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THIS is the secondof the monographdo be issuedby the magazineMobeERN Music. The publicationof the serieswas
undertaken lastyearasa meansof bringing beforethe public certainimportantstudieswhich requiretreatmentongerthana
magazinearticle permitsandshorterthanis prescribedy the usualbooklength. It is hopedthatthe appearancéom time to
time of such*handymanualsasthis onemayencouragéhedevelopmenif aspecialandinterestingype of musicliterature.

Dr. Willi Reich,the authorof A Guideto Wbzzekg, is oneof the bestknown critics of CentralEurope. Intimateassociation
with Alban Berg, Arnold Sctbinbeg andtheir group,anda detailedresearchnto their works have madehim an outstanding
authorityon the musicof the Vienneseschool. In additionto beingwidely recognizedasoneof the mostscholarlycommen-
tatorson contemporarynusic,writing for the journalsof Holland, France England,Germary andAustria, heis a performer
ontheclarinetanda Doctorof Engineering.—[Ed.]

ALB AN BERG

ALBAN BERG wasbornin Vienna,February9, 1885,andexceptfor afew brief journg/s hasspenthis wholelife
in thatcity. His musicaltalent,apparenatanearlyage,developedfor atime withoutschooling.Butin 1904he rst
met Arnold Schbnbeg who wasdestinedo be his only teacherand his friendly adviserThroughhim he gaineda
thoroughknowledgeof thecomposes craftandthatidealisticconceptiorof artwhichlifts Schbnbeg's circle abore
thepartycon icts of themodemmusicalscene.

Contemporarywith Schbnbeg, a shining star had risenon the horizon of the art world in the personof Gusta

Mahler, whoserenavn atthetime waschie y thatof operaticreformerandconductor Mahler's own compositions,
onthe otherhand,wereknown to but a smallgroupof the musicalcognoscentiamongwhomwereSclbnbeg and
his followers. Throughouthis careerBerg hasretaineda warm admirationfor the personalityand creatve work

of Mahler, anadmirationto which he hasgiven expressionn the dedicationof Wozzek to Mahler's widow [Alma

Mahler Werfel]. Many works of Berg may be viewed asthe logical developmentandful liment of theintentions
of Mahler He has,however, avoidedslavish imitation by evolving truly original ideasin his own way. The Piano-

Sonatain B-minor, publishedn 1908alreadyborethe unmistakablenarkof his individuality, which becamemore
pronouncedn theworksthatfollowed.

Almost all musicalforms have beenutilized by Berg, who is an extremelythoroughartist, creatingslowly. Four
Songs with texts by Mombertand Hebbel, followed the Piano-SonataHarmonicallytheseare basedon a Tris-
tanesquechromaticismand on whole-tonesuccessionsBut the next work, a String Quartetin two movements,
paves the way for that emancipatiorfrom traditional tonality which is nally achieved in the Three Orchestal
Pieces opus6. Betweenthesetwo works, Four Piecesfor Clarinet and Piano and Five Songs with Orchestal
Accompanimerdfter Post-Cad Textsby Peter Altenbeg nd theirrespectie places.Thesearerealtreasuresf the
art of musicalminiature.Within afew measureghe give exhaustve treatmento motivesof thefreshesinspiration.
With the ThreeOrchesta Pieceqprelude dance andmarch)Ber reestablishedimselfasa composein thelarger
forms.
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In Wozzek, a productof theyears1914—-20hecreatedhe rst extensve operafreedfrom thebondsof tonality, and
therebyproved conclusvely thatthe new, so-called*atonal” mannerof writing, decriedby its adwersariesas “the
technicfor miniatures, couldalsobe utilized asthe foundationof a dramaticstructureof the grandesstyle. In this
sensdhecreationandthe premierproductionof the operamayberegardedasa deedof emancipation.

After this greatdramaticuphea&al the composergainbeganthe writing of intimatechambemmusic. To this period
we owe suchself-revealing works as the ChamberConcertofor Violin, Piano and Thirteen\Winds andthe Lyric
Suitefor String Quartet Both demanda high degree of virtuosity and possessleepprofundity They have a
characteristicallyrilliant sonority achieved throughcombinationghat exploit to the fullest extent the individual
propertiesof eachinstrument,

The concert-arialheWne, for soprancandorchestraafteratext by Baudelairecomposedn the summerof 1929,
revealsBerg againin alyrically dramaticvein, andindicatesthe directionof the forthcomingstage-vork, the opera
Lulu, afterthe book by Wedekind.

Bemy's whole existencelies anchoredn his creative efforts. Consequentlyn this brief review of his published
works (to which latter might be addedSeven Songsan early piece,anda transcriptionfor string orchestraof a few
movementsrom the Lyric Suitg, onemay nd analmostcompletepictureof his actvities sofar. His uneventful
existenceoffers no materialfor “exciting” biographicalessaysThe completelyhappy home-lifewhich he owesto
his wife, HeleneNabavska,whomhemarriedin 1911,fostersuninterruptectreatve actvity. In thewinter months
Bem is quietly active in Viennaasa teacherandasa leadingmemberof importantmusicalorganizations.He has
oftenwritten clever articles,especiallyvommenton anddefenseof the work of Schbnbeg. He wasoneof the rst
to receve the Arts prize of the city of Viennaandthe PrussiarAcademyof Fine Arts hasmadehim a member But
neitherthesehigh honorsnor the world-wide succesf his works distractthis noble and modestartist from the
corviction of his missionor hinderhis steadyprogress.

| believe thatnothing ner maybeappendedo this brief prefacethanthewordswhich Arnold Schhnbeg addressed
to him onthe occasiorof the Wozzek premierein DiisseldorfApril 1930):

“I amhapyy to have this opportunityto paytributeto thework andachiezementsof my pupil andfriend,
Alban Berg. Are not he andour mutualfriend, his co-studentAnton von Webern the strongesproof
of my ef ciency asateacher\Verethey notboth,in thetime of my severestartistictribulations,a prop
securefeliable,loving, the very bestthat| have found on earth?But lestyou shouldbe led to believe
that only gratitudeandfriendshipinspirethis tribute, remembeithat| too canreadmusic; thatthere
wasa time whennoteswhich seemednerehieroglyphicsto all othermusiciansred my imagination;
inspiredme with animpressionof this talent. And | am proudthat my corviction andits correctness
gave methe opportunityto guidethis greatgift to its propergoal, to the mostmanelous o wering of
individuality, to the greatestelf-sufciency.

“l shouldlike to say:friendship rst, yetl mustsay:art rst. Butthereis reallynoneedto hesitateThe
demandof friendshipandof artarereconcilablehere. The friend may praisethe artist; the artistmay
praisethefriend, no, mustpraise,if hewouldbejust. ... Sohail to thee,Alban Berg!”
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Geog Biichnen(1813-1837) AlbanBerg (1885-1936)

A GUIDE TOWOZZECK

Intr oduction No contemporarpperahasbeenmorethoroughlydebatedhanAlbanBerg's Wozzek. Theappear
anceof the piano-scoran 1923incited controversieswhich becamepassionatelyntenseuponthe occasionof the
Berlin premiere. Even thoughwe may be abletodayto reducethat early con ict of opinionto its properpropor
tions, the unprecedentethtensity of expressionn Wozzek continuesto presentmary problemsto an unprepared
audienceproblemsthat, however, have no in uence at all uponthe tremendousnal effect which this settingof
Buchners dramaproducesn every unprejudicedistener

Attendingmary performancesf Wozzek in differentpartsof Germary | have foundthatthis profoundimpression
alwaysriseswith perfectspontaneityandthatit cannotbedirectedby theorizing.Sothat,in onesenseacommentary
onWbzzek mayberegardedassuper uous.This guideto the musicdrama thereforewill attemptonly to develop
from theprimaryemotional subjectve impressionanobjective understandingf thestructureof thework andof the
creatve methodof its composerMy task,astheresultof anumberof peculiarcircumstancesnight be considered
that of compilation. Berg permittedme to seethe manuscriptof the lecturewhich he deliveredin adwanceof the
premieres.This papey divestedof the characteristicef a speechandsupplementetby numeroussxamplesof the
music, hassened as a foundationfor my work, which is further indebtedfor much of its detail to the valuable
remarksof the leadingexperton the Wozzek score,H.F. Klein, (adapterof the pianoscoreandof an unpublished
analysis)to anexcellentarticleby R. Schafke in Melos andto a lecturegivenby the conductoyDr. H. Jalawitz, in
connectiorwith theWbzzek premieren Cologne.

Berg'sMethod Used Fortheanalysisof individual scenesBerg's methodn hisGuideto Shonbeg's Gurrelieder
hasbeenadoptedhere. | have goneinto greatdetail in thoseplaceswhich afford an opportunityto point out such
particularsasmightfacilitatea generaunderstandin@f the creatve personalityof the composerFurthermoredue
considerationvasgivento thefactthatthe partsof theoperain which Berg revertsto well-knovn typesof structural
form have beenmostsharplyattaclked andcriticized'.

For example the SuiteandPassacagliin the ®rst andfourth sceneof Act 1.
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Hereit wasnecessaryo prove decisvely not only thattheseforms, despitethe modernityof their musicalcontent,
perfectlyfu Il the old rules, but that their applicationto the musicalinterpretationof dramaticeventsis justi ed
with remarkableconsisteng throughoutthe courseof the stageaction. Otherconsiderationsvill be obviousfrom
thecontentandarrangementf my text. | hopethatthosewho areseriouslyinterestedn really nev musicwill nd
thatthis Guideto Wozzek hasmadeit easielto gaina deepetunderstandingf oneof themostsigni cant operasof
today

BERG'S ORGANIZATION OF THE TEXT

A performancen 1914 of Wozzek, the dramaticfragmentof the GermanpoetGeog Biichner(1813—-1837),rst
gave Bemg theideaof his opera.Buchners sketchydesignmadean absolutelynev dramatugical treatmenneces-
sary This hasbestbeenanalyzedn theremarksof Jalavitz and Schafke:

“The story of Buchners dramais told in a few words. From the looseconcatenatiorof twenty- ve
scenederg chose fteen which he groupednto threeactsof ve scenesach.Theorderly Wozzeck,
is tormentedby his superioy the Captain;by a physicianto whom he surrendergiimself for medical
experimentghathemaybeableto supporthis belored Marie andherchild, andby visionsrising out of
hisfantastiaeveries.Marieis seducedy the Drum-Major WhenWozzeck after, torturinguncertainty
hascorvincedhimselfof herin delity, he stabshis belosed anddrowvns himself.

Wozzeck,The “Pur e Fool” “More signi cant thanthe externaleventsis whatanimateshesepeople
andtheir deedswhatrevealsthemasphantomsn spiteof, or ratherby meansof, the daringrealism
of thepresentationThusthe Captainbecomeshe maskof feartormentedmoralizingphilistinism;the
Physicianthe demonof cold, materialisticscience hostileto manandhis soul; the Drum-Major, the
embodimentf thebeasin man;andMarie, simply the poorunfortunate But Wozzeckis far morethan
therepresentate of the oppressedalass,die armeLeut who mustnot only suffer extrememiserybut

assumall theblame. This gure is akinto the “Pure Fool,” the primitive being,still outsidemorality;

closeto theforcesof nature surroundedy their hiddenmysteriesandforcedto surrendeto them.He
lovestenderlyyetmurdersand,from the smecompulsioncleansesis guilty soulby suicidein thevery
pondwherehe hadwashedhe blood from his murderousknife. He is oneof those“poor in spirit” in

the senseof the Gospelswho, disorientatedn alaterage,seektheir lost originswith every power and
shattertheir life-force in this superhumarffort. Wordscannotcorvey theidea,which, thoughbarely
expressedbecomeembodiedn this gure aspowerfully asary conceptever hasbeenonthestage.

“Thus Wozzeckhassomethingf theforceof amythologicalbeingandfor thatreasons well castasthe
central gure of anopera.The heroesof tragicoperawho have survived areeithertaken directly from
the materialof sagasor they arejust suchincarnationsof elementaffeelings,of passionsio mention
but a few, OrpheusDPon Juan,Leonorein Fidelio, the Flying Dutchman,aswell asCarmen ,Othello,
Falstaf. Theuniquenesanduniversalityof thesegures justify theelevatingeffectwhich songgivesto
words. All intellectual,all episodic,all realisticdetailis relegatedto the backgroundsothatthe music
may freely follow its own laws.

“Berg's dramatugy condenseandclari es the material.First hedividesit into threeparts:exposition,
dénouement;atastropheThroughapparenthslight changessymmetryandproportionaregivento the
individual scenesaandsoawell-conceved, balanceddramais evolved from a naturalisticsketch.

“The poetictreatmenby Berg is anadequatanswerto the question:How canthis dramaticfragment,
a hundredyearsold, be madethe subjectof a modernopera? Indeedthe sociologicalundercurrent

Willi Reich A Guideto AlbanBerg's OperaWozzek



of the Bichnerplay is not untimelytoday The grotesqueelementn the delineationof the characters,
especiallyof thePhysician,nds its echoin modernart. Theinterpolatedolktunesandtheopportunities
for the useof tone-colorin variousepisodesnusthave attractedhe musician.But therewould always

have beena contradictionin style betweenBuchners amorphousaturalismandthe rigid, structural

tendeng of contemporarymusic. Hereis whereBerg the poetwith sureinstinctreconcilesBerg the

musician. The methodby which the poetic materialis developedcontainsthe germ cell of Berg's

music’

THE MUSICAL STRUCTURE AS A WHOLE

In 1914,whenBerg decidedio composehe operaWozzek, the situationin musicwasmostpeculiar The Viennese
school,led by Arnold Schbnbeg, hadjust developedbeyondtheinitial stagesof the movementincorrectlyknowvn
as“atonal’ Compositionin thatstylewaslimited at rst to the smallerforms, suchassongspianoandorchestral
pieces.Therewereno so-calledatonalworkswith the classicafour movementsf averagelength,no symphonies,
oratorios,andgrandoperas.In renouncingonality this schoolhadabandonedne of the strongesandmosttested
mediumsfor the constructiomot only of smallbut of large forms. WhenBerg decidedto write a full-length opera
he faced,in regardto harmory, a problementirely nev. How, without the proved resourceof tonality and the
formal structuralpossibilitiesbaseduponit, washeto obtainthe samecompletenesshe samecorvincing musical
coherencaot only in the smallunits of theindividual scenesut also,andthis wasthe dif culty, in thelarge units
of eachact,and,further, in the completearchitectonic®f thewholework?

Text andplot alonecould not assurethis unity of form; certainlynot for a work like Biichners Wozzek, madeup
asit is of mary looseandfragmentaryscenesEvenwhenthethree-parerrangementyhich clearlydivided fteen
scenesnto exposition,dénouementand catastrophevasachiezed and, throughit, unity in the dramaticaction,no
provision hadyetbeenmadefor musicalcoherence.

CoherenceAnd Variety How thisunity andcoherencevereaimedatandacquiredwill becomeclearin thecourse
of our study For thetime beingwe mustdirectour attentionto the harmonicconstructiongspeciallyto thatof the
act endings. The points at which, in a tonal work, a distinct repetitionand fortifying of the main key is made
comprehensibl¢o the eyesandearsof the lay audiencearealsothe placein an atonalwork wherethe harmonic
circle of along actmustbe broughtto a conclusion.Suchanemphasisvasarrivedaat, rst of all, by makingevery
act steerits way toward oneandthe same nal chordin a sortof cadencdo restthereason a tonic. These nal
chordsalwaysappeaiin a differentform althoughthey aremadeup of the samenotes. The justi cation for these
tonal differentiationdies not only in the occasionathange®f dramaticsituation,but alsoin demandof a purely
musicalnature.Thestriving for formal coherencend,to useaphraseof Sctbnbeg's, for musical‘coordination”is
counterbalancebly justasstrongaleaningtoward changetowardvariationin form.

To shaw still moreclearly how this coherencepn the one hand,andvariety on the other areworked out, let us
considerthe beginningsandendingsof theacts.

In the rst scenethe curtainrisesimmediatelyafter the openingof the orchestrajt descend®n the last measure
attheendof Act 1. The curtainof Act Il risesaftera shortorchestraintroduction. Whenthe musicof this actis
nished the curtainremainsopenon the nal scendor a shorttime. Thenit falls. Correspondingo this close,the
curtainrisesonthethird act, precedinghe music;thereis a pausebeforethe musiciansegin. Thecurtaindescends
for thelasttime beforethemusichasceasednot, however, asin the rst act,wherethe descents simultaneousvith
thecrescendaf the nal chord,but beforethis chordsoundsn a breathlespianissimoanddiesaway.
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The A-B—A Formula Finally, anotherpoint may be madeconcerningthe structureof the operaasa whole in
relationto the striving for coherenform. The methodof constructingeachof the threeactsmalesit clearthatin
the main the old reliable, three-parttreatmentA-B-A is used,inasmuchasthe rst andthird actsreveal de nite
structuralparallels. Shorterby far thanthe weightier middle act, they encloseit in what might be calleda time-
symmetry While the secondact,aswe shallsee,is acompletelycoherenmusicalstructurefrom the rst to thelast
measureheform of the rst andthird is muchfreer In eachof thetwo latter, for the velooselyconnectedscenes
thereare ve correspondingnusicalepisodesalsolooselyconnected.The scene®f the rst actcouldbe calleda
groupof relatedcharactesketcheswhich, althoughthey areconsistenwith thedramaticcontentfrom timeto time
describeanenv main gure in theaction,alwaysof coursein relationto the protagonist.The scene®f thethird act
revealmusicalformswhosecoherencés establishedby the useof certainprinciplesof unity, justifying their title of
“inventions.

Thesewo acts ratherloosein structurelikethetwo “A’'s” of thethree-partorm encompasthemiddleact,whichis,
musically muchcloserknit. The ve scenesereareinseparablynitedlike the movementsof asymphow (in this
caseadramaticsymphor). Themiddleactcorrespondso the“B” sectionof thethree-parform andis essentially
differentiatedrom thetwo “A” sectionsthe rst andthird acts,which aresimilarin structure.Thusthe secondact
is clearlyestablishe@dsthemiddle section.

The Notorious “Old Forms” Fromthe needfor musicalcoherencevenin small details,therecamethe much
discusseditilization of certain“old forms; whichwon muchnotorietyat the beginning of theoperas history

The composes desirefor musicalvariety andthe avoidanceof “durchkomponieren?—the commoncharacteristic
of musicdramasinceWagners day—Iledhim to devise a differentform for every oneof the mary scenesBut the
completenessf eachof thesesceneslemanded similar completenes# the music,from which arosethe necessity
of creatinganartisticfusionof thevariedparts,in aword, of giving themmusicallycompleteforms. Theapplication
to thedramathendevelopedjust asnaturallyasthe choiceof theformsselectedor this purpose.

We mustnot regardthe usehereof variations even passacagliasndfugues,asanattemptto be“archaic’ It would
be even moreerroneoudo concludethatthis work hasary relationto the “Back-to-Something'movementswhich
wereactuallyinitiated muchlater As a matterof fact, Berg methis requirementsot only throughthesemoreor
lessold forms, but createdorms baseduponnew principles,suchfor exampleasthoserestingfor a foundationon
one“tone; one“rhythm;” one“chord; etc.

Variety By Interlude A furtherexampleof theinnernecessityo beasvariedandmary-sidedaspossiblds present
in the relatively numerousnterludesresultantfrom so mary scenechanges.To scattertransitionsor intermezzi
would not have beenconsistentwith Berg's idea of the music-dramato which, despitehis respectfor absolute
music, he strictly adheredn all matterspertainingto the theatre. Even herehe wasimpelledto aim at a variety

rich in contrastmakingthe connectre musicsometimegransitional,sometimegiving it the form of a codaor at

timesof anintroductionto thatwhich follows, or a combinationof thetwo latter Thushe attemptsitheranalmost
imperceptibleconnectiorbetweenhe diversepartsof the separatenusicalforms, or an often abruptjuxtaposition.
Onthenext pagea completedramaticandmusicalperspectie givestherelationof all formal eventsin Wozzek.

2durchkomponieen through-composed
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Willi Reich

SCHEME

of the

DramaticandMusical
Formsin Wbzzek

DRAMATIC MusicAL
ACT |: Exposition
Wozzeckandhis relationto Five CharacteSketches
his ervironment
Scene Scene
1. TheCaptain 1. Suite
2. Andres 2. Rhapsody
3. Marie 3. Military MarchandCradleSong

4. ThePhysician
5. TheDrum-Major

4. Passacaglia
5. AndanteAffetuoso(quasiRondo)

ACT |l: Dénouement
Wozzeckis graduallycorvinced
of Marie'sin delity
Scene
1. Wozzecks rst suspicion
2. Wozzeckis mocked
3. Wozzeckaccusedarie
4. Marie andDrum-Majordance
5. The Drum-MajortrouncesWozzeck

Symphoy in  ve mavements

Scene

1. Sonata-brm

2. FantasieandFugue
3. Largo

4. Scherzo

5. RondoMartiale

AcT III: Catastophe
WozzeckmurdersMarie andatones
throughsuicide
Scene
1. Marie'sremorse
2. Deathof Marie
3. Wozzeckiriesto forget
4. Wozzeckdrownnsin the pond

(Instrumentalnterludewith closedcurtain)

5. Marie's sonplaysunconcerned

Six Inventions

Scene

1. Inventionona Theme

2. InventiononaTone

3. Inventionona Rhythm

4. InventiononaKey (D-minor)

5. Inventionon a PersistanRhythm
(PerpetuuniMobile)
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ANALYSIS OF THE INDIVIDU AL SCENES

ACT |—Exposition

SCENE 1. Thevery rst sceneof the operais castasa suiteapparentlybecausethe dialog here,wherenothing
really occursjs madeup of diverse Jooselyconnectedorversationslt wasnaturalto nd asmallform for eachone
of these which asa whole groupconstitutea seriesof small musicpiecesthatis, a suite. This consistdargely of
old (or atleastmoreor lessstylized)forms,and,thoughtheir selectionmight have beendeterminedgsubconsciously
theresultis not accidental.For by this choicethe rst scenegains,evenmusically the appropriatehistoricalcolor
which naturallyenoughthe composedoesnotemploy elsevherein Wozzek, a dramaof no particularperiod.

Thefollowing analysiswill shav how the choiceof thesesmallforms accuratelycorrespondso the eventson the

stageandhow their unioninto a musico-dramatientity is therebyfacilitated.But evenin the purelymusicalsense
strict rulesaregenerallyapplied,andnot only to the mostprominentmelodicepisodes.Every new tempo,ascan

be seenby the metronomegures, evolvesfrom the one precedingt, with almostmathematicahccurag®. In the

instrumentationthe different movementsare distinguishedby assigninga certaininstrumentalgroupto eachas

an obligato, their combinationbeingbroughtinto relationwith the eventson the stage. Threepartforms areused
mostly(prelude pavane, gigueandair); therepriseshowever, arenotmererepetitionsut alwaysfar-reachingorms

of variations.The gavotte andthetwo “doubles”arein two-partform; the cadencesarefree.

The rst movementof the suiteis a prelude. It is introducedby two shortchordsof the stringsinterconnectedby
a soft, crescendaoll of the smalldrunt. The rst threemeasuresire usedlaterin this scenein the mannerof a
refrain. Measurdour bringsthethemeof the Captain(1) whosemotive constituentyield thematerialfor thefurther
constructiorof the piece.

(1) The Captain

The only answerWozzeckknows is the stereotypedJawohl, Herr Hauptmanri, (2) which becomesespecially
signi cant asa characteristicthythmic motive. The succeedingornversationsare musically portrayedthroughthe
formspavane gigue,gavottewith two doubles.Thetwo lascviousmeditationf the Captainarespuninto cadences
(viola andcontra-bassoon)Vozzecks greatouthurstcomesin theform of an“air” andits climaxis thecry: “Wir
armeLeut” (3) which is really the mostimportantmotive of the whole opera. The soothingwords of the Captain
leadinto the repriseof the preludewhich correspondso arepetitionin the corversationandappearsn the form of
a crab-like inversion. Thetransitionalmusicusesthe principal themesof the suitein the fashionof a development
andendsabruptlyaftera stretto-like climax.

(3) Wozzeck --- Wir arme Leute!

fe | ‘

(2) Wozzeck -- Jawohl, Herr Hauptmann

&)

el O | | .
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Ja wohl, Herr Hauptman Wir ar— me Leute!

3Thisis oneof Berg's mostcommonlyappliedartistic devicesandassuresnetricuniformity to whole scenesindeed whole acts.

“Bem oncesaid aboutthis beginning: “The drum-roll originally wasintendedto accentuatéhe crescenddetweenthe two chords. It
wasto be purelyinstrumentalthatis, musical. Whenl heardthe partfor the ®rst time, though,| wassurprisedo ®nd thatl could not have
suggestedhe military backgroundnorepreciselyandconciselythanthroughthisroll of thedrum?
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SCENE 2. The suddeninterruptionand quick blotting out of the strettaprepareus for a differentworld in the
next scene.The narrav andmustybarrack-roonfadesinto air beforethe elementaforcesof the open eld, above
which archeghe eeriesky of alate afternoon.The musicof this scenetoo, departfrom the familiar forms of the
oneprecedingandseeksew baseslts unifying principleis a harmonicone: threechords(4) make up the skeletal
structureof thisscene Suchaprincipleis recognizableasform-shapingif tonality is heldto beastructuraimedium;
we may comparehesethreechordsin relationto the functionsof tonic, dominantandsubdominantOf coursethe
mannelin which the chordsandtheir successionareemplo/edis manifoldandvariedthroughout.

(4) Chordal Structure, Act I, Scene 2
[} ‘
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Sincethecomposehasdesignatedhe musicalform of the secondscenea “rhapsody”we would naturallyexpectto
nd astructureof freefantasylike apotpourri,in accordancevith thewell-known patternsof thistypeof piece.But

onthecontrary Berg's strongleaningtowardsform hasled him evenhereto createa structurecompletelyful lling
the mostexactingmusicalstrictures.

In additionto thethree-chordnotive (4) thereis a”"Hunting Song™® by Andres,Wozzecks friend, which formsthe
secondnusicalcomponenbf this scenelts coloris dervedentirelyfrom Wozzecks uncany reactionto inanimate
natureandhis exulting superstitionln this scenghe“rhythmic declamation’introducecdby Schinbeg in thespolen
choruse®f Die Gludliche Hand appeargor the rst time in the opera,we shalltherefore guoteBerg's own words
aboutthisimportantmeansof expression:

“It hadbecomeplainthatthismethod(thespredch-stimme of treatingthevoicein amusicdramanotonly

strengthenedne of the bestmediumsfor makingsucha work comprehensible—nametye words—
but enrichedthe operaby theadditionof a genuinemeansof artisticexpressiongreatedrom the purest
sourcef music,rangingfrom a tonelesswhisperto the authenticbel parlare of farreachingspeech-
melodies. Thus, morewer, all possibilitiesof form in absolutemusic which are lost, for instance,
throughrecitative, maybe presered:

This scenadiesaway on a military signalandslowly yieldsto theapproachingnarchof the stage-band.

(5) Military March --- Opening Measures

0 - ‘/E_ 4] N /'h(. —

e e S e
Dj

hvj% |

5This huntingsongis anexampleof thecomposes ingenuityin creatingaproperplacefor folk songelementsin otherwords,establishing
arelationshipwithin his operabetweerformal andfolk music. While in atonalwork it is a merecommonplacein the so-called“atonal”
harmoly, it is not so easyto male thatdifferencein planclear Hereit wasaccomplishedy giving anobvious primitiveness—practicable
evenin atonalharmory—to all popularelementsOthermeansvhich mightbenotedarea preferencéor symmetricakonstructiorof periods
andphrasesharmonicconstructiorby thirdsandfourths,amelodicline in whichthewhole-tonescaleandtheperfectfourth play animportant
part,whereasn the atonalmusicof the Vienneseschooldiminishedandaugmentedntervals predominateSo-called‘polytonality” is alsoa
meansof building up primitive harmoniceffects.
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SCENE 3. With (5) we have the openingmotive of the military marchwhich is importantlater During its rep-
etition it becomessuddenlyinaudiblewhenthe window is shut. Stringsandvoice bring a nev signi cant motive
(6), the“lament” of Marie, which may be considered sortof introductionto her“Cradle Song. Thecharacteristic
fourths of the latter are anticipatedmelodically by tympaniand harp; harmonically by the chordsof the second
inversionwhich prevail throughout.

(6) Marie --- Plaintive Theme

Thesongrigidly obseresthetwo stropheform andis oneof the mostbeautifulandsigni cant melodicinspirations
of theoperd. A lively rst partis followed by avery muchslover secondvhosebeginning hasalreadybeenfore-
shadavedin theintroductionto the song.Thesecondrerserepeatshetwo antecedentiterally, andtheconsequents
in greatvariation;it closeswith aninstrumentakcodawhich is againbasedon the beginning. Fromthis a cadential
transition(7) is developedasanending,one of the mostimportantmotivesof the opera. The open fths represent
the somevhat aimlesswaiting of Marie, a waiting which is terminatedonly by herdeatt. The repetitionof (7) is
interruptedby the swiftly intruding gure of Wozzecksuddenlyknockingatthewindow (8). Fromhereonthe mu-
sicalstructureabandonsll formal scheme®f unity andsuggestshe free, unconstrainegechnicof compositionof
the post-Wagneriarstyle,whichwassoproneto developlong stretche®f thetext in thismanney(i.e., of durchkom-
ponieen) usingthe leit-motive only asa meansof support.| emphasizehis particularidiosyncrasyhere,because
it is the only placein Wozzek whereit occurs. The composedeliberatelysoughtto createa delightful alternation
throughcontrastof this free structurewith therigid formsencompassing. A shortthematicdevelopmentieadsus
into thenext scene.

(7) Transitional Cadence --- Marie's waiting
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SCENE 4. Theline of the twelve-tonepassacaglithemeis presentedn (9). It is hardly necessaryo 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. The seriesappeardor the rst time with the openingwordsof the, scene gxpressinghe speeclhof the
physicianthoughconcealedn theanimatedubatoof a cello-recitatve. Twenty-onevariationsfollow whicharetrue

SFor thefolk musicelementsn the“Cradle Song”and“March” thefootnoteto the“Hunting Song”is equallyvalid.

"This device (usedasa sortof leit-motive) recursseveraltimeslateron. Similar repetitionsaremadewith othermotives,applyingattimes
to certaincharacterand sometimedo certainsituations. The coordinationandrelationof recurrentmotives arethusemplo/ed asanother
meanf establishingunity in theopera.
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variations dealingwith oneandthe sametheme with the same x edidea$ of the physicianwhich nd theirecho
evenwhenWozzeck theirvictim andhis, speaksn historture.

(9) The Passacaglia's 12-tone series
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In the parlando apparentlyentirely improvised,with which the doctoraccompaniethe recitatve-like introduction
of the passacaglia-themeyo motivesoccurwhich areimportantin view of whatfollows. First comesthe phrase
(20) which grows out of the endof (9) andthroughits rst part(mostly presentedn the position F-Ab-D) gains
a signi cant function asthe connectinglink betweenthe variations,more often enteringinto their inner facture.
From (11) a motive is developedwhich characterizethe conceitedscienti ¢ attitudeof the physician,andis later
alsoemplgyed for contrapuntatreatment.The whole chainof variations,with its deliberategradationof intensity
representshe growing scienti ¢ megalomaniaof the Doctor When nally, in the last variation, he breaksout in

a cry of desirefor immortality, the mostvaulting of his delusionsthe theme,more or lessconcealedduring the
passacagliasuigesup with greaterclarity, harmonizedn choralefashionin the full orchestrapnly to be quickly

subduedhfterarepetitionof chord(4) andto returnto the matterof factdialog of the beginning of the scene Over

atympaniroll on D# fragmentsof (10) bring onthecloseof thescene.

(10) Development from (9) --- The Variation Link
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(11) The Physician's Obsessive conceit in science
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SCENE 5. With its sixty-two measureshe last sceneof this actis the shortesta characteristiavhich it shares
with the other nal scenes.lIt is the mostimportantin the developmentof the plot, for hereMarie is seducedy

the Drum-Major, aneventwhich is theimmediatecauseof the con ict andtragic catastropheMusically the scene
characterizethe brutality of the Drum-Major EvenMarie to a certainextentadoptsthe languageof herabductoy

herrole containingmary phraseswhich suggeshisthemes.

(12) Rondo Theme --- Marie and the Drum-Major
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8Long afterthe compositionof Wozzek, Berg wishedto beinformedasto the origin of theword “Passacaglia.He consultedRiemamis
Lexiconandfoundreferenceo its synorym “Folia” To his greatsatishictionheread:“the folia (id ee®xe) is evidently oneof theoldestforms
of theostinatd. He hadunconsciouslyul®lled theliteral meaningof theterm.
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The importantthemeof this scene,(12) fundamentallyan “Andanteaffetuosd, frequentlyinterruptedby short
interpolationsyecursalwayswith but slight variation. It is, therefore notinaccurateo regardits form asa sortof
freerondo. On the otherhanda certainthree-parstructureis alsoevident, which is obviously relatedto the events
on the stage(the preliminaries,the seductionand the aftermath). Although the rondotheme(12) is well marked
in the rst andthird sections,n the middleit is considerablyovershadwed by the attackmotive (13). Whenthe
Drum-Majorhasdisappeareihto the housewith Marie thetheme(12) is heardacrosghe emptystagejn distorted
rhythm. With amighty crescendathechord(14), soundedn anincreasinglyapidtremolandoover the organ-point
G-D, bringsthisimportantactdevotedto the expositionto a close.

(13) The Attack
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ACT |I—D énouement

SCENE 1. The rst musicalsectionof the secondactis in sonataform. It is no merecoincidencehatthe three
charactersn this scene Marie, her child andWozzeck,sene asthe basisfor the threethematicgroupsof a sonata
exposition:themain,secondandclosingtheme. Thewholedramaticdevelopmenbf this“Jewel Scené, thetwofold
recurrenceof certainsituations thenthe collision of the main charactersfacilitatesa strictly musicaldivision, in
which the rst reprisefollows immediatelyafter the exposition, clearly repeatingt althoughin an abridgedform
andwith variations.

The development just that part of the scenein which the main gures (humanaswell asmusical)arein con ict,
leadsto the climax of the sonatathe motive which permeateshe whole piece,therecurrent'Wir armeLeut” (3).
Thewordsof Wozzeck'Here, Marie, is mong/ oncemore,my wages, etc.,aresungto a held C-majortriad of the
orchestra.(How could the prosaicnessef mone/ be betterexpressed!)The restof the musicof this sceneand of
theintermissionwhich follows (but musically really relateso andcompletest), shavs how thetransitionfrom the
chordto thelastrepriseis effected. Thetransformationmusicis givenindependeniife, thatis, becomes smallunit,
mostpalpablybecausat the momentwherethe transformatiorsetsin, a harpglissandosuggests beaginning; the
endis indicatedwhenthe effectis repeatedthe rst time descendindortissimo,the secondascendingianissimo,
wherebythe connectiorwith thenext scends made.

(15) The Physician --- Recurrent from Act I, Scene 4
(16) Wozzeck --- Recurrent from Act Il, Scene 1
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SCENE 2. This scenealsobringsthreepeopleon the stage but their relationis not ascloseasthat of the three
memberf thefamily groupin theprecedingone.Whereaghe rst couldemplo/ thesonataa musicalform whose
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partsareorganicallyconnectedik e thatof afamily, heretheform is constructedf morealien,disparateslements,
a fantasyand fugue with threethemes. The de nite independencef the motives of thesethemes,in contrastto
the closermelodicinterrelationof thosein the foregoing sonatamalkesthe strictly fugal form necessaryits rigidity
somevhatrelieved by theuseof motiveswhich arealreadyfamiliar We nd thatof the Captain(1) whichdominates
the rst sceneatthevery beginningof the operathena motive of the Physician(15) recurrenfrom thefourth scene
of Act |, and nally aWozzecktheme(16)which,thoughnotpresentediterally, is clearlysuggesteth thepreceding
sonata-form.

SCENE 3. Theslow movementof this symphonicactis a Largo. Aside from the obvious thematiccoordination
which makesit acompletemovementwe nd thisidiosyncrasytheinstrumentations thatof achambesymphory
andcorrespondsxactly to thatemployed by Arnold Sctbnbeg in his KammesymphonieThusBerg doeshomage
hereto his teachemndmaster Theintroductionandcloseof the Largo furnishanotherexampleof how coherence,
usuallyachieredby returningto themainkey, canbegainedby othermeansTheclarinet gures apparentlyquickly
departingfrom the fugal thematicmaterial of the precedingscene ead over to the beginning of the Largo, and
becomex edasthe rst harmonicfoundationsof its theme.

Theendof theLargo closeswith the sameharmoly, whichin retrogressie movementagainformsthevery clarinet
gures from which the chord developed. Moreover, theseclarinet gures alsoleadinto the transformation-music
whichintroduceghenext scenewith a slow countrydance.

SCENE 4. In theLandlerandin the otherdance-musi¢hereare passagewhich seemto have a dissonancaot
merelywithin atonality, a dissonanceatherlik e the soundingtogetherof several piecesof musicin differentkeys.
This effect, arisingfrom primitive “polytonality” is of coursedeliberateput notarbitrary;it is derivednotonly from
thedramaticsituationsput alsofrom therationaleof themusic. For example:theantecedenf aL andlerin Gminor
accordingto the rulesmay progresgo the dominant(D-major) or returnto thetonic. Sinceboththeseformsoccur
simultaneouslynaturalenoughin adrunken,irresponsibletavern-band!the sensef confusionresults.This effect
is sustainedvhenonepartof thebandmodulatego thedominantandreturnsproperlyto thetonic (G-minor),while
the otherpart, alsoquitein conformityto rule, modulatesat the sametime to a relatedmajorkey (Eb-major). It is
indeedamiraclethatthey should nd themselestogetheragainatthe endof the Landlef

Thetavernscenentroducedoy the Landlercorrespondso thescherzdn thedramaticsymphowy whichthis second
actrepresentsTheLandleris the rst ideaof thescherzo.Thejournegman’s songrepresentghe rst trio; thewaltz

of theale-housdand the secondscherzothehuntingchorusof youngfellows—themiddle sectionof thewhole—a
secondrio. In accordancevith theregularconstructiorof suchscherzanovementglet ustake for examplethoseof

Schumanrs symphonies!arepetitionof the rst three-parscherzo-groufollows. To besuretherepetitionof these
threesmallforms (Landler, song,waltz) is not literal but muchvaried, correspondindo the courseof the action.
The Landler, for example,thoughexactly repeatedis placedin anentirely new ervironment. The journg/man's

songwhich representedhe rst trio is sochangedn its repetition,that the fundamentaharmoniesare split up to

make a choralemelodyin half-noteswhich, playedby the bombardonlaysthefoundationfor a“melodramd. This

melodramathe good-naturegharodyof asermonjs ontheonehandtherepeatedrst trio, andontheotheraregular
(but parodied) ve-partchoraletranscription.

The repetition nally of the tavern-bandwaltz occursnot only asa waltz, but in an extendedform, a symbolic
developmentor full orchestraservingatthe sametime asthetransformation-musito the next scene.

SCENEDS. Thetransformatiormusiccomego asudderstopwith the“snoringchorus”of thesoldiersin theguard
roombaseduponthe abore-mentionecthord(4). Intendedasa naturalsound,it is heardat rst beforethe curtain
rises. The“Rondo-Martiale”"which bringsthis actto a closeis thenintroduced.
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The scenepresentghe con ict betweenthe Drum-Major andthe jealousWozzeckwho is nally defeated.(The
tusslewhich takesplaceis musicallyidenticalwith the strugglebetweerthe Drum-MajorandMariein thelastscene
of the precedingact,which endedwith hersurrenderHereagainis a device for achiezing coherence.)

(17) Second Rondo Theme --- Wozzeck and the Drum-Major
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Thedramaticsimilarity of thetwo act-endingsvould of itself have broughtaboutamusicalparallel.In thepassionate
Andanteof the earlierepisodeherondo-formis merelysuggestedyut herein thescenewhich unfoldsaccordingo
military regulationsanddiscipline,the strictestrulesareappliedto the, constructionof a rondoon the theme(17).
Theactcloseson chord(14) whichis usedin all theact-endingslt graduallyresolesinto its constituentsleaving
thelow B asthe nal sound.To anticipatejt might be mentionedhatthis low B which accompaniethe prophetic
lastwords: “Er blut,” “Einer nachdemander, is signi cant from thedramaticpointof view in oneof theimportant
laterscenesindthatit alsoacquiresa structuraffunction.

ACT lll—Catastr ophe

SCENE 1. As hasbeensaid,the rst sceneof the third act containsan inventionon a theme. The severity of

the architecturg(an expressionintentionallyusedby Berg in this connection)eadsto the following construction:
the two-parttheme,consistingof antecedenandconsequentiasseven bars;it recursseventimesin variedforms;

more-wver the concludingdouble-fugue correspondingo this two-partform, hastwo seven-tonetheme$. The
principle of this constructionis taken from the poetictext, which, through-outthe scene aswell asin the theme,
contrastdMarie's objectie readingof the Bible with her subjectve re ections. Therearefurthermusicalallusions
to thetext in details.For instancethetonality of the fth variationsetoff againsthe atonalityof thework lendsit a

characteristianddelicatesymbolismof the transcendentalorld of fairy-tales.Theintroductionof the persecution
motive (8) in thesixth variationtakesplacein themannerof aleit-motive supportingMarie's speeclontheabsence
of Wozzeck.

SCENE 2. Thelow B of the contrabassesyhich washeardin the nal chordof the fugue (alsoasthelasttone
of theimportantconcludingcadencef thesecondact),now becomeshe unifying factor thecoordinatingoprinciple
of the murderscene.lt appeardiereagainin the greatesvariety of ways,asanorgan-point,asa stationarymiddle
or uppervoice,doubledin mary octavesandheardin all concevableregistersandcolors. Finally whenthe murder
of Marie occursto the fortissimocrescendaoll of the tympani,all herimportantmusicalmotivesaresoundedn

precipitatesuccessiomver this organpoint of B—asin the momentof deathall the importantoccurrence®f life

arebelievedto passrapidly andin distortionbeforethe mind of thedying person:thecradle-son@f her rst scene,
reminiscencesf the jewel scenein the secondact, even of the Drum-Major, of the lamenton her miserywhich

nally meltsinto themotivein fths, thethemeof hervainwaiting.

The brief transformatiormusicbringsthis underlyingB forward oncemore. Thistime it is emplo/ed asa unison,
theonly noteof theentirescale presentn almostall theinstrument®f thefull orchestrabeginningwith the softest
imaginable the mutedhorn,and nally evolving to its highestpowersthroughthe entrancepneafterthe other of

%It is of coursevery easyto poke fun atthe mathematic®f this form. Thuson the occasiornf Wozzek's ®rst conceripresentatiora critic
discussedhe Bible-scenewhich, asa matterof fact, wasnot given. Eventhoughno noteof thatmusichadyet beenheardthe clairvoyant
critic could attestandalreadycommunicateo his readersow badly sucha mathematicatlivision stoodthetest,how ridiculousit was.
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eachmemberof the ensemblegxceptthe percussion.lt is to be obsered thattheseconsecutie entranceslo not
occuratregularintenals, but follow apeculiarrhythmicprinciple. Theentrancesf thewindsaswell asthoseof the
stringsmale distinctrhythms,interlockingin the form of a canonof a quarternote shift. The apparentrregularity
socreatedpf which thelisteneris, of courseaslittle awareasof thelogical arrangementf the entrancesseemso
breathean exceptionallystronglife into this crescenddone. The factis thatthis crescenddasa greaterdynamic
effectandintensitythanits recurrencen B in variousregisters,with theadditionof the entirepercussion.

(18) Transformation chord, Act Ill, Scenes 3 to 4
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SCENE 3. Therhythm just spolen of, is of coursenot accidental.Like the chord (18) which rst leadsto this

crescendelimax, it is of importantthematicsigni cance. Thisrhythmlies at thefoundationof thenew sceneand,

conspicuousn every measureguaranteea de nite unity. To besure,it is notappliedin theform of amonotonous
ostinato,but in a way that permitsthe greatesmetricaldifferentiationwithin a quasi-rhythmicalniformity. Thus

melodiesarebasedn this rhythm,asin the quick polkaof theintoxicatedboys andgirls which opensthescenepr

therhythmmayappeain theaccompaniment-urthermoret is expandedgcontractedshifted,changedy different

time signaturesgividedinto tripletsand nally interlockedin two andmorecanonicentrances.

SCENE4. A furtherexampleof suchexploitationof musicalmaterial, rst tonal,now rhythmical,(the “objectiv-
ity” is olderthanthe modernslogan)may befoundin thefourth scenewhich is basedsolely on a chord,or rather
a groupof six tones(18). This six-tonechord,ashasbeenpointedout, hasalreadybeenannouncedn the earlier
shorttransformatiormusicwith its tremendouslynamiccrescendmn B. It is alsothe harmoniccompletionfor the
closeof the precedingscenethatis, of the correspondingransformationlin spiteof the persistencef this six-tone
group, variety is achiewed hereby subjectingthe chord, aswas donewith the single tone and the rhythm, to all
concevablealterationssuchasdivisions,inversions replacemenbf groupsandchangesn registerof all or a part
of its tones. Structuralunity in this piece,on the otherhand,is assuredy the old reliable,symmetrical three-part
form, inasmuchasin the rst andthird partsthe chordoccursin all its variations,naturally on only oneof the steps
of thechromaticscale while in the middle sectionit worksits way to all the others.Finally (in thethird part)when
it revertsto its original position, to its tonal centey so to speak,this chord at the sametime forms the harmonic
transitionto the onethatfollows, whoseD-minor indicatesthe resolutionof the formertC.

INTERLUDE. A somavhatlongerorchestrapiecesucceedshefourth scene Fromthedramaticpoint of view it
shouldbeconsideredhe epilogto Wozzecks suicide,a gestureanadeby theauthoroutsidethe circle of eventsseen
onthestage;evenasanappealo the audiencen their role of humanitys protagonist.The musicof this orchestral
interludeis athematicdevelopmentof all theimportantformsusedin relationto Wozzeck.

101t is evidentthatsuchmusic,basedprimarily uponharmoniesandchordalcombinationsvhatever its melodictwists, retainsa strongly
impressionisticcharacter This is of courseappropriatefor dramaticeventsconcernedexclusively with natureand naturalepisodes.(For
instancethe wavesof the pondclosingover the drowning Wozzeck the croakingtoads,the rising moon, etc.) NeverthelesBerg madeno
attempthereto apethatstylewhich oneattributesto the FrenchSchool to Detussy Suchimpressionisnasonemayseento ®ndin theseand
in otherplacesof the opera,appearslsoin thewritings of the classicistandromanticistsandin theimperishablenature-impressionisrof
Wagner Actually, whatseemsmpressionisticereis farremovedfrom vaguellogical sound-efiects. Everythingis constructedccordingo
astrict,musicallydeterminedaw. In this casethethematicsix-tonegroupis thebasis,andin the secondsceneof the®rst actit is anostinato
three-cordsuccession.
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Theformis three-partthe coordinatingprinciple,for a changeis tonality (D-minor). This D-minortonality (whose
introductioninto the harmoly hasjust beendiscussed)undegoessuchunlimited expansionasto permitits every
possibilityto be nally andexhaustvely developed.And this becausén the middle sectionof the piece,wherethe
fantasia-lile entrancesin the,mannerof anticipatorystretti,crovd upononeanotherto a climax, a harmonictonal
combinationresultsasif of its own volition. Thoughit containsall the twelve tones,in the eld of this tonality it
operate®nly asa dominantwhich, soundingnaturallyandharmonically leadsbackto the D-minor of thereprise.

SCENES5. Thescenewith thechildrenwhich concludeghisact,in its eighth-noteactity, persistingrom the rst
to thelastmeasurdéonecouldreally termthis, accordingto theold systemof form, a perpetuunmobilg, follows a
certainlaw, really one of thosesystemf ruleswhich Berg wasso often obligedto “createin orderthathe might
follow them” The sceneportraysthe behaior andplay of proletarianchildren,oneof whomis theinfantof Marie
andWozzeekstill unavarethatit hasjustbeenorphanedThoughherea cadencas clearlymadeto the nal chord
(14), the musicseemsstill to be goingforward. It doesindeedgo on! As a matterof factthe rst measureof the
operacouldbedirectly attachedo theseconcludingbars,wherebythe circle would be closed.

THE HISTORY OF THE OPERA

“More thantwenty- ve yearsago; saysJalawitz, “a numberof studentggatheredogetherin ViennaaroundArnold
Schbnbeg, the musicalrevolutionarywho pursuechis creatve life apartfrom the busyworld. They possessednly
an enthusiasnfor their teachera warm respectfor the composeiconducto, Gusta Mahler, a knovledge of the
masterghey adored,old andnew, but never anideaof the waysof publicity andsuccessAlban Berg wasoneof
theseyoungmen. His talentwasdiscoveredby Sctbnbeg, actingonthejury of anew societyfor creatve musicians
which hadbeenorganizedasa sort of musicalsecessionFor a long time he gave free instructionto this pupil, at
that periodwithout means andoneof the quietestandleastolbviously active of the group. Whenthe others their
studiescompletedwerescatteredo the four winds asconductorshe aloneremainedn Vienna,renouncingevery
practicalpursuitto live entirelyfor creatve work.

The “Impossible” Opera “Yearspassed. Among friends and the initiated theregrew up a legendthat Ber,

who seemedo know solittle of life, who hadwritten only intimate songsandchambeimusic, the only oneof all

Schinbeg's pupils who had never beenprofessionallyconcernedwith the theatre,was composingon Biichners
Wozzek. Work on this operatook aboutsix years;whenit wascompletedn 1920, a few friendswere privileged
to seethe manuscriptthey expressedadmirationandastonishmenbut consideredt absolutelyimpossibleof per

formance.lt seemedasif Berg hadruthlesslyappliedSchinbeg's polyphonicwriting to the opera,demandinghe
unattainableof singersandorchestra.No publisherthoughtof acceptinghis monstrosityandeven after Berg had
broughtout his own editionof the piano-scoretequestgor copiesweremadeonly by goodfriendsin his own circle
who usuallyreceived themforthwith. Thencamethe rst surprisejonedayit wasdecidedto presenBerm's music
at afestval in Frankfurt,1923. His namehad meanwhilebecomebetterknown throughfrequentperformance®sf

the Piano Sonataanda String Quartet A few selectiondrom Wozzek, thoseeasiesto executewithout dramatic
representationyeregroupedby Berg for concertperformancendplayedat Frankfurt.

“The successvastremendousBerg who hadbeenstandingon the side-lines becamehe heroof the festival. But
againsereralyearspassedy. In 1925Kleiberfoundthe courageo presenthewholework uponthe principalstage
of the Reich. This broughtthe secondsurprise:the operawhoseeffect asa dramahadin no way beenindicated
by its concertsuccesst Frankfortandwhosemostintricate scorehadnow rst becomea reality, electri ed and
overwhelmedheaudiencetthe premiereandcontinuedo do soatthetenfollowing performancesThencamethe
third surprise—thavork wasretainedn the Berlin repertorywhereit remaingo thisday Graduallyit hasmadeits
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way over thewhole of Germaly; it hasbeenpresentedhereon morethantwenty- ve stagesandhassurvivedthe
succes®f operasmorerapidly composedthosemorereadily acceptedonly to disappeathe morequickly despite
their attemptat simplecomprehensibilittandmodernity’

From Berlin to America The rst Berlin performancesiren a few attacksfrom reactionaryquartersbut these
weredecisvely routedby expert critics who stoodat the top of their profession.In 1926 \Wozzek encounterec
strongeroppositionin Praguewherethe third performanceat the CzechNational Theatrewasabruptlybroughtto

a closeby the planneddemonstratiorof a nationalisticgroup,an eventreminiscenof the Tannhausepremierein

Paris. In 1927Leningradpresentec splendidperformanceandto the smallprovincial town of Oldenturg belongs
thedistinctionof completelyshatteringhe ction of the“insurmountabldif culties of Wozzek.”

FurtherimportantWbzzek premieresook placein 1930in ViennaandAachen.Theformer nally broughtBerg the
recognitionlong duefrom his natwe city; thelatterwasthe high point of the Liegemusic-festral andpresentedhe
work to alargeinternationabudience.

Most recentlyauspiciouss the courseof Wozzek in America. In the fall of 1930Kleiber performedthe Three
Fragmentdrom theoperaat Carngjie Hall, andon March 19, 1931LeopoldStokowski presentedhe brilliant stage
premierein Philadelphia With the New York performanceynderhis direction,it is to be expectedthata new high
peakin thedestiry of thework will bereached.
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