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THIS is thesecondof themonographsto be issuedby the magazine,MODERN MUSIC. Thepublicationof the serieswas
undertaken lastyearasa meansof bringingbeforethepublic certainimportantstudieswhich requiretreatmentlongerthana
magazinearticlepermitsandshorterthanis prescribedby theusualbooklength.It is hopedthattheappearancefrom time to
timeof such“handymanuals”asthisonemayencouragethedevelopmentof aspecialandinterestingtypeof musicliterature.

Dr. Willi Reich,theauthorof A Guideto Wozzeck, is oneof thebestknown critics of CentralEurope. Intimateassociation
with Alban Berg, Arnold Scḧonberg andtheir group,anda detailedresearchinto their workshave madehim anoutstanding
authorityon themusicof theVienneseschool.In additionto beingwidely recognizedasoneof themostscholarlycommen-
tatorson contemporarymusic,writing for thejournalsof Holland,France,England,Germany andAustria,heis a performer
on theclarinetanda Doctorof Engineering.—[Ed.]

ALBAN BERG

ALBAN BERG wasbornin Vienna,February9, 1885,andexceptfor a few brief journeys hasspenthiswholelife
in thatcity. His musicaltalent,apparentatanearlyage,developedfor a timewithoutschooling.But in 1904he�rst
metArnold Scḧonberg who wasdestinedto behis only teacherandhis friendly adviserThroughhim hegaineda
thoroughknowledgeof thecomposer's craftandthatidealisticconceptionof artwhichlifts Scḧonberg'scircleabove
thepartycon�icts of themodemmusicalscene.

Contemporarywith Scḧonberg, a shiningstarhad risenon the horizonof the art world in the personof Gustav
Mahler, whoserenown at thetimewaschie�y thatof operaticreformerandconductor. Mahler's own compositions,
on theotherhand,wereknown to but a smallgroupof themusicalcognoscenti,amongwhomwereScḧonberg and
his followers. Throughouthis careerBerg hasretaineda warm admirationfor the personalityandcreative work
of Mahler, anadmirationto which hehasgivenexpressionin thededicationof Wozzeck to Mahler's widow [Alma
MahlerWerfel]. Many worksof Berg maybe viewed asthe logical developmentandful�llment of the intentions
of Mahler. He has,however, avoidedslavish imitation by evolving truly original ideasin his own way. ThePiano-
Sonatain B-minor, publishedin 1908alreadyboretheunmistakablemarkof his individuality, which becamemore
pronouncedin theworksthatfollowed.

Almost all musicalforms have beenutilized by Berg, who is an extremelythoroughartist, creatingslowly. Four
Songs, with texts by MombertandHebbel,followed the Piano-Sonata, Harmonicallythesearebasedon a Tris-
tanesquechromaticismandon whole-tonesuccessions.But the next work, a String Quartet in two movements,
paves the way for that emancipationfrom traditional tonality which is �nally achieved in the Three Orchestral
Pieces, opus6. Betweenthesetwo works, Four Piecesfor Clarinet and Piano andFive Songgs with Orchestral
AccompanimentafterPost-Card TextsbyPeterAltenberg �nd their respective places.Thesearerealtreasuresof the
artof musicalminiature.Within a few measuresthegiveexhaustive treatmentto motivesof thefreshestinspiration.
With theThreeOrchestra Pieces(prelude,dance,andmarch)Berg reestablishedhimselfasacomposerin thelarger
forms.
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In Wozzeck, aproductof theyears1914–20,hecreatedthe�rst extensiveoperafreedfrom thebondsof tonality, and
therebyproved conclusively that the new, so-called“atonal” mannerof writing, decriedby its adversariesas“the
technicfor miniatures,” couldalsobeutilizedasthefoundationof a dramaticstructureof thegrandeststyle. In this
sensethecreationandthepremierproductionof theoperamayberegardedasadeedof emancipation.

After this greatdramaticupheaval thecomposeragainbeganthewriting of intimatechamber-music.To this period
we owe suchself-revealing works as the ChamberConcertofor Violin, Piano and ThirteenWinds andthe Lyric
Suite for String Quartet. Both demanda high degreeof virtuosity and possessdeepprofundity. They have a
characteristicallybrilliant sonority, achieved throughcombinationsthat exploit to the fullest extent the individual
propertiesof eachinstrument,

Theconcert-ariaTheWine, for sopranoandorchestra,aftera text by Baudelaire,composedin thesummerof 1929,
revealsBerg againin a lyrically dramaticvein,andindicatesthedirectionof theforthcomingstage-work, theopera
Lulu, afterthebookby Wedekind.

Berg's whole existencelies anchoredin his creative efforts. Consequentlyin this brief review of his published
works(to which lattermight beaddedSevenSongsanearlypiece,anda transcriptionfor stringorchestraof a few
movementsfrom theLyric Suite), onemay �nd analmostcompletepictureof his activities so far. His uneventful
existenceoffersno materialfor “exciting” biographicalessays.Thecompletelyhappy home-lifewhich heowesto
his wife, Hel�eneNabowska,whomhemarriedin 1911,fostersuninterruptedcreative activity. In thewinter months
Berg is quietly active in Viennaasa teacherandasa leadingmemberof importantmusicalorganizations.He has
oftenwritten clever articles,especiallycommenton anddefenseof thework of Scḧonberg. He wasoneof the �rst
to receive theArts prizeof thecity of ViennaandthePrussianAcademyof FineArts hasmadehim a member. But
neitherthesehigh honorsnor the world-wide successof his works distractthis nobleandmodestartist from the
conviction of hismissionor hinderhissteadyprogress.

I believe thatnothing�ner maybeappendedto thisbrief prefacethanthewordswhichArnold Scḧonberg addressed
to him on theoccasionof theWozzeck premierein Düsseldorf(April 1930):

“I amhappy to havethisopportunityto paytributeto thework andachievementsof my pupil andfriend,
Alban Berg. Are not heandour mutualfriend, his co-student,Anton von Webern,thestrongestproof
of my ef�ciency asa teacher?Werethey notboth,in thetimeof my severestartistictribulations,aprop
secure,reliable,loving, thevery bestthat I have foundon earth?But lestyou shouldbe led to believe
that only gratitudeandfriendshipinspirethis tribute, rememberthat I too canreadmusic; that there
wasa time whennoteswhich seemedmerehieroglyphicsto all othermusicians�red my imagination;
inspiredme with an impressionof this talent. And I amproudthat my conviction andits correctness
gave metheopportunityto guidethis greatgift to its propergoal, to themostmarvelous�o weringof
individuality, to thegreatestself-suf�ciency.

“I shouldlike to say:friendship�rst, yet I mustsay:art �rst. But thereis reallynoneedto hesitate.The
demandsof friendshipandof art arereconcilablehere.Thefriend maypraisetheartist; theartistmay
praisethefriend,no,mustpraise,if hewouldbejust. . . . Sohail to thee,AlbanBerg!”
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Georg Büchner(1813–1837) AlbanBerg (1885–1936)

A GUIDE TO WOZZECK

Intr oduction No contemporaryoperahasbeenmorethoroughlydebatedthanAlbanBerg'sWozzeck. Theappear-
anceof thepiano-scorein 1923incitedcontroversieswhich becamepassionatelyintenseupontheoccasionof the
Berlin premiere.Even thoughwe may be abletodayto reducethat early con�ict of opinion to its properpropor-
tions, theunprecedentedintensityof expressionin Wozzeck continuesto presentmany problemsto an unprepared
audience;problemsthat, however, have no in�uence at all uponthe tremendous�nal effect which this settingof
Büchner's dramaproduceson everyunprejudicedlistener.

Attendingmany performancesof Wozzeck in differentpartsof Germany I have foundthatthis profoundimpression
alwaysriseswith perfectspontaneityandthatit cannotbedirectedby theorizing.Sothat,in onesense,acommentary
on Wozzeck mayberegardedassuper�uous.This guideto themusicdrama,therefore,will attemptonly to develop
from theprimaryemotional,subjective impression,anobjectiveunderstandingof thestructureof thework andof the
creative methodof its composer. My task,astheresultof a numberof peculiarcircumstances,might beconsidered
that of compilation. Berg permittedme to seethe manuscriptof the lecturewhich he deliveredin advanceof the
premieres.This paper, divestedof thecharacteristicsof a speechandsupplementedby numerousexamplesof the
music,hasserved asa foundationfor my work, which is further indebtedfor muchof its detail to the valuable
remarksof the leadingexperton theWozzeck score,H.F. Klein, (adapterof thepianoscoreandof anunpublished
analysis),to anexcellentarticleby R. Scḧafke in Melos, andto a lecturegivenby theconductor, Dr. H. Jalowitz, in
connectionwith theWozzeck premierein Cologne.

Berg'sMethod Used For theanalysisof individualscenes,Berg'smethodin hisGuideto Schönberg'sGurrelieder
hasbeenadoptedhere. I have goneinto greatdetail in thoseplaceswhich afford anopportunityto point out such
particularsasmight facilitateageneralunderstandingof thecreative personalityof thecomposer. Furthermore,due
considerationwasgivento thefactthatthepartsof theoperain whichBerg revertsto well-known typesof structural
form have beenmostsharplyattackedandcriticized1.

1For example,theSuiteandPassacagliain the®rst andfourth scenesof Act 1.
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Hereit wasnecessaryto prove decisively not only thattheseforms,despitethemodernityof their musicalcontent,
perfectly fu�ll the old rules,but that their applicationto the musicalinterpretationof dramaticeventsis justi�ed
with remarkableconsistency throughoutthecourseof thestageaction. Otherconsiderationswill beobvious from
thecontentandarrangementof my text. I hopethatthosewho areseriouslyinterestedin really new musicwill �nd
thatthisGuideto Wozzeck hasmadeit easierto gainadeeperunderstandingof oneof themostsigni�cant operasof
today.

BERG'S ORGANIZA TION OF THE TEXT

A performancein 1914of Wozzeck, thedramaticfragmentof the GermanpoetGeorg Büchner(1813–1837),�rst
gave Berg the ideaof his opera.Büchner's sketchydesignmadeanabsolutelynew dramaturgical treatmentneces-
sary. This hasbestbeenanalyzedin theremarksof Jalowitz andScḧafke:

“The story of Büchner's dramais told in a few words. From the looseconcatenationof twenty-�ve
scenesBerg chose�fteen which hegroupedinto threeactsof � ve sceneseach.Theorderly, Wozzeck,
is tormentedby his superior, the Captain;by a physicianto whom he surrendershimself for medical
experimentsthathemaybeableto supporthisbelovedMarieandherchild, andby visionsrisingoutof
hisfantasticreveries.Marie is seducedby theDrum-Major. WhenWozzeck,after, torturinguncertainty,
hasconvincedhimselfof herin�delity , hestabshisbelovedanddrownshimself.

Wozzeck,The “Pur e Fool” “More signi�cant thantheexternaleventsis whatanimatesthesepeople
andtheir deeds,what revealsthemasphantomsin spiteof, or ratherby meansof, thedaringrealism
of thepresentation.ThustheCaptainbecomesthemaskof fear-tormented,moralizingphilistinism;the
Physician,thedemonof cold, materialisticscience,hostileto manandhis soul; theDrum-Major, the
embodimentof thebeastin man;andMarie,simply thepoorunfortunate.But Wozzeckis farmorethan
therepresentative of theoppressedclass,die armeLeut, who mustnot only suffer extrememiserybut
assumeall theblame.This �gure is akin to the“PureFool,” theprimitive being,still outsidemorality;
closeto theforcesof nature,surroundedby their hiddenmysteriesandforcedto surrenderto them.He
lovestenderlyyetmurdersand,from thesmecompulsion,cleanseshisguilty soulby suicidein thevery
pondwherehehadwashedthebloodfrom his murderousknife. He is oneof those“poor in spirit” in
thesenseof theGospels,who,disorientatedin a laterage,seektheir lost originswith every power and
shattertheir life-force in this superhumaneffort. Wordscannotconvey the idea,which, thoughbarely
expressed,becomesembodiedin this �gure aspowerfully asany concepteverhasbeenon thestage.

“ThusWozzeckhassomethingof theforceof amythologicalbeingandfor thatreasonis well castasthe
central�gure of anopera.Theheroesof tragicoperawho have survivedareeithertakendirectly from
the materialof sagasor they arejust suchincarnationsof elementalfeelings,of passions;to mention
but a few, Orpheus,Don Juan,Leonorein Fidelio, theFlying Dutchman,aswell asCarmen,Othello,
Falstaff. Theuniquenessanduniversalityof these�gures justify theelevatingeffectwhichsonggivesto
words.All intellectual,all episodic,all realisticdetail is relegatedto thebackgroundsothatthemusic
mayfreely follow its own laws.

“Berg's dramaturgy condensesandclari�es thematerial.First hedividesit into threeparts:exposition,
dénouement,catastrophe.Throughapparentlyslightchanges,symmetryandproportionaregivento the
individual scenesandsoawell-conceived,balanceddramais evolvedfrom anaturalisticsketch.

“The poetictreatmentby Berg is anadequateanswerto thequestion:How canthis dramaticfragment,
a hundredyearsold, be madethe subjectof a modernopera? Indeedthe sociologicalundercurrent
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of theBüchnerplay is not untimelytoday. Thegrotesqueelementin thedelineationof thecharacters,
especiallyof thePhysician,�nds its echoin modernart. Theinterpolatedfolktunesandtheopportunities
for theuseof tone-colorin variousepisodesmusthave attractedthemusician.But therewould always
have beena contradictionin style betweenBüchner's amorphousnaturalismandthe rigid, structural
tendency of contemporarymusic. Hereis whereBerg the poetwith sureinstinct reconcilesBerg the
musician. The methodby which the poetic material is developedcontainsthe germ cell of Berg's
music.”

THE MUSICAL STRUCTURE AS A WHOLE

In 1914,whenBerg decidedto composetheoperaWozzeck, thesituationin musicwasmostpeculiar. TheViennese
school,led by Arnold Scḧonberg, hadjust developedbeyondthe initial stagesof themovementincorrectlyknown
as“atonal.” Compositionin thatstylewaslimited at �rst to thesmallerforms,suchassongs,pianoandorchestral
pieces.Therewereno so-calledatonalworkswith theclassicalfour movementsof averagelength,no symphonies,
oratorios,andgrandoperas.In renouncingtonality this schoolhadabandonedoneof thestrongestandmosttested
mediumsfor theconstructionnot only of smallbut of largeforms. WhenBerg decidedto write a full-length opera
he faced,in regard to harmony, a problementirely new. How, without the proved resourceof tonality and the
formal structuralpossibilitiesbaseduponit, washeto obtainthesamecompleteness,thesameconvincing musical
coherencenot only in thesmallunitsof theindividual scenesbut also,andthis wasthedif�culty , in thelargeunits
of eachact,and,further, in thecompletearchitectonicsof thewholework?

Text andplot alonecouldnot assurethis unity of form; certainlynot for a work like Büchner's Wozzeck, madeup
asit is of many looseandfragmentaryscenes.Evenwhenthethree-partarrangement,which clearlydivided�fteen
scenesinto exposition,dénouement,andcatastrophewasachievedand,throughit, unity in thedramaticaction,no
provision hadyetbeenmadefor musicalcoherence.

CoherenceAnd Variety How thisunity andcoherencewereaimedatandacquiredwill becomeclearin thecourse
of our study. For thetime beingwe mustdirectour attentionto theharmonicconstruction,especiallyto thatof the
act endings. The points at which, in a tonal work, a distinct repetitionand fortifying of the main key is made
comprehensibleto the eyesandearsof the lay audiencearealsothe placein an atonalwork wherethe harmonic
circle of a long actmustbebroughtto a conclusion.Suchanemphasiswasarrivedat, �rst of all, by makingevery
act steerits way toward oneandthe same�nal chordin a sort of cadenceto rest thereason a tonic. These�nal
chordsalwaysappearin a differentform althoughthey aremadeup of thesamenotes.The justi�cation for these
tonaldifferentiationslies not only in theoccasionalchangesof dramaticsituation,but alsoin demandsof a purely
musicalnature.Thestriving for formalcoherenceand,to useaphraseof Scḧonberg's, for musical“coordination”is
counterbalancedby justasstronga leaningtowardchange,towardvariationin form.

To show still moreclearly how this coherence,on the onehand,andvariety, on the other, areworked out, let us
considerthebeginningsandendingsof theacts.

In the �rst scenethe curtainrisesimmediatelyafter the openingof the orchestra;it descendson the last measure
at theendof Act 1. Thecurtainof Act II risesaftera shortorchestralintroduction.Whenthemusicof this act is
�nished thecurtainremainsopenon the�nal scenefor a shorttime. Thenit falls. Correspondingto this close,the
curtainriseson thethird act,precedingthemusic;thereis apausebeforethemusiciansbegin. Thecurtaindescends
for thelasttimebeforethemusichasceased;not,however, asin the�rst act,wherethedescentis simultaneouswith
thecrescendoof the�nal chord,but beforethischordsoundsin abreathlesspianissimoanddiesaway.
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The A–B–A Formula Finally, anotherpoint may be madeconcerningthe structureof the operaasa whole in
relationto thestriving for coherentform. Themethodof constructingeachof the threeactsmakesit clearthat in
the main the old reliable, three-parttreatmentA-B-A is used,inasmuchasthe �rst and third actsreveal de�nite
structuralparallels. Shorterby far thanthe weightiermiddle act, they encloseit in what might be calleda time-
symmetry. While thesecondact,asweshallsee,is acompletelycoherentmusicalstructurefrom the�rst to thelast
measuretheform of the�rst andthird is muchfreer. In eachof thetwo latter, for the� ve looselyconnectedscenes
thereare� ve correspondingmusicalepisodesalsolooselyconnected.Thescenesof the �rst actcouldbecalleda
groupof relatedcharactersketches,which,althoughthey areconsistentwith thedramaticcontent,from timeto time
describea new main�gure in theaction,alwaysof coursein relationto theprotagonist.Thescenesof thethird act
revealmusicalformswhosecoherenceis establishedby theuseof certainprinciplesof unity, justifying their title of
“inventions.”

Thesetwo acts,ratherloosein structure,likethetwo “A's” of thethree-partform encompassthemiddleact,whichis,
musically, muchcloser-knit. The� vesceneshereareinseparablyunitedlike themovementsof asymphony (in this
casea dramaticsymphony). Themiddleactcorrespondsto the“B” sectionof thethree-partform andis essentially
differentiatedfrom thetwo “A” sections,the�rst andthird acts,which aresimilar in structure.Thusthesecondact
is clearlyestablishedasthemiddlesection.

The Notorious “Old Forms” From the needfor musicalcoherenceeven in small details,therecamethe much
discussedutilizationof certain“old forms,” whichwonmuchnotorietyat thebeginningof theopera's history.

Thecomposer's desirefor musicalvarietyandtheavoidanceof “durchkomponieren”2—thecommoncharacteristic
of musicdramasinceWagner's day—ledhim to devisea differentform for every oneof themany scenes.But the
completenessof eachof thesescenesdemandedasimilarcompletenessin themusic,from whicharosethenecessity
of creatinganartisticfusionof thevariedparts,in aword,of giving themmusicallycompleteforms.Theapplication
to thedramathendevelopedjustasnaturallyasthechoiceof theformsselectedfor thispurpose.

Wemustnot regardtheusehereof variations,evenpassacagliasandfugues,asanattemptto be“archaic.” It would
beevenmoreerroneousto concludethatthis work hasany relationto the“Back-to-Something”movements,which
wereactuallyinitiatedmuchlater. As a matterof fact,Berg methis requirementsnot only throughthesemoreor
lessold forms,but createdformsbaseduponnew principles,suchfor exampleasthoserestingfor a foundationon
one“tone,” one“rhythm,” one“chord,” etc.

Variety By Interlude A furtherexampleof theinnernecessitytobeasvariedandmany-sidedaspossibleispresent
in the relatively numerousinterludesresultantfrom so many scenechanges.To scattertransitionsor intermezzi
would not have beenconsistentwith Berg's idea of the music-drama,to which, despitehis respectfor absolute
music,he strictly adheredin all matterspertainingto the theatre. Even herehe wasimpelledto aim at a variety
rich in contrast,makingtheconnective musicsometimestransitional,sometimesgiving it the form of a codaor at
timesof anintroductionto thatwhich follows,or a combinationof thetwo latter. Thusheattemptseitheranalmost
imperceptibleconnectionbetweenthediversepartsof theseparatemusicalforms,or anoftenabruptjuxtaposition.
On thenext pageacompletedramaticandmusicalperspective givestherelationof all formaleventsin Wozzeck.

2durchkomponieren: through-composed
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SCHEME
of the

DramaticandMusical
Formsin Wozzeck

DRAMATIC MUSICAL

ACT I : Exposition
Wozzeckandhis relationto FiveCharacterSketches

hisenvironment
Scene Scene

1. TheCaptain 1. Suite
2. Andres 2. Rhapsody
3. Marie 3. Military MarchandCradleSong
4. ThePhysician 4. Passacaglia
5. TheDrum-Major 5. AndanteAffetuoso(quasiRondo)

ACT I I : Dénouement
Wozzeckis graduallyconvinced Symphony in � vemovements

of Marie's in�delity
Scene Scene

1. Wozzeck's �rst suspicion 1. Sonata-Form
2. Wozzeckis mocked 2. FantasieandFugue
3. WozzeckaccusesMarie 3. Largo
4. MarieandDrum-Majordance 4. Scherzo
5. TheDrum-MajortrouncesWozzeck 5. RondoMartiale

ACT I I I : Catastrophe
WozzeckmurdersMarieandatones Six Inventions

throughsuicide
Scene Scene

1. Marie's remorse 1. Inventionon aTheme
2. Deathof Marie 2. Inventionon aTone
3. Wozzecktriesto forget 3. Inventionon aRhythm
4. Wozzeckdrownsin thepond 4. Inventionon aKey (D-minor)

(Instrumentalinterludewith closedcurtain)

5. Marie's sonplaysunconcerned 5. Inventionon aPersistantRhythm
(PerpetuumMobile)
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ANALYSIS OF THE INDIVIDU AL SCENES

ACT I—Exposition

SCENE 1. Thevery �rst sceneof theoperais castasa suiteapparentlybecause,thedialoghere,wherenothing
reallyoccurs,is madeupof diverse,looselyconnectedconversations.It wasnaturalto �nd asmallform for eachone
of these,which asa wholegroupconstitutea seriesof smallmusicpieces,that is, a suite. This consistslargely of
old (or at leastmoreor lessstylized)forms,and,thoughtheir selectionmighthave beendeterminedsubconsciously
theresultis not accidental.For by this choicethe�rst scenegains,evenmusically, theappropriatehistoricalcolor
whichnaturallyenough,thecomposerdoesnotemploy elsewherein Wozzeck, adramaof noparticularperiod.

Thefollowing analysiswill show how thechoiceof thesesmall formsaccuratelycorrespondsto theeventson the
stageandhow their unioninto a musico-dramaticentity is therebyfacilitated.But evenin thepurelymusicalsense
strict rulesaregenerallyapplied,andnot only to themostprominentmelodicepisodes.Every new tempo,ascan
beseenby themetronome�gures, evolvesfrom theoneprecedingit, with almostmathematicalaccuracy3. In the
instrumentation,the different movementsare distinguishedby assigninga certaininstrumentalgroup to eachas
anobligato,their combinationbeingbroughtinto relationwith theeventson thestage.Threepart formsareused
mostly(prelude,pavane,gigueandair); thereprises,however, arenotmererepetitionsbut alwaysfar-reachingforms
of variations.Thegavotteandthetwo “doubles”arein two-partform; thecadencesarefree.

The �rst movementof thesuiteis a prelude. It is introducedby two shortchordsof thestringsinterconnectedby
a soft, crescendoroll of the small drum4. The �rst threemeasuresareusedlater in this scenein the mannerof a
refrain.Measurefour bringsthethemeof theCaptain(1) whosemotiveconstituentsyield thematerialfor thefurther
constructionof thepiece.

(1) The Captain

The only answerWozzeckknows is the stereotyped“Jawohl, Herr Hauptmann,” (2) which becomesespecially
signi�cant asa characteristic,rhythmicmotive. Thesucceedingconversationsaremusicallyportrayedthroughthe
formspavane,gigue,gavottewith two doubles.Thetwo lasciviousmeditationsof theCaptainarespuninto cadences
(viola andcontra-bassoon).Wozzeck's greatoutburstcomesin theform of an“air” andits climax is thecry: “Wir
armeLeut” (3) which is really themostimportantmotive of thewholeopera.Thesoothingwordsof theCaptain
leadinto therepriseof thepreludewhich correspondsto a repetitionin theconversationandappearsin theform of
a crab-like inversion.Thetransitionalmusicusestheprincipal themesof thesuitein thefashionof a development
andendsabruptlyafterastretto-like climax.

Ja wohl, Herr Hauptman

(2) Wozzeck -- Jawohl, Herr Hauptmann

Wir ar me Leute!

(3) Wozzeck --- Wir arme Leute!

3This is oneof Berg'smostcommonlyappliedartisticdevicesandassuresmetricuniformity to wholescenes,indeed,wholeacts.
4Berg oncesaidaboutthis beginning: “The drum-roll originally wasintendedto accentuatethe crescendobetweenthe two chords. It

wasto bepurely instrumental,that is, musical.WhenI heardthepart for the®rst time, though,I wassurprisedto ®nd thatI couldnot have
suggestedthemilitary backgroundmorepreciselyandconciselythanthroughthis roll of thedrum.”
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SCENE 2. The suddeninterruptionandquick blotting out of the strettaprepareus for a differentworld in the
next scene.Thenarrow andmustybarrack-roomfadesinto air beforetheelementalforcesof theopen�eld, above
which archestheeeriesky of a lateafternoon.Themusicof this scene,too, departsfrom thefamiliar formsof the
oneprecedingandseeksnew bases.Its unifying principleis a harmonicone: threechords(4) make up theskeletal
structureof thisscene.Suchaprincipleis recognizableasform-shaping,if tonality is heldto beastructuralmedium;
we maycomparethesethreechordsin relationto thefunctionsof tonic,dominantandsubdominant.Of coursethe
mannerin which thechordsandtheir successionsareemployedis manifoldandvariedthroughout.

I II III

(4) Chordal Structure, Act I, Scene 2

Sincethecomposerhasdesignatedthemusicalform of thesecondscenea“rhapsody”wewouldnaturallyexpectto
�nd astructureof freefantasy, likeapotpourri,in accordancewith thewell-known patternsof thistypeof piece.But
on thecontrary, Berg's strongleaningtowardsform hasledhim evenhereto createa structurecompletelyful�lling
themostexactingmusicalstrictures.

In additionto thethree-chordmotive (4) thereis a ”Hunting Song”5 by Andres,Wozzeck's friend,which formsthe
secondmusicalcomponentof thisscene.Its color is derivedentirelyfrom Wozzeck'suncanny reactionto inanimate
natureandhisexulting superstition.In thisscenethe“rhythmicdeclamation”introducedby Scḧonberg in thespoken
chorusesof Die GlücklicheHandappearsfor the�rst time in theopera;weshalltherefore,quoteBerg's own words
aboutthis importantmeansof expression:

“It hadbecomeplainthatthismethod(thesprech-stimme) of treatingthevoicein amusicdramanotonly
strengthenedoneof thebestmediumsfor makingsucha work comprehensible—namelythewords—
but enrichedtheoperaby theadditionof agenuinemeansof artisticexpression,createdfrom thepurest
sourcesof music,rangingfrom a tonelesswhisperto theauthenticbel parlare of far-reachingspeech-
melodies. Thus, moreover, all possibilitiesof form in absolutemusic which are lost, for instance,
throughrecitative,maybepreserved.”

Thisscenediesawayon amilitary signalandslowly yieldsto theapproachingmarchof thestage-band.

(5) Military March --- Opening Measures

5Thishuntingsongis anexampleof thecomposer's ingenuityin creatingaproperplacefor folk songelements,in otherwords,establishing
a relationshipwithin his operabetweenformal andfolk music. While in a tonalwork it is a merecommonplace,in theso-called“atonal”
harmony, it is not soeasyto make thatdifferencein planclear. Hereit wasaccomplishedby giving anobvious primitiveness—practicable
evenin atonalharmony—to all popularelements.Othermeanswhichmightbenotedareapreferencefor symmetricalconstructionof periods
andphrases,harmonicconstructionby thirdsandfourths,amelodicline in whichthewhole-tonescaleandtheperfectfourthplayanimportant
part,whereasin theatonalmusicof theVienneseschooldiminishedandaugmentedintervalspredominate.So-called“polytonality” is alsoa
meansof building upprimitive harmoniceffects.
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SCENE 3. With (5) we have theopeningmotive of themilitary marchwhich is importantlater. During its rep-
etition it becomessuddenlyinaudiblewhenthe window is shut. Stringsandvoice bring a new signi�cant motive
(6), the“lament” of Marie,which maybeconsidereda sortof introductionto her“CradleSong.” Thecharacteristic
fourthsof the latter areanticipatedmelodicallyby tympaniandharp; harmonically, by the chordsof the second
inversionwhichprevail throughout.

(6) Marie --- Plaintive Theme

Thesongrigidly observesthetwo stropheform andis oneof themostbeautifulandsigni�cant melodicinspirations
of theopera6. A lively �rst part is followedby a very muchslower secondwhosebeginninghasalreadybeenfore-
shadowedin theintroductionto thesong.Thesecondverserepeatsthetwo antecedentsliterally, andtheconsequents
in greatvariation;it closeswith aninstrumentalcodawhich is againbasedon thebeginning. Fromthis a cadential
transition(7) is developedasanending,oneof themostimportantmotivesof theopera.Theopen�fths represent
thesomewhataimlesswaiting of Marie, a waiting which is terminatedonly by herdeath7. Therepetitionof (7) is
interruptedby theswiftly intruding�gure of Wozzecksuddenlyknockingat thewindow (8). Fromhereon themu-
sicalstructureabandonsall formal schemesof unity andsuggeststhefree,unconstrainedtechnicof compositionof
thepost-Wagnerianstyle,whichwassoproneto developlongstretchesof thetext in thismanner, (i.e.,of durchkom-
ponieren) usingthe leit-motive only asa meansof support.I emphasizethis particularidiosyncrasyhere,because
it is theonly placein Wozzeck whereit occurs.Thecomposerdeliberatelysoughtto createa delightful alternation
throughcontrastof this freestructurewith therigid formsencompassingit. A shortthematicdevelopmentleadsus
into thenext scene.

(7) Transitional Cadence --- Marie's waiting

(8) Wozzeck's knocking at Marie's window

SCENE 4. The line of the twelve-tonepassacagliathemeis presentedin (9). It is hardly necessaryto notethat
its developmentby variationis not achieved mechanicallyor even by meansof pure,absolutemusic. First of all,
it bearsthe closestrelationto the dramaticaction. Even the introductionof the twelve-toneserieshasa basisin
thedrama.Theseriesappearsfor the �rst time with theopeningwordsof the,scene,expressingthespeechof the
physicianthoughconcealedin theanimatedrubatoof acello-recitative. Twenty-onevariationsfollow whicharetrue

6For thefolk musicelementsin the“CradleSong”and“March” thefootnoteto the“Hunting Song”is equallyvalid.
7Thisdevice(usedasasortof leit-motive) recursseveraltimeslateron. Similar repetitionsaremadewith othermotives,applyingat times

to certaincharactersandsometimesto certainsituations.The coordinationandrelationof recurrentmotivesarethusemployed asanother
meansof establishingunity in theopera.
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variations,dealingwith oneandthesametheme,with thesame�x edideas8 of thephysician,which �nd their echo
evenwhenWozzeck,their victim andhis,speaksin his torture.

(9) The Passacaglia's 12-tone series

In theparlando,apparentlyentirely improvised,with which thedoctoraccompaniestherecitative-like introduction
of thepassacaglia-theme,two motivesoccurwhich areimportantin view of what follows. First comesthephrase
(10) which grows out of the endof (9) andthroughits �rst part (mostly presentedin the positionF-Ab-D) gains
a signi�cant function as the connectinglink betweenthe variations,moreoften enteringinto their inner facture.
From(11) a motive is developedwhich characterizestheconceited,scienti�c attitudeof thephysician,andis later
alsoemployed for contrapuntaltreatment.Thewholechainof variations,with its deliberategradationof intensity
representsthe growing scienti�c megalomaniaof the Doctor. When�nally , in the last variation,he breaksout in
a cry of desirefor immortality, the mostvaulting of his delusions,the theme,moreor lessconcealedduring the
passacaglia,surgesup with greaterclarity, harmonizedin choralefashionin the full orchestra,only to be quickly
subduedaftera repetitionof chord(4) andto returnto thematterof factdialogof thebeginningof thescene.Over
a tympaniroll onD# fragmentsof (10)bringon thecloseof thescene.

3

3
3 3

Was er leb' ich, Wozzeck?

(10) Development from (9) --- The Variation Link

3

Geb' ich Ihm da fur al le Ta gedrei Gro schen? Woz zeck!

(11) The Physician's Obsessive conceit in science

SCENE 5. With its sixty-two measuresthe last sceneof this act is the shortest,a characteristicwhich it shares
with the other�nal scenes.It is the mostimportantin the developmentof the plot, for hereMarie is seducedby
theDrum-Major, aneventwhich is theimmediatecauseof thecon�ict andtragiccatastrophe.Musically thescene
characterizesthebrutality of theDrum-Major. EvenMarie to a certainextentadoptsthelanguageof herabductor,
herrolecontainingmany phrases,whichsuggesthis themes.

(12) Rondo Theme --- Marie and the Drum-Major

8Long afterthecompositionof Wozzeck, Berg wishedto beinformedasto theorigin of theword “Passacaglia.” He consultedRiemami's
Lexiconandfoundreferenceto its synonym “Folia.” To hisgreatsatisfactionheread:“the folia (idÂee®xe) is evidentlyoneof theoldestforms
of theostinato.” He hadunconsciouslyful®lled theliteral meaningof theterm.
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The important themeof this scene,(12) fundamentallyan “Andanteaffetuoso,” frequently interruptedby short
interpolations,recursalwayswith but slight variation. It is, therefore,not inaccurateto regardits form asa sortof
freerondo.On theotherhanda certainthree-partstructureis alsoevident,which is obviously relatedto theevents
on the stage(the preliminaries,the seductionandthe aftermath).Although the rondotheme(12) is well marked
in the �rst andthird sections,in themiddle it is considerablyovershadowed by theattackmotive (13). Whenthe
Drum-Majorhasdisappearedinto thehousewith Marie thetheme(12) is heardacrosstheemptystage,in distorted
rhythm.With amightycrescendo,thechord(14),soundedin anincreasinglyrapidtremolandoover theorgan-point
G–D,bringsthis importantactdevotedto theexpositionto aclose.

3

(13) The Attack

(14) Concluding Chord of Act I

ACT II—D énouement

SCENE 1. The �rst musicalsectionof thesecondact is in sonataform. It is no merecoincidencethat the three
charactersin this scene,Marie, herchild andWozzeck,serve asthebasisfor thethreethematicgroupsof a sonata
exposition:themain,secondandclosingtheme.Thewholedramaticdevelopmentof this“Jewel Scene,” thetwofold
recurrenceof certainsituations,thenthe collision of the main characters,facilitatesa strictly musicaldivision, in
which the �rst reprisefollows immediatelyafter the exposition,clearly repeatingit althoughin an abridgedform
andwith variations.

Thedevelopment,just thatpart of thescenein which themain �gures (humanaswell asmusical)arein con�ict,
leadsto theclimax of thesonata,themotive which permeatesthewholepiece,therecurrent“Wir armeLeut” (3).
Thewordsof Wozzeck“Here,Marie, is money oncemore,my wages,” etc.,aresungto a heldC-majortriad of the
orchestra.(How could theprosaicnessof money be betterexpressed!)The restof the musicof this sceneandof
theintermissionwhich follows (but musically, really relatesto andcompletesit), shows how thetransitionfrom the
chordto thelastrepriseis effected.Thetransformationmusicis givenindependentlife, thatis,becomesasmallunit,
mostpalpablybecauseat themomentwherethe transformationsetsin, a harpglissandosuggestsa beginning; the
endis indicatedwhentheeffect is repeated,the �rst time descendingfortissimo,thesecondascendingpianissimo,
wherebytheconnectionwith thenext sceneis made.

(15) The Physician --- Recurrent from Act I, Scene 4

3

3

(16) Wozzeck --- Recurrent from Act II, Scene 1

SCENE 2. This scenealsobringsthreepeopleon thestage,but their relationis not ascloseasthatof the three
membersof thefamily groupin theprecedingone.Whereasthe�rst couldemploy thesonata,amusicalform whose
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partsareorganicallyconnectedlike thatof a family, heretheform is constructedof morealien,disparateelements,
a fantasyandfuguewith threethemes.The de�nite independenceof the motivesof thesethemes,in contrastto
theclosermelodicinterrelationof thosein theforegoingsonata,makesthestrictly fugal form necessary, its rigidity
somewhatrelievedby theuseof motiveswhicharealreadyfamiliar. We�nd thatof theCaptain(1) whichdominates
the�rst sceneat theverybeginningof theopera,thenamotiveof thePhysician(15) recurrentfrom thefourthscene
of Act I, and�nally aWozzecktheme(16)which,thoughnotpresentedliterally, is clearlysuggestedin thepreceding
sonata-form.

SCENE 3. Theslow movementof this symphonicact is a Largo. Asidefrom theobvious thematiccoordination
whichmakesit acompletemovement,we�nd this idiosyncrasy:theinstrumentationis thatof achambersymphony
andcorrespondsexactly to thatemployedby Arnold Scḧonberg in hisKammersymphonie. ThusBerg doeshomage
hereto his teacherandmaster. Theintroductionandcloseof theLargo furnishanotherexampleof how coherence,
usuallyachievedby returningto themainkey, canbegainedby othermeans.Theclarinet�gures apparentlyquickly
departingfrom the fugal thematicmaterialof the precedingscene,leadover to the beginning of the Largo, and
become�x edasthe�rst harmonicfoundationsof its theme.

Theendof theLargo closeswith thesameharmony, which in retrogressive movementagainformstheveryclarinet
�gures from which the chorddeveloped. Moreover, theseclarinet�gures alsoleadinto the transformation-music
which introducesthenext scenewith aslow countrydance.

SCENE 4. In theLändlerandin theotherdance-musictherearepassageswhich seemto have a dissonancenot
merelywithin a tonality, a dissonanceratherlike thesoundingtogetherof severalpiecesof musicin differentkeys.
Thiseffect,arisingfrom primitive “polytonality” is of coursedeliberate,but notarbitrary;it is derivednotonly from
thedramaticsituations,but alsofrom therationaleof themusic.For example:theantecedentof aLändlerin Gminor
accordingto therulesmayprogressto thedominant(D-major)or returnto thetonic. Sinceboththeseformsoccur
simultaneously(naturalenoughin adrunken,irresponsible,tavern-band!)thesenseof confusionresults.Thiseffect
is sustainedwhenonepartof thebandmodulatesto thedominant,andreturnsproperlyto thetonic (G-minor),while
theotherpart,alsoquite in conformity to rule, modulatesat thesametime to a relatedmajorkey (Eb-major). It is
indeedamiraclethatthey should�nd themselvestogetheragainat theendof theLändler!

Thetavernsceneintroducedby theLändlercorrespondsto thescherzoin thedramaticsymphony which thissecond
actrepresents.TheLändleris the�rst ideaof thescherzo.Thejourneyman's songrepresentsthe�rst trio; thewaltz
of theale-houseband,thesecondscherzo;thehuntingchorusof youngfellows—themiddlesectionof thewhole—a
secondtrio. In accordancewith theregularconstructionof suchscherzomovements(let ustake for examplethoseof
Schumann'ssymphonies!)arepetitionof the�rst three-partscherzo-groupfollows. To besuretherepetitionof these
threesmall forms (Ländler, song,waltz) is not literal but muchvaried,correspondingto thecourseof the action.
The Ländler, for example,thoughexactly repeated,is placedin an entirely new environment. The journeyman's
songwhich representedthe �rst trio is sochangedin its repetition,that the fundamentalharmoniesaresplit up to
makeachoralemelodyin half-notes,which,playedby thebombardon,laysthefoundationfor a “melodrama.” This
melodrama,thegood-naturedparodyof asermon,is ontheonehandtherepeated�rst trio, andontheotheraregular
(but parodied)� ve-partchoraletranscription.

The repetition�nally of the tavern-bandwaltz occursnot only as a waltz, but in an extendedform, a symbolic
developmentfor full orchestra,servingat thesametime asthetransformation-musicto thenext scene.

SCENE5. Thetransformationmusiccomesto asuddenstopwith the“snoringchorus”of thesoldiersin theguard
roombasedupontheabove-mentionedchord(4). Intendedasa naturalsound,it is heardat �rst beforethecurtain
rises.The“Rondo-Martiale”whichbringsthisactto acloseis thenintroduced.
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The scenepresentsthe con�ict betweenthe Drum-Major andthe jealousWozzeckwho is �nally defeated.(The
tusslewhichtakesplaceis musicallyidenticalwith thestrugglebetweentheDrum-MajorandMarie in thelastscene
of theprecedingact,whichendedwith hersurrender. Hereagainis adevice for achieving coherence.)

(17) Second Rondo Theme --- Wozzeck and the Drum-Major

Thedramaticsimilarityof thetwoact-endingswouldof itselfhavebroughtaboutamusicalparallel.In thepassionate
Andanteof theearlierepisodetherondo-formis merelysuggested,but herein thescenewhichunfoldsaccordingto
military regulationsanddiscipline,thestrictestrulesareappliedto the,constructionof a rondoon the theme(17).
Theactcloseson chord(14) which is usedin all theact-endings.It graduallyresolvesinto its constituents,leaving
thelow B asthe�nal sound.To anticipate,it might bementionedthatthis low B which accompaniestheprophetic
lastwords:“Er blut,” “Einer nachdemandern,” is signi�cant from thedramaticpointof view in oneof theimportant
laterscenesandthatit alsoacquiresa structuralfunction.

ACT III—Catastr ophe

SCENE 1. As hasbeensaid, the �rst sceneof the third act containsan inventionon a theme. The severity of
the architecture(an expressionintentionallyusedby Berg in this connection)leadsto the following construction:
thetwo-parttheme,consistingof antecedentandconsequent,hassevenbars;it recursseventimesin variedforms;
more-over the concludingdouble-fugue,correspondingto this two-part form, hastwo seven-tonethemes9. The
principle of this constructionis taken from thepoetictext, which, through-outthescene,aswell asin the theme,
contrastsMarie's objective readingof theBible with hersubjective re�ections. Therearefurthermusicalallusions
to thetext in details.For instance,thetonalityof the�fth variationsetoff againsttheatonalityof thework lendsit a
characteristicanddelicatesymbolismof thetranscendentalworld of fairy-tales.Theintroductionof thepersecution
motive (8) in thesixthvariationtakesplacein themannerof a leit-motive supportingMarie's speechon theabsence
of Wozzeck.

SCENE 2. The low B of thecontrabasses,which washeardin the �nal chordof the fugue(alsoasthe last tone
of theimportantconcludingcadenceof thesecondact),now becomestheunifying factor, thecoordinatingprinciple
of themurderscene.It appearshereagainin thegreatestvarietyof ways,asanorgan-point,asa stationarymiddle
or uppervoice,doubledin many octavesandheardin all conceivableregistersandcolors.Finally whenthemurder
of Marie occursto the fortissimocrescendoroll of the tympani,all her importantmusicalmotivesaresoundedin
precipitatesuccessionover this organpoint of B—asin themomentof deathall the importantoccurrencesof life
arebelievedto passrapidlyandin distortionbeforethemindof thedyingperson:thecradle-songof her�rst scene,
reminiscencesof the jewel scenein the secondact, even of the Drum-Major, of the lamenton her miserywhich
�nally meltsinto themotive in �fths, thethemeof hervainwaiting.

Thebrief transformationmusicbringsthis underlyingB forwardoncemore. This time it is employedasa unison,
theonly noteof theentirescale,presentin almostall theinstrumentsof thefull orchestra,beginningwith thesoftest
imaginable,themutedhorn,and�nally evolving to its highestpowersthroughtheentrance,oneafter theother, of

9It is of courseveryeasyto poke fun at themathematicsof this form. Thuson theoccasionof Wozzeck's ®rst concertpresentationacritic
discussedtheBible-scene,which, asa matterof fact,wasnot given. Eventhoughno noteof thatmusichadyet beenheardtheclairvoyant
critic couldattestandalreadycommunicateto his readershow badlysucha mathematicaldivisionstoodthetest,how ridiculousit was.
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eachmemberof theensemble,exceptthepercussion.It is to be observed that theseconsecutive entrancesdo not
occurat regularintervals,but follow apeculiarrhythmicprinciple.Theentrancesof thewindsaswell asthoseof the
stringsmake distinctrhythms,interlockingin theform of a canonof a quarter-noteshift. Theapparentirregularity
socreated,of which thelisteneris, of course,aslittle awareasof thelogicalarrangementof theentrances,seemsto
breatheanexceptionallystronglife into this crescendotone. Thefact is that this crescendohasa greaterdynamic
effectandintensitythanits recurrenceon B in variousregisters,with theadditionof theentirepercussion.

(18) Transformation chord, Act III, Scenes 3 to 4

SCENE 3. The rhythm just spoken of, is of coursenot accidental.Like the chord(18) which �rst leadsto this
crescendoclimax, it is of importantthematicsigni�cance.This rhythmlies at thefoundationof thenew scene,and,
conspicuousin every measure,guaranteesade�nite unity. To besure,it is not appliedin theform of amonotonous
ostinato,but in a way thatpermitsthegreatestmetricaldifferentiationwithin a quasi-rhythmicaluniformity. Thus
melodiesarebasedon this rhythm,asin thequickpolkaof theintoxicatedboys andgirls whichopensthescene;or
therhythmmayappearin theaccompaniment.Furthermoreit is expanded,contracted,shifted,changedby different
timesignatures,dividedinto tripletsand�nally interlocked in two andmorecanonicentrances.

SCENE4. A furtherexampleof suchexploitationof musicalmaterial,�rst tonal,now rhythmical,(the“objectiv-
ity” is olderthanthemodernslogan)maybefoundin thefourth scene,which is basedsolelyon a chord,or rather,
a groupof six tones(18). This six-tonechord,ashasbeenpointedout, hasalreadybeenannouncedin theearlier
shorttransformationmusicwith its tremendousdynamiccrescendoon B. It is alsotheharmoniccompletionfor the
closeof theprecedingscene,thatis, of thecorrespondingtransformation.In spiteof thepersistenceof thissix-tone
group,variety is achieved hereby subjectingthe chord,aswasdonewith the single toneandthe rhythm, to all
conceivablealterations,suchasdivisions,inversions,replacementof groupsandchangesin registerof all or a part
of its tones.Structuralunity in this piece,on theotherhand,is assuredby theold reliable,symmetrical,three-part
form, inasmuchasin the�rst andthird partsthechordoccursin all its variations,naturally, on only oneof thesteps
of thechromaticscale,while in themiddlesectionit worksits way to all theothers.Finally (in thethird part)when
it reverts to its original position, to its tonal center, so to speak,this chordat the sametime forms the harmonic
transitionto theonethatfollows,whoseD-minor indicatestheresolutionof theformer10.

INTERLUDE. A somewhatlongerorchestralpiecesucceedsthefourthscene.Fromthedramaticpointof view it
shouldbeconsideredtheepilogto Wozzeck's suicide,agesturemadeby theauthoroutsidethecircleof eventsseen
on thestage;evenasanappealto theaudiencein their role of humanity's protagonist.Themusicof this orchestral
interludeis a thematicdevelopmentof all theimportantformsusedin relationto Wozzeck.

10It is evident thatsuchmusic,basedprimarily uponharmoniesandchordalcombinationswhatever its melodictwists, retainsa strongly
impressionisticcharacter. This is of courseappropriatefor dramaticeventsconcernedexclusively with natureandnaturalepisodes.(For
instance,thewavesof thepondclosingover thedrowning Wozzeck,thecroakingtoads,therising moon,etc.) NeverthelessBerg madeno
attempthereto apethatstylewhichoneattributesto theFrenchSchool,to Debussy. Suchimpressionismasonemayseemto ®nd in theseand
in otherplacesof theopera,appearsalsoin thewritings of theclassicistsandromanticists,andin theimperishablenature-impressionismof
Wagner. Actually, whatseemsimpressionistichereis far removedfrom vague,illogical sound-effects.Everythingis constructedaccordingto
astrict,musicallydeterminedlaw. In thiscase,thethematicsix-tonegroupis thebasis,andin thesecondsceneof the®rst actit is anostinato
three-cordsuccession.
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Theform is three-part;thecoordinatingprinciple,for achange,is tonality (D-minor). ThisD-minor tonality (whose
introductioninto theharmony hasjust beendiscussed),undergoessuchunlimitedexpansionasto permit its every
possibilityto be�nally andexhaustively developed.And this becausein themiddlesectionof thepiece,wherethe
fantasia-like entrances,in the,mannerof anticipatorystretti,crowd upononeanotherto a climax,a harmonictonal
combinationresultsasif of its own volition. Thoughit containsall the twelve tones,in the �eld of this tonality it
operatesonly asa dominantwhich,soundingnaturallyandharmonically, leadsbackto theD-minorof thereprise.

SCENE5. Thescenewith thechildrenwhichconcludesthisact,in its eighth-noteactivity, persistingfrom the�rst
to thelastmeasure(onecouldreally termthis,accordingto theold systemof form, a perpetuummobile), follows a
certainlaw, really oneof thosesystemsof ruleswhich Berg wassooftenobligedto “createin orderthathemight
follow them.” Thesceneportraysthebehavior andplay of proletarianchildren,oneof whomis theinfantof Marie
andWozzeek,still unawarethatit hasjust beenorphaned.Thoughherea cadenceis clearlymadeto the�nal chord
(14), themusicseemsstill to begoing forward. It doesindeedgo on! As a matterof fact the �rst measureof the
operacouldbedirectlyattachedto theseconcludingbars,wherebythecirclewouldbeclosed.

THE HISTORY OF THE OPERA

“More thantwenty-�ve yearsago,” saysJalowitz, “a numberof studentsgatheredtogetherin ViennaaroundArnold
Scḧonberg, themusicalrevolutionarywho pursuedhiscreative life apartfrom thebusyworld. They possessedonly
an enthusiasmfor their teacher, a warm respectfor the composer-conductor, Gustav Mahler, a knowledgeof the
mastersthey adored,old andnew, but never an ideaof thewaysof publicity andsuccess.Alban Berg wasoneof
theseyoungmen.His talentwasdiscoveredby Scḧonberg, actingonthejury of anew societyfor creativemusicians
which hadbeenorganizedasa sortof musicalsecession.For a long time hegave free instructionto this pupil, at
thatperiodwithout means,andoneof thequietestandleastobviously active of thegroup. Whentheothers,their
studiescompleted,werescatteredto thefour windsasconductors,healoneremainedin Vienna,renouncingevery
practicalpursuitto live entirelyfor creative work.

The “Impossible” Opera “Yearspassed.Among friends and the initiated theregrew up a legendthat Berg,
who seemedto know so little of life, who hadwritten only intimatesongsandchamber-music,theonly oneof all
Scḧonberg's pupils who hadnever beenprofessionallyconcernedwith the theatre,wascomposingon Büchner's
Wozzeck. Work on this operatook aboutsix years;whenit wascompletedin 1920,a few friendswereprivileged
to seethemanuscript;they expressedadmirationandastonishmentbut consideredit absolutelyimpossibleof per-
formance.It seemedasif Berg hadruthlesslyappliedScḧonberg's polyphonicwriting to theopera,demandingthe
unattainableof singersandorchestra.No publisherthoughtof acceptingthis monstrosityandeven afterBerg had
broughtouthisown editionof thepiano-score,requestsfor copiesweremadeonly by goodfriendsin hisown circle
who usuallyreceivedthemforthwith. Thencamethe�rst surprise;onedayit wasdecidedto presentBerg's music
at a festival in Frankfurt,1923. His namehadmeanwhilebecomebetterknown throughfrequentperformancesof
thePianoSonataanda StringQuartet. A few selectionsfrom Wozzeck, thoseeasiestto executewithout dramatic
representation,weregroupedby Berg for concertperformanceandplayedatFrankfurt.

“The successwastremendous.Berg who hadbeenstandingon theside-lines,becametheheroof thefestival. But
againseveralyearspassedby. In 1925Kleiber foundthecourageto presentthewholework upontheprincipalstage
of the Reich. This broughtthe secondsurprise:the operawhoseeffect asa dramahadin no way beenindicated
by its concertsuccessat Frankfortandwhosemost intricatescorehadnow �rst becomea reality, electri�ed and
overwhelmedtheaudienceat thepremiereandcontinuedto dosoat thetenfollowing performances.Thencamethe
third surprise—thework wasretainedin theBerlin repertory, whereit remainsto thisday. Graduallyit hasmadeits
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way over thewholeof Germany; it hasbeenpresentedthereon morethantwenty-�ve stages,andhassurvived the
successof operasmorerapidly composed,thosemorereadilyaccepted,only to disappearthemorequickly despite
theirattemptatsimplecomprehensibilityandmodernity.”

From Berlin to America The �rst Berlin performancesdrew a few attacksfrom reactionaryquartersbut these
weredecisively routedby expert critics who stoodat the top of their profession.In 1926Wozzeck encountereda
strongeroppositionin Praguewherethe third performanceat theCzechNationalTheatrewasabruptlybroughtto
a closeby theplanneddemonstrationof a nationalisticgroup,anevent reminiscentof theTannhauserpremierein
Paris. In 1927Leningradpresenteda splendidperformance,andto thesmallprovincial town of Oldenburg belongs
thedistinctionof completelyshatteringthe�ction of the“insurmountabledif�culties of Wozzeck.”

FurtherimportantWozzeck premierestookplacein 1930in ViennaandAachen.Theformer�nally broughtBerg the
recognitionlong duefrom hisnative city; thelatterwasthehigh pointof theLi �egemusic-festival andpresentedthe
work to a largeinternationalaudience.

Most recentlyauspiciousis the courseof Wozzeck in America. In the fall of 1930Kleiber performedthe Three
Fragmentsfrom theoperaatCarnegie Hall, andonMarch19,1931LeopoldStokowski presentedthebrilliant stage
premierein Philadelphia.With theNew York performance,underhis direction,it is to beexpectedthata new high
peakin thedestiny of thework will bereached.
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