Lecture in Paris: Thursday, July16th, 15.15–16h: 
French and Austrian Vocal Music 1890–1914 
Ladies and Gentlemen, Mesdames et messieurs, thank you very much for the invitation to Paris. First I would like to begin with a little personal remark about one of the reasons why I am speaking about vocal music today: In the last ten years I have been working as a teacher for music analysis at the University of Music in Vienna, and also as a composer, but originally I have been studying also singing, and from time to time I am also taking part in performances as a singer today. Therefore it seems obvious that I am especially interested also in vocal music, and that I am also trying to get a musicological and analytical perspective on vocal music.
The topic I would like to speak about today is French and Austrian Vocal Music 1890–1914, and the affinities and diversities between vocal compositional styles in France and Austria at this time. If you have a look at vocal compositions around 1900, especially songs of Schönberg, Berg and Webern, and on vocal works of French composers like Debussy and Ravel, it is not surprising at all that these compositions are very different, but at the same time there are some comparable developments especially as far as the approach to the relation between music and poetry is concerned. This relation between music and poetry around 1900 has specific historical conditions, and I think that the new situation around 1900 has to do mainly with metrics and with metrical freedom in the field of poetry and music. Metrical freedom can be regarded as one of the major dreams of many composers since centuries. Many composers thought that music should not be forced into a metrical framework but it should be free from thinking in bars. Surely, one of the aspects of tonality is a certain metrical framework (thinking in entities of 4 bars, 8 bars and so on). But composers were always searching for ways to realize metrical freedom inside of this framework. So, for example, Robert Schumann admired the metrical irregularities in Berlioz’ Symphonie fantastique, and he compared them with the prose of the bible and with the language of the German author Jean Paul. Later, around 1900, these possibilities of Musical Prose (in German we would say: “Musikalische Prosa”) were explored more thoroughly in the compositions of many composers in many different countries: Max Reger, Arnold Schönberg, Claude Debussy, Jean Sibelius and so on. For singers, it seems very important to study this new relation between text and music around 1900 and I would like to present to you some aspects of this relation, in the context of the music of Schönberg, Berg, Webern, Debussy and Ravel. 
In Austria, between 1890 and 1914, we can observe new tendencies of composition. Those who are mostly regarded as the most radical composers of that time, are Schönberg, Berg and Webern, today usually subsumed as the 2nd Viennese School, but we have to point out that their innovations would not have been possible without a profound knowledge of the music of the past. Therefore, Schönberg is often regarded as the conservative revolutionary, and I think that this is a very good characterization.
Around 1900, Schönberg’s crucial works were f.e. the Transfigured Night, Verklärte Nacht for String Sextet, and some years later also the Chamber Symphony No. 1, Erste Kammersymphonie which are both instrumental works. But at the same time 23 of his works composed before 1915 are song cycles or groups of songs. Under these works we find op. 1, 2 and 3, composed in the 90s of the 19th century which are all song cycles, but of course we find also the Gurrelieder, a giant oratorio in late romantic style. But also in instrumental works like the Transfigured Night for String Sextet there is a profound lyric impact because this work was composed after a poem of Richard Dehmel. And also for the 2nd String Quartet op. 10, a further crucial work of Schönberg’s output, which was composed at the transition from tonality to the so called “free atonality”, lyrics are very important. In the 4th movement of this work, a soprano is added to the four strings, and this movement is following a poem of Stefan George. So, it would be not exaggerated to say that the lyric impact was central for Schönberg up to Free Atonality and Twelve Tone Music.
[Power Point] 
Today I would like to have a short look at Schönberg’s op. 2/1 with the title Erwartung, once more composed after a text of Richard Dehmel. Besides, this title should not be mixed up with Schönbergs melodrama Erwartung op. 17. Now we will listen to Schönberg, Erwartung op. 2/1.
Listen to Schönberg, op. 2/1 (Haselboeck 1)
[Power Point] 
In this song which was composed in 1899, a new degree of metrical freedom is reached. If we regard each phrase in relation to the length of the bars, there is a difference from phrase to phrase. No phrase is equal to the other one. In the first phrase the words “Aus dem” tend towards the beginning of bar 1 (“meer-grünen”). Phrase 2 is a variation of phrase 1, but here the beginning of the bar is coinciding with the first word of the phrase. Phrase 3 is another variation, but now the phrase is tending towards the word “Eiche” which is placed in the beginning of bar 4. The beginning of this phrase is now placed on the second beat of bar 3, and the first beat is empty. [Power Point] In this overview we can see very clearly that each phrase has a different starting point within the metrical framework.
So we could say that the music is getting independent of the length of bars, and this is one of the factors which lead to the dissolution of tonality, or maybe we could interpret it also the other way round: the dissolution of harmonic tonality leads to metrical irregularity. We can not separate the one from the other. For singers who interpret this music it is very important to understand this independence of metrical bar-lengths which are only a point of orientation, and this point of orientation makes possible the performance, but it has nearly no relevance at all for the music itself.
As a second example, we will have a look at a music which was composed 10 years later, in 1909, by a pupil of Schönberg: Alban Berg. Like in the case of Schönberg, vocal music can also be regarded as crucial for Berg. Between 1900 and 1909, Berg composed 82 songs with the Seven Early Songs, in German: Sieben frühe Lieder (1905-08), as a highlight. These songs can be regarded as the basis and initial point for the later vocal works: the Four Songs op. 2, the Altenberg-Lieder op. 4 and the two big operas, Wozzeck and Lulu. 
One characteristic aspect of Berg’s songs is his choice of poetry. He did not only choose, so to say, the big names, but also poets which were less known at this time and got known later: f.e. Altenberg, Schlaf and also Carl Hauptmann, the less known brother of Gerhart Hauptmann and so on. 
[Power Point] 
In 1909, Berg edited his Four Songs op. 2 on his own expenses and he designed the title page of this first edition by himself. Later, the fourth song of this collection was published in Wassilij Kandinsky’s Blauer Reiter (1912), together with Schönberg’s Herzgewächse op. 20 and Webern’s Ihr tratet zu dem Herde op. 4/5, and by publishing this song in this important collection, Berg emphasized the great importance of this song. Now we will listen to this song: Berg, op. 2/4: Warm die Lüfte after a text of Mombert.
Listen to Berg, op. 2/4
[Power Point] 
Two tendences of op. 2 Nr. 4 are very characteristic: First, this song is the first atonal piece in Berg’s oeuvre. And second, the tendence to Musical Prose can not be overseen in this song. I think that it is no coincidence that Berg choose the poem of Mombert, because in his poetic language Mombert tried to achieve poetic visions in free rhythms, and he does not recur to the traditional rhetoric of romantic verse. 
[Power Point] 
If we look at the piano in the first three bars, we can see that bar 1 is repeated in bar 2, and that also bar 3 is a variation of bar 1. So, in the piano the music follows the metrical framework of bars, and I have marked this with blue markers in the score. But at the same time the voice tries to get independence of this framework. In the first bar, the voice accentuates beat 4 with the word “Warm”, and beat 2 in the following bars 2 and 3 with “Lüf-te” and “Gras”. In bar 4 the first beat is accentuated with “Wie-sen”, but it is interesting that just at this point the 5th C-G which marked beat 1 in the bars 1, 2 and 3 in the lower region of the piano, is missing for the first time. It seems characteristic that Berg is avoiding a strong accentuation of the first beats and therefore he also avoids a consolidation of metrical framework. In the beginning of this song, the pianist and the singer do never accentuate beat 1 together. Therefore, the singer should interpret this song in some way like a recitative, but also take care of the flow of music and of the independence of phrases and bar lengths, and pronounce the key words very carefully. 
On the second page of the song, from bar 13 to the end, this flexibility is intensified by accelerandi and ritardandi. In bar 14, 15 and 16 we can observe not only one but 2, 3 or 4 accelerandi or ritardandi in each bar. I have marked this for you in the score. And this recitativic musical language is also underlined in bar 19, where the word “Stirb” has to be sung without voice, it has to be spoken, “Tonlos”, as Berg notes here. So I do not exaggerate if I say that Berg composes a new kind of recitative here. This new kind of recitativic thinking is moving away from the periodicity of 4 or 8 bars which made it very easy for the listener to follow the music. Therefore the listener has increasing difficulties to comprehend this music as a whole, the music seems partly heterogeneous to the listener, and therefore it needs different ways of unification, also as far as the whole cycle of four songs is concerned. This unification can be described f.e. in regard to harmony: The first three songs are tonal, the fourth song is atonal, but at the same time the whole cycle is held together by chords of fourths which occur in the beginning of the first song and return in the end of the last song.
[Power Point] 
Now, we will have a look at a song which was composed at the same time, 1908/09, by another famous pupil of Schönberg: Anton von Webern. In his works, the expression of the human voice is also very important, from the choir pieces op. 2 and the songs op. 3 up to his last work, the 2nd Cantata op. 31. Webern’s first atonal composition is a song: Dies ist ein Lied für dich allein from Stefan George’s poetry collection Der siebente Ring. We will listen now to this short piece. 
Listen to Webern, op. 3/1
Like Berg, Webern also tends to follow the rhythm of the words in a very intimate way. But if each phrase is composed in a different way, it is of course more difficult for the listener to understand the musical context than if the composer follows a metrical regularity in which the lengths of the phrases are comparable. In order to understand this complex musical language, there is a need for structural unification, and I will try to show how Webern unifies this piece in a structural way. If the interpreter knows about these devices of unification used by the composer, and if she or he underlines them in the interpretation, then I think that the listener will also follow the musical context more easily.
It is very easy to recognize that the song has three parts (bar 1-5, 5-8, 8-12). But as important as this formal separation is the musical structure of the song. First I would like to mention that the rhyme structure of the poem is mirrored in the motivic structure of Webern’s music. [Power Point] In the poem you can see that von kindischem Wähnen and von frommen Tränen are related through similar end syllables, Wähnen and Tränen, and also in the music the two motifs are related because the motif von kindischem Wähnen [Power Point] is sequenced in the motif von frommen Tränen [Power Point]. The second motif is slightly variated and it is two semitones higher than the first one. [Power Point] The same observation can be made with Durch Morgengärten klingt es and ein leicht beschwingtes which are again related to one another through similar end syllables, klingt es and beschwingtes [Power Point] and also in the music the motif Durch Morgengärten [Power Point] is slightly variated and sequenced in the motif ein leicht beschwingtes. This time, the second motif is one semitone higher than the first one. [Power Point] Additionally, the beginning Dies ist ein Lied für dich allein can be compared with the end of the poem: möcht es ein Lied das rühre sein: in the poem, but also in Webern’s music, where the end of the song can be considered as a variation of its beginning. [Power Point] Here you see the beginning of Webern’s song, [Power Point] and here the variation of this phrase in the end. I have marked the deviation (G, G flat instead of G flat at the word “Lied”). 
[Power Point] At the beginning of part 3 with the words Nur dir allein the only major difference between the rhyme structure of the poem and the motivic structure of the song can be recognized: Whereas in the poem Nur dir allein is related to bar 2, element b, the motivic realization of Webern is related to motif c, bar 4. This is an indication for the special importance of the beginning of part 3.
Here we can see that it is possible to make some very specific structural observations which can also be helpful for an interpretation of this song. In her or his interpretation, the singer and also the pianist must clarify the structural interrelations between the motifs because this motivic structure fulfills the role which in tonality had been fulfilled by harmonic and metrical aspects. In this context – in the context of the interrelation between analysis and interpretation – I would like to add now some observations, and I will also cite from Th. W. Adorno’s book Der getreue Korrepetitor in which he is aiming at the same goal: he is aiming to find a way from analysis to interpretation.
[Power Point] In his book, Adorno writes that one of the major problems of the interpretation of new music is that very often the interrelations between elements are not underlined by interpreters. So, f.e. in bar 1, the pianist has to play two chords. It is really a problem for the listener if the pianist does not succeed in clarifying the intimate connection between these chords because the upper tones of the chords (D, D flat) are following the main line of the voice (D, D flat). In general, it seems very important also for the singer to hold the tension if there are breaks or caesuras inside of the phrases, not only in bar 1. So, Adorno f.e. underlines that if the singer does not succeed in connecting the words leicht and beschwingtes, the phrase is not comprehensible for the listener.
In spite of the fact that part 1 (bar 1-5) is separated from part 2 (bar 5-8), Webern tries to connect these parts very closely. [Power Point] So, Adorno writes about the passage in bar 5 that the pianist should not make a big ritardando here because the two intervals, the sixths A/F and G sharp / E in bar 5 in the piano are not an isolated phenomenon, because they are deviated from the phrase von kindischem Wähnen (bar 3) and from the figure in the piano in the following bar (bar 4), and the sixhts are leading directly to the thirds in the upper voice of the piano in bar 5/6, because the thirds and the sixths are complementary intervals. In the beginning of the song, the third was melodically dominating. Then the sixth is developed out of these thirds (in bar 4). And then, in bar 5/6, the thirds and sixths are played and sung simultaneously. In bar 7 the sixths are returning in the piano. So, we could say that parts 1 and 2 are very closely connected, and this must also be clear in the interpretation.
[Power Point] Of course there are also aspects of a deeper musical structure which are maybe not audible in an interpretation, f.e. the fact that the beginning of part 2 in the voice (Durch Morgengärten: G flat, E flat, D flat, D) is the retrograde of the beginning of part 1 (D, D flat, E flat, G flat). But this relation between deeper musical structure and interpretation is another complex problem for itself.
[Power Point] Adorno further writes that the parts 2 and 3 should be connected very closely which is guaranteed by the piano chord in bar 7/8 which forms a transition between these 2 bars. This chord has 2 functions: On the one hand, it closes part 2 because the lowest tone of the chord, the D, is related to the piano phrase which accompanies the word beschwingtes. On the other hand, the highest tone of the chord, the C sharp, forms a dissonance with the D which is resolved in the following C of the voice: In regard to this phrase (Nur dir allein) Adorno writes that the whole expression of the entire song should be collected into a final statement of great power which is not articulated outwardly but in a more intimate, introversive way. So, first, the pianist has to emphasize the two critical tones of the chord, D and C sharp, and then the singer has to understand that the C is a dissolution of the C sharp, and she or he has also to understand the specific expression of the following phrase which is underlined by the fact that in this passage the musical motif in Webern’s song does not follow the rhyme scheme of the poem of Stefan George. Now, we will listen to this piece once more.
Listen to Webern, op. 3/1 once more
I think that this is a very good example for the close connection of analysis and interpretation, and it also shows that losing a certain harmonic and metrical framework does not mean disorientation for the listener, but in the music of Schönberg, Berg and Webern it means new ways of orientation through new structural devices.
If we now speak about French Vocal Music around 1900, and if we compare this music to the tendencies of Viennese Music around 1900, it has of course to be underlined that the French composers have different aesthetic goals. But at the same time some aspects are comparable: a new recitativic thinking, a new independence of metrical framework and bar lines which is coming partly out of changes in literature and poetry, but also partly from changes in musical thinking of that time.. A famous example is Debussy’s opera Pelléas et Mélisande which was composed around 1900, at the turn of the 19th and 20th century, and which inspired many French composers like M. Ravel and later also O. Messiaen. 
In this opera Debussy searched for a very logical connection between word and music which was not predetermined by the metrical framework of music but by the words themselves. This can also be seen in the sketches: [Power Point] in the first version of the scene Dans le parc, Debussy tries to form recitativic phrases with very short note values. This is also made possible by certain aspects of French language in which the accentuation of syllables is not as strong as in German language. [Power Point] But in the published version of this scene, Debussy succeeds in prolonging certain words which are especially important: f.e. Dans le parc, près de la fontaine des a - veu - gles. The syllable veu is accentuated. In both versions, it cannot be overseen that new ways of musical declamation are born out of an intimate knowledge of the declamation of French language, and for the singer who is not French but has another mother tongue it is very important to study these rules of declamation in order to understand not only the rules of declamation but also the musical structure. Now we will listen to this short part of the scene Dans le parc. We will reach this passage after about one minute.
Listen to Debussy, Pelléas et Mélisande, Scene 4 : Dans le parc
For Maurice Ravel, vocal music had also been very important, from the early Ballade de la reine morte d’aimer (1893) up to the late song cycle Don Quichotte à Dulcinée (1933). Like for Schönberg, Berg and Webern, and at the same time also the Czech composer Leos Janacek, Musical Prose was also crucial to him, but there is one main difference to the Viennese School: Ravel does not leave tonality, he does not counterbalance leaving tonality by new ways of structural unification, but in contrary: In some respect he tends to heterogeneity, he plays with the confrontation of archaism and exotism, he plays with different musical styles, with irony and citation, and this is the reason why Adorno called Ravel the “master of musical masques”. In his vocal music, this aesthetic aspect of “masking” himself with different styles is combined with a recitativic musical thinking which was deeply inspired by the first performance of Debussy’s Pelléas et Mélisande.
In Ravel’s oeuvre, examples for this kind of aesthetics are the Histoires naturelles (composed 1906, only a few years after Debussy completed his opera). In this work, the described aspects of heterogeneity are relevant: Inspired from La Fontaine, Ravel tends to reflect the ways of story-telling in his music, and he also tends to confront different musical styles with one another. Another aspect is the search for new ways of musical declamation which come out of everyday speaking, and it is interesting how these new ways of declamation which seem very logical to us today confronted the public of 1907 with great problems. When this work had its first performance, the people were embarrassed that Ravel dared to use a kind of declamation which could only be found in the so-called café-concerts. Ravel himself considered these experiments as necessary, and later they lead him to his opera L’heure espagnole. 
It is interesting that this relation between declamation and everyday life was considered as problematic, but this was the case not only in France. In the works of the Czech composer Leos Janacek, a declamation which came out of everyday language confronted the public with great difficulties. And a third example: In Berg’s Altenberg-Songs op. 4, the public had to deal with similar problems. For this work, Berg used texts by the Austrian poet Peter Altenberg which were not so to say big poetry but only short remarks which Altenberg had noted on postcards. These texts, so to say taken from everyday life, and reflected by a very original artist, were now set into music for great orchestra and a singer. To perform this composition is therefore in some respect a very paradoxical situation: A singer is confronted with a huge orchestra, but she is not transporting an important message to the listener which could be comparable to the texts in the symphonies f.e. of Gustav Mahler, but only texts which have been quickly noted on postcards. This work was performed 1913 in the Vienna Musikverein, and this concert got known as one of the biggest scandal concerts of the 20th century. 
Therefore, for the singer who interprets works of Ravel, Berg, Janacek or other composers of that time, it seems very important to understand the historical context: to understand what is really new and revolutionary in these compositions, and these aspects of revolution seem to have to do with a new relation of language and music.
[Power Point] 

In the oeuvre of Ravel, another good example for new ways of declamation is the song Sur l’herbe after a poem of Paul Verlaine (composed one year after the Histoires naturelles 1907). In an unpublished letter to the critic Georges Jean-Aubry written on Sept 4th, 1907, M. Ravel commented on Sur l’herbe: „In this piece, as in the Histoires naturelles, the impression must be given that one is almost not singing. A bit of preciosity is found there which is indicated moreover by the text and the music”.
In Sur l’herbe, one aspect of declamation is very important which could be called almost operatic: About this song, Ravel writes that the impression must be given that one is almost not singing, and he combines this mixture of singing and speaking with the possibilities of dialogue between different persons: Very often he changes the tessitura of the singers, and he also changes dynamics, tempo and expression in almost every phrase. Together with a musical thinking which is not orientated towards a metrical framework, the listener gets the impression of an imaginary conversation. This gets clear if he have a look at some of these very different phrases and characters, and I have marked this for you in the score, f.e. on the first page: Plus lent “L’abbé di vague”, then: Presqu’au mouvt “Et toi, marquis”, then très expressif “Ce vieux vin de Chypre est exquis”, and then on the second page expressif, but au mouvement: “Ma flamme …”, on the third page Plus lent, avec affeterie: “Que je meure …”, and so on. Therefore, for the interpreter there are two major goals: first, to make feel the natural way of declamation which is orientated towards everyday life, to make feel – even if this is not possible – that this is not a work of art but a presentation of somebody who is speaking in reality, and second, to make possible for the listener to comprehend that there are speaking different persons which are nevertheless embodied by one interpreter. 
At this point it is interesting – not only for the musicologist but also for the singer – that history seems to repeat itself. In the beginning of the 17th century, Jacopo Peri had been searching for new ways of recitativic singing by approaching singing to speaking. The consequences were not only a new aesthetics of singing, but also new possibilities for music theory and for composition. Consonances and dissonances could new be combined in a new way, in another way. This can be helpful to understand what is going on at the beginning of the 20th century. Ravel’s new conversational style about 1906/07, his interest for a transition between singing and speaking, is also marking new ways of the aesthetics of singing and of composition. And some years later (1912) Schönberg composed one of the masterworks of the 20th century, Pierrot Lunaire, in which he opens up a transitional area between singing and speaking, combined with aesthetics between everyday life and dream, the world of Albert Giraud’s Pierrot, and combined also with a rather new musical language which he had introduced only a few years before: Free Atonality. So, I do not exaggerate at all if I say that the way of singing and also the relation of singing to the spoken language were crucial to the history of composition, not only around 1900, because the questions “How do musicians react to language?”, “How do musicians react to texts and poetry?” lead us to the question: “How do we react to the world itself?”
