Los Angeles as part of the glorious era of art music culture which was initiated by
Nicolas Slonimsky's progressive conducting activities in the Hollywood Bowl in 1933.
She claims that “fifteen months after this last hurrah, Arnold Schoenberg arrived in Los
Angeles and, unbeknownst to concert audiences, and the general public for some years,
the so-called Golden Age of music in Los Angeles began.” 235 It should be noted that
Parson-Smith's narrative – her imagining the city as an emerging centre of the
“ultramodern” since the 1930s – may romanticize the Los Angeles of the 1930s and
1940s. The chapter of Nicholas Slonimsky's autobiography that deals with his
experiences in Los Angeles, entitled as “Disaster in Hollywood,” describes the reluctant
attitudes of the Los Angeles audiences towards his performances of modern pieces, e.g,
works by Charles Ives and Edgard Varèse. He notes that “the word spread that I was a
dangerous musical revolutionary who inflicted hideous noises on concertgoers expecting
to hear beautiful music.”236 In the same vein, Schoenberg expressed his disappointment
with Los Angeles music society in a letter to music patron Bessie Bartlett Frankel:

234 Most prominently Sabine Feist aimed to correct the narrative of Schoenberg's isolation in the US and
describes how Schoenberg came to terms with his new home in LA. See: Sabine Feisst, Schoenberg’s
New World: The American Years, 1 edition (New York: Oxford University Press, 2011).
235 Catherine Parsons Smith, Making Music in Los Angeles: Transforming the Popular, 1 edition
(Berkeley: University of California Press, 2007), 207.
236 Nicolas Slonimsky, and Electra Yourke, Perfect Pitch: An Autobiography, New expanded edition (New
York: Schirmer Trade Books, 2002), 127.
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“Frankly, I am very disappointed not to find the interest of the society in my doing, not to
find appreciated what I am doing in favour of the future state of musical culture in this
city, not to find the support which is owed to such a doing.”237
It is my understanding that this sense of rejection was a catalyst for Schoenberg's
efforts to educate the representatives of the art music culture in America towards an
understanding of his ideas of music, composition and listening. However, this rejection
also fueled the development of Schoenberg’s “distancing attitude,” a position that
stressed his isolation within North American culture and values. Two quotations
document Schoenberg's loss of place, but also his acknowledgment of the United States, a
country that had rescued him and his family. During a lecture, given in 1935, he stated:
I, on the contrary, came from the one country into another country where neither
dust nor better food is rationed and where I am allowed to go on my feet, where
my head can be erect, where kindness and cheerfulness is dominating and where
to live is a joy, where to be an expatriate of another country is the grace of God. I
was driven into paradise!238
In contrast to the above quotation, in October 1934 Schoenberg expressed his
frustration and alienation from the new culture:
It is perhaps expected that now that I am in a new world I should feel its amenities
to be ample compensation for the loss I have sustained and which I had forseen
for more than a decade. Indeed, I parted from the old world not without feeling
the wrench in my very bones, for I was not prepared for the fact that it would
render me not only homeless but speechless, languageless, […].239
Exile as the experience of relocation and the loss of a cultural identity generates
both feelings of discontent and gratitude. In the quotations, Schoenberg expresses the
237 Arnold Schoenberg, and Erwin Stein, Letters (London: Faber and Faber, 1964), 196. To the best of my
knowledge, Schoenberg refers in the letter to the Chamber Music Society.
238 Schoenberg, Stein, Black, Style and Idea, 502.
239 Schoenberg, and Stein, Letters (London: Faber and Faber, 1964), 191/192.
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ambivalent situation of the émigré: his consciousness about the foreign as “safe haven,”
providing him with political safety and an income, accompanied by feelings of trauma
and cultural displacement. Lydia Goehr, by analyzing the life of her grandfather Walter
Goehr in England during World War II, finds a condition of “doubleness” as a common
characteristic of émigré experience:
[…] exiled composers, as exiles and composer, alienated at home or living
abroad, have the possibility to live constructively in a condition of doubleness,
[...].240
Being “languageless” is probably one of the essential characteristics of the
immigrant experience. The difficulty in using the language of the host country is a barrier
to successful integration into a new society in general. For the German immigrants in Los
Angeles, the issue was further exacerbated as they spoke the language of the enemy.
Artists and writers discussed the problems of their native language in different ways.
Brecht distinguished the language spoken in Nazi Germany from the 'true'
German language, and claimed to take the latter wherever he went. […] Weil
sometimes described himself as having given up speaking German, as being 'the
same composer as before', but denied that he was any longer a 'German
composer'.241

Being "languageless,” that is his difficulties in expressing himself fluently in
English, was not foremost amongst Schoenberg's problems in Los Angeles. Rather, I
think that he stumbled in trying to communicate his ideas to academics, students and
musicians because they lacked the relevant educational background and knowledge to
understand his thoughts. It appears that Schoenberg’s condition of being “languageless”
240 Goehr, The Quest for Voice, 207.
241 Ibid., 192/93.
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as he describes it, was first and foremost, a failure of the intercultural dialogue that
attempted to mediate ideas between the European and North American contexts
Secondly, I ague that the term “languageless,” stressed the loss of Schoenberg's
cultural roots and communicated an identity that had been shaped by displacement, a
point that becomes particularly apparent in Schoenberg's writings in English. Despite his
critical evaluation of North American musical and educational institutions, he soon
became a bilingual author and expressed his ideas in English lectures, letters, writings
and interviews. His pronunciation and unidiomatic style alerted others to his Viennese
roots and immediately identified that he had problems with speaking and expressing
himself with ease. His determined attempts in English revealed his attempts to connect to
representatives of the country that had received him as a refugee, but also stressed the
barriers to building a mutual cultural understanding.
In order to transmit a sense of belonging to his original culture, Schoenberg
demanded that translators of his written work keep a German feel in the English texts. He
preferred the preservation of his German-Austrian tone in English and rejected polished
translations that presented him as a fluent speaker. Even before his move to North
America, he was deeply concerned about the power of the translator to influence his
writings and to potentially create inaccurate representations of his work. In 1932, he
addressed these concerns in a letter to Max von Schilling:
I myself expect soon to have to let my Harmonielehre be translated into English
(and perhaps also other languages), without being in a position to check the
translation as thoroughly as is necessary; above all without being able to say
whether the translation is on a level above the colloquial and the journalistic. [….]
how wrong it is to let a translator have a monopoly, perhaps for all eternity (!!).
[…] I think a law should at least begin by considering how to cover such subtle

108
problems.242

Schoenberg's concern about translation methods which ignored his particular style
and voice, shaped by his cultural identity, preempts Venuti's argument concerning the
“unwillingness […] to think about the differences introduced by moving between
languages and cultures.”243 Closely linked to Schoenberg’s concerns about the methods of
translating his work were his concerns regarding editorial work on his English articles.
He addressed his expectations regarding the editor's task in a letter to Dika Newlin:
The task to be editor of the articles in my own English of this book, is a selfsacrifice: you must forget your own personality, your own ideas, your own style
of presenting them. Because I do not plan to hide the fact that I am not born in this
language and I do not want to parade adorned by stylistic merits of another
person. […] Your self-sacrifice: I ask you to act here like a school teacher;
correcting here only errors of grammar and idiom. If you find some of my
mistakes correctable, ask me. It happens sometimes that I can improve them. I am
sorry to ask such degrading work in this part of the book. […].244
It appears that Schoenberg strove to preserve his original cultural identity in the
translation of his texts. He viewed the translator as a kind of transmitter who facilitates
his direct expression as an author. Schoenberg's rejection of a translation method that
domesticates his writing and Americanizes his voice brings to mind the approaches of
modern translation studies. Venuti views translations, which domesticate the text enabling
the reader to recognize him / herself in the other as problematic and unethical:
the foreign text becomes intelligible when the reader recognizes himself of herself
in the translation by identifying the domestic values that motivated the selection
of that particular foreign text, and that are inscribed in it through a particular
242 Schoenberg, and Stein, Letters (London: Faber and Faber, 1964), 168.
243 Venuti, The Scandals of Translation, 33.
244 Schoenberg, cited after: Auner, A Schoenberg Reader, xxiii.
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discursive strategy.245
For Venuti, this strategy is of “domesticating inscription,” which prevents a cross-cultural
communication, is problematic.246 The disinterest in the foreign is, according to Venuti,
particularly prevalent in academic publications.247 Editors and publishers of Schoenberg's
work, who focused primarily on the contents of his writings, sought to formulate
Schoenberg's thoughts in a polished academic style, rather than in preserving the author's
German background.
With regard to the 60th anniversary edition of Style and Idea, I noted that these
“style” requirements resulted in a debate among Schoenberg's publishers, about how to
best represent the composer correctly. Should he sound like a sophisticated author or like
a foreigner struggling with his language skills? 248 Despite Schoenberg's preference
regarding his tone, English translators, as Eithne Wilkins and Ernst Kaiser, 249 decided to
render his English flawless. In the foreword of the Arnold Schoenberg Letters, which
includes some letters Schoenberg wrote in English, the English publisher noted: “It
would have been needlessly pedantic to leave, in the interest of 'authenticity,'
Schoenberg's spelling and punctuation, or not to adjust the sense of a sentence when it
was clear that his intention was defeated by an imperfect command of the language.”250
Was such imperfection part of a holistic concept that would be compromised

245 Venuti, The Scandals of Translation, 77.
246 See: Venuti, Translation changes everything, 11.
247 Ibid., 33.
248 Isabell Woelfel, “A Review of Arnold Schoenberg’s Style and Idea, 60th Anniversary Edition,” Critical
Voices: The University of Guelph Book Review Project 3, no. 1 (January 10, 2013): 22–30.
249 English translators, Schoenberg, and Stein, Letters, 11.
250 Schoenberg, and Stein, Letters, 11.
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through the artificial imposition of the translator's own style? Dika Newlin, 251 who
assisted Schoenberg with translation, sought to preserve Schoenberg's individual style:
Arnold Schoenberg, as an author, has his own personality and ideas, not only in
German but also in English. Several of the essays now composing Style and Idea
were originally written in German. In translating these, I have, at the author's
wish, adhered as literally to the original style as English usage allows. Thus there
should be a certain consistency of expression between these and the later essays
which were written in English but which still bear the earmark of Schoenberg's
individual German style.252
I think that these English version of Schoenberg's German writings, which
Schoenberg read and approved, are not merely translations, but should be viewed as an
extension of the original or a re-written representation. Schoenberg's preference for an
imperfect style underscore his concern for authenticity. I argue that Schoenberg's oeuvre,
written in English, expressed a slight dissonance of tone that conveyed his cultural
difference. A good example of how Schoenberg transfers German-Austrian syntax and
style into English occurs in his letter to Thor Johnston. Schoenberg, addressing a planned
performance of the Gurre-Lieder, writes:
I possess besides a translation into English which I myself used in my
performance in London, and which is also very, very good. […] More about the
records. In this performance, the microphone was used by the singers, and by this
the singer are so loud that they cover the orchestra.253
Here, one observes several aspects that sound unusual in English: The use of
“besides” is probably an attempt to include the adverb übrigens in the sentence. Also, the
sentence structure is reminiscent of German syntax. Hence, unlike many of the refugees
251 Dika Newlin (1923 – 2006) was a composer and musicologist. She also contributed significantly to the
research on Schoenberg in America and wrote her own English translation of Pierrot Lunaire.
252 Arnold Schoenberg, Style and Idea (New York: Philosophical Library, 2008), Editor’s Foreword.
253 Schoenberg, and Stein, Letters, 282/83.
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from Europe who aimed to adapt and assimilate to the new environment, Schoenberg
sought to mark and retain his cultural difference through the sound and the style of his
language.
Besides his aim to protect his unique tone, Schoenberg was also concerned to
protect Pierrot from invasive approaches of performance. The correspondence between
Schoenberg and Columbia Records regarding a recording of Pierrot is a good example of
the tension between Schoenberg's frustration with the North American music culture and
his need to present his work in this new context. The company proposed to make a partial
recording of Pierrot, a project that Schoenberg turned down. In a follow-up to a telegram
by Columbia, Schoenberg wrote on December 18, 1936,
As I wired, I am very sorry that I could not give you the permission to record the
last two movements of my Pierrot Lunaire. The second reason is that I am not
sure whether the permission to record parts would mean that never, or at least as
long as I live, the whole work would be recorded. But the first reason is: I find
that an author like myself, who has made history but nevertheless has been
neglected by the phonograph companies for more than twenty years, cannot
consider this as a worthy representation of his art. […] I am now sixty-two years
old and do not know how long I live and how long I would be able to conduct my
own works. Is there nobody in this industry who knows that it might be of some
value for this industry to have at least some of my work as authentic recording? Is
there nobody who foresees that our successors will ask how it was possible at a
time where the technique was advanced enough to preserve the original doings of
the most unimportant people for eternity, but there is nobody who knew that there
is a man who will be of some interest in the future but this man remained in the
dark, like in the old age.254
Schoenberg expressed high expectations for the newly developed recording
techniques, which he considered capable of preserving his own way of performing and

254 Quoted after: Avior Byron, “Pierrot Lunaire in Studio and in Broadcast: Sprechstimme, Tempo and
Character,” Journal of the Society for Musicology in Ireland 2, (February 3, 2007): 76/77. The telegram
can be found in the archive of the Arnold Schönberg Center, Vienna.

112
interpreting Pierrot. In 1940, when Schoenberg was planning a performance of his
Pierrot in New York, he wrote to the vocal soloist, Erika Stiedry-Wagner
We must freshen up the speaking part fundamentally – at least. I am going to try
this time to see if I can bring out perfectly the light, ironic and satiric tone in
which the piece was actually conceived. […] It is difficult to arrange to
immortalize the authentic performance on records in two weeks.255
For this recording in 1940, Schoenberg made significant technical changes by
altering the original tempi and dynamics. 256 These changes apparently caused a reduction
in Pierrot’s performance-time from 45 to 31 minutes.257 Later, Schoenberg also opened
the door for the performance of Pierrot in languages other than German. While he
himself, to the best of my knowledge, never undertook an English performance of
Pierrot, he expressed a strong interest in an English recording: On 2 October 1942, he
congratulated the Austrian musician Erwin Stein on his English performance of Pierrot at
Aeolian Hall, London on 29 May 1942 and wrote:
Now, I want to make the suggestion that you record your performance. Mine is,
unfortunately, in spite of my protest, in German, which is much in the way of a
full success. [...] I am sure an English version would beat the American records
and, according to the law, you can make them now. Could you perhaps ask Walter
Goehr whether his company would do it?258
When Schoenberg addressed the language barrier as an obstacle to Pierrot's “full

255 Stuckenschmidt, Schoenberg: His Life, World and Work, 441.
256 Byron, “Pierrot Lunaire in Studio and in Broadcast,” 81.
257 Yates wrote to Houston on 8 October 1940 “It is an interesting aspect of Schoenberg’s recent change
away from the German that he has reduced the performance time of [Pierrot] from 45 to 31 minutes, by
eliminating pauses and increase of tempi […]” cited after Dorothy Crawford, “Peter Yates and the
Performances of Schoenberg’s Chamber Music at 'Evenings on the Roof",” Journal of the Arnold
Schoenberg Institute 12, no. 2 (1989): 188.
258 Schoenberg and Stein, Letters, 215. Goehr studied with Schoenberg in Berlin and became in the 1930s
the music director of the Gramophone Company (later EMI) in London.
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success,” he alluded to the fact that the new context required an adaptation of the original
work.

4.2. Peter Yates's Evenings on the Roof concert series
On 8 December 1944 in Los Angeles, thirty-six years after the premiere in Berlin, Pierrot
appeared at a series of chamber music concerts in the home of the writer and new music
enthusiast Peter B. Yates. The concert took place in an attic-like room, which gave the
concert series its name, “Evenings on the Roof.” Yates, founder and organizer of the
“Roof” concert series, was born in Toronto on the 30 November 1909 to American
parents. He graduated from Princeton with a BA and moved to Los Angeles in 1937
where he worked as an employment counselor until 1962. His wife, the concert pianist
Frances Mullen, assisted him with establishing and organizing the concert series, which
was one of the most important centres for chamber music between 1939 and 1954 in Los
Angeles. The “Roof” and its successor, the “Monday Evening Concerts” were not aimed
at a large public audience, but rather were “directed to persons of lively intellectual
curiosity who listen actively and thoughtfully to music, and who respect the continuous
tradition of musical development from the earliest time to the present.”259
The story of the “Roof” began with Yates's vision to establish an innovative place
for chamber music in Los Angeles. In 1938, the Austrian-born Bauhaus architect Rudolph
Schindler designed a studio to sit on top of Yates's house. Subsequently, Yates and his
successor Lawrence Morton, who managed the series after 1954 under the title “Monday
259 Monday Evening Concert Series, appeal for support [Box 11, File 13], Ingolf Dahl papers, Collection
no. 1001, University Archives, Special Collections, USC Libraries, University of Southern California
(from now on referred to as IDP).
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Evening Concerts,” recruited some of the finest musicians of Los Angeles to perform a
broad spectrum of rare new and old music. Pieces from the Baroque to the musical avantgarde were performed: Names of composers such as Bach, Brahms, Berg, etc. appear on
the programmes and concert announcements.
Yates was an idealist with an “insatiable musical appetite,” 260 however, his lowbudget concept did not align with traditional concert culture and etiquette. Swed reports:
there was only room for a small audience and not much space for parking on the
hill outside. Box-office receipts provided the only wages for the musicians
(tickets were 50 cents). But nothing stopped Yates. That first program was all
Bartók, a radical prospect at the time, and 19 people attended.261
Yet, Yates attracted an audience that quickly outgrew his rooftop studio: After
only two seasons, the venue had to move to locations that were capable of
accommodating larger circles of listeners. He was particularly devoted to providing
émigré composers with a stage to introduce their works to the Los Angeles music scene.
The “Roof” gained a national reputation for the performances of the works of twentiethcentury composers such as Schoenberg, Stravinsky and Charles Ives. 262 Additionally,
260 Mark Swed, “Some Enchanted Evenings,” Los Angeles Times, April 11, 1999.
261 Ibid. To the best of my knowledge, not much is known about the composition of the Roof audience.
262 For more information, see Dorothy Lamb Crawford, Evenings On and Off the Roof: Pioneering
Concerts in Los Angeles, 1939-1971 (Berkeley: University of California Press, 1995). Crawford's
coverage of the Los Angeles chamber music scene is a solid achievement, but the reader of her work is
advised to take some of her detailed information on specific concerts, etc., with a grain of salt. The
scope of her research resulted inevitably in some inaccuracies, which led to misinformation that has
influenced subsequent research on chamber music in Los Angeles. Two of Crawford's claims were
particularly misleading for the present investigations: First, the claim that Robert Craft conducted
Pierrot in the Dahl translation in 1952 (Ibid., 234.) According to a newspaper article in the LA Times,
the performance language was German (“Concert Finale Set Tomorrow,” LA Times, March 22, 1959,
Lawrence Morton papers, UCLA Special Collections). Consequently, her statement that … “all Roof
and Monday Evening Concert performances of Pierrot until 1989 were given in English” (Crawford,
“Peter Yates and the Performances of Schoenberg’s Chamber Music at 'Evenings on the Roof",' 188) is
also probably incorrect. Secondly, Crawford apparently follows the above-mentioned trend to interpret
Los Angeles of the 1930s and 1940s as the city of the ultramodern. She even claims that the émigrés
'turned Los Angeles into the capital of world music in the late thirties and early forties.' Crawford,
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Yates promoted the composers and their works in the periodical Arts & Architecture.263
Schoenberg and his music had a decisive impact on the “Roof” concert series. 264
Not only were a number of concerts specifically dedicated to the performances of
Schoenberg's compositions, but Yates also promoted Schoenberg's work on a national
level. Yates even wrote an extensive book, Twentieth Century Music, in which he
discussed new music and reported on his conversations with composers living in Los
Angeles. It is largely concerned with Schoenberg's compositions and the latter's impact
on modern concert culture.
The correspondence between Schoenberg and Yates suggests that Schoenberg
perceived the “Roof” series as a medium that allowed him to communicate with the Los
Angeles audience. Schoenberg’s involvement in decisions about how to present his work
is indicated in a letter to Yates, written in 1949. The letter contains a discussion about a
performance of Schoenberg's Birthday canons.
As regards the Birthday Canons, I think, in order to show really what they are, it
would be necessary, or at least adviseable, to project them on a screen and
comment on the contrapuntal peculiarities of this piece. Frankly I consider these
pieces rather to be read than to be heard; but often they are also possible to be
sung. If you would like to comment on these pieces yourself, I would gladly show
you all I consider important.265

Evenings On and Off the Roof, 2. As discussed above, this interpretation is exaggerated, as the
composers and musicians from Europe were confronted with a rather reluctant attitude towards new
music and did not influence Los Angeles in a broader way. Her statement also contradicts Schoenberg's
own observations.
263 Dorothy Crawford, “Arnold Schoenberg in Los Angeles,” The Musical Quarterly 86, no. 1 (April 1,
2002): 11. Lawrence Morton also promoted Schoenberg's music in the periodical. In 1950, Schoenberg
expressed his gratitude for Morton's article “Music” in a letter. See: Leonard Stein, “Morton,
Lawrence” (1904-1987),” Journal of the Arnold Schoenberg Institute 10, no. 1 (1987): 90.
264 Crawford, “Peter Yates and the Performances of Schoenberg’s Chamber Music at 'Evenings on the
Roof',” 177.
265 Schoenberg to Yates, 10 May, 1949, Peter Yates Archive, Mandeville Special Collection Library,
University of California, San Diego
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Another letter documents that Schoenberg also sought Yates’s support when he
felt that his music was not sufficiently understood and sometimes even outright rejected
by national broadcast stations. In a letter, dated 28 April 1950, he wrote:
“CBS excludes my music – as controversial from their broadcasts. If you believe
you should not be deprived of the right to judge my music yourself, I suggest you
write a letter of protest to the:
Board of Directors,
Philharmonic Symphony Society
1131 West 57th Street
New York 19, N.Y.
and ask your friends to do the same. This time it was the Survivor from Warsaw,
before it was the Serenade, Pierrot Lunaire and the Five Orchestra [sic]
Pieces.”266
Schoenberg's request confirms that he perceived Yates to be an influential member
of the art music community. The "Roof" audience constituted a network that enabled
Schoenberg to communicate his ideas, requests and suggestions to the wider circles of art
music representatives in California. I think that Schoenberg's admiration for Yates was
partly based on the fact that Yates organized his chamber concert series under what
Schoenberg considered to be remarkably “European” conditions that resembled his own
ideas of presenting art music. Parsons-Smith suggests a kinship between the “Roof”
series and Schoenberg's Society for Private Musical Performances (in German, the Verein
für musikalische Privataufführungen), a concert series that Schoenberg organized
between 1918 and 1921 in Vienna. In the first programs of the Roof series, Yates stated:
This series of programs will be open to the public by the consent of the
performers; all contributions of performance or money will be considered as made
to a common cause; featured artists will be paid. Programs are for the pleasure of
266 Schoenberg to Yates, 28 April 1950, Ibid.
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the performers and will be played regardless of audience.267
Yates introduced the concept of bringing new music, along with lesser-known
“older” works, to the stage, and promoted young composers along with established
artists. His programming was not based on audience- expectations, public preferences or
box-office considerations.
In conclusion, it can be said that European artists, fleeing from the Nazi regime in
the mid-twentieth century, needed to adapt to North American social, cultural and
linguistic circumstances. Recent research has pointed out that émigré composers
expressed themselves and their works in ambivalent ways. 268 Schoenberg, by addressing
the issues of language and translation, chose to highlight this ambivalence between
adaptation and cultural and linguistic difference in his English writings. He was also
aware that his works needed to adapt to the new environments. Changed cultural context
and new audiences challenged the nineteenth- century idea that a work would transmit its
contents entirely through the composer's original score. North American mediators were
necessary to bridge the cultural and linguistic gaps and transmit works in new ways. Dika
Newlin and Yates facilitated this transcultural communication of written works and
compositions. I argue that the cross-cultural nature of Yates's concert venue had the
potential to destabilize contingencies of national and local cultural parameters for the
267 Catherine Parsons Smith, “Review,” American Music 14, no. 3 (October 1, 1996): 382–84. With the
foundation of the Verein für musikalische Privatvorführungen (1918-21) in Vienna, Schoenberg
continued his efforts to introduce contemporary music into the Austrian art scene. Public comments
were forebidden, even in programme announcements. The performed pieces were not expected to
appeal to the audience's taste or serve as a tool for pleasure. Pleasure was not only secondary in
purpose, but rather an obstacle for the musical experience. See: Joan Allen Smith, Schoenberg and His
Circle. A Viennese Portrait (New York: Schirmer, 1986), 81-84
268 See: Goehr, The Quest for Voice, Sallis, Elliott, and DeLong, Centre and Periphery, Roots and Exile,
Levi and Scheding, Music and Displacement.
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interpretation of music.

4.3. Ingolf Dahl (1912-1970)
According to Crawford, by 1939 Yates was meeting with Schoenberg on a regular basis
to discuss performances of Schoenberg's works. Crawford reports that conversations
about a performance of Pierrot began in 1939.269 On 12 May 1944, Yates announced in a
letter, addressed to Schoenberg, that “Pierrot Lunaire is in rehearsal,” for a concert,
dedicated exclusively to Schoenberg's work on 17 December 1944, and that a young
conductor by the name of Ingolf Dahl found “the first rehearsals quite encouraging.”270
It appears that Dahl had a Pierrot-like personality in many ways. Anthony Linick,
recalling childhood memories, describes the character of his stepfather:
I knew, in that intuitive fashion that young children seem to possess, that my
stepfather was not like any other fathers I had ever seen. He spoke a very strange
English, and when he and my mother wished to exclude me from their
conversation they adopted a tongue that he was far more comfortable with,
German. He wore clothes unlike his American contemporaries, as though he had
dropped into our midst from an alien planet. He seemed to have no religion, no
work schedule that could be compared with that of the other fathers, and he was
sick all the time.271
On the one hand, Linick emphasizes Dahl's alien, obviously European
appearance, language and behavior. On the other hand, his biography suggests that he
tried as best as he could to integrate himself with the new environment. It appears that

269 See Dorothy Lamb Crawford, Evenings On and Off the Roof, 34. Crawford also mentioned that Yates
announced on 12 November 1940, that “S. wants us to do Pierrot in English.” Crawford, “Peter Yates
and the Performances of Schoenberg’s Chamber Music at 'Evenings on the Roof",” 188. The source of
the quotation is missing.
270 Yates to Schoenberg, 12 May 1944, ASC LC.
271 Anthony Linick, The Lives of Ingolf Dahl (Bloomington, IN: AuthorHouse, 2008), 3.
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Dahl expressed himself in Lydia Goehr's double identities.
Born as Walther Ingolf Marcus in Hamburg in 1912, he changed his last name to
his Swedish mother's maiden name (Dahl) after his move to the United States – probably
to erase any associations with the Jewish ancestry of his father. He tried to present
himself as “Americanized,” and even attempted to eradicate the German accent from his
voice. The attempt to assimilate to the new environment and to hide one's true identity
was symptomatic for many Jews who came from Europe. Many felt insecure and
threatened in their new home because of racist trends in the United States. Various rallies
were held by the American Nazi party in Los Angeles between 1933 and 1941.272
Although Dahl was involved in the émigré community, and met with many
prominent members such as Thomas Mann, he did his best to avoid the image of a
displaced immigrant. His day books (diaries), held in Los Angeles at the University of
Southern California Libraries, point to a ruptured personality, torn between the social
conformity of his role as devoted husband, father, and teacher, and his homosexual
desires. It seems as if Dahl hid his identity behind many masks and that he struggled to
accept all aspects of it. A note that he added to his day book in 1967 gives an account of
the problems with the layers of his identity:
All my life, I tried to be something I wasn't – talk Schwyzerdüütsch –-be a Swede
– be a married man – be a composer – be a twelve-tone composer – is it too late to
try to start being who I am... is it too late for 'honesty'?273
Despite his issues arising from the conflicting aspects of his personality, his
272 See Ehrhard Bahr, Weimar on the Pacific: German Exile Culture in Los Angeles and the Crisis of
Modernism (Berkeley, Calif. ;London: University of California Press, 2008), 5.
273 Ingolf Dahl, Daybook 1967, cited after: Anthony Linick, The Lives of Ingolf Dahl (Bloomington, IN:
AuthorHouse, 2008), 621/22.
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profession and his private life, he was a prominent member of the Los Angeles art music
community. It should be noted that Dahl was the Music Director of the renowned Ojai
Music Festival in 1964, 1965 and 1966. The list of directors included such prominent
names as Igor Stravinsky (1955-56), Robert Craft (1954-1956, 1959, 1982), and Aaron
Copland (1957-1958, 1976). Dahl died during a sabbatical in Switzerland in 1970, and at
that time, he was a respected teacher at the University of Southern California, an
acclaimed conductor in Los Angeles and beyond, as well as an accomplished composer.274
What may have distinguished Dahl from many of the musicians, composers and
conductors living in Los Angeles at that time was his high level of education and his
literary talents. From early on, he was engaged in literary writing and demonstrated
strong language skills. As a teenager, he wrote and illustrated his first novel. At the same
time he developed a unique orthographic system, which he still used in Los Angeles, even
for official correspondence.275 After one year at the Hochschule für Musik in Cologne
from 1931 to 1932, he continued his education at the Conservatory of Zurich in 1932,
where he studied piano and conducting. As Jewish students were gradually excluded from
German universities, he took courses at the University of Zurich, in art, history, religious
studies and languages. Linick reports that Dahl took almost eighty classes from May
1933 to July 1938 and highlights that Dahl’s major subject was art history, not music. 276
While he was a student and also worked as an opera coach, Dahl frequently attended
cultural events and became acquainted with two of Thomas Mann's children, the writer
274 For an extensive account on Dahl's life, see Linick, The Lives of Ingolf Dahl.
275 Remarkable is his avoidance of capitals for some nouns which is reminiscent of the special font and
orthographic writing style of German author Stefan George. Dahl used his characteristic orthographic
rules in the letter that he wrote to Schoenberg in 1949. see Dahl to Schoenberg, 10 July 1949, ASC LC.
276 Linick, The Lives of Ingolf Dahl, 41.
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Thomas Klaus and the actress and author Erica Mann. Dahl's European education ensured
that he had a strong knowledge of artistic subjects besides music. His knowledge base
and his multidisciplinary skills distinguished him from many other musical experts in Los
Angeles and enabled him to mediate and translate European works in North America.
Archival records conserved at the University of Southern California indicate that
Dahl, while in Zurich, studied Pierrot Lunaire Opus 21 in 1933 in the class of the Swiss
musicologist Antoine-Elisée Cherbuliez (1888–1964). The handwritten class notes imply
that Dahl focused on the texts of Pierrot by Giraud and Hartleben, as well as on
compositional technique. In the margins beside his analysis of the canon in no. 8 “Nacht,”
Dahl noted “No creative imagination? But construction?”277 In other words, as a fairly
young man Dahl had already studied and analyzed Pierrot. The archival records show
that at a time when Jewish composers had to flee the Nazi regime and Swiss authorities
practiced a strict immigration policy toward the Jews coming from Germany, art by
European Jews was still taught and studied in Swiss universities. However, considering
the difficult situation of Schoenberg's music in Europe, one might doubt that Dahl had
had the opportunity to listen to a performance of the piece before he moved to Los
Angeles.
In early 1939, Dahl left Zurich and arrived in Los Angeles on February 15. Linick
describes a difficult start to life in Los Angeles, especially feelings of homelessness and
issues resulting from poor health. Dahl suffered from severe asthma for his entire life and
felt it acutely after his move. Like many of the émigrés coming from Europe, Dahl also

277 Ingolf Dahl, “Cherbuliez Übung,” December 14 1933, [Box 8, Folder 7] IDP.
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felt isolated and displaced – as did many prominent composers like Schoenberg and
Bartók. However, since Dahl came without a significant reputation, he also faced the
challenge of establishing himself and finding work – a fate that he shared with many of
the lesser-known musicians, writers and visual artists who arrived in North America. 278
After he scraped through with casual jobs as a pianist, playing teatime music at the Palace
Hotel in San Francisco, he was able to assist the prominent conductor Otto Klemperer in
preparing a Los Angeles choir for a performance of Beethoven's Missa Solemnis.
According to Crawford, Dahl attended the “Roof” series from its very beginning.
He entered the scene as a pianist and performer of Charles Ives' third and fourth Violin
Sonatas during the third season (Nov. 1940 through May 1941). Crawford notes that
“Dahl's serious and venturesome contributions soon became a solid cornerstone of the
Roof concerts.”279 He was actively involved in many performances at both the “Roof”
and its successor organization, the “Monday Evening Concerts.” His friendship with
Yates is documented in numerous letters which are conserved as part of the Peter Yates
Archives.280 Linick particularly underscores Dahl's contribution to the organization of the
“Monday Evening Concerts” and his close friendship with Lawrence Morton. 281 As
mentioned above, Dahl's day books reveal that he was acquainted not only with
composers and musicians from Europe, but also with renowned authors such as Thomas

278 Linick reports that for Dahl “among the practical difficulties were questions of livelihood. Ingolf
arrived in Los Angeles with a lot of telephone numbers, but little else. Describing himself as
'Conductor, Arranger, Composer, and Pianist,' he set off in the spring of 1939 to find work, inhibited by
the poor public transportation system, always conscious of his status as foreigner and an outsider,
slowed by ill-health.” Linick, The Lives of Ingolf Dahl, 64.
279 Dorothy Lamb Crawford, Evenings On and Off the Roof, 45.
280 Peter Yates Archives, MSS 0014. Special Collections & Archives, UC San Diego.
281 Linick, The Lives of Ingolf Dahl, 99.
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Mann. The enthusiastic, effusive day book entry of 10 October 1942 highlights Dahl's
broad literary and cultural interest and his excitement about the conversation with Mann.
The entry reads:
Lunch mit Thomas Mann!!!!!! Diese Augen, in die mit weiten öffnen alles
hinausgeht. Ich bin wie auf Wolken, Bemerkungen über Ludwig, Carmen, Faust,
etc. (Lunch with Thomas Mann!!!!!! These eyes, in which with wide opening
everything flows outside. I feel like [walking] on clouds, remarks on Ludwig,
Carmen, Faust, etc.)282
Outside of the new music circles of Los Angeles, Dahl is probably not a very
familiar name in the field of twentieth- century art music. One reason for this may be that
his music is difficult to categorize, as he was influenced by different compositional styles
and standards. Initially, he was a follower of Schoenberg's expressionist composition, and
switched to serialism283 later on. Stravinsky exerted a strong influence on his
compositions.284 Lambert, discussing Dahl's Duettino Concertante (1966, for flute and
percussion) points out that
Dahl was significantly influenced in his compositional style by his close
collaboration with Igor Stravinsky. [...] “Dahl's Duettino Concertante elevated the
use of multiple percussion to an equal musical participant in a chamber music
setting (parallel to the compositional perception of Stravinsky's percussion part in

282 Ingolf Dahl, Daybook 1942, 10 October 1942, [Box 62], IDP.
283 Serialism: “A method of composition in which a fixed permutation, or series, of elements is referential
(i.e. the handling of those elements in the composition is governed, to some extent and in some manner,
by the series). Most commonly the elements arranged in the series are the 12 notes of the equaltempered scale. This was so in the technique introduced by Schoenberg in the early 1920s and
employed by him in most of his subsequent compositions.” Paul Griffiths, “Serialism,” Grove Music
Online [Electronic Resource (Oxford: Oxford University Press, 2001).
284 Dahl's most prominent work is probably his Concerto for Alto Saxophone and Wind Orchestra. The
work has been analyzed in two doctoral dissertations: Christopher Scott Rettie, “A Performer’s and
Conductor’s Analysis of Ingolf Dahl’s Concerto for Alto Saxophone and Wind Orchestra.” (PhD diss.,
Louisiana State University, 2006). James Berdahl published a dissertation concerned with Dahl's work
in 1975. James Nilson Berdahl, “Ingolf Dahl: His Life and Works.” (PhD diss., University of Miami,
1975).
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L'Histoire du Soldat).285
Kurt Stone and Gary Maas highlight Stravinsky's impact on Dahl's Sinfonietta (1961) for
concert band:
Dahl's collaboration with Stravinsky resulted in increasing clarification of texture,
a trend towards diatonicism and a pronounced interest in timbre and instrumental
virtuosity. [He] evolved large, imaginatively conceived structures held together by
motivic and tonal interrelationships. [...] This development led to his remarkable
Sinfonietta for concert band (1961) with its unabashed leaning towards Stravinsky
[…].286
However, Dahl's compositions were not exclusively situated in the context of a
“serious” post-tonal tradition. He was also involved in the commercial music business
and scored animation films in the 1940s for the Hollywood film industry.287
Despite personal challenges, Dahl's skill in integrating and adapting to the new
environment – as well as his willingness to embrace a new American identity – was
essential to creating bridges between European and North American views and
perspectives. Dahl communicated between European immigrants and representatives of
the evolving music circles. The new music scene in Los Angeles benefited from such
close interaction between European and American music culture. Dahl's example shows
that the exile community, as well as the North American art music societies and
associations depended on cross-cultural mediators such as Dahl, who possessed the

285 James William Lambert, “Multiple Percussion Performance Problems as Illustrated in Five Different
Works Composed by Stockhausen, Smith Brindle, Colgrass, Dahl, and Kraft Between 1959 and 1967.”
(PhD diss., The University of Oklahoma, 1983), 11–12.
286 Kurt Stone, and Gary L. Maas, “Dahl, Ingolf,” Grove Music Online [Electronic Resource (Oxford:
Oxford University Press, 2001).
287 Ingolf Dahl, “Notes on Cartoon Music,” in The Hollywood Film Music Reader 2010, edited by Mervyn
Cooke (Oxford ; New York: Oxford University Press, 2010), 93.
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capacity to translate between the European and North American parties.
Through his musical and literary talents, his acquaintance with and acceptance of
both cultures and languages and his cross-cultural competence, Dahl became an
important enabler for prominent representatives of the émigré community. Due to his
outstanding linguistic abilities and particularly his fluency in English, he served as a
communicator for the older generation of émigré composers. According to Linick, Dahl
acted as a “kind of semi-official interpreter” for Stravinsky, who asked him to write
program notes for the New York Philharmonic concerts.288 Stravinsky's literary collection
Poetics of Music in the Form of Six Lessons was translated from French into English by
Dahl and Arthur Knodel in 1947.289
Dahl's reconstruction of Bach's Violin Concerto in D minor 290 that was published
by Boosey & Hawkes, London in 1961, is a good example of his approach to
interpretations and his method of adapting musical works for new times and
circumstances, as well as for contemporary performers and audiences. In a letter,
addressed to John Andrews of Boosey and Hawkes, he included a preface that outlined
his method for this edition. Responding to the publisher's remark that Dahl was
apparently “attempting a compromise between a performing edition and a musicohistorical treatise,”291 Dahl wrote in the preface:
In as much as it would lead too far here to give the reasoning behind the choice of
288 Ibid., 163.
289 Igor Stravinsky, Poetics of Music in the Form of Six Lessons. (Cambridge and London: Harvard
University Press, 2003).
290 Johann Sebastian Bach, Violin Concerto in D Minor. Reconstructed after the Original Sources by Ingolf
Dahl. Editorial Collaboration and Editing of the Violin Part by Joseph Szigeti. (London: Hawkes &
Son, 1961).
291 John Andrews to Dahl, “Bach: Violin Concerto in D Minor,” 17 December 1959, [Box 10, File 9] IDP.
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every individual note of the main text, as well as to trace every variant and ossia
to its source, this cannot presume to be a scientific “Revisionsbericht”, but the
edition itself hopes to strike the balance between authenticity of text, accuracy of
surmises, and practicability for the present performers.292
Dahl's reconstruction of the work balances the past and present circumstances,
thereby exemplifying a type of translation that, in Venuti's words, "is not an untroubled
communication of the foreign text, but an interpretation that is always limited by its
address to specific audiences and by the cultural and institutional situations where the
translated text is intended to circulate and function.” 293 Dahl's reflection on the Bach
edition reveals that the process of translating an original work requires the edition to
make compromises in order to connect cultures. The economic and social circumstances,
editors, publishers, audiences and readership, influence the literary or musical rendition.
As the meanings of both a literary and a musical work are manifold, the arrangement
“cannot be judged according to mathematics-based concepts of […] equivalence or oneto-one correspondence.”294 It appears that Dahl's notion of the musical work, as rendered
through the performance, involved a certain degree of flexibility, which – for the
principles of “practicability” – needed to adapt to historical and social contexts.
Evidently, he considered the language of vocal music as a component that had to be
customized in order to suit a foreign audience.

292 Dahl, “Preface by Ingolf Dahl,” 1959, [Box 10, File 9], IDP.
293 Venuti, The Translator's Invisibility, 14.
294 Ibid., 13.
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CHAPTER FIVE
An American Pierrot

5.1. Cecil Gray's translation, London (UK), 1942
Before Pierrot made its North American debut as part of the “Roof” series, it had been
performed under Erwin Stein in English in London on 29 May 1942 at a concert
organized by the music publisher Boosey & Hawkes. 295 The translation for this
performance had been written by the British critic and composer Cecil Gray. The second
half of the concert featured William Walton's Façade for reciter and chamber ensemble
(1922). One might assume that the wartime performance of Pierrot, coupled with
Walton’s piece, aimed to juxtapose works of British and German modernism. Barringer
characterizes the nature of Façade as “gentle provocation.”296 He perceives the
juxtaposition as an attempt to highlight the significance of British works by comparing
them to German compositions and notes that “[Façade] became a kind of anti-Pierrot, a
teasing mirror image of Schoenberg's raging intensity.”297
Walton's piece, in fact, resembles Pierrot Lunaire – both pieces are composed for
chamber orchestra and reciter. The London performance remains significant for the
current discussion as Gray's text is commonly used as the English translation of Pierrot,
and is usually printed in programme notes. Universal Edition prints the text in the

295 Tim Barringer, Façades for Façade, in British Music and Modernism, 1895-1960, 2010, edited by
Matthew Riley (Ashgate Publishing, Ltd., 2010), 146.
296 Ibid., 145.
297 Ibid.
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translation section of the Pierrot Lunaire Opus 21 score.298
Gray was a critic, composer and author, who wrote the libretti to some of his
operas. Howes states that, as “a music critic he advocated unconventional views and
promoted the music of Peter Warlock and Bernard van Dieren above his own.” 299 It
appears that Gray's translation method provided the text with inflected meanings. The
expression “chlorotic” in no. 4 (“Eine blasse Wäscherin”) points to a medical condition,
while in the German original text, the expression “blass” only refers to color.300 In the
same way Gray substantiates an allusion to tuberculosis in no. 5 (“Valse de Chopin):
“Wie ein blasser Tropfen Bluts färbt die Lippen einer Kranken” (As a faint red drop of
blood/ Stains the pale lips of one stricken). 301 Gray translated the lines as “As a lingering
drop of blood/ Stains the lip of a consumptive.” 302 The use of “Kranken” as
“consumptive” replaces the vague allusion of disease by a term that identifies the medical
condition further. Another example of Gray's interfering technique is the use of
“phantasmagorical” in no. 3 (“Der Dandy”). The term exaggerates the attributes of
“phantastisch” (fantastic) in the original and imposes a notion of a magic force. Again,
Gray reinforces the mysterious, suggestive tone of the original and specifies the image.
For the war-performance of Pierrot, political factors may have had an influence on the
text. As Gray did not signify a cultural distance to the original in his translation, I think
that Gray's translation allowed for an easier engagement with the work in the British
298 Schönberg, Pierrot lunaire, Op. 21, UE34806, xxiv.
299 Frank Howes, “Gray, Cecil,” Grove Music Online [Electronic Resource (Oxford: Oxford University
Press, 2001).
300 As in poem No. 4, the pale face becomes a symbol for the moon, Dahl used “ethereal” as translation,
which refers to the light of the moon.
301 Translation: Ingolf Dahl
302 Schönberg, Pierrot lunaire, Op. 21, UE34806, xxvi
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environment.
5.2. A Pierrot Translation for the “Roof”
In 1942, at about the time of the London performance, Schoenberg felt a strong need to
provide performers with a recitable translation of Pierrot for American performances.
Entries in Dika Newlin's diary303 state that Schoenberg asked her to translate Pierrot in
1940. He took her translation with him to New York – probably to promote it at the
Pierrot broadcast of 17 November 1940 (see Appendix A: Chronology).304 In a later entry,
written on 12 April 1941, Newlin reports that Schoenberg had received the Gray
translation from Stein and that he showed her some of the poems which she regarded as
“similar to my own in general with some faults of English.” 305 It is unfortunate that
Newlin's Pierrot translation appears to be lost. A video, recorded at Texas Tech
University, shows her at a 1999 performance of Pierrot. Newlin recites her translation of
no. 1 “Mondestrunken.”306 I was not able to find a printed version of her translation.
A potential reason for Schoenberg's demands to enable Pierrot to “speak” to
audiences in the language of the performance country might be Pierrot's generic relation
to the melodrama, a genre that, in the late nineteenth century, was treated in a similar
manner to literature. Usually, meladramas were performed in translation to foreign
audiences. The European triumph of the renowned melodrama “Hexenlied” depended
significantly on its translations: Kravitt reports that its “German text was translated for
303 Dika Newlin, Schoenberg Remembered: Diaries and Recollections, (New York: Pendragon Press,
1980). In 1999, Newlin recited her own translation. See Stephen Paxton, Pierrot Lunaire (Schoenberg)
1. Moondrunk (Mondestrunken) (Texas Tech University, 1999), https://www.youtube.com/watch?
v=bxU04ILt9MQ.
304 Newlin, Schoenberg Remembered, 278.
305 Ibid., 314.
306 https://www.youtube.com/watch?v=bxU04ILt9MQ
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performance in English, French, and Russian.”307
It is unclear why the Gray translation was not considered for the Pierrot concert
that was given two years later at the “Roof.” It is possible that, due to copyright issues,
the Gray translation could not be used, or that Yates wanted to introduce a new
“American” translation, written by a musician of the “Roof” circle to emphasize the
national impact of the “Roof” series.308
Schoenberg and his music had a strong impact on Dahl's own development as a
composer. As mentioned above, Dahl had not just studied Schoenberg's music as a
university student in Zurich. Archival sources show that he also taught Pierrot, as well as
Moses and Aron, to his students at the University of Southern California, and introduced
information on the reciprocal relationships between music and paintings during the
period of European Expressionism.309 His early compositional technique was based on
Schoenberg's twelve-tone system.
Dahl's stepson, the author Anthony Linick, reports that Dahl met Schoenberg for
the first time at the University of Southern California in 1939 and that he attended a class
given by Schoenberg in the same year. Dahl became a performer and interpreter of
Schoenberg's music and conducted the Chamber Symphony No. 1 in E major Op. 9 in
1942. In 1944, Schoenberg complimented Dahl on a composition that the latter had
written in honor of the former's seventieth birthday. This document shows that
307 Kravitt, “The Joining of Words and Music in Late Romantic Melodrama,” 578.
308 In May 1941, Newlin mentions a copyright issue in her diary: apparently, Columbia Records asked her
to change her translation “to correspond with the original French texts, because of wartime copyright
problems.” Newlin, Schoenberg Remembered, 322.
309 Ingolf Dahl, “Teaching Materials: Schoenberg, Moses and Aron,” 24 April 1963 [Box 9. File 3], IDP.
Ingolf Dahl “Teaching Material: Stil- und Gestaltungsparallelen von neuer Musik und neuer Malerei,”
n.d., [Box 9. File 3], IDP.
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Schoenberg was aware of Dahl's compositional activities and that he acknowledged
Dahl's artistic skills. Schoenberg wrote:
This is really a highly artistic work of musical craft [....] It's admirable how you
could manage to build your two phrases in such a manner that in retrogate the
initial form appears again but in reversed order of the voices. Also the answer in
the diminished fifth is explained by this.310
Another document reveals Dahl's activist approach to the performance of works,
even those by Schoenberg. During the preparation of the 1964/65 season of the “Monday
Evening Concerts,” which included a performance of Schoenberg's Birthday Canons,
Dahl did not hesitate to note that Schoenberg apparently overlooked an additional
performance option of the canon Jedem geht es so, dedicated to Carl Engel. In an undated
letter, titled “About the Schoenberg Canons,” Dahl wrote:
Translate the “numbers” like this: a 3 part canon to be sung in ordinary time (1),
twice as slow (2) and four times as slow (4). The solutions are appended for both
canons in this fashion. Schoenberg seems to have overlooked (very strange in his
case) that also 8 works well, making a 4 part canon out of it.311
In the score of the canon, Dahl added a fourth voice which “makes a very good
Alto voice.”312 Although the canons do not belong to the essential core of Schoenberg's
compositional work, it is noteworthy that Dahl apparently thought he could improve the
pieces for the performance.
Dahl, as a conductor with literary talents and an interest in translating texts of
vocal music,313 appeared to be an ideal candidate for the California interpretation of
310 Linick, The Lives of Ingolf Dahl, 65. Linick notes that Schoenberg's letter is in Linick's private
possession.
311 Dahl, “About the Schoenberg Canons,”[Box 82, File 5], IDP.
312 Ibid.
313 Newspaper clips, concerned with opera translation, which Dahl collected, indicate his interest in the
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Pierrot. This was apparently not Dahl's only project involving the translation of vocal
texts into English. His archive, which is preserved at the University of Southern
California, includes a score of Carl Maria von Weber's one- act opera “Abu Hassan,” with
a handwritten English translation written under the German text.314 According to his
former student Frederick Lesemann, Dahl's endeavor to translate vocal music for
audiences in Los Angeles was closely linked to his general approach to performance. 315
Lesemann stressed that Dahl's performance concept was not driven by an intention to
domesticate a work through an invasive, empowered interpretation. 316 Lesemann claimed
that Dahl sought to present the impulse or intention of the musical work, which, as he
believed, was generated through the performance.317
Linick reports that in 1967, when Pierre Boulez remarked in the New York Times,
he was “not interested in how it sounds, I am only interested in how it was made,” Dahl
angrily responded “That should be exactly reversed! Who the hell cares how it was
made? Except the 'non-musicians.'”318 This statement may reveal a certain influence on
Dahl by Schoenberg who wrote in 1933: “I can't utter too many warnings against
overrating these analyses, since after all they only lead to what I have always been
against: seeing how it is done; whereas I have always helped people to see: what it is.”319
topic. See Newspaper clips [Box 16, File 7], IDP.
314 Dahl's personal score of Abu Hassan (excerpts) [Box 17, file 1], IDP.
315 Frederick Lesemann (composer, Professor emeritus of Composition, Dahl's former student) in
discussion with the author, November 9, 2014.
316 A good example for free, even invasive interpretations are Franz Liszt's Beethoven performances
which, according to Said “pioneered the idea of the performer as specialized object of wonderment for
a middle-class paying public; or Glenn Gould's performances, which, in Said's words, “draw the
audience in by provocation, dislocation of expectation, and the creation of new kinds of thinking based
in large measures on his readings of Bach's music.” Said, Music at the Limits, 266/267.
317 Lesemann in discussion with the author, November 9, 2014.
318 Linick, The Lives of Ingolf Dahl, 465.
319 Schoenberg, and Stein, Letters, 164.
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I think that Dahl's goal in translating vocal music was to provide the audience
with a better understanding of the relationship between words and music. Listening to
vocal texts in the language of the performance location enabled foreign audiences to
experience the musical and linguistic interaction and the impact of the work in a similar
manner to its original German-speaking audience. While the interpretation of a work
depends on present circumstances, I argue that Dahl, with the translation, aimed to close
the gap between past and present: Consequently, I suppose that Dahl's modification of the
written score was indeed an attempt to transmit the musical work authentically to the
audiences in Los Angeles.
In 1944, Yates asked Dahl to undertake a translation and performance of Pierrot
Lunaire. The text that Dahl created for an all-Schoenberg concert on the “Roof” in
December 1944 is usually referred to as the Dahl-Beier translation. Yet, the involvement
of Carl Beier – his particular expertise, influence and impact on the translation – is one of
the many mysteries that my research has uncovered. The program notes for the 1944
concert indicate Beier as translator, but his name does not appear in later documents. 320 In
a letter addressed to Schoenberg, Dahl described Beier as a young American, who acted
as a co-author; however, Dahl also stressed that Beier did not speak nor understand
German, so that his potential function was probably reduced to the role of an editor and
proof reader.321 As the contributions of Beier are unclear, I will continue to view Dahl as
320 Beier is listed as translator in the 1944 program (see Evenings on the Roof, Three Programs Autumn
Season of 7 Chamber Concerts 1944, Arnold Schoenberg Center, Vienna), but is no longer mentioned
in the program for Schoenberg's memorial concert of 1951. See “Four Events at the Lobero,” 1951,
Arnold Schoenberg Center, Vienna.)
321 Schoenberg mentions in his reply to Dahl that a lawyer named “Wachtel” sent him a copy of the
Dahl/Beier translation and claimed the copyright for the text. (Schoenberg to Dahl, 23 July 1949, ASC
LC). Composer Fritz Stiedry explained later in a letter to Schoenberg that Carl Beier and Sam Wachtel
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the sole author of the translation.
The premiere of Dahl's American Pierrot took place on 18 December 1944 at a
concert in the Autumn season of the “Roof” program, titled “7 Chamber Concerts,” at the
KFWB Concert Hall, Los Angeles. The program notes list the performer as Sara Carter:
voice; Leonard Posella: flute and piccolo; Kalman Bloch: clarinet; Guido Pettinari: bassclarinet; Manuel Compinsky: violin and viola; William Vandenburg: violoncello; Lillian
Steuber: Piano. Ingolf Dahl: Conductor.322 Posella and Bloch had also participated in
Schoenberg's recording of Pierrot, which took place in September 1940 (see: Appendix
A).
Dahl's performance in 1944 was broadcast and Stuckenschmidt reports that
Schoenberg heard the broadcast.323 While Crawford claims that “all Roof and Monday
Evening Concert performances of Pierrot until 1989 were given in English,”324 the Los
Angeles Times announced a performance of Pierrot “performed with the German text that
were the same person: According to Stiedry, Wachtel heard Schoenberg's Pierrot interpretation in New
York and wrote a translation that he published under the pseudonym. (Stiedry to Schoenberg, 28 July
1949, ASC LC). Yet, I doubt the veracity of Stiedry's claim and think that there appears to be some
confusion between the persons Wachtel and Beier: there is no evidence that Wachtel worked together
with Dahl in LA to work on the translation. It might be indeed possible that some Pierrot enthusiasts
worked on translating the German text, and that Wachtel was among those. Yet, it seems unrealistic that
Dahl had access to the translation, or that Wachtel approached Dahl four years later, when the Roof
performance was planned. Also, the Ingolf Dahl papers at the USC contains different versions of the
translation, partly written in Dahl's handwriting, which document Dahl's working process. Furthermore,
to the best of my knowledge, no information on alleged co-translators of Pierrot – Beier or Wachtel –
exists. Dahl's daybook entries show evidence that Dahl was apparently well acquainted with a person
named Carl and that they met frequently in the time leading up to the 1944 Pierrot performance. This
indicates that Beier might have been Dahl's friend and that he possibly read Dahl's translation. The
Ingolf Dahl papers at the University of Southern California contain one document subtitled “Translated
by Carl Beier,” however, this text only provides information about the poems' contents, not a
translation of the text.
322 “Evenings on the Roof, Three Programs Autumn Season of 7 Chamber Concerts.” Arnold Schoenberg
Centre, Image Archive, http://www.schoenberg.at/resources/pages/preview.php?
ref=5784&ext=jpg&k=&search=Pierrot&offset=0&order_by=relevance&sort=DESC&archive=0&.
323 Stuckenschmidt, Schoenberg: His Life, World and Work, 439/440.
324 See: Crawford, “Peter Yates and the Performances of Schoenberg’s Chamber Music at 'Evenings on the
Roof”,” 188.
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Schoenberg used, a translation by Otto Hartleben after the original French by Albert
Giraud” on 22 March 1959.325 For other concert events, the language question remains
unclear: When Robert Craft conducted Pierrot on 9 December 1968, the concert
programme included a booklet with the Dahl translation, however, both the programme
and the concert review do not indicate which language was used for the performance. 326
Dahl conducted a performance using the translation for a second time in 1949. The
Journal International Musician reported: “The audience will not soon forget the ‘Pierrot
Lunaire' which they heard, with its subtle variance of pathos and humor, sentiment and
violence. […] The words were sung in English. To the audience was given, in addition, a
printed translation and adequate light for following it.” 327 Presumably, Dahl also used the
English text for a concert on 29 December 1960 on Berkeley Campus. According to
Crawford, Morton refused to accept Pierre Boulez' request to perform Pierrot in German
in 1963 and informed him that there was a tradition in the concerts to perform Pierrot in
English. Boulez apparently disagreed with the “Roof's” language policy of Pierrot and
wanted to perform it in German. As Morton did not agree with his plans, Boulez
undertook a performance of Stravinsky's Three Japanese Lyrics instead.328
The significance of the Dahl translation is based on the fact that Schoenberg
favored performances given in this translation for North American audiences and

325 “Concert Finale Set Tomorrow,” LA Times, March 22, 1959, Lawrence Morton papers, UCLA Special
Collections.
326 See Programme: Monday Evening Concerts 1968/1969 Season, December 9, 1968, Library Special
Collections, Charles E. Young Research Library, University of California, Los Angeles, and the review
of the Los Angeles Times: Albert Goldsberg, “‘Pierrot Lunaire’ at Bing Theatre,” Los Angeles Times,
December 11, 1968.
327 “Happy Birthday!” International Musician, November 1949, n.p.
328 Crawford, “Peter Yates and the Performances of Schoenberg’s Chamber Music at 'Evenings on the
Roof',” 208.
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apparently considered the text as a benchmark that could serve as a model for other
translations of his works. Responding to a letter written by American conductor Robert
Craft, in which Craft requested permission to translate and perform the choral pieces of
Opus 27 and 28, Schoenberg wrote on 26 June 1950: “If the translation becomes so good
as that of Pierrot Lunaire, I would be very pleased.” 329 Craft also reports that Schoenberg
recommended the Dahl text for a concert in New York: Schoenberg “seeks to convince
me to use an English translation for my forthcoming New York performance of Pierrot
Lunaire, and he recommends the version by Ingolf Dahl.”330 Instead of using a clean copy
of the score to develop his own interpretation, Craft would have been obliged to use
Dahl's score of Pierrot. This was likely unacceptable for a young, emerging conductor,
who was seeking to develop his own distinctive interpretation of the work.331 However,
Dahl's translation of the Hartleben text was used as the official, copyrighted translation of
the Columbia recording of Pierrot, which Craft undertook in 1963 in German.332
Dahl adapted Pierrot to the Los Angeles context in order to communicate that
piece's central ideas work in a changed cultural environment. Hence, he contextualized
the piece to the translating language and culture. Dahl's working score and the resulting
performances conveyed his idea of Pierrot, while his performance mode aimed to
reconstruct the original experience of the work within a new culture, time and place. The

329 Schoenberg to Craft, 26 June 1950, ASC LC.
330 Robert Craft, Stravinsky: Chronicle of a Friendship, 1948-1971 (New York: Knopf, 1972), 17.
331 Craft's biographical writings indicate a complicated relationship between Craft and Dahl, which would
have been competitive as both conductors were devoted to Schoenberg and also close to Stravinsky.
Regarding the translation, Craft wrote: “Like me, he was devoted to Schoenberg, who unfortunately
approved his […] English translation of Pierrot Lunaire […].” Robert Craft, An Improbable Life:
Memoirs, 1st ed (Nashville: Vanderbilt University Press, 2002), 130.
332 Robert Craft, The Music of Arnold Schoenberg, vol. 1 (New York: Columbia Masterworks, 1963).
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interpretation of Pierrot was shaped by the environment of the “Roof” series. The series
aimed to present the work to listeners whose cultural and musical understanding differed
from those of the audiences in Europe. However, the “Roof,” similarly to Schoenberg's
Viennese “Verein,” attracted culturally interested people, who were willing to learn and
experience new music. Dahl's translation can be viewed as an experimental performance
mode that captivated the attention of the audience and allowed the guests of the “Roof” to
appreciate the work in a new way.
The involvement of Schoenberg and his efforts to present Pierrot in English
reveals that he perceived that a change in language was necessary to engage a new
audience with the meanings of Pierrot. His recognition of the Dahl translation indicates
that he viewed the latter's interpretation as an appropriate way to communicate Pierrot.
Dahl's performances are a good example of how émigré musicians influenced the
performance modes in North America. Dahl, who was very familiar with the original
work, had expert knowledge of music and literature, of the European environment of his
origin and he also knew the receiving culture and language. This uniquely situated Dahl
in a privileged position as cultural mediator, a probably significant aspect for Schoenberg.
In 1909, he emphasized that a precise knowledge of the past and intuition of the future
were crucial in order to develop artistic judgement.
As for dispensing artistic judgements: one must then be able to compare artistic
impressions with each other; either through one's nature, which must not lack
characteristic qualities, or at least through one's training (education plus
development) one must find a vantage point from which it is possible to gain a
closer insight into the nature of the work concerned. One must have a sense of the
past and an intuition of the future.333
333 Schoenberg, Stein, and Black, Style and Idea, 195.

138

Dahl's background, his education and skills apparently met the requirements of a
musical specialist, capable of understanding and transmitting the work. For the “Roof”
circle, he gained his status as cultural mediator through his knowledge of the old and the
new worlds, and his skill to translate between both environments. While his translation
was respected by both Schoenberg and the “Roof” community, other performers, such as
Craft, perceived Dahl's version as one version that was associated with and belonged to
another performer. A use of Dahl's interpretation meant sacrificing interpretative
engagement with the original work.

5.3. Analysis of the translation
The primary sources for this analysis are part of the Ingolf Dahl papers which are
held at the University Archives of the University of Southern California, Los Angeles. I
received further materials from the Library of Congress, Washington D.C. Sources
include correspondence between Schoenberg and Dahl on the latter's translation, and
other texts pertaining to the performances of the American Pierrot in California. To the
best of my knowledge, this is the first time that these sources have been employed to
explore the significance of Dahl's role as a cultural mediator of Schoenberg's work.
The literary and musical features of the Dahl translation in the American
performances offer a new perspective from which to view and examine Pierrot. Focusing
on the network of performers and composers who influenced the translation reveals that
Dahl's translation, as inscribed in the score, was actually an unfinished object. The idea of
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translation as a fragmentary engagement with the original work goes back to German
Romantic writings. Bermann notes:
Translations, critiques, but also letters and fragments […] have in common the
reference to an absent other: translation to the other, letters and dialogs to an
external referent of which they treat, criticism to a literary text or the whole of
literature.334
The idea of translating as a reminder of an absent other can be related to the
concept of performing. The written score forms the foundation for an interpretation that is
influenced by the interpreter's approach. Listening to works in performance and reading
literary works in translation, then, means to accept that a work can only be experienced
partially, through a mediation which is shaped by a mediator, and his/her social, cultural,
local and temporal contexts. This way of exploring the Dahl translation will lead to new
conclusions about the way musical pieces are presented and received, as well as the
interactions between work and place.

My interpretation is based on the following documents:335
1. The “official” version of the English text, which is written over the German text in
Dahl's own copy of the score (U.E.5336).336
2. The typed version of the translation that Dahl sent to Schoenberg in 1949 and an
accompanying letter which addressed the main goals and efforts of the translation.337
3. The letter which Dahl received from Schoenberg, including a revised version of the
334 Berman, The Experience of the Foreign, 71.
335 See Appendix B
336 Dahl's personal copy of the score of Arnold Schoenberg, Pierrot Lunaire, Opus 21, UE 5336, [Box 85,
File 5] IDP.
337 Dahl to Schoenberg, 10 July 1949, ASC LC.
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translation with numerous suggestions for word changes.338
4. A hand-written, undated note in which Dahl discussed Schoenberg's suggestions for
modifications of the text.339
5. A hand-written document that Dahl composed in or after 1958, in which he claimed
that Schoenberg authorized more than fifty substantive musical changes in the vocal line
for the English translation.340 Letters to and from performers,341 particularly the letter
written by soprano Cathy Berberian, who contacted Dahl with questions and comments
regarding the translation. These documents indicate that Dahl's translation was widely
disseminated.
Another important source of information regarding meetings and conversations
between Dahl and Schoenberg in the 1940s are Dahl's day books (diaries) from the 1940s
and 1950s.342 The books were primarily used as appointment calendars and contain
information about rehearsals and meetings, and day activities; they also record Dahl's
emotional state. Underlined entries are of special importance for Dahl: For example, on
13 July 1951, he wrote: “Schoenberg dies” and placed a dried flower in the book.343 The
books also provide information regarding the Pierrot rehearsals and performances.
The printed score that was used for Dahl's performances of Pierrot is of great
significance for the discussion of the translation's status in relation to the original. On the
top of the cover, Dahl wrote his name in ink, while he used a pencil to write the English
338 Schoenberg to Dahl, 23 July 1949, ASC LC.
339 Ingolf Dahl, notes, untitled, n.d., [Box 82, File 5], IDP.
340 Dahl, notes “List of Musical Alterations for the Dahl-Beier Translation of Pierrot Lunaire,”[Box 82,
File 5] IDP.
341 Dahl to Roberto, n.d. [Box 82, File 5], IDP; Berberian to Dahl, n.d., [Box 29, File 11], IDP.
342 Dahl, Daybooks, [Box 62] IDP.
343 Dahl, Daybook, 1951, 13 July 1951, [Box 62] IDP.
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translation partly below and partly above the German text and also to mark musical
changes in the vocal line which would better accommodate the English text. Dahl used
red ink to highlight parts of the music and to add score notes of a musical nature. This
suggests that Dahl perceived the English text as an impermanent component; an element
that one could easily erase and change. His personal score notes and markings were
apparently of a a more permanent importance for his interpretation of Pierrot. I argue that
Dahl viewed the translation, written in the score, as a flexible component, which could be
adjusted from performance to performance. The fact that he also preserved typed versions
of the text suggests that he perceived the translation as a poetic text in its own right. Thus,
Dahl as musical interpreter regarded the text as an adjustable component. Yet, as literary
translator, he perceived his translation also as his own, unique authorial work.
It should be noted that no. 16, Gemeinheit, was removed from the score. The
reason for this is so far unclear to me. It is certainly possible that a performer took it out
and forgot to return it. However, as the poem is particularly violent, (“Into the bald pate
of Cassander/ While he rends the air with screeming, Blithe Pierrot, affecting airs so
kind/ And tender, bores with a skull drill”)344 it is also possible that the part was removed
for another reason. It may have been censored by “Roof” authorities. It is also possible
that Dahl or Schoenberg decided not to perform it in an environment that had just learned
about the cruelties of the Nazi regime.
The cover also shows a note titled “chge transl. p. 32 'Their hair'.” This suggests
that Dahl changed the text during a rehearsal of a performance of Pierrot. This fact

344 Translation: Ingolf Dahl
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underscores the idea that his translation could be varied and also adapted to a particular
performance situation, and probably provided some freedom for the performer. Inside the
score, on page 32, the phrase “their hair stands straight up” is crossed out with red ink,
however, no alternative translation appears on the page. It is possible that the vocal
performer included her own variant here. In contrast to a literary translation, Dahl's text
follows the structure of the music and also reflects the German speech inflections and
syntax, e.g., “How shall I today make up?,” “With lightbeams so weird and fantastic”
(no. 3, “Der Dandy”). Dahl may have considered changing the phrase “But look—Their
hair stands straight up” (no. 10, “Raub”) because the expression was “too German” for
the foreign audience. By relating the English text closely to the German original, Dahl
created a cultural distance by preserving a German tone, through actual retention of
German syntax and speech inflections. Thus, his text highlighted the work's roots in
Europe and confronted the listener with both Pierrot's past and present. Word choices are
often unususal, as “bald plate” (no. 16, “Gemeinheit”). Neologisms, such as “windpuff”
(no. 17, “Parodie”) and “rogueries” (no. 21, “O alter Duft) strengthen the foreign
character of the words and carry poetic meanings. This also corresponds to Venuti's
“resistant strategies that foreground the play of the signifier by cultivating polysemy,
neologism, fragmented syntax, discursive heterogeneity.”345 Dahl brought the text closer
to a foreign audience by relating the verbal content to the music. He created the text as
musical interpreter, and was driven to accommodate the instrumentation in the best way
possible in order to preserve the interactions between text and music. The unusual,

345 Lawrence Venuti, Rethinking Translation: Discourse, Subjectivity, Ideology (London: Routledge,
1992), 12.
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ambiguous construction of certain lines, which sustain the text-music unity, and the “nonEnglish” sounding words, create a text that does not just rest on a literary, but on a
musical basis. The text's poetic sense unfolds best when it is spoken with the music.
In the typed version of Dahl's translation, the instruments, as well as a short
summary and brief interpretation, appear in brackets below the title of the respective
poems. Dahl's short literary analyses reveal his deep knowledge of the text's cultural
background: “the Dandy” (no. 3) views Pierrot's character as 'Petruschka', “The Fool of
the Moon,” while Dahl notes that “Homesickness” (no. 15, “Heimweh”) points to
Pierrot's longing for “the old Italian commedia dell'arte.”346 These comments underscore
that Dahl approached the work as a musical interpreter, who also had the necessary arthistorical and literary competence to understand the work in a poetic way. This distinctive
knowledge shaped his text and distinguished him not only from the other translators of
Pierrot (Freund and Gray), but also from many translators in the domain of vocal music.
The syntax and wording, which aim to preserve the German “tone,” could be seen
as – according to Venuti – a method of applying a set of formal and thematic
“interpretants that recontextualizes the source text, replacing relations to the source
culture with a receiving intertext, with relations to the translating language and culture
which are built into the translation.” 347 However, this “intertext” is not, as in literature,
primarily a result of the translator's skill, but rather derived by a linking of words to the
music. I assume that Dahl's intention was not primarily focused on creating a superior
text, which would highlight his literary talent, but to find an optimal compromise

346 Dahl to Schoenberg, 10 July 1949, ASC LC.
347 Venuti, Translation Changes Everything, 4.
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between a new text and a preservation of the text-music relationships embedded in the
score. In this translation, the interpretants were manifested through a poetic construction,
carried by the music.
Dahl's foreignization of the text was primarily a result of his musical background.
As musical interpreter, he aimed to transmit Pierrot's musical message in the
performance. However, he regarded Pierrot given in German as too limited to
communicate its meanings and contents to audiences in North America. Dahl's approach
to translation recalls Schleiermacher's notion of bringing the reader to the author 348 and
Venuti's concept of foreignizing a translation in order to highlight cultural, historical and
linguistic differences.349 As opposed to Gray, whose word choices often eliminated vague
and ambiguous content, Dahl's translation highlights the foreignness of the text. This
approach recalls Schleiermacher's demands that the translator hold back his literary
talents in order to re-write a text in a way that preserves the foreign tone of the original in
the language of the translated text.350

5.4. Schoenberg – Dahl Correspondence
On 10 July 1949, Dahl wrote to Schoenberg and included with his letter a copy of the
translation. In the letter, he indicated in the first sentence that Schoenberg had requested
the text from Dahl earlier, and then explained his translation method. 351 He noted that his
main aim was to relate the syllables of the words closely to the original text to avoid any

348 See Venuti, The Translation Studies Reader, 43–63.
349 See Venuti, The Translator’s Invisibility, and Venuti, Translation Changes Everything.
350 Schleiermacher, “On the Different Methods of Translating,” in The Translation Studies Reader, 54.
351 Dahl, in his first sentence, states that he promised before to send Schoenberg the text.
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modification of the instrumental part. His second concern was the poetic content;
however, he claimed that he translated the poems as accurately and precisely as possible
and stated that mood, meaning and sense were, in his view, correctly recreated in the
English version. Dahl pointed to the expression “Moon's Maharajah” for “Durchlaucht
vom Monde” (no. 9 “Gebet an Pierrot) as a phrase to highlight the literary value of the
text.352
Dahl concluded his letter with praising Pierrot's eternal values, and stated that the
music's impression remained undiminished and overwhelming, stating that Schoenberg
broke new ground with Pierrot thirty-seven years ago. Dahl ends the letter with the
remark that the work possesses continued validity in the old and the new Worlds and that
the translation aimed to properly represent the work.353 The letter demonstrates Dahl's
deep admiration for Schoenberg and his affection and interest for Pierrot. It is my belief
that the change of language was needed in order to transmit Pierrot in such a way.
Schoenberg responded to Dahl two weeks later, on 23 July 1949 with a letter that
expressed his appreciation. He asked Dahl to consider a couple of improvements “which
better suit the declamation and the musical accent” and finally noted that “the translation
is wonderful and I can't even think of anything better.” 354 The numerous comments,
which partly altered the meaning of the English content, appear on the copy of the
translation in red ink. Schoenberg stated that he, together with his secretary Richard

352 Dahl to Schoenberg, 10 July 1949, ASC LC.
353 “[…] es drängt mich, Ihnen zu sagen, dass der Eindruck dieser Musik ein ungemindert überwältigender
ist. Es ist unfasslich, um nicht zu sagen übermenschlich, wie Sie, vor so vielen jahren nicht nur neuland
und Ihre eigene Welt schufen, sondern auch in dieser Welt eine solche zwingende Gültigkeit fanden,
dass sie heute ebenso frisch und einzigartig ist wie vor 37 jahren.” Ibid.
354 Schoenberg to Dahl, 23 July 1949, ASC LC.
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Hoffmann and his student Dika Newlin, had inserted the comments, however, the
handwriting indicates that only one person added those suggestions to the translation.
When the question was asked during a personal meeting, Schoenberg's sons, Lawrence
and Ronald Schoenberg, as well as his daughter-in-law, Barbara Zeisl Schoenberg,
claimed that the comments were not written in Schoenberg's handwriting. Zeisl
Schoenberg remarked that the comments were written in a rather “childlike American
style.”355 This leads me to believe that Newlin either noted the changes which Hoffman
and Schoenberg agreed on, or included her own ideas, based on her own Pierrot
translation.
Some of the suggested improvements apparently aimed to emulate an English,
archaic poetic style: Instead of “you,” the commentator suggests using the pronoun
“thou,” particularly when the moon is being addressed in the poem. In a similar manner
“thy,” the possessive adjective of “thou”356 is often employed. In many instances, the
comments change the word order of the translation. In poem 16, “Gemeinheit”, the
commentator suggested the technical term “trepan” instead of “skull drill,” an interesting
change, as the term “trepan” is associated with a surgical instrument. Also, Dahl's
translation “skull drill” corresponds to the number of syllables in the German original.
Thus, the suggestion of “trepan” is difficult to understand, for literary as well as for

355 Schoenberg's sons Lawrence Schoenberg and Ronald Schoenberg, and Schoenberg's daughter-in-law
Barbara Zeisl Schoenberg in discussion with the author, November 2, 2014.
356 See No. 7 “The Sick Moon,” comments are indicated in red: “Thou somber, deathly-stricken moon/
There on the heaven's darkest couch/ Thy gaze, so feverish swollen,/Charms me like strange enchanted
air. Unrequited (?) Pains of love/ Of insatiable love-pangs/ Thou die, die of yearning, overwhelmed/
Thou somber, deathly-stricken moon/There on the heaven's darkest couch. The lover, who, with
rapturous heart,/Without a care to his mistress goes/ Is happy in thy play of light,/ thy pallid and
tormented blood,/Thou somber, deathly- stricken moon.”
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poetic-literary reasons. Often, the suggestions which Dahl received from Schoenberg
include changes of word order, such as a modification of Dahl's translation “Lovepangs,” which is changed to “pains of love” (no. 7, “The Sick Moon”). Dahl aimed to
preserve word order and to enhance the connection between word content and sound. For
opera translations, Golomb defines vocal music as a
music-linked verbal text, [which] refers […] to an instance of verbal text 'set to',
or linked, aligned, or synchronised with, an instance of music, whether this
setting/linking/aligning is made a priori, by original design (i.e., when new music
is composed deliberately to be aligned with an existing verbal text, or vice versa)
or a posteriori, by original (i.e., in the rare case when a potential possibility to
match two pre-existing components, verbal and musical is discovered and
activated at a later stage.357
A translator needs to keep the music-word unity in mind when changing the
language of the work. A change of word order distorts the unity and changes the musical
experience in the performance, and thus compromises the work. Dahl aimed to preserve
word syllables and syntactic order to enable audiences with no command of the source
language to “experience this unique synchronisation of music.”358
We do not know the nature of Dahl's reaction to Schoenberg's letter. Dahl's entries
for that period were removed from the daybook of 1949. However, an undated note 359
reveals that Dahl turned down most of the ideas that he received from Schoenberg and his
collaborators. An exception is the suggestion to use “thou” instead of “you.” In most
cases, he perceived the new expressions as problematic obstacles for the music: E.g., he

357 Harai Golomb, “Music-Linked Translation [MLT] and Mozart's Operas: Theoretical, Textual and
Practical Perspectives,” in Song and Significance: Virtues and Vices of Vocal Translation 2005, edited
by Dinda L. Gorlée, (Amsterdam: Rodopi, 2005), 122.
358 Ibid., 154.
359 Dahl, Personal Notes, n.d. [Box 82, File 5] IDP.

148
writes: “line 4 in this speed 'Below' easier to speak (change to eighth rest sixteenth note
eighth note),” and “line 6 stifling better, consonants for projection/ also two quarter notes
more thematic than one eight note.”360 Thus, Dahl used information gathered from
musical performance practice to make decisions about his translations. However, he was
also concerned about the poetic outcome: At other times, Dahl perceived the comments as
un-poetic, pale and grammatically wrong, as well as altering the original: “line 4 the
elision of articles is very bad. Makes it more stilted and incomprehensible,” “fills souls
with fear – not true to original – overworked image,” and “ours is still (with one less
syllable) closer to original.”361
The note is composed in a spidery, uneven handwriting. I assume that Dahl did
not intend to present it to another person, e.g. to Schoenberg or a member of the “Roof”
community. Hence, the purpose of the notes is unclear. Nevertheless, after the second
performance of the translation, Dahl made a note on Oct. 26 1949 of a call from
Schoenberg: “8 Schoenberg call – he is very complimentary about performance.” 362 This
note suggests that Schoenberg did not object Dahl's decision not to accept the proposed
changes to his translation.

5.5. Musical Alterations
Sometime in or after 1958,363 Dahl composed a list of over forty musical
360 Ibid.
361 Ingolf Dahl, “Untitled: Personal Notes,” n.d., Ingolf Dahl Papers, University of Southern California.
362 Dahl, Daybook 1949, November 29 1949, [Box 62] IDP.
363 Dahl added a letterhead, indicating his address as 2486 Cheremoya Avenue, where the Dahl's moved in
1958 (Linick, The Lives of Ingolf Dahl, 323). Cathy Berberian performed the translation in 1960 and
thanked Dahl in an undated letter for providing her with the English translation (Berberian to Dahl, n.d.

149
alterations for his translation. In the title of this detailed record, he underlined that these
alterations should only be used for performances in English. This underscores that he
perceived the text as a practical adjustment. His performance version was not meant to
replace the original work, but manifested a further development of Pierrot outside of its
national and cultural borders. One can assume that Dahl wrote the note primarily to
specify his changes to the original Pierrot, and secondarily to provide the reciter with an
overview of the modifications to the vocal part. The alterations exclusively affect the
Sprechstimme. However, additional musicological research is required to decide whether
and to what extent the changes affect the instruments. An analysis of the interrelations
between music and the English text, as well as an examination of the theoretical
consequences of the changes in the speaking voice for the musical work, are the
responsibilities of the musical expert. Four significant examples listed below illustrate
that the translation of the words affected the sequence of tones and the rhythmic structure.
To accommodate extra- syllables, Dahl deleted and added notes. Considering the
traditional, nineteenth- century strong work concept and the implications of Werktreue,
Dahl's modifications constitute a violation of the work. However, Dahl's translation and
the necessary modifications of the voice part must be understood as part of his
overarching goal to deliver Schoenberg's work to an audience that could not understand
the German text and had little insight into the cultural content in which the work was
composed.

[Box 29, File 11] IDP). I assume that Dahl composed the note before Berberian's performance.
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modification of notated parts/pitches364
No. 10 measure 14/15

modification of rhythm/rest
No. 15 measure 6/7

deletions/adding of notes to accommodate the text
No. 8 measure 13

No. 9 measure 4

364 Experts used by permission of Claude Zachary, Curator of the Ingolf Dahl Papers, University of
Southern California Archives, Los Angeles.
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I have not found any evidence that Schoenberg indeed agreed to change his music
in order to accommodate the new text. However, as Dahl's main thrust was to preserve
the musical work, and as most of the alterations are mild in nature, it appears that the
changes neither violated, nor distorted the composition. However, I argue that modifying
the original work Pierrot Lunaire resulted in a softening of the traditional work concept
and suggests that Dahl, as well as Schoenberg, considered the performance version of
Pierrot in English as better suited for Los Angeles audience than the original work.
Dahl's willingness to send the text to the composer, as well as Dahl's claim that
this text was only intended for performance, suggest that Dahl did not consider the
translation as a fixed, permanent product, but as something open to other ideas,
suggestions and improvements. Dahl's "Dear Roberto" letter, most likely addressed to a
member of the “Roof” community, 365 lists some possible changes to the translation and
appeared to be written after a heated discussion of the text. Dahl wrote: “Seems a meager
harvest for so many hours of impassioned argument.” 366 Another indicator of a
performer's involvement is a letter which Dahl received from Berberian, who wrote to
Dahl sometime before her performance of the translation in 1969 in Stockholm. 367 In the
letter, she drew Dahl’s attention to four sections where she had run into problems with
365 Dahl to Roberto, n.d., [Box 82, File 5] IDP.
366 Ibid.
367 In the 1960s, Berberian was renown for her interpretations of avant-garde music. Meehan reports on
her fascination with Pierrot and her interest in performing it in English: “Berberian viewed Pierrot as a
cabaret piece, and since the 'essence of cabaret is the comprehension of the text,' she thought it
necessary to recite the text in a language that would be understood by the audience.[…] Berberian […]
justified her use of English by claiming that it would benefit the audience, but she used English even in
places where it was not the primary language.” Kate Meehan, “Not Just a Pretty Voice: Cathy
Berberian as Collaborator, Composer and Creator” (PhD diss., Washington University in St. Louis,
2011), 235.
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reciting the English text, and suggested solutions for the Sprechstimme. In all cases, Dahl
placed a checkmark in the margins beside her suggestions.
The interest of other musicians in engaging with the text as well as the music
indicates that Dahl saw himself as more than simply a translator of the text. As performer,
the translation could be considered an aspect within the broader context of musical
interpretation: Dahl provided the Californian community with a performance version of
Pierrot, a rendering that emerged from a network of concert organizers, composers, and
performers. The translation and the resulting performances were not regarded as final,
irrevocable products. The work was continuously shaped by place and performers, and
influenced the listener's views of European art music culture.
The translation's context within a network of place and performers and its
momentary nature, distinguishes Dahl's case from many other examples of literary
translation, which are preserved as finished works, and also from other Pierrot
translations, most notably the ones written by Cecil Gray and Andrew Porter, which were
conserved as recordings and thus, became final, perfected products. 368 Dahl's translation,
which echoes the tone of the German language, foreignized the text and inscribed the
work's origin in the translation. This approach resonates with the aims of modern
translation theories. Venuti asks for “innovative translation practices in which [the

368 For views of recordings as manifestations of reproduction see Barthes's elaborations on musica
practica in Barthes, The Responsibility of Forms, 261-266, and Andrew Benjamin, Walter Benjamin
and Art (London, GB: Continuum, 2005), 200. The translation by Porter can be seen as yet another
discussion of Dahl's text: as Porter asserted the Dahl translation was not a “good” translation, he wrote
his own in 1984. Porter's translation is printed in the CD booklet of Lucy Shelton's recording: Arnold
Schoenberg, Pierrot Lunaire. Da Capo Chamber Players, cond. Oliver Knussen, reciter Lucy Shelton
(Bridge Records 9032, 1992). Jazz singer Cleo Lane performed the Gray translation. Arnold
Schoenberg, Pierrot Lunaire. The Nash Ensemble, cond. Elgar Howarth, reciter Cleo Laine (RCA Red
Label LRL 1-5058, 1974).
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translator's works] become visible for readers.”369

369 Venuti, The Translator’s Invisibility, 311.
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CONCLUSIONS

Pierrot's history and changing nature within different environments, from commedia
dell'arte to German modernism, point to his transformative potential and his ability to
adapt to new eras and contexts. As Pierrot Lunaire Opus 21 left its European home, a
new local interest about the work, and particularly the enthusiasm of Peter Yates, resulted
in the creation of Dahl's version for the performances in California. His version of
Pierrot provides an example of what happens to musical works of high art when they
integrate into a new environment.
Dahl's translation adapted Pierrot to the new cultural context of Los Angeles and
added a new dimension to our understanding of it. Both Schoenberg as composer and
Dahl as interpreter continued to adhere to nineteenth- century concepts of music.
However, Dahl's translation resulted in a weakening of the strong work concept. 370 He
believed that an accommodation of the text was crucial for an effective communication of
the work in the new environment. In undertaking his interpretation of Pierrot, Dahl
presented the work in a way that encompasses both its past – a work composed in preWorld War I Vienna – and its present as an aesthetic object in mid-twentieth century Los
Angeles. The resulting performances stand in close relation to what Venuti calls the
nature of translation, a local and contingent act of interpretation that engages with
linguistic and cultural differences of a foreign text which “can communicate those

370 See Goehr, “Being True to the Work,” 55.
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differences and thereby threaten the assumed integrity of a national language and culture,
the essential homogeneity of the national identity.”371
Besides encompassing both past and present, Dahl's success in translating and
performing Pierrot for Californian audiences bridged the divide between performance
and translation. His work underscores the fact that musical interpretation and literary
hermeneutics are closely linked. Dahl perceived himself as a performer who served as a
mediator, bringing a musical text onto a foreign stage in the best way possible. In
translating the vocal text of Pierrot, he adopted multiple roles, that of a pragmatic
performer, a literary translator and even of a poet. The American Pierrot is the original
Pierrot in a new guise – in essence it is Pierrot's afterlife.
From a literary point of view, Dahl's decision to limit the text to a performance
tool can be perceived in terms of Benjamin's translation theory. Benjamin says that “a
translation proceeds from the original. Indeed, not so much from its life as from its
'afterlife' or survival.”372 Furthermore, in the sense of Gedamer's “in-between-situation”
between tradition and presence as the place of understanding, 373 Dahl opened up new
horizons by referring to the work's existence in past and present times and contexts. As
interpreter of Pierrot, he enabled the work to speak within a specific time and space. The
main goal of his interpretation (and its performance) is to create an understanding that
encompasses both the past and future of the musical piece and captures the dynamic
interplay between time and place.
371 Lawrence Venuti, “Local Contingencies: Translation and National Identities,” in Nation, Language,
and the Ethics of Translation, edited by Sandra Bermann and Michael Wood (Princeton, N.J: Princeton
University Press, 2005), 178.
372 Benjamin, quoted after Venuti, The Translation Studies Reader, 76.
373 Gadamer, Truth and Method, 306.
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In summary, Dahl as conductor and translator brought the piece of art to life and
enabled the Californian audiences to engage in new ways with the work. The American
Pierrot trivialized “written” renderings, printed in texts, books and programmes, which
only referred indirectly to the work. The suggestions for improvements by Schoenberg as
well as by the performers of Pierrot reveal that the American Pierrot allowed for openended processes of development and transfer through a continuous discussion of the
original work, Pierrot Lunaire Opus 21.
While the story of Dahl's translation provides insights into the role of the
“musical” translator and shows how the concepts of literary translation and musical
interpretation overlap and intersect, it also helps us to distinguish between the concepts of
translating and performing. Yates, who viewed himself as an enabler for New Music in
North America, perceived a musician as the right person to translate and undertake a
performance of the work. Only a musical expert seemed to be qualified to deal with the
textual transformation of Pierrot. The history of previous translations of Pierrot already
alludes to this idea, emerging with Ravel's request to re-translate the Hartleben text in
1919, and continuing with the translation by singer Marya Freund which she performed
in 1922. The vocal text of Pierrot was viewed as the property and responsibility of a
musical community.
This intersection between an artistic work and a place shaped the adaptation of the
piece and influenced its new representation. This transformation of Pierrot took place
within the local venue of the “Roof” series, outside of the establishment of music culture.
Within this context, Pierrot addressed a new audience. Yates's musical venue, where
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Americans and Europeans came together, could be viewed as a location where cultural
exchange and transfer occurred. It was a place that enabled audience members, as well as
highly trained musicians and composers, to discover music they had not heard and/or
played before. In many ways, the “Roof” resembled Schoenberg's Viennese Verein für
musikalische Privataufführungen. The series purposefully sought to perform new,
unfamiliar works that were not aimed at a mainstream audience. Yates's innovative
concert series demonstrated a willingness to engage with works in ways that undermined
the contingencies of national and 'local' cultural criteria.
Additional research on the performance of European art music in Los Angeles
during the war and post-war years should be conducted to gain a better understanding of
the reception of avant-garde music and the adaptation of works such as Pierrot Lunaire.
Yates's communications with composers and musicians, as well as the modes of
performing new works at the “Roof” and the “Monday Evening Concerts,” provide rich
opportunities to study the processes of cultural transfer. The story offers insight into the
transnational processes involved when aesthetic objects move from their contexts of
origin to new places. While current research, particularly the publications by Dorothy L.
Crawford and Sabine Feist, provides a basic overview of the concert venues in Los
Angeles and Schoenberg's interaction with the American culture, few studies have
addressed how the works were interpreted, performed and understood in specific venues.
Reopening the debate on the multiple dimensions of a work in a new context
challenges established approaches to understanding and interpreting it. The story of the
American Pierrot undermines nineteenth- century modes of listening and opens the door
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to fresh discussions of how we can experience art music in new ways. These discussions
should pave the way for a better understanding of the complex relationships that exist
between a musical work, and the time and place in which it is performed.
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Appendix A:
Chronology leading up to Dahl's Pierrot Lunaire Performances
Location

Object

Year

Information

Letter
Alma Mahler,
addressed
to Schoenberg

Ravel's planed
Pierrot
performance
Paris

1919

Letter Alma Mahler, addressed to
Schoenberg. Here, Mahler informs
Schoenberg that Ravel asks for permission
to translate Pierrot for an audience
in Paris in 1919.

Vienna
Alma Mahler
“Roter
Musiksalon”

North American 1922
Performance
in French

Conductor: Darius Mihaud
speaker: Marya Freund
translation: Marya Freund
Language: French

New York

North American 1923
Premier

Language: German

Los Angeles,
Columbia
records

Telegram
addressed
to Schoenberg

6 December 1936

Request from Columbia to record the last two
movements of Pierrot.

Los Angeles

Schoenberg,
telegram
addressed
to Columbia

18 December 1936

Schoenberg refuses to permit a partial
recording of Pierrot.

Los Angeles
“The Roof”

Yates,
correspondence

20 March 1939

“[The Roof] is becoming the event of the
season. Schoenberg wants us to do Pierrot.”
(Peter Yates, cited after Crawford: 1989, 186)

Los Angeles

recording

24/26 September
1940

Schoenberg undertakes Pierrot
recording.
Conductor: Arnold Schoenberg
Speaker: Erika Stiedry- Wagner
Language: German

Los Angeles

Yates,
correspondence

12 November 1940

“Schoenberg wants us to do Pierrot in
English.”(Peter Yates, cited after Crawford:
1989, 190)

New York

Concert
broadcast

17 November 1940

Conductor: Arnold Schoenberg.
Speaker: Erika Stiedry- Wagner
Language: German

Aeolian Hall,
London,
England

Boosey
& Hawkes
Concerts

29 May 1942

Conductor: Erwin Stein
Speaker: Hedli Anderson
Language: English
Translation: Cecil Gray
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Los Angeles
“The Roof

American
Pierrot
Premiere and
Broadcast

18 December 1944

Pierrot performed in English, German text
translated by Ingolf Dahl
Conductor; Ingolf Dahl
Speaker: Sara Carter
Language: English

Los Angeles,
“The Roof”

Concert in honor 19 September 1949
of Schoenberg's
75th birthday

Second English performance under Dahl.
“Soon thereafter Schoenberg called to
complement him on the performance.”
(Linick, 2008: 152)

Santa Barbara

Memorial
Concert

7 October 1951

Third performance under Dahl (Linick: 2008,
152)

Berkeley
campus

Concert

29 December 1960

Conductor: Dahl
Speaker: Marnie Nixon
Language: English (assumed)

Stockholm

Concert

9 December 1969

Cathy Berberian performs Pierrot in English
Speaker: Cathy Berberian
Language: English
Translation: Ingolf Dahl (assumed)
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Appendix B: Archival Sources, Selection
a) Dahl, personal copy Pierrot Lunaire score, excerpt.

Used by permission of Claude Zachary, Curator of the Ingolf Dahl Papers, University of
Southern California Archives, Los Angeles

177
b) Translation, commented, letter Schoenberg to Dahl, 1949.

Used by permission of Belmont Music Publishers, Los Angeles

178
c) Ingolf Dahl – personal note to Pierrot translation (n.d.).

Used by permission of Claude Zachary, Curator of the Ingolf Dahl Papers, University of
Southern California Archives, Los Angeles

179
d) Ingolf Dahl – personal note to Pierrot translation (my transcription).
No. 7 good thou
line 4: strange enchanted air: left, article essential for meaning
line 5: very bad, …. of syllables that cannot be stretched, also incorrect translation
“unstillbar” unsatiable
line 13 (12) “In” must be added, for the sake of meaning
line ? Good (probably line 13)
No. 8
line one “shadowed” does not make sense
line 4 the elision of articles is very bad.
Makes it more stilted and incomprehensible
it is best in original
line 6 stifling better, consonants for projection
also two quarter notes more thematic than one eight note
No. 10
line 4 in this speed “Below” (change to eighth rest sixteenth note eight note)
easier to speak
line for “ps P” not possible to say = speed, also
if Pierrot syllables change no improvement
line 10 “keeps the from moving” more
faithful but much more bookish and non-vivid, grey, newspaper language
easier in English with one syllable
No. 11
line 9
“sign of gesture' doesn't make sense – gestures are a sign!
“sign of cross” does. Realize that two quarter notes have to be added in bar 20
line 10
prefer trembling to frightened (which is to strong for “bang”)
also, where to put the extra syllable on people?

180
e) Ingolf Dahl – List of musical alterations, in or after 1958.

Used by Permission of Claude Zachary, Curator of the Ingolf Dahl Papers, University of
Southern California Archives, Los Angeles

181
f) Ingolf Dahl – Pierrot Lunaire Opus 21, translation

182

183

184

185

Used by Permission of Claude Zachary, Curator of the Ingolf Dahl Papers, University of
Southern California Archives, Los Angeles

