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nominated for BAFTA Awards. CD recording and live broadcasting both also continue to play a significant part in
the Orchestra’s activities: since 2003 the Philharmonia has enjoyed a major partnership with Classic FM, as The
Classic FM Orchestra on Tour, as well as continuing to broadcast on BBC Radio 3.

Robert Craft

Robert Craft, the noted conductor and widely respected writer and critic on music, literature, and culture, holds a
unique place in world music of today. He is in the process of recording the complete works of Stravinsky,
Schoenberg, and Webern for Naxos. He has twice won the Grand Prix du Disque as well as the Edison Prize for his
landmark recordings of Schoenberg, Webern, and Varèse. He has also received a special award from the American
Academy and National Institute of Arts and Letters in recognition of his “creative work” in literature. In 2002 he
was awarded the International Prix du Disque Lifetime Achievement Award, Cannes Music Festival. 

Among Robert Craft’s forthcoming Naxos CDs are a newly recorded performance of The Rite of Spring with
the Philharmonia Orchestra containing recently discovered corrections, a second Webern album, and Stravinsky’s
orchestrations of Mussorgsky’s and Beethoven’s The Song of a Flea.
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Fred Sherry

A pioneer and a visionary in the music world, the cellist Fred Sherry has introduced audiences on five continents
and all fifty United States to the music of our time through his close association with such composers as Babbitt,
Berio, Carter, Davidovsky, Foss, Knussen, Lieberson, Mackey, Takemitsu, Wuorinen and Zorn. He has been a
member of the Group for Contemporary Music, Berio’s Juilliard Ensemble, the Galimir String Quartet and a close
collaborator with jazz pianist and composer Chick Corea. He was a founding member of Speculum Musicae and
Tashi. Fred Sherry has been an active performer with the Chamber Music Society of Lincoln Center since the 1970s,
an Artist Member since 1984 and was the Artistic Director from 1988 to 1992. He is a member of the cello and
chamber music faculty of the Juilliard School and the cello faculty of the Mannes College of Music. In the vast
scope of his recording career, Fred Sherry has been a soloist and “sideman” on hundreds of commercial and esoteric
recordings. His long-standing collaboration with Robert Craft has produced recordings of Schoenberg’s Cello
Concerto and String Quartet Concerto and other major works by Schoenberg, Stravinsky and Webern. 

Philharmonia Orchestra

The Philharmonia Orchestra is one of the world’s great orchestras. Acknowledged as the United Kingdom’s
foremost musical pioneer, with an extraordinary recording legacy, the Philharmonia leads the field for its quality of
playing, and for its innovative approach to audience development, residencies, music education and the use of new
technologies in reaching a global audience. Together with its relationships with the world’s most sought-after
artists, most importantly its Principal Conductor Christoph von Dohnányi, the Philharmonia Orchestra is at the heart
of British musical life. Today, the Philharmonia has the greatest claim of any orchestra to be the United Kingdom’s
National Orchestra. It is committed to presenting the same quality, live music-making in venues throughout the
country as it brings to London and the great concert halls of the world. In 2006/07 the Orchestra is performing more
than 200 concerts, as well as presenting chamber performances by the Soloists of the Philharmonia Orchestra, and
recording scores for films, CDs and computer games. 2005 marked not only the Orchestra’s Sixtieth Anniversary,
but also the Tenth Anniversary of its much admired United Kingdom and International Residency Programme,
which began in 1995 with the launch of its residencies at the Bedford Corn Exchange and London’s South Bank
Centre. During 2006/07 the Orchestra celebrates its Tenth Anniversary Season as Resident Orchestra of De
Montfort Hall in Leicester, its seventh year as Orchestra in Partnership at the Anvil in Basingstoke and the fourth
year of its relationship in Bristol with Colston Hall, St George’s Bristol and Watershed. The Orchestra’s extensive
touring schedule this season also includes an appearance at the Concertgebouw in Bruges, as well as at more than
twenty of the finest international concert halls. Throughout its sixty-year history the Philharmonia Orchestra has
been committed to finding new ways to bring its top quality live performance to audiences worldwide, and to using
new technologies to achieve this. Many millions of people since 1945 have enjoyed their first experience of
classical music through a Philharmonia recording, and today audiences can engage with the Orchestra through
webcasts, podcasts, downloads, computer games and film scores as well as through its unique interactive music
education website launched in 2005, The Sound Exchange (www.philharmonia.co.uk/thesoundexchange). In 2005
the Philharmonia became the first ever classical music organization to be shortlisted for a BT Digital Music Award,
and in the same year the Orchestra presented both the first ever fully interactive webcast and the first podcast by a
British orchestra. In September 2005 computer games with Philharmonia scores were at No. 1 and No. 2 in the
national charts, while the Orchestra’s scores for the last two Harry Potter computer games have both been
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Robert Craft, Conductor

1 Herzgewächse, Op. 20 (1911) 3:31
for coloratura soprano, celesta, harmonium and harp

Eileen Hulse, Soprano
Members of the London Symphony Orchestra:

John Alley, Harmonium • Tim Carey, Celeste • Sioned Williams, Harp 

Recorded at Abbey Road Studio 1, London, on 28th and 29th May, 1994

Pierrot Lunaire, Op. 21 (1912) 36:30

Part One
2 Moondrunk 1:54
3 Columbine 1:43
4 The Dandy 1:27
5 An Ethereal Washerwoman 1:29
6 Chopin Waltz 1:23
7 Madonna 2:05
8 The Sick Moon 3:06

Part Two
9 Night 2:27
0 Prayer to Pierrot 1:06
! Theft 1:13
@ Red Mass 1:52
# Gallows Song 0:18
$ Beheading 2:19
% The Crosses 2:20

Part Three
^ Homesickness 2:17
& Vulgarity 1:13
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Charles Neidich

A native New Yorker of Russian and Greek descent, Charles Neidich began his clarinet studies with his father,
Irving Neidich, at the age of eight, and continued them with the renowned teacher Leon Russianoff and, later in
Moscow, with Boris Dikov. His reputation has grown steadily since his 1974 New York recital début while still a
student at Yale. A series of prizes helped launch his early career: the Silver Medal in the 1979 Geneva International
Competition, First Prize in the 1982 Munich International Competition and one of three Grand Prizes in the 1984
Accanthes International Competition in Paris. In 1985, he won the first major clarinet competition in the United
States, the Walter W. Naumburg Competition, which catapulted him into prominence as a soloist. He has appeared
in concerts throughout the world, including engagements throughout Japan, and a seven-city tour of the Soviet
Union, with important world premières and collaboration with leading colleagues and ensembles. Charles Neidich
has made numerous recordings on both modern and historical instruments, both as soloist and with his period-
instrument wind ensemble Mozzafiato. From 1985 to 1989 he was professor of clarinet at the Eastman School of
Music, and is currently on the faculty of SUNY Stony Brook, the Juilliard School of Music, the Manhattan School
of Music, and Brooklyn College CUNY.

Rolf Schulte

The violinist Rolf Schulte was born in Germany and started playing the violin at the age of five under his father’s
tutelage. He later studied with Kurt Schaffer at the Robert Schumann Conservatory in Düsseldorf, attended Yehudi
Menuhin’s summer courses in Gstaad, Switzerland, and studied with Franco Gulli at the Accademia Chigiana in
Siena, Italy, before moving to the United States to study with Ivan Galamian at the Curtis Institute of Music in
Philadelphia. His orchestral début came with the Philharmonia Hungarica in Cologne in Mendelssohn’s Violin
Concerto when he was fourteen, and he has since performed with the Berlin Philharmonic, the Munich
Philharmonic, the Frankfurt Museums-Orchester, the Stuttgart State Orchestra, the Bamberg Symphony, the
Orchestra del Teatro La Fenice in Venice and the Radio Orchestras of Berlin (RSO), Cologne (WDR) and Stuttgart
(SWR). In 1991 he appeared in a series of American music in Moscow, and played Roger Sessions’s Violin
Concerto with the Radio Orchestra of the U.S.S.R. In America he has performed with the Seattle Symphony, the St
Paul Chamber Orchestra, and Vermont and New Hampshire Symphonies. Among the works of which he has given
the première are Donald Martino’s Violin Concerto and Romanza, Tobias Picker’s Concerto, Milton Babbitt’s The
Joy of More Sextets and Little Goes a Long Way, Mario Davidovsky’s Synchronisms No. 9, and Elliott Carter’s
Fantasy. American premières include Gyorgy Kurtag’s Kafka Fragments, Paul Ruders’ Violin Concerto No. 1, and
Carter’s Riconoscenza per Goffredo Petrassi. He has appeared with the Lincoln Center Chamber Music Society,
and has participated in the 1990 Kuhmo Music Festival in Finland. Rolf Schulte has performed the cycle of ten
Beethoven sonatas and the complete violin works of Igor Stravinsky at the Berlin Festwochen. From 1999-2001, he
fulfilled a residency that included annual recitals at Harvard University. He has been a regular faculty member of
the Composers Conference at Wellesley College. He is an alumnus of the 1971 Young Concert Artists. His
recordings include Arnold Schoenberg’s Violin Concerto with the London Philharmonia, Robert Schumann’s
Fantasiestücke, Romanzen, Märchenbilder, Fred Lerdahl’s Waltzes, David Lang’s Illumination Rounds, and
Carter’s Duo, Riconoscenza, Violin Concerto and Four Lauds. In 1980 and 1988 Rolf Schulte was a juror for the
International Competition of American Music at the Kennedy Center, Carnegie Hall, and he often serves on panels
judging events for the Juilliard School. He plays a 1780 instrument by Lorenzo Storioni.
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* Parody 1:25
( The Moonspot 0:54
) Serenade 2:30
¡ Homeward Bound 1:53
™ O Ancient Fragrance 1:36

Twentieth Century Classics Ensemble

Anja Silja, Sprechstimme • Christopher Oldfather, Piano • Michael Parloff, Flute/Piccolo
Charles Neidich, Clarinet/Bass clarinet • Rolf Schulte, Violin/Viola • Fred Sherry, Cello

Recorded at the American Academy of Arts and Letters in 1997

Four Orchestral Songs, Op. 22 (1916) 13:32

£ Seraphita 5:25
¢ Alle, welche dich Suchen 1:59
∞ Mach mich zum Wächter deiner Weiten 3:49
§ Vorgefühle 2:19

Catherine Wyn-Rogers, Mezzo-soprano • Philharmonia Orchestra

Recorded at Abbey Road Studios, London, in July and October, 1998

¶ Chamber Symphony No. 1, Op. 9 (1906)
(Original Version) 20:20

Twentieth Century Classics Ensemble

Tara Helen O’Connor, Flute/Piccolo • Stephen Taylor, Oboe • Melanie Feld, English horn
Charles Neidich, E-flat Clarinet • Alan Kay, Clarinet • Michael Lowenstern, Bass clarinet
Frank Morelli, Bassoon • Harry Searing, Contra-bassoon • William Purvis, French horn

Christopher Komer, French horn • Rolf Schulte, Violin • Camit Zori, Violin • Toby Appel, Viola
Fred Sherry, Cello • Donald Palma, Double bass

Recorded at the Recital Hall, Performing Arts Center, SUNY Purchase, Purchase, New York, 
on 16th September, 1998
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Schubert Edition for Hyperion. She appears with the major British orchestras, at the BBC Proms and at the Three
Choirs, Edinburgh and Aldeburgh Festivals. Her concert engagements have included appearances with Slatkin,
Haitink, Andrew Davis, Colin Davis, Rozhdestvensky, Mackerras, Norrington and Mehta. In opera she has worked
with Scottish Opera, Welsh National Opera, Opera North, the Semper Oper, Dresden, the Teatro Real Madrid, the
Netherlands Opera, the Salzburg Festival, English National Opera, the Royal Opera House, Covent Garden, and
with the Bavarian State Opera. She made her début at the Chicago Lyric Opera in The Midsummer Marriage. She
sings First Norn in Götterdämmerung, Erda in Das Rheingold and Siegfried under Pappano, and Geneviève in
Pelléas et Mélisande under Rattle for the Royal Opera and Erda under Zubin Mehta in Valencia and Florence. 

Christopher Oldfather

Christopher Oldfather has devoted himself to the performance of twentieth-century music for more than thirty years. He
has participated in innumerable world-première performances, in every possible combination of instruments, in cities all
over America. He has been a member of Boston’s Collage New Music since 1979, New York City’s Parnassus since
1997, appears regularly in Chicago, and as a collaborator has joined singers and instrumentalists of all kinds in recitals
throughout the United States. In 1986 he presented his recital début in Carnegie Recital Hall, and since then he has
pursued a career as a freelance musician. This work has taken him as far afield as Moscow and Tokyo, and he has
worked on every sort of keyboard ever made, even including the Chromelodeon. He is widely known for his expertise on
the harpsichord, and is one of the leading interpreters of twentieth-century works for that instrument. As a soloist he has
appeared with the MET Chamber Players, the San Francisco Symphony, and Ensemble Modern in Frankfurt, Germany.
His recording of Elliott Carter’s violin-piano Duo with Robert Mann was nominated for two Grammy Awards in 1990.
He has collaborated with the conductor Robert Craft, and can be heard on several of his recordings.

Michael Parloff 

Michael Parloff has been Principal Flute of the Metropolitan Opera Orchestra since 1977 and is also heard regularly
as recitalist and concerto soloist throughout North America, Europe, and Japan. In recent seasons his New York
City appearances have included solo recitals at Lincoln Center’s Alice Tully Hall and Carnegie Hall’s Weill Recital
Hall, concerto appearances at Carnegie Hall and The Metropolitan Museum of Art, and chamber music
performances at The Mostly Mozart Festival, The Morgan Library and with The Chamber Music Society of Lincoln
Center. He opened the MET Orchestra’s 2002 Carnegie Hall concert season with a performance of Carl Nielsen’s
Concerto for Flute and Orchestra under the direction of James Levine. He has collaborated in New York City
chamber music concerts with such noted artists as James Levine, Jessye Norman, James Galway, Peter Serkin,
Dawn Upshaw, Thomas Hampson, Jaime Laredo, and the Emerson String Quartet. Highly respected as a teacher,
Michael Parloff has presented master-classes at major conservatories and university music schools in the United
States and abroad. He has been associated with the Marlboro Music Festival since the mid-1980s and has been on
the faculty of the Summer Music Seminars at the Lake Placid Institute since 2000. He has been a faculty member of
Manhattan School of Music since 1985. Michael Parloff has recorded extensively with the Metropolitan Opera for
Deutsche Grammophon, Sony Classical, London, and Philips. He has recorded twentieth-century chamber music for
Gunmar, CRI, and Koch. His solo CD The Flute Album (ESS.A.Y CD1027) surveys 200 years of classic repertoire
for the instrument. His annotated volume, Opera Excerpts for Flute, published by Theodore Presser Company in
2000, was a top prizewinner in The National Flute Association’s 2001 Newly-Published Music Competition.
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Herzgewächse, Op. 20 (1911), for coloratura
soprano, celesta, harmonium and harp

Completed on 9th December, 1911, Herzgewächse was
not performed until April 1928, when Marianne Rau-
Hoeglauer sang it in Vienna under Anton Webern’s
direction. The harmonium, the first instrument to sound,
plays more continuously than the other two, having less
than a single full beat of rest as against a total of six silent
bars in the celesta and four in the harp. The stops
employed are flute, oboe, English horn, clarinet, bass-
clarinet, bassoon, muted trombone, violin, viola, cello,
and percussion (unspecified). They alternate according to
the phrasing of the music. Curiously, no timbres are
indicated in the nine next-to-last bars. 

After a brief instrumental introduction and the first
couplet of the vocal part, the music is harmonically
dense: chords of nine, ten, and eleven pitches occur
frequently. Schoenberg’s setting of the text parallels the
sense of the words; thus at “sink to rest” the pitches
descend, quietly and without accompaniment, to the
lowest vocal note of the piece, and those for
“imperceptibly ascending” climb slowly and softly from
a low note to C in alt. The vocal range is that of the
Queen of Night in The Magic Flute and of Blonde in
Abduction from the Seraglio. 

Pierrot Lunaire

Schoenberg chose the 21 poems of his Pierrot Lunaire
from the cycle of fifty by the Belgian poet Albert Giraud
(Albert Kayenbergh, 1860–1929), published in 1884.
The verse form is the same for all but one of them. They
are rondeaux of thirteen lines, in which lines seven and
eight repeat lines one and two. (Number thirteen, the
exception, repeats line one only.) Schoenberg used the
1911 edition of the German translation made by Otto
Erich Hartleben in the 1890s, which is more vivid in
language and stronger in feeling than the French
original. Hartleben also changes the tense from past to

present, substitutes more colourful images of his own,
and transforms a flat, even recitation in octosyllabic
lines into an agitated, exclamatory, fragmentary style in
a variety of metres with considerable use of
enjambement. In Hartleben, the moon is a
washerwoman, and not, as in Giraud, “comme une
lavandière”.

Schoenberg chose poems with related subject-
matter and grouped them into three cycles of seven
poems each. The subjects of the first are the poet’s
ecstasy—the moon is the symbol of poetry—and artistic
rebellion; of the second, his frustration, weakness, and
despair; and of the third his reconciliation with the past
and tradition, and the return from Venice to his native
Bergamo. The form of recitation is the Melodramen, in
which the words are spoken with musical
accompaniment. This genre seems to have originated
with J. J. Rousseau’s Pygmalion (1762), but the best-
known examples are by Mozart and Schubert. In
Schoenberg’s case, the recitation, called Sprechstimme,
is a combination of speech and song notated in exact
pitches and rhythms. Despite the composer’s insistence
that the part should not be sung, clearly the pitch
functions of the recitation are essential to the melodic-
harmonic conception of the piece. In a few places the
Sprechstimme is required to sing normally, but for only
a very few notes. 

Pierrot’s most distant ancestor is the Commedia
dell’Arte Pulcinella, but in France the farcical Neapolitan
impostor and prankster became the harlequin, the
prototype of the melancholy artist. Watteau called him
Gilles; Théophile Gautier’s play, Pierrot Posthumous,
marries him to Columbine; Verlaine transforms him into
a madman, blasphemous, and the “personification of the
death-obsessed soul”; Théodore de Banville, publishing
in the same year as Giraud, praises Pierrot’s “joie”, and
Jules Laforgue introduces irony as a principal ingredient.
Giraud’s inspiration was the poetry of Les Fleurs du mal. 

Part I establishes that the time is night, that Pierrot,
a poet and dandy from Bergamo, is “moondrunk,” and

Arnold Schoenberg (1874-1951)
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Anja Silja

A native of Berlin, Anja Silja started her vocal studies already at the age of six. At the age of 10, she gave her first
concert at the Titania-Palast in Berlin, and many other concerts followed at home and abroad. She made her stage
début in Brunswick at the age of sixteen as Rosina in Il barbiere di Siviglia and in 1960 sang Senta at Bayreuth,
followed by a series of Wagnerian rôles there and in other major houses. From the beginning of her career, Anja
Silja sang a large repertoire from the coloratura soprano to highly dramatic rôles, including the Queen of the Night,
Elektra, Salome, Turandot, Ariadne, Isolde, Brünnhilde, Zerbinetta, Konstanze, Fiordiligi, Leonore, Santuzza, Lady
Macbeth, Desdemona, Renata in The Fiery Angel, Cassandra, Medea, Lulu, Marie in Wozzeck, and many others.
Her international career continues with a series of major rôles in leading opera houses. Anja Silja has worked with
famous conductors such as Claudio Abbado, Karl Böhm, Pierre Boulez, Sylvain Cambreling, André Cluytens,
Andrew Davies, Christoph von Dohnanyi, Otto Klemperer, Hans Knappertsbusch, Jan Latham-König, Zubin
Mehta, Riccardo Muti, Ferdinand Leitner, Antonio Pappano, Sir Simon Rattle, Wolfgang Sawallisch, Michael
Schönwandt, Sir Georg Solti and Franz Welser-Möst. Anja Silja has a large repertoire of recordings, and made her
début as an opera producer in Brussels with Lohengrin.

Eileen Hulse

After an initial career as a teacher, the soprano Eileen Hulse studied at the National Opera Studio, was accepted by
Y.C.A.T. and rapidly made her mark as one of Britain’s leading coloratura sopranos. She travelled extensively with
the rôle of Flora in The Turn of the Screw, performing at La Fenice, the Kirov, Bolshoy, and the Music Centre Los
Angeles. She also recorded the rôle for Collins Classics [Naxos 8.660109-10]. Other more standard rôles include
Constanze and Blonde (Die Entführung aus dem Serail), the Queen of the Night and Pamina (Die Zauberflöte),
Madame Herz (Der Schauspieldirektor), and Fiakermilli (Arabella), among others. She has also been very involved
with contemporary opera, appearing as The Maid in Thomas Adès’s first opera, Powder Her Face, with the
Vlaamse Opera and in the première of his second opera, The Tempest, with the stratospheric role Ariel. Other world
premières include Mother in Michael Berkeley’s Baa Baa Black Sheep, von Bose’s 63 Dream Palace, and Oliver
Knussen’s Higgelty Piggelty Pop. Opera videos include Baa Baa Black Sheep with Opera North and Rusalka with
English National Opera. Eileen Hulse has performed extensively on the concert platform both at home and abroad.
She has appeared several times at the Proms, the first time singing Glière’s Concerto for Coloratura Soprano and
Orchestra with Vladimir Ashkenazy conducting, and returning to sing the equally stratospheric In Alium of John
Tavener. She has since recorded both works. A work that she has performed frequently in both its piano and
orchestral versions is the cycle, Songs of the Fairytale Princess by Szymanowski, with orchestras conducted by
Simon Rattle, Martyn Brabbins and Sian Edwards, each time recorded for radio. In the piano version she has
performed them with John Constable, Paul Turner and Ian Burnside.

Catherine Wyn-Rogers 

Born in Coventry, Catherine Wyn-Rogers was a Foundation Scholar at the Royal College of Music and now works
with Diane Forlano. Her numerous recordings include Handel’s Samson with Christophers, Mozart’s Vespers with
Pinnock, Vaughan Williams’s Serenade to Music with Norrington, Elgar’s The Dream of Gerontius with Handley,
Mozart’s Requiem with Mackerras, and Peter Grimes with Colin Davis, and she joined Graham Johnson’s Complete
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intends to present his beloved Columbine with blossoms
of moonlight. He daubs his face with moonlight, and the
moon washes clothes made of moonbeams. A “Valse de
Chopin” evokes a drop of blood on the lips of a
consumptive. Pierrot presents his verses to the Madonna
“of all sorrows”, and the poet is crucified on his verses.
The moon is pale with lovesickness. 

The images of Part II are morbid and violent. Night
descends when the wings of a giant moth eclipse the sun.
Pierrot becomes a blasphemer and a grave-robber whose
life will end on the gallows, though between-times he
sees the moon as a scimitar that will decapitate him.

The theme of Part III is homesickness, the nostalgia
for the “Italian Pantomime of old”, and eventual
homecoming to Bergamo from, it seems, Venice, since
the penultimate piece is a barcarolle, and since a
moonbeam is the rudder of Pierrot’s water-lily
conveyance. Enacting bygone grotesqueries and
rogueries, he drills a pipe bowl through the gleaming
skull of Cassander, fills it with Turkish tobacco, inserts a
cherry pipe stem in the polished surface, and puffs away.
He interrupts his midnight serenade (cello) to scrape the
instrument’s bow across Cassander’s bald pate. Then,
discovering a white spot on the collar of his black jacket,
he tries to rub it out, thinking it a fleck of plaster, only to
discover, in the light of dawn, that it was the moon. In the
final piece, the poet invoking the fragrance of a world
long past, attains peace.

The musical content of Part I is comparatively
simple. That of Part II is increasingly complex, while
Part III, the most intricate of all, ends tranquilly. Eight
instruments are required, but only five players, since the
violinist also plays the viola, the flautist the piccolo, the
clarinettist the bass clarinet. Piano and cello complete
the ensemble. All eight instruments are used only in the
last piece. Schoenberg’s intent was to draw new sounds
from traditional instruments, not to experiment with
new instruments, as Stravinsky did with percussion in
Histoire du Soldat. 

Four Orchestral Songs, Op. 22 

In a 1932 Frankfurt broadcast talk on the Four Songs,
Schoenberg stated that “my feeling for form, modeled
on the great masters, and my musical logic … must
guarantee that what I write is formally and logically
correct, even if I do not realise it.… [The third and
fourth songs] do not dispense with logic, but I cannot
prove it.” He goes on to say that he hears relationships
in the work that he is unable to discern through the eye,
and that “Only in this way is it possible to perceive the
similarity between the first bar of the orchestral
introduction [to No. 3] and the first bar of the voice
part.” Then, turning to the question of form—shapes
and proportions—he concedes that “compositions for
texts are inclined to allow the poem to determine their
form, at least outwardly,” and he identifies the
“outward” as the correspondence of “declamation,
tempo, and dynamics.” 

It seems characteristic of Schoenberg that his most
original and lapidary orchestration is found in a vocal
work, one in which, moreover, he had composed the
singer’s part in the first and the fourth songs even before
beginning to sketch the orchestral accompaniment.
Further, in that balance of tradition and innovation
which is the foundation of his musical philosophy, the
traditional element in the Songs, Op. 22, is in the setting
of the texts. Thus he generally follows Brahms in
duplicating the accent patterns of the verses in the
music, even though the “logic” in Brahms’s songs, as
distinguished from the inexplicable logic in his own, can
be demonstrated through “melodic analysis.” Also on
the traditional side are the ostinati and pedal-point
harmonies, a feature of Seraphita, used as well in the
third and fourth songs, in the case of the latter with a
distribution of accents spread through four lines of
violins and violas, an interesting idea not developed in
any later work.

The innovatory side is most handily exemplified in
the instrumentation. Consider the spatial relationships.
At the end of Seraphita, the 24 violins sustain a long
note in the highest range, while pizzicato cellos and a
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winds which come and must endure them”)—and of the
sense of abandonment at the end of the same song,
where the composer must have believed that the poem
was addressed directly to him:

…I can already sense the storm, and surge like 
the sea.

And spread myself out and into myself downfall
and hurtle away and am all alone 
In the great storm. 

Chamber Symphony No. 1, Op. 9 (1906)

Introducing the composer’s pre-atonal works, programme
annotators often begin by attempting to explain the piece’s
anticipation of atonality, while at the same time tracing its
antecedents in Tristan and Parsifal. But the single-
movement Symphony requires total concentration on itself
alone, and no part of the listener’s mind, if he or she is to
digest it fully, can be spared for musings about where the
composer once was and where he is going. It is the
densest, most compact and rapidly moving music up to its
time (1906).

Schoenberg himself outlined the form in terms of
rehearsal numbers in the score: 

I Sonata-allegro (Beginning to No. 38)
II Scherzo (Nos. 38–60)
III Development (Nos. 60–77)
IV Adagio (Nos. 77–90)
V Recapitulation and Finale (Nos. 90–100)

The overt Wagnerisms in the Adagio may seem surprising
at this stage in Schoenberg’s evolution, but the never-
mentioned, though blindingly obvious, Beethoven
ancestry is more germane. The propulsive power and the
tug and pull of impending tonal-harmonic resolutions
bring to mind the work of no other composer. So does the
cohesiveness of different movements within a single
one—the recapitulation of the Scherzo in the Finale of
Beethoven’s C minor Symphony—the repeated hammer
blows near the end of Schoenberg’s exposition in the

passage for the horn up-beats to tutti chords, which recalls
the repeated forte chords in the first movement of the
Eroica.

Utterly new in Schoenberg are the sudden rhythmic
interchanges in the Scherzo, the transferring of the time-
value of the beat to a note of greater (or lesser) value, and
the constantly changing tempi. No sooner is a steady
pulsation established than the word “steigernd”—
quickening, intensifying—appears, the mood begins to
shift, and the music is soon charging ahead and off the
emotional fever chart.

In later years Schoenberg claimed that the Symphony
was “a first attempt to create a chamber orchestra”. He
might have added “and the last”, since no one has
subsequently composed anything comparable to it. A
criticism sometimes leveled against the piece is that an
ensemble of ten winds and five strings is inherently
unbalanced. Schoenberg knew this, of course, but his
fifteen instruments never play “one on one”. In full
ensemble episodes they are carefully doubled, which was
the composer’s chief means of obtaining balanced
volumes, as well as differentiations of colour. 

Instruments of different timbres play in unison in
Bach cantatas. Similarly, in one triple forte unison passage
near the beginning of the Symphony the upper woodwinds
combine on a single line, producing a new, wonderfully
plangent, sonority. Among the novel doublings, those of
the flute and small clarinet in their lowest registers with
the bassoon in a medium high one, and of a violin playing
a fast triplet accompaniment figure pizzicato together with
the piccolo playing it legato, must be mentioned. But it
should also be said that some of Schoenberg’s
instrumental demands have become possible only with a
new generation of virtuoso players, a bassoonist who can
double-tongue groups of six notes at a metronomic 160 to
the beat, a double-bassist whose treble harmonics are full
tones at exact pitch instead of out-of-tune pipsqueaks, a
violinist who executes wide intervals perfectly in tune in
the top register—and with players who know the whole as
well as their own parts. Only then does a coherent
performance of the piece become a possibility. 

Robert Craft

7

xylophone play a repeated note, and the basses play a
descending line to their lowest register. The distance
between highest and lowest levels has never been
greater. The final, four-note cadence, under the
sustained high violin note, begins with a parallel
downward half-step in ten parts followed by the
simultaneous drop of an octave in four parts. Yet the
effect is the same as that of a classical close.

Schoenberg himself singled out the “preponderantly
soloistic” style of the orchestration. In the brief second
song, which reduces the ensemble to only sixteen
instruments from sixty in the first song, each part is a
“solo”, until the broadening, climactic middle section,
underscoring the word “Eitelkeit”, where both the lower
treble and lower bass lines are doubled. But the size of
the ensembles in each of the four songs is remarkably
different, and only Vorgefühle requires a normal
symphony orchestra. In Seraphita, the only woodwinds
are clarinets. Six of the same (mid-range) kind begin the
piece playing a unison cantilena, an unheard of,
plaintive, whining sound, then fan out to six parts. The
articulation and volumes change with every note of the
long-line legato melody, in correspondence with the
mainly minor-second and minor-third ambitus of the
intervallic construction. The new dimensions of
dynamics and mode-of-attack opened up here, is one
that Schoenberg did not pursue.

In fact, clarinets are the featured instrument in all of
the Songs, playing in extraordinary combinations. Five
of the only sixteen instruments in Alle, welche dich
suchen are clarinets representing three different ranges.
In the third song, three bass clarinets are joined by a
contrabass, adding new, richly dark colours to the
orchestral palette. Three normal and one bass clarinet
are required in the last song, and the clarinet colour still
remains dominant. Heretofore, the art of instrumentation
had been concerned chiefly with contrasts and mixtures,
not with exploring the deployment of several of the
same instruments on the same part, nor with the
exploitation of family combinations. 

In Seraphita, the strings do not include violas, and
the 24 violins are not divided into the traditional firsts

and seconds, but into smaller groups, with the important
exception of two unison passages, one of them in the
storm-music interlude, the other in the stratospheric
concluding bars. The twelve cellos are divisi until their
last twelve bars, which they play in unison. The basses,
which play very little, nevertheless become the principal
melodic voice in two places. Percussion instruments,
most prominently the xylophone, are used only in
Seraphita, where, also, the only brasses are three
trombones, a single trumpet, and a tuba.

The Four Songs are at an opposite pole from
Erwartung (1909) and Gurre-Lieder, Schoenberg’s
other great creation for female voice and orchestra.
Whereas the text of the dramatic monologue Erwartung
is comprised entirely of the thoughts and anacoluthons
of a hysteric—the musical settings, correspondingly, to
fragments and stops and starts—the texts of the Op. 22
Songs (the three by Rilke are beautiful poems in
themselves) inspired long-line melodic phrases of a kind
that Robert Schumann would have understood. But first
of all the instrumental (six-clarinet) introduction to
Seraphita is itself the longest-line melody that
Schoenberg had written since his earliest years.

The musical images evoked by the texts are
remarkably traditional in kind. The cymbal-crashes, the
loud, rapid, wide-interval bursts in the brass, and the
jagged forte ones in the violins in Seraphita are not
different in genre from the storm music of Wagner. The
setting of Rilke’s beautiful line, “auf deiner Meere
Einsamsein” (“the vastness of your oceans lone”),
which begins with the recapitulation of the first three
notes of the vocal part in Seraphita—the songs are
linked by the recurrence in each of the same or similar
melodic cells—slowly rises in pitch with the word
“Meere”, then on the word “Einsamsein” falls in a
great arc to the deepest vocal register. 

In his 1932 analysis, Schoenberg acknowledges that
the “poetry assisted my feelings, insights, occurrences,
impressions.” Let it be said that the musical emotion,
during World War I’s darkest days, is personal, in its
feelings of resignation and agitation—conveyed by the
orchestra at the beginning of Vorgefühle (“I sense the
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winds which come and must endure them”)—and of the
sense of abandonment at the end of the same song,
where the composer must have believed that the poem
was addressed directly to him:

…I can already sense the storm, and surge like 
the sea.

And spread myself out and into myself downfall
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Chamber Symphony No. 1, Op. 9 (1906)
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I Sonata-allegro (Beginning to No. 38)
II Scherzo (Nos. 38–60)
III Development (Nos. 60–77)
IV Adagio (Nos. 77–90)
V Recapitulation and Finale (Nos. 90–100)

The overt Wagnerisms in the Adagio may seem surprising
at this stage in Schoenberg’s evolution, but the never-
mentioned, though blindingly obvious, Beethoven
ancestry is more germane. The propulsive power and the
tug and pull of impending tonal-harmonic resolutions
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Anja Silja

A native of Berlin, Anja Silja started her vocal studies already at the age of six. At the age of 10, she gave her first
concert at the Titania-Palast in Berlin, and many other concerts followed at home and abroad. She made her stage
début in Brunswick at the age of sixteen as Rosina in Il barbiere di Siviglia and in 1960 sang Senta at Bayreuth,
followed by a series of Wagnerian rôles there and in other major houses. From the beginning of her career, Anja
Silja sang a large repertoire from the coloratura soprano to highly dramatic rôles, including the Queen of the Night,
Elektra, Salome, Turandot, Ariadne, Isolde, Brünnhilde, Zerbinetta, Konstanze, Fiordiligi, Leonore, Santuzza, Lady
Macbeth, Desdemona, Renata in The Fiery Angel, Cassandra, Medea, Lulu, Marie in Wozzeck, and many others.
Her international career continues with a series of major rôles in leading opera houses. Anja Silja has worked with
famous conductors such as Claudio Abbado, Karl Böhm, Pierre Boulez, Sylvain Cambreling, André Cluytens,
Andrew Davies, Christoph von Dohnanyi, Otto Klemperer, Hans Knappertsbusch, Jan Latham-König, Zubin
Mehta, Riccardo Muti, Ferdinand Leitner, Antonio Pappano, Sir Simon Rattle, Wolfgang Sawallisch, Michael
Schönwandt, Sir Georg Solti and Franz Welser-Möst. Anja Silja has a large repertoire of recordings, and made her
début as an opera producer in Brussels with Lohengrin.

Eileen Hulse

After an initial career as a teacher, the soprano Eileen Hulse studied at the National Opera Studio, was accepted by
Y.C.A.T. and rapidly made her mark as one of Britain’s leading coloratura sopranos. She travelled extensively with
the rôle of Flora in The Turn of the Screw, performing at La Fenice, the Kirov, Bolshoy, and the Music Centre Los
Angeles. She also recorded the rôle for Collins Classics [Naxos 8.660109-10]. Other more standard rôles include
Constanze and Blonde (Die Entführung aus dem Serail), the Queen of the Night and Pamina (Die Zauberflöte),
Madame Herz (Der Schauspieldirektor), and Fiakermilli (Arabella), among others. She has also been very involved
with contemporary opera, appearing as The Maid in Thomas Adès’s first opera, Powder Her Face, with the
Vlaamse Opera and in the première of his second opera, The Tempest, with the stratospheric role Ariel. Other world
premières include Mother in Michael Berkeley’s Baa Baa Black Sheep, von Bose’s 63 Dream Palace, and Oliver
Knussen’s Higgelty Piggelty Pop. Opera videos include Baa Baa Black Sheep with Opera North and Rusalka with
English National Opera. Eileen Hulse has performed extensively on the concert platform both at home and abroad.
She has appeared several times at the Proms, the first time singing Glière’s Concerto for Coloratura Soprano and
Orchestra with Vladimir Ashkenazy conducting, and returning to sing the equally stratospheric In Alium of John
Tavener. She has since recorded both works. A work that she has performed frequently in both its piano and
orchestral versions is the cycle, Songs of the Fairytale Princess by Szymanowski, with orchestras conducted by
Simon Rattle, Martyn Brabbins and Sian Edwards, each time recorded for radio. In the piano version she has
performed them with John Constable, Paul Turner and Ian Burnside.

Catherine Wyn-Rogers 

Born in Coventry, Catherine Wyn-Rogers was a Foundation Scholar at the Royal College of Music and now works
with Diane Forlano. Her numerous recordings include Handel’s Samson with Christophers, Mozart’s Vespers with
Pinnock, Vaughan Williams’s Serenade to Music with Norrington, Elgar’s The Dream of Gerontius with Handley,
Mozart’s Requiem with Mackerras, and Peter Grimes with Colin Davis, and she joined Graham Johnson’s Complete
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intends to present his beloved Columbine with blossoms
of moonlight. He daubs his face with moonlight, and the
moon washes clothes made of moonbeams. A “Valse de
Chopin” evokes a drop of blood on the lips of a
consumptive. Pierrot presents his verses to the Madonna
“of all sorrows”, and the poet is crucified on his verses.
The moon is pale with lovesickness. 

The images of Part II are morbid and violent. Night
descends when the wings of a giant moth eclipse the sun.
Pierrot becomes a blasphemer and a grave-robber whose
life will end on the gallows, though between-times he
sees the moon as a scimitar that will decapitate him.

The theme of Part III is homesickness, the nostalgia
for the “Italian Pantomime of old”, and eventual
homecoming to Bergamo from, it seems, Venice, since
the penultimate piece is a barcarolle, and since a
moonbeam is the rudder of Pierrot’s water-lily
conveyance. Enacting bygone grotesqueries and
rogueries, he drills a pipe bowl through the gleaming
skull of Cassander, fills it with Turkish tobacco, inserts a
cherry pipe stem in the polished surface, and puffs away.
He interrupts his midnight serenade (cello) to scrape the
instrument’s bow across Cassander’s bald pate. Then,
discovering a white spot on the collar of his black jacket,
he tries to rub it out, thinking it a fleck of plaster, only to
discover, in the light of dawn, that it was the moon. In the
final piece, the poet invoking the fragrance of a world
long past, attains peace.

The musical content of Part I is comparatively
simple. That of Part II is increasingly complex, while
Part III, the most intricate of all, ends tranquilly. Eight
instruments are required, but only five players, since the
violinist also plays the viola, the flautist the piccolo, the
clarinettist the bass clarinet. Piano and cello complete
the ensemble. All eight instruments are used only in the
last piece. Schoenberg’s intent was to draw new sounds
from traditional instruments, not to experiment with
new instruments, as Stravinsky did with percussion in
Histoire du Soldat. 

Four Orchestral Songs, Op. 22 

In a 1932 Frankfurt broadcast talk on the Four Songs,
Schoenberg stated that “my feeling for form, modeled
on the great masters, and my musical logic … must
guarantee that what I write is formally and logically
correct, even if I do not realise it.… [The third and
fourth songs] do not dispense with logic, but I cannot
prove it.” He goes on to say that he hears relationships
in the work that he is unable to discern through the eye,
and that “Only in this way is it possible to perceive the
similarity between the first bar of the orchestral
introduction [to No. 3] and the first bar of the voice
part.” Then, turning to the question of form—shapes
and proportions—he concedes that “compositions for
texts are inclined to allow the poem to determine their
form, at least outwardly,” and he identifies the
“outward” as the correspondence of “declamation,
tempo, and dynamics.” 

It seems characteristic of Schoenberg that his most
original and lapidary orchestration is found in a vocal
work, one in which, moreover, he had composed the
singer’s part in the first and the fourth songs even before
beginning to sketch the orchestral accompaniment.
Further, in that balance of tradition and innovation
which is the foundation of his musical philosophy, the
traditional element in the Songs, Op. 22, is in the setting
of the texts. Thus he generally follows Brahms in
duplicating the accent patterns of the verses in the
music, even though the “logic” in Brahms’s songs, as
distinguished from the inexplicable logic in his own, can
be demonstrated through “melodic analysis.” Also on
the traditional side are the ostinati and pedal-point
harmonies, a feature of Seraphita, used as well in the
third and fourth songs, in the case of the latter with a
distribution of accents spread through four lines of
violins and violas, an interesting idea not developed in
any later work.

The innovatory side is most handily exemplified in
the instrumentation. Consider the spatial relationships.
At the end of Seraphita, the 24 violins sustain a long
note in the highest range, while pizzicato cellos and a
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Schubert Edition for Hyperion. She appears with the major British orchestras, at the BBC Proms and at the Three
Choirs, Edinburgh and Aldeburgh Festivals. Her concert engagements have included appearances with Slatkin,
Haitink, Andrew Davis, Colin Davis, Rozhdestvensky, Mackerras, Norrington and Mehta. In opera she has worked
with Scottish Opera, Welsh National Opera, Opera North, the Semper Oper, Dresden, the Teatro Real Madrid, the
Netherlands Opera, the Salzburg Festival, English National Opera, the Royal Opera House, Covent Garden, and
with the Bavarian State Opera. She made her début at the Chicago Lyric Opera in The Midsummer Marriage. She
sings First Norn in Götterdämmerung, Erda in Das Rheingold and Siegfried under Pappano, and Geneviève in
Pelléas et Mélisande under Rattle for the Royal Opera and Erda under Zubin Mehta in Valencia and Florence. 

Christopher Oldfather

Christopher Oldfather has devoted himself to the performance of twentieth-century music for more than thirty years. He
has participated in innumerable world-première performances, in every possible combination of instruments, in cities all
over America. He has been a member of Boston’s Collage New Music since 1979, New York City’s Parnassus since
1997, appears regularly in Chicago, and as a collaborator has joined singers and instrumentalists of all kinds in recitals
throughout the United States. In 1986 he presented his recital début in Carnegie Recital Hall, and since then he has
pursued a career as a freelance musician. This work has taken him as far afield as Moscow and Tokyo, and he has
worked on every sort of keyboard ever made, even including the Chromelodeon. He is widely known for his expertise on
the harpsichord, and is one of the leading interpreters of twentieth-century works for that instrument. As a soloist he has
appeared with the MET Chamber Players, the San Francisco Symphony, and Ensemble Modern in Frankfurt, Germany.
His recording of Elliott Carter’s violin-piano Duo with Robert Mann was nominated for two Grammy Awards in 1990.
He has collaborated with the conductor Robert Craft, and can be heard on several of his recordings.

Michael Parloff 

Michael Parloff has been Principal Flute of the Metropolitan Opera Orchestra since 1977 and is also heard regularly
as recitalist and concerto soloist throughout North America, Europe, and Japan. In recent seasons his New York
City appearances have included solo recitals at Lincoln Center’s Alice Tully Hall and Carnegie Hall’s Weill Recital
Hall, concerto appearances at Carnegie Hall and The Metropolitan Museum of Art, and chamber music
performances at The Mostly Mozart Festival, The Morgan Library and with The Chamber Music Society of Lincoln
Center. He opened the MET Orchestra’s 2002 Carnegie Hall concert season with a performance of Carl Nielsen’s
Concerto for Flute and Orchestra under the direction of James Levine. He has collaborated in New York City
chamber music concerts with such noted artists as James Levine, Jessye Norman, James Galway, Peter Serkin,
Dawn Upshaw, Thomas Hampson, Jaime Laredo, and the Emerson String Quartet. Highly respected as a teacher,
Michael Parloff has presented master-classes at major conservatories and university music schools in the United
States and abroad. He has been associated with the Marlboro Music Festival since the mid-1980s and has been on
the faculty of the Summer Music Seminars at the Lake Placid Institute since 2000. He has been a faculty member of
Manhattan School of Music since 1985. Michael Parloff has recorded extensively with the Metropolitan Opera for
Deutsche Grammophon, Sony Classical, London, and Philips. He has recorded twentieth-century chamber music for
Gunmar, CRI, and Koch. His solo CD The Flute Album (ESS.A.Y CD1027) surveys 200 years of classic repertoire
for the instrument. His annotated volume, Opera Excerpts for Flute, published by Theodore Presser Company in
2000, was a top prizewinner in The National Flute Association’s 2001 Newly-Published Music Competition.
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Herzgewächse, Op. 20 (1911), for coloratura
soprano, celesta, harmonium and harp

Completed on 9th December, 1911, Herzgewächse was
not performed until April 1928, when Marianne Rau-
Hoeglauer sang it in Vienna under Anton Webern’s
direction. The harmonium, the first instrument to sound,
plays more continuously than the other two, having less
than a single full beat of rest as against a total of six silent
bars in the celesta and four in the harp. The stops
employed are flute, oboe, English horn, clarinet, bass-
clarinet, bassoon, muted trombone, violin, viola, cello,
and percussion (unspecified). They alternate according to
the phrasing of the music. Curiously, no timbres are
indicated in the nine next-to-last bars. 

After a brief instrumental introduction and the first
couplet of the vocal part, the music is harmonically
dense: chords of nine, ten, and eleven pitches occur
frequently. Schoenberg’s setting of the text parallels the
sense of the words; thus at “sink to rest” the pitches
descend, quietly and without accompaniment, to the
lowest vocal note of the piece, and those for
“imperceptibly ascending” climb slowly and softly from
a low note to C in alt. The vocal range is that of the
Queen of Night in The Magic Flute and of Blonde in
Abduction from the Seraglio. 

Pierrot Lunaire

Schoenberg chose the 21 poems of his Pierrot Lunaire
from the cycle of fifty by the Belgian poet Albert Giraud
(Albert Kayenbergh, 1860–1929), published in 1884.
The verse form is the same for all but one of them. They
are rondeaux of thirteen lines, in which lines seven and
eight repeat lines one and two. (Number thirteen, the
exception, repeats line one only.) Schoenberg used the
1911 edition of the German translation made by Otto
Erich Hartleben in the 1890s, which is more vivid in
language and stronger in feeling than the French
original. Hartleben also changes the tense from past to

present, substitutes more colourful images of his own,
and transforms a flat, even recitation in octosyllabic
lines into an agitated, exclamatory, fragmentary style in
a variety of metres with considerable use of
enjambement. In Hartleben, the moon is a
washerwoman, and not, as in Giraud, “comme une
lavandière”.

Schoenberg chose poems with related subject-
matter and grouped them into three cycles of seven
poems each. The subjects of the first are the poet’s
ecstasy—the moon is the symbol of poetry—and artistic
rebellion; of the second, his frustration, weakness, and
despair; and of the third his reconciliation with the past
and tradition, and the return from Venice to his native
Bergamo. The form of recitation is the Melodramen, in
which the words are spoken with musical
accompaniment. This genre seems to have originated
with J. J. Rousseau’s Pygmalion (1762), but the best-
known examples are by Mozart and Schubert. In
Schoenberg’s case, the recitation, called Sprechstimme,
is a combination of speech and song notated in exact
pitches and rhythms. Despite the composer’s insistence
that the part should not be sung, clearly the pitch
functions of the recitation are essential to the melodic-
harmonic conception of the piece. In a few places the
Sprechstimme is required to sing normally, but for only
a very few notes. 

Pierrot’s most distant ancestor is the Commedia
dell’Arte Pulcinella, but in France the farcical Neapolitan
impostor and prankster became the harlequin, the
prototype of the melancholy artist. Watteau called him
Gilles; Théophile Gautier’s play, Pierrot Posthumous,
marries him to Columbine; Verlaine transforms him into
a madman, blasphemous, and the “personification of the
death-obsessed soul”; Théodore de Banville, publishing
in the same year as Giraud, praises Pierrot’s “joie”, and
Jules Laforgue introduces irony as a principal ingredient.
Giraud’s inspiration was the poetry of Les Fleurs du mal. 

Part I establishes that the time is night, that Pierrot,
a poet and dandy from Bergamo, is “moondrunk,” and

Arnold Schoenberg (1874-1951)
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Charles Neidich

A native New Yorker of Russian and Greek descent, Charles Neidich began his clarinet studies with his father,
Irving Neidich, at the age of eight, and continued them with the renowned teacher Leon Russianoff and, later in
Moscow, with Boris Dikov. His reputation has grown steadily since his 1974 New York recital début while still a
student at Yale. A series of prizes helped launch his early career: the Silver Medal in the 1979 Geneva International
Competition, First Prize in the 1982 Munich International Competition and one of three Grand Prizes in the 1984
Accanthes International Competition in Paris. In 1985, he won the first major clarinet competition in the United
States, the Walter W. Naumburg Competition, which catapulted him into prominence as a soloist. He has appeared
in concerts throughout the world, including engagements throughout Japan, and a seven-city tour of the Soviet
Union, with important world premières and collaboration with leading colleagues and ensembles. Charles Neidich
has made numerous recordings on both modern and historical instruments, both as soloist and with his period-
instrument wind ensemble Mozzafiato. From 1985 to 1989 he was professor of clarinet at the Eastman School of
Music, and is currently on the faculty of SUNY Stony Brook, the Juilliard School of Music, the Manhattan School
of Music, and Brooklyn College CUNY.

Rolf Schulte

The violinist Rolf Schulte was born in Germany and started playing the violin at the age of five under his father’s
tutelage. He later studied with Kurt Schaffer at the Robert Schumann Conservatory in Düsseldorf, attended Yehudi
Menuhin’s summer courses in Gstaad, Switzerland, and studied with Franco Gulli at the Accademia Chigiana in
Siena, Italy, before moving to the United States to study with Ivan Galamian at the Curtis Institute of Music in
Philadelphia. His orchestral début came with the Philharmonia Hungarica in Cologne in Mendelssohn’s Violin
Concerto when he was fourteen, and he has since performed with the Berlin Philharmonic, the Munich
Philharmonic, the Frankfurt Museums-Orchester, the Stuttgart State Orchestra, the Bamberg Symphony, the
Orchestra del Teatro La Fenice in Venice and the Radio Orchestras of Berlin (RSO), Cologne (WDR) and Stuttgart
(SWR). In 1991 he appeared in a series of American music in Moscow, and played Roger Sessions’s Violin
Concerto with the Radio Orchestra of the U.S.S.R. In America he has performed with the Seattle Symphony, the St
Paul Chamber Orchestra, and Vermont and New Hampshire Symphonies. Among the works of which he has given
the première are Donald Martino’s Violin Concerto and Romanza, Tobias Picker’s Concerto, Milton Babbitt’s The
Joy of More Sextets and Little Goes a Long Way, Mario Davidovsky’s Synchronisms No. 9, and Elliott Carter’s
Fantasy. American premières include Gyorgy Kurtag’s Kafka Fragments, Paul Ruders’ Violin Concerto No. 1, and
Carter’s Riconoscenza per Goffredo Petrassi. He has appeared with the Lincoln Center Chamber Music Society,
and has participated in the 1990 Kuhmo Music Festival in Finland. Rolf Schulte has performed the cycle of ten
Beethoven sonatas and the complete violin works of Igor Stravinsky at the Berlin Festwochen. From 1999-2001, he
fulfilled a residency that included annual recitals at Harvard University. He has been a regular faculty member of
the Composers Conference at Wellesley College. He is an alumnus of the 1971 Young Concert Artists. His
recordings include Arnold Schoenberg’s Violin Concerto with the London Philharmonia, Robert Schumann’s
Fantasiestücke, Romanzen, Märchenbilder, Fred Lerdahl’s Waltzes, David Lang’s Illumination Rounds, and
Carter’s Duo, Riconoscenza, Violin Concerto and Four Lauds. In 1980 and 1988 Rolf Schulte was a juror for the
International Competition of American Music at the Kennedy Center, Carnegie Hall, and he often serves on panels
judging events for the Juilliard School. He plays a 1780 instrument by Lorenzo Storioni.
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* Parody 1:25
( The Moonspot 0:54
) Serenade 2:30
¡ Homeward Bound 1:53
™ O Ancient Fragrance 1:36

Twentieth Century Classics Ensemble

Anja Silja, Sprechstimme • Christopher Oldfather, Piano • Michael Parloff, Flute/Piccolo
Charles Neidich, Clarinet/Bass clarinet • Rolf Schulte, Violin/Viola • Fred Sherry, Cello

Recorded at the American Academy of Arts and Letters in 1997

Four Orchestral Songs, Op. 22 (1916) 13:32

£ Seraphita 5:25
¢ Alle, welche dich Suchen 1:59
∞ Mach mich zum Wächter deiner Weiten 3:49
§ Vorgefühle 2:19

Catherine Wyn-Rogers, Mezzo-soprano • Philharmonia Orchestra

Recorded at Abbey Road Studios, London, in July and October, 1998

¶ Chamber Symphony No. 1, Op. 9 (1906)
(Original Version) 20:20

Twentieth Century Classics Ensemble

Tara Helen O’Connor, Flute/Piccolo • Stephen Taylor, Oboe • Melanie Feld, English horn
Charles Neidich, E-flat Clarinet • Alan Kay, Clarinet • Michael Lowenstern, Bass clarinet
Frank Morelli, Bassoon • Harry Searing, Contra-bassoon • William Purvis, French horn

Christopher Komer, French horn • Rolf Schulte, Violin • Camit Zori, Violin • Toby Appel, Viola
Fred Sherry, Cello • Donald Palma, Double bass

Recorded at the Recital Hall, Performing Arts Center, SUNY Purchase, Purchase, New York, 
on 16th September, 1998
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Fred Sherry

A pioneer and a visionary in the music world, the cellist Fred Sherry has introduced audiences on five continents
and all fifty United States to the music of our time through his close association with such composers as Babbitt,
Berio, Carter, Davidovsky, Foss, Knussen, Lieberson, Mackey, Takemitsu, Wuorinen and Zorn. He has been a
member of the Group for Contemporary Music, Berio’s Juilliard Ensemble, the Galimir String Quartet and a close
collaborator with jazz pianist and composer Chick Corea. He was a founding member of Speculum Musicae and
Tashi. Fred Sherry has been an active performer with the Chamber Music Society of Lincoln Center since the 1970s,
an Artist Member since 1984 and was the Artistic Director from 1988 to 1992. He is a member of the cello and
chamber music faculty of the Juilliard School and the cello faculty of the Mannes College of Music. In the vast
scope of his recording career, Fred Sherry has been a soloist and “sideman” on hundreds of commercial and esoteric
recordings. His long-standing collaboration with Robert Craft has produced recordings of Schoenberg’s Cello
Concerto and String Quartet Concerto and other major works by Schoenberg, Stravinsky and Webern. 

Philharmonia Orchestra

The Philharmonia Orchestra is one of the world’s great orchestras. Acknowledged as the United Kingdom’s
foremost musical pioneer, with an extraordinary recording legacy, the Philharmonia leads the field for its quality of
playing, and for its innovative approach to audience development, residencies, music education and the use of new
technologies in reaching a global audience. Together with its relationships with the world’s most sought-after
artists, most importantly its Principal Conductor Christoph von Dohnányi, the Philharmonia Orchestra is at the heart
of British musical life. Today, the Philharmonia has the greatest claim of any orchestra to be the United Kingdom’s
National Orchestra. It is committed to presenting the same quality, live music-making in venues throughout the
country as it brings to London and the great concert halls of the world. In 2006/07 the Orchestra is performing more
than 200 concerts, as well as presenting chamber performances by the Soloists of the Philharmonia Orchestra, and
recording scores for films, CDs and computer games. 2005 marked not only the Orchestra’s Sixtieth Anniversary,
but also the Tenth Anniversary of its much admired United Kingdom and International Residency Programme,
which began in 1995 with the launch of its residencies at the Bedford Corn Exchange and London’s South Bank
Centre. During 2006/07 the Orchestra celebrates its Tenth Anniversary Season as Resident Orchestra of De
Montfort Hall in Leicester, its seventh year as Orchestra in Partnership at the Anvil in Basingstoke and the fourth
year of its relationship in Bristol with Colston Hall, St George’s Bristol and Watershed. The Orchestra’s extensive
touring schedule this season also includes an appearance at the Concertgebouw in Bruges, as well as at more than
twenty of the finest international concert halls. Throughout its sixty-year history the Philharmonia Orchestra has
been committed to finding new ways to bring its top quality live performance to audiences worldwide, and to using
new technologies to achieve this. Many millions of people since 1945 have enjoyed their first experience of
classical music through a Philharmonia recording, and today audiences can engage with the Orchestra through
webcasts, podcasts, downloads, computer games and film scores as well as through its unique interactive music
education website launched in 2005, The Sound Exchange (www.philharmonia.co.uk/thesoundexchange). In 2005
the Philharmonia became the first ever classical music organization to be shortlisted for a BT Digital Music Award,
and in the same year the Orchestra presented both the first ever fully interactive webcast and the first podcast by a
British orchestra. In September 2005 computer games with Philharmonia scores were at No. 1 and No. 2 in the
national charts, while the Orchestra’s scores for the last two Harry Potter computer games have both been
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THE ROBERT CRAFT COLLECTION
THE MUSIC OF ARNOLD SCHOENBERG, Vol. 6

Robert Craft, Conductor

1 Herzgewächse, Op. 20 (1911) 3:31
for coloratura soprano, celesta, harmonium and harp

Eileen Hulse, Soprano
Members of the London Symphony Orchestra:

John Alley, Harmonium • Tim Carey, Celeste • Sioned Williams, Harp 

Recorded at Abbey Road Studio 1, London, on 28th and 29th May, 1994

Pierrot Lunaire, Op. 21 (1912) 36:30

Part One
2 Moondrunk 1:54
3 Columbine 1:43
4 The Dandy 1:27
5 An Ethereal Washerwoman 1:29
6 Chopin Waltz 1:23
7 Madonna 2:05
8 The Sick Moon 3:06

Part Two
9 Night 2:27
0 Prayer to Pierrot 1:06
! Theft 1:13
@ Red Mass 1:52
# Gallows Song 0:18
$ Beheading 2:19
% The Crosses 2:20

Part Three
^ Homesickness 2:17
& Vulgarity 1:13
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SCHOENBERG
Pierrot Lunaire

Herzgewächse • Four Orchestral Songs • Chamber Symphony No. 1 

Anja Silja, Sprechstimme
Eileen Hulse, Soprano • Catherine Wyn-Rogers, Mezzo-soprano
Twentieth Century Classics Ensemble • Philharmonia Orchestra

Robert Craft
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nominated for BAFTA Awards. CD recording and live broadcasting both also continue to play a significant part in
the Orchestra’s activities: since 2003 the Philharmonia has enjoyed a major partnership with Classic FM, as The
Classic FM Orchestra on Tour, as well as continuing to broadcast on BBC Radio 3.

Robert Craft

Robert Craft, the noted conductor and widely respected writer and critic on music, literature, and culture, holds a
unique place in world music of today. He is in the process of recording the complete works of Stravinsky,
Schoenberg, and Webern for Naxos. He has twice won the Grand Prix du Disque as well as the Edison Prize for his
landmark recordings of Schoenberg, Webern, and Varèse. He has also received a special award from the American
Academy and National Institute of Arts and Letters in recognition of his “creative work” in literature. In 2002 he
was awarded the International Prix du Disque Lifetime Achievement Award, Cannes Music Festival. 

Among Robert Craft’s forthcoming Naxos CDs are a newly recorded performance of The Rite of Spring with
the Philharmonia Orchestra containing recently discovered corrections, a second Webern album, and Stravinsky’s
orchestrations of Mussorgsky’s and Beethoven’s The Song of a Flea.
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Arnold Schoenberg sought to write music that avoided traditional tonal implications, which
eventually led him away from tonality altogether. Herzgewächse is a short piece for high soprano
and what has been called ‘an awkward ensemble’. It is an example of the ‘sound of colour’, the
result of Schoenberg’s collaboration with his friend, the avant-garde painter Kandinsky. One of
Schoenberg’s best-known works, Pierrot Lunaire marks a return to counterpoint. His Four
Orchestral Songs balance the traditional settings of texts with innovatory instrumentation, while
the propulsive power of the earlier Chamber Symphony brings to mind the music of Beethoven. DDD
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Arnold
SCHOENBERG

(1874-1951)

Eileen Hulse, Soprano 1 • Anja Silja, Sprechstimme 2

Catherine Wyn-Rogers, Mezzo-soprano 3
Members of the London Symphony Orchestra 1

Twentieth Century Classics Ensemble 2, 4

Philharmonia Orchestra 3 • Robert Craft
Previously released on Koch International Classics

A full track and artist listing can be found on pages 2 and 3 of the booklet
Sung texts can be accessed at www.naxos.com/libretti/557523.htm

Track 1 recorded at Abbey Road Studio 1, London, on 28th and 29th May, 1994 
Producer and editor: Michael Fine • Engineer: Simon Rhodes

Tracks 2-22 recorded at the American Academy of Arts and Letters in 1997
Producer and engineer: Gregory Squires • Editor: Richard Price

Tracks 23-26 recorded at Abbey Road Studios, London, in July and October, 1998
Producer: Gregory Squires • Engineer: Michael Sheady

Assistant engineers: Alex Scannell and Dave Forty • Editor: Richard Price
Track 27 recorded at the Recital Hall, Performing Arts Center, SUNY Purchase, Purchase, New York,

on 16th September, 1998 • Producer and engineer: Gregory Squires • Editor: Richard Price
Mastering: Richard Price • Booklet Notes: Robert Craft 

Cover painting: Zimzum by Ulrich Osterloh (www.osterlohart.de) (courtesy of the artist)
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1 Herzgewächse, Op. 20 (1911) 1 3:31
2-™ Pierrot Lunaire, Op. 21 (1912) 2 36:30
£-§ Four Orchestral Songs, Op. 22  (1916) 3 13:32
¶ Chamber Symphony No. 1, Op. 9 (1906) 4 20:20


