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the world. 2005 marked not only the Orchestra’s Sixtieth Anniversary, but also the Tenth Anniversary of its much
admired British 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. Now the Orchestra is celebrating its ninth year as Resident
Orchestra of De Montfort Hall in Leicester, its sixth year as Orchestra in Partnership at the Anvil in Basingstoke and the
third year of its relationship in Bristol with Colston Hall, St George’s Bristol and Watershed. The Orchestra’s extensive
touring schedule also includes appearances at its prestigious European residency venues, the Théâtre du Châtelet in Paris
and 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 now 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 organisation 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
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. 

Robert Craft has conducted and recorded with most of the world’s major orchestras in the United States, Europe,
Russia, Japan, Korea, Mexico, South America, Australia, and New Zealand. He is the first American to have conducted
Berg’s Wozzeck and Lulu, and his original Webern album enabled music lovers to become acquainted with this
composer’s then little-known music. He led the world premières of Stravinsky’s later masterpieces: In Memoriam:
Dylan Thomas, Vom Himmel hoch, Agon, The Flood, Abraham and Isaac, Variations, Introitus, and Requiem
Canticles. Craft’s historic association with Igor Stravinsky, as his constant companion, co-conductor, and musical
confidant, over a period of more than twenty years, contributed to his understanding of the composer’s intentions in the
performance of his music. He remains the primary source for our perspectives on Stravinsky’s life and work.

In addition to his special command of Stravinsky’s and Schoenberg’s music, Robert Craft is well known for his
recordings of works by Monteverdi, Gesualdo, Schütz, Bach, and Mozart. He is also the author of more than two dozen
books on music and the arts, including the highly acclaimed Stravinsky: Chronicle of a Friendship; The Moment of
Existence: Music, Literature and the Arts, 1990–1995; Places: A Travel Companion for Music and Art Lovers; 
An Improbable Life: Memoirs; Memories and Commentaries; and the forthcoming “Down a Path of Wonder”: 
On Schoenberg, Webern, Stravinsky, Eliot, Auden, and Some Others (2005). He lives in Florida and New York.
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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 he 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. 

London Symphony Orchestra

The London Symphony Orchestra is widely considered to be among the top five orchestras in the world, on the
strength of its performances alone, but there is much more to its work than concerts in concert-halls. Its many
activities include an energetic and ground-breaking education and community programme, a record company,
exciting work in the field of information technology, and much more. A hundred years after it was formed the
orchestra still attracts the best players, many of whom have flourishing solo, chamber music or teaching careers
alongside their orchestral work. The roster of soloists and conductors is second to none, starting with current
Principal Conductor Sir Colin Davis, whose long association with the orchestra has reached a pinnacle of
achievement over the last few years, with extraordinary concert performances and multi-award-winning recordings.
Valery Gergiev takes over as Principal Conductor in January 2007, Daniel Harding joins Michael Tilson Thomas as
Principal Guest Conductor in 2006, and Sir Colin Davis stays on as President, only the fifth in the Orchestra’s entire
history. LSO St Luke’s, the UBS and LSO music education centre on Old Street, is expanding its artistic programme
to include more BBC Radio 3 lunchtime chamber concerts, Asian Music Circuit promotions and UBS recitals with
leading artists from diverse musical backgrounds. LSO Discovery is facilitating music education using new
technology and building ever-stronger links with the local community and in Hackney and Islington schools. LSO
Live is now the best-selling orchestral own-label in the world and is regularly No. 1 in the classical download charts
on iTunes.

Philharmonia Orchestra

The Philharmonia Orchestra is one of the world’s great orchestras. Acknowledged as Britain’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 Britain’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
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The Five Orchestral Pieces, Op. 16, and Erwartung,
written immediately after, embody Schoenberg’s artistic
credo:

Art belongs to the unconscious. One must
express oneself directly. Not one’s taste, or
one’s upbringing, or one’s intelligence,
knowledge, or skill. Not all these acquired
characteristics, but that which is inborn,
instinctive. 

Composed in 1909, the Five Orchestral Pieces, untitled
originally, were performed for the first time by Sir
Henry Wood and the Queen’s Hall Orchestra, 3rd
September, 1912, in the Royal Albert Hall, London.
Schoenberg’s diary for 27th January, 1912, tells us that
the publisher:

wants titles for the orchestral pieces, for
publisher’s reasons. Maybe I’ll give in, since
I’ve found titles that are at least possible. On
the whole, unsympathetic to the idea. For the
wonderful thing about music is that one can say
everything in it, so that he who knows
understands everything; and yet one hasn’t
given away one’s secrets, the things one doesn’t
admit even to oneself. But titles give you away.
Besides, whatever has to be said has been said
by the music. Why, then, words as well? If
words were necessary, they would be there in
the first place. But music says more than words.
Now, the titles which I may provide give
nothing away, because some of them are very
obscure and others highly technical. To wit:

Premonitions (everyone has those)
The Past (everyone has that, too)
Chord-Colours (technical)
Peripeteia (general enough, I think)

The Obbligato (perhaps better the “fully-
developed” or the “endless) Recitative.

There should be a note that these titles were added for
technical reasons of publication and not to give a
“poetic” content.

In Premonitions the basic melodic-intervallic,
harmonic, and rhythmic materials are exposed in the
first three bars. The three-note motive of the upper line
(cellos), with its repetition in sequence (cellos and
oboe), describes an augmented triad on the longer,
emphasized notes F, A, C sharp. The “pedal” harmony
that underlies the music from bar 23 to the end. The last
three notes of the piece become a principal motive in the
Obbligato Recitative, and hence help to interconnect the
Five Pieces. Still another motive, in faster note values,
becomes a bridge from the start-and-stop introduction to
the continuous main section of the piece. The three-note
motive returns prominently near the end of
Premonitions. A steady tempo is established in the next
passage, which exposes the principal motive at the
climax of the piece.

The second piece, The Past, in contrasting slow
tempi to the first, exposes the fundamental materials at
the beginning and makes extensive use of ostinati. True
to the title, the first melody is “old-fashioned” in
sentiment, as well as in its surprisingly literal returns.
The transfixingly beautiful final cadence begins with an
upward D minor arpeggio in the celesta that connects
with the piccolo, which then repeats the first melodic
interval of the piece above three final notes in the
clarinets, recognized by every musical ear, consciously
or otherwise—Brentano’s distinction between sensory
and noetic perception—as the first three notes of
Premonitions in reverse order. 

Schoenberg, Harmonielehre. 1911: “I cannot
unreservedly agree with the distinction between
colour and pitch. I find that a note is perceived

Arnold Schoenberg (1874-1951): Five Pieces for Orchestra 

Concerto for Cello and Orchestra (after Monn) • Piano Quartet in G minor ( Brahms/Schoenberg )
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maturity. Nor is it likely that he would ever have
employed the orchestra as Schoenberg did in 1937,
though it must be admitted that in the horn solo
followed by oboe at the return to tempo primo in the
second movement, Schoenberg seems to be imitating a
passage in Brahms’ Second Symphony. But
Schoenberg’s fourth movement, with its xylophone and
glockenspiel, trombone glissandos and double-tonguing
fast passages, muted trumpets, divisi strings, numerous
cymbal crashes, would be remote from Brahms at any
time. In fact, the scoring of the first theme in the first bar
for three different timbres of clarinets, in octaves, would
probably remain foreign to him, as would the use of
string harmonics mixed with pizzicati, in the last bars of
the Intermezzo, an exquisite effect. The piece should be
listened to for Schoenberg, not Brahms. The
arrangement provides a Traité d’instrumentation for
teachers as well as students, especially concerning

balances, doublings, and the voicing of melodic lines
and inner parts. For general audiences, as well as
specialised ones, and for children, the piece is an
orchestra feast. 

Robert Craft

1 “The color of a sustained chord keeps changing,”
Schoenberg’s pupil Erwin Stein wrote in The Elements
of Musical Form. But the pitches change, too, and the
color does not “keep” changing at the outset but is
limited to two regularly alternating and overlapping
combinations. 

2 In 1949, Schoenberg renamed the piece “Morning by a
Lake,” but he had always called it that privately (E.
Wellesz: Arnold Schoenberg, London: Dent, 1925), and
had even identified a “jumping-fish” motive.

by its colour, one of whose dimensions is pitch.
Colour, then, is the great realm, pitch one of its
provinces… If the ear could discriminate
between differences of colour, it might be
feasible to invent melodies that are built of
colours (klangfarbenmelodien). But who dares
to develop such theories?”

In Chord-Colours rhythmic and motivic activity,
dynamic and harmonic change, increase and quicken,
until boiling point, two-thirds of the way through, then
abruptly deconnect and return to the near stasis at the
beginning. Colours is a crescendo-diminuendo of
movement, as distinguished from the melodic-harmonic
returns in The Past, and the alternation of instrumental
colors is the means by which the “changing chord” is
kept in motion. The five-note chord is stationary at the
beginning. A repeated, gradually changing chord1

overlaps and blends with itself in different orchestral
combinations, thereby creating an antiphonal effect of
canonic movement, at the distance of two beats in the
upper parts and of one beat in the bass, the note C
played by viola sola on the strong beats and by bass on
the weak. Schoenberg’s performance directions serve
notice that Colours is “without motives to be brought
out”, or thematic development. All the same, the
melodic structure shapes the piece. In the first section,
this reduces to A natural, B flat, and A flat, repeated
several times. In the second section (bars 12–19), the
pitch range, edging upward, is marked by harmonic
relocation and a new application of the changing-
colours principle: a different instrument, or combination
of instruments, plays each different note of a chord,
spreading the chord out, so to speak, and sustaining it.
The third section (bars 20–30) joins more events in
more movement, and at the zenith, with the beat
subdivided into units of three and four, the flux of
overlapping and dovetailing color particles challenges
the analytical powers of even the keenest ear. The
“leaping-fish”2 motive, introduced in the second
section, is heard eight times from there to the end, its six
upward-directed forms at the same pitches, and its two

downward-directed ones at their same pitches, an
indication of Schoenberg’s need at this stage to establish
tonal identities.

Peripeteia is defined by Rudolf Kassner as “a
sudden change of fortune, a sudden change of
direction”. As in Premonitions, the thematic materials
are set forth in the first part of the piece, but their
development here is successive rather than
superimposed. The prominence of the augmented triad
is another link with Premonitions: the trumpet “smear”
that follows the chord in bar 2 and returns at the end of
the piece consists of seven parallel augmented triads.
The ever-changing tempo, as the title allows, and the
rubato character, are in extreme contrast to the quasi-
motionless Colours and the even-keeled, one-tempo
Obbligato Recitative that follows. The highlights of
Peripeteia are the rich thematic intrigue, toward the
middle of the piece, of as many as six voices, and the
ending. The latter begins with three canonic pairs
twirled in motion like a juggling act over three other
polyphonic parts, followed by the swarming of the
whole orchestra to a tremendous crash, which includes a
whistling noise produced by drawing a cello bow along
the rim of a cymbal (following the principle of rubbing
the rim of a drinking glass with a humected finger). The
crash is followed by the coup de grâce gurgle in the
clarinets, and a dust-settling tremolo in the lower
strings. 

Unlike the other pieces, The Obbligato Recitative
makes no use of ostinati, sustained chords, and changes
of tempo and metre. The rhythmic vocabulary,
moreover, all but excludes triplets and is largely
restricted to dotted and even-note figures: one of the
latter, a rest at the beginning of a bar followed by five
even notes, occurs seventeen times. The Obbligato
Recitative can be described as a composition in three- to
six-voice atonal polyphony in which a leading line “H.”
indicated by Schoenberg, moves rapidly high and low
through the orchestra, always speaking in different
voices. The form is dramatic and does not reflect any
classical plan of exposition, development,
recapitulation: two incomplete climaxes are followed by
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for the reason that if he had discovered the third
movement’s lilting Spanish dance tunes and the
delightful parody of the Spanish guitar produced by
pizzicato glissandos in the cello, he would surely have
sent a proper acknowledgment of the honour
Schoenberg had paid him. The first performance, nearly
three years later, was in London on 7th December, 1935,
with Emmanuel Feuermann as the soloist and Edward
Clark conducting the BBC Orchestra. 

Fred Sherry brings the composer’s wit to life, while
reveling in the intricacies of his unparalleled inventions.
The eminent cellist has referred to the Concerto as
Schoenberg’s Pulcinella, pointing out that both
Schoenberg and Stravinsky follow the melodic,
harmonic, and key-signature templates established by
their respective eighteenth-century originals,
“Pergolesi” and Monn, and that both composers achieve
many of their modernising transformations through
instrumentation. Schoenberg’s re-composition is the
deeper of the two in its discoveries of polyphonic spin-
offs, and in its brief excursions into harmonic
“waywardness”, but it is an impertinence to compare
masterpieces.

Johannes Brahms: Piano Quartet in G Minor, 
Op. 25 (1863) orchestrated by Arnold Schoenberg

Schoenberg began the instrumentation of Brahms’s
Piano Quartet in G minor on 2nd May, 1937, completed
the first movement on 16th July, the second some time
in July, the third on 22nd August, and the fourth on 19th
September. He preserved Brahms’s movement titles, but
added a metronomic 132 for the quarter-note (crotchet)
to the first movement. A letter (in English) from
Schoenberg to Alfred Frankenstein, of the San
Francisco Chronicle, 18th March, 1939, reveals almost
all that needs to be said about the transcription:

Here are a few remarks about Brahms.
My reasons:
I like the piece. 
It is seldom played. 

It is always very badly played, because, the
better the pianist, the louder he plays and you
hear nothing from the strings [violin, viola,
cello]. I wanted [for] once to hear everything,
and this I achieved.
My intentions:
To remain strictly in the style of Brahms and
not to go farther than he himself would have
gone if he had lived today. 
To watch carefully all the laws to which
Brahms obeyed and not to violate them, which
are only known to musicians educated in his
environment. 
How I did it:
For almost 50 years, I have been very
thoroughly acquainted with Brahms’ style and
his principles. I have analyzed many of his
works for myself and with my pupils. I have
played the work as violist and cellist numerous
times: I therefore knew how it should sound. I
had only to transpose this sound to the
orchestra and this is in fact what I did. 
Of course, there were heavy problems. Brahms
likes very low basses, for which the orchestra
possesses only a small number of instruments.
He likes a full accompaniment with broken
chord figures, often in different rhythms. And
most of these figures cannot easily be changed,
because generally they have a structural
meaning in his style. I think I resolved this
problem, but this merit of mine will not mean
very much to our present day musicians
because they do not know about them and if you
tell them there are such, they do not care. But to
me it means something. 

Schoenberg wrote to Pierre Monteux, the conductor of
the San Francisco Symphony, urging him to play the
piece, and referring to it as Brahms’s Fifth Symphony.
But Schoenberg knew better than anyone that the
original quartet, composed in Brahms’s 29th year, does
not stand comparison with the four symphonies of his

a third, fulfilled and extended, and a quiet ending in
which the same chord is relayed through three
overlapping combinations of instruments. The first
motive reappears, transposed, in the cellos, violas, and
then flute. The late musicologist Carl Dahlhaus
remarked on the “rigorous avoidance of melodic
restatement”, but restatements occur as early as bar 4,
which repeats, untransposed, most of the principal-voice
clarinet part of bar 2. Another high-profile instance of
repetition is the falling minor third in the same clarinet
phrase: it reappears in the violas, octave-doubled by
oboes, soon after, as well as in the section ending
immediately before the start of the first aborted climax,
then in the top line at the breaking point of the next
climax, and again in the final one. In fact, the coherence
of the piece depends upon these motives, on the
continuity of the leading melodic voice as it passes
through one combination of instruments to another, and
on the contrast between close chromatic movement and
wide intervals. The instrumental voicing of the harmony
is unprecedented. For one example, in the second phrase
of the ultimate climax, the lowest line is played by
trombones, tuba, bass clarinet, and bassoons, while the
basses and cellos play middle voices. These chords, the
densest in modern full-orchestra harmony, are perfectly
balanced, perfectly transparent. 

The Cello Concerto, “freely adapted” by
Schoenberg from Georg Matthias Monn’s 1746
concerto for clavicembalo in D major, was composed in
the Villa Stresa, Arcachon, in a single creative burst, the
first movement between 11th November and 11th
December, 1932, the second in the next twelve days,
and the third in the following seven: the completed work
is dated 4th January, 1933. (The Schoenbergs were
again in Arcachon in August 1933, and left from there
for Le Havre and New York, on the Ile de France, in
October 1933.) The piece is dedicated to Pablo Casals,
to whom Schoenberg offered the first performance. A
connection between the two men had begun twenty
years earlier in Vienna, where, on 20th February, 1912,
they had appeared in the same concert together,
Schoenberg conducting his Pelleas und Melisande and

Casals playing one of the Saint-Saëns concertos. In
October 1931 Schoenberg moved from Berlin to
Barcelona in the hope of finding relief from the attacks
of bronchial asthma that made life in the northern city
perilous for him. Casals and his Catalonian orchestra
welcomed the composer warmly, and Schoenberg
conducted his Pelleas there. 

The composer wrote to the cellist:

I think it has turned out to be a very brilliant
work. In any event, I have taken a great deal of
trouble with the sound and am well satisfied
with it. In certain respects it is less soloistic than
a concerto by Monn would be: for very often the
function of the cello is more like that of a soloist
in a piece of chamber music, through whose
brilliant playing a very beautiful, interesting
sound is produced. My principal concern was to
get rid of the deficiencies of the Handelian style
of the original, just as Mozart did with Handel’s
Messiah. I have taken away whole handfuls of
sequences (“rosalias,” “shoemaker’s patches”)
and replaced them with real substance. I also
did my best to deal with the other principal fault
of the Handel style: the theme is always best
when it first appears and it grows weaker and
more insignificant as the piece progresses. I
think that I have succeeded in bringing the
whole piece somewhat nearer the style of
Haydn. As far as harmony is concerned, I often
go a bit beyond this style (and often more than a
bit). Nowhere, however, does it go essentially
further than Brahms: in any event, there are no
dissonances which are not to be understood in
terms of the older rules of harmony and
nowhere is it atonal. 

Casals must have gasped at the vertiginous technical
demands of the cello part in the first movement, but he
waited seven months before sending a negative reply.
He is reputed to have played the work once, privately, in
his Barcelona home, but this is hardly believable, if only
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for the reason that if he had discovered the third
movement’s lilting Spanish dance tunes and the
delightful parody of the Spanish guitar produced by
pizzicato glissandos in the cello, he would surely have
sent a proper acknowledgment of the honour
Schoenberg had paid him. The first performance, nearly
three years later, was in London on 7th December, 1935,
with Emmanuel Feuermann as the soloist and Edward
Clark conducting the BBC Orchestra. 

Fred Sherry brings the composer’s wit to life, while
reveling in the intricacies of his unparalleled inventions.
The eminent cellist has referred to the Concerto as
Schoenberg’s Pulcinella, pointing out that both
Schoenberg and Stravinsky follow the melodic,
harmonic, and key-signature templates established by
their respective eighteenth-century originals,
“Pergolesi” and Monn, and that both composers achieve
many of their modernising transformations through
instrumentation. Schoenberg’s re-composition is the
deeper of the two in its discoveries of polyphonic spin-
offs, and in its brief excursions into harmonic
“waywardness”, but it is an impertinence to compare
masterpieces.

Johannes Brahms: Piano Quartet in G Minor, 
Op. 25 (1863) orchestrated by Arnold Schoenberg

Schoenberg began the instrumentation of Brahms’s
Piano Quartet in G minor on 2nd May, 1937, completed
the first movement on 16th July, the second some time
in July, the third on 22nd August, and the fourth on 19th
September. He preserved Brahms’s movement titles, but
added a metronomic 132 for the quarter-note (crotchet)
to the first movement. A letter (in English) from
Schoenberg to Alfred Frankenstein, of the San
Francisco Chronicle, 18th March, 1939, reveals almost
all that needs to be said about the transcription:

Here are a few remarks about Brahms.
My reasons:
I like the piece. 
It is seldom played. 

It is always very badly played, because, the
better the pianist, the louder he plays and you
hear nothing from the strings [violin, viola,
cello]. I wanted [for] once to hear everything,
and this I achieved.
My intentions:
To remain strictly in the style of Brahms and
not to go farther than he himself would have
gone if he had lived today. 
To watch carefully all the laws to which
Brahms obeyed and not to violate them, which
are only known to musicians educated in his
environment. 
How I did it:
For almost 50 years, I have been very
thoroughly acquainted with Brahms’ style and
his principles. I have analyzed many of his
works for myself and with my pupils. I have
played the work as violist and cellist numerous
times: I therefore knew how it should sound. I
had only to transpose this sound to the
orchestra and this is in fact what I did. 
Of course, there were heavy problems. Brahms
likes very low basses, for which the orchestra
possesses only a small number of instruments.
He likes a full accompaniment with broken
chord figures, often in different rhythms. And
most of these figures cannot easily be changed,
because generally they have a structural
meaning in his style. I think I resolved this
problem, but this merit of mine will not mean
very much to our present day musicians
because they do not know about them and if you
tell them there are such, they do not care. But to
me it means something. 

Schoenberg wrote to Pierre Monteux, the conductor of
the San Francisco Symphony, urging him to play the
piece, and referring to it as Brahms’s Fifth Symphony.
But Schoenberg knew better than anyone that the
original quartet, composed in Brahms’s 29th year, does
not stand comparison with the four symphonies of his

a third, fulfilled and extended, and a quiet ending in
which the same chord is relayed through three
overlapping combinations of instruments. The first
motive reappears, transposed, in the cellos, violas, and
then flute. The late musicologist Carl Dahlhaus
remarked on the “rigorous avoidance of melodic
restatement”, but restatements occur as early as bar 4,
which repeats, untransposed, most of the principal-voice
clarinet part of bar 2. Another high-profile instance of
repetition is the falling minor third in the same clarinet
phrase: it reappears in the violas, octave-doubled by
oboes, soon after, as well as in the section ending
immediately before the start of the first aborted climax,
then in the top line at the breaking point of the next
climax, and again in the final one. In fact, the coherence
of the piece depends upon these motives, on the
continuity of the leading melodic voice as it passes
through one combination of instruments to another, and
on the contrast between close chromatic movement and
wide intervals. The instrumental voicing of the harmony
is unprecedented. For one example, in the second phrase
of the ultimate climax, the lowest line is played by
trombones, tuba, bass clarinet, and bassoons, while the
basses and cellos play middle voices. These chords, the
densest in modern full-orchestra harmony, are perfectly
balanced, perfectly transparent. 

The Cello Concerto, “freely adapted” by
Schoenberg from Georg Matthias Monn’s 1746
concerto for clavicembalo in D major, was composed in
the Villa Stresa, Arcachon, in a single creative burst, the
first movement between 11th November and 11th
December, 1932, the second in the next twelve days,
and the third in the following seven: the completed work
is dated 4th January, 1933. (The Schoenbergs were
again in Arcachon in August 1933, and left from there
for Le Havre and New York, on the Ile de France, in
October 1933.) The piece is dedicated to Pablo Casals,
to whom Schoenberg offered the first performance. A
connection between the two men had begun twenty
years earlier in Vienna, where, on 20th February, 1912,
they had appeared in the same concert together,
Schoenberg conducting his Pelleas und Melisande and

Casals playing one of the Saint-Saëns concertos. In
October 1931 Schoenberg moved from Berlin to
Barcelona in the hope of finding relief from the attacks
of bronchial asthma that made life in the northern city
perilous for him. Casals and his Catalonian orchestra
welcomed the composer warmly, and Schoenberg
conducted his Pelleas there. 

The composer wrote to the cellist:

I think it has turned out to be a very brilliant
work. In any event, I have taken a great deal of
trouble with the sound and am well satisfied
with it. In certain respects it is less soloistic than
a concerto by Monn would be: for very often the
function of the cello is more like that of a soloist
in a piece of chamber music, through whose
brilliant playing a very beautiful, interesting
sound is produced. My principal concern was to
get rid of the deficiencies of the Handelian style
of the original, just as Mozart did with Handel’s
Messiah. I have taken away whole handfuls of
sequences (“rosalias,” “shoemaker’s patches”)
and replaced them with real substance. I also
did my best to deal with the other principal fault
of the Handel style: the theme is always best
when it first appears and it grows weaker and
more insignificant as the piece progresses. I
think that I have succeeded in bringing the
whole piece somewhat nearer the style of
Haydn. As far as harmony is concerned, I often
go a bit beyond this style (and often more than a
bit). Nowhere, however, does it go essentially
further than Brahms: in any event, there are no
dissonances which are not to be understood in
terms of the older rules of harmony and
nowhere is it atonal. 

Casals must have gasped at the vertiginous technical
demands of the cello part in the first movement, but he
waited seven months before sending a negative reply.
He is reputed to have played the work once, privately, in
his Barcelona home, but this is hardly believable, if only
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maturity. Nor is it likely that he would ever have
employed the orchestra as Schoenberg did in 1937,
though it must be admitted that in the horn solo
followed by oboe at the return to tempo primo in the
second movement, Schoenberg seems to be imitating a
passage in Brahms’ Second Symphony. But
Schoenberg’s fourth movement, with its xylophone and
glockenspiel, trombone glissandos and double-tonguing
fast passages, muted trumpets, divisi strings, numerous
cymbal crashes, would be remote from Brahms at any
time. In fact, the scoring of the first theme in the first bar
for three different timbres of clarinets, in octaves, would
probably remain foreign to him, as would the use of
string harmonics mixed with pizzicati, in the last bars of
the Intermezzo, an exquisite effect. The piece should be
listened to for Schoenberg, not Brahms. The
arrangement provides a Traité d’instrumentation for
teachers as well as students, especially concerning

balances, doublings, and the voicing of melodic lines
and inner parts. For general audiences, as well as
specialised ones, and for children, the piece is an
orchestra feast. 

Robert Craft

1 “The color of a sustained chord keeps changing,”
Schoenberg’s pupil Erwin Stein wrote in The Elements
of Musical Form. But the pitches change, too, and the
color does not “keep” changing at the outset but is
limited to two regularly alternating and overlapping
combinations. 

2 In 1949, Schoenberg renamed the piece “Morning by a
Lake,” but he had always called it that privately (E.
Wellesz: Arnold Schoenberg, London: Dent, 1925), and
had even identified a “jumping-fish” motive.

by its colour, one of whose dimensions is pitch.
Colour, then, is the great realm, pitch one of its
provinces… If the ear could discriminate
between differences of colour, it might be
feasible to invent melodies that are built of
colours (klangfarbenmelodien). But who dares
to develop such theories?”

In Chord-Colours rhythmic and motivic activity,
dynamic and harmonic change, increase and quicken,
until boiling point, two-thirds of the way through, then
abruptly deconnect and return to the near stasis at the
beginning. Colours is a crescendo-diminuendo of
movement, as distinguished from the melodic-harmonic
returns in The Past, and the alternation of instrumental
colors is the means by which the “changing chord” is
kept in motion. The five-note chord is stationary at the
beginning. A repeated, gradually changing chord1

overlaps and blends with itself in different orchestral
combinations, thereby creating an antiphonal effect of
canonic movement, at the distance of two beats in the
upper parts and of one beat in the bass, the note C
played by viola sola on the strong beats and by bass on
the weak. Schoenberg’s performance directions serve
notice that Colours is “without motives to be brought
out”, or thematic development. All the same, the
melodic structure shapes the piece. In the first section,
this reduces to A natural, B flat, and A flat, repeated
several times. In the second section (bars 12–19), the
pitch range, edging upward, is marked by harmonic
relocation and a new application of the changing-
colours principle: a different instrument, or combination
of instruments, plays each different note of a chord,
spreading the chord out, so to speak, and sustaining it.
The third section (bars 20–30) joins more events in
more movement, and at the zenith, with the beat
subdivided into units of three and four, the flux of
overlapping and dovetailing color particles challenges
the analytical powers of even the keenest ear. The
“leaping-fish”2 motive, introduced in the second
section, is heard eight times from there to the end, its six
upward-directed forms at the same pitches, and its two

downward-directed ones at their same pitches, an
indication of Schoenberg’s need at this stage to establish
tonal identities.

Peripeteia is defined by Rudolf Kassner as “a
sudden change of fortune, a sudden change of
direction”. As in Premonitions, the thematic materials
are set forth in the first part of the piece, but their
development here is successive rather than
superimposed. The prominence of the augmented triad
is another link with Premonitions: the trumpet “smear”
that follows the chord in bar 2 and returns at the end of
the piece consists of seven parallel augmented triads.
The ever-changing tempo, as the title allows, and the
rubato character, are in extreme contrast to the quasi-
motionless Colours and the even-keeled, one-tempo
Obbligato Recitative that follows. The highlights of
Peripeteia are the rich thematic intrigue, toward the
middle of the piece, of as many as six voices, and the
ending. The latter begins with three canonic pairs
twirled in motion like a juggling act over three other
polyphonic parts, followed by the swarming of the
whole orchestra to a tremendous crash, which includes a
whistling noise produced by drawing a cello bow along
the rim of a cymbal (following the principle of rubbing
the rim of a drinking glass with a humected finger). The
crash is followed by the coup de grâce gurgle in the
clarinets, and a dust-settling tremolo in the lower
strings. 

Unlike the other pieces, The Obbligato Recitative
makes no use of ostinati, sustained chords, and changes
of tempo and metre. The rhythmic vocabulary,
moreover, all but excludes triplets and is largely
restricted to dotted and even-note figures: one of the
latter, a rest at the beginning of a bar followed by five
even notes, occurs seventeen times. The Obbligato
Recitative can be described as a composition in three- to
six-voice atonal polyphony in which a leading line “H.”
indicated by Schoenberg, moves rapidly high and low
through the orchestra, always speaking in different
voices. The form is dramatic and does not reflect any
classical plan of exposition, development,
recapitulation: two incomplete climaxes are followed by
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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 he 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. 

London Symphony Orchestra

The London Symphony Orchestra is widely considered to be among the top five orchestras in the world, on the
strength of its performances alone, but there is much more to its work than concerts in concert-halls. Its many
activities include an energetic and ground-breaking education and community programme, a record company,
exciting work in the field of information technology, and much more. A hundred years after it was formed the
orchestra still attracts the best players, many of whom have flourishing solo, chamber music or teaching careers
alongside their orchestral work. The roster of soloists and conductors is second to none, starting with current
Principal Conductor Sir Colin Davis, whose long association with the orchestra has reached a pinnacle of
achievement over the last few years, with extraordinary concert performances and multi-award-winning recordings.
Valery Gergiev takes over as Principal Conductor in January 2007, Daniel Harding joins Michael Tilson Thomas as
Principal Guest Conductor in 2006, and Sir Colin Davis stays on as President, only the fifth in the Orchestra’s entire
history. LSO St Luke’s, the UBS and LSO music education centre on Old Street, is expanding its artistic programme
to include more BBC Radio 3 lunchtime chamber concerts, Asian Music Circuit promotions and UBS recitals with
leading artists from diverse musical backgrounds. LSO Discovery is facilitating music education using new
technology and building ever-stronger links with the local community and in Hackney and Islington schools. LSO
Live is now the best-selling orchestral own-label in the world and is regularly No. 1 in the classical download charts
on iTunes.

Philharmonia Orchestra

The Philharmonia Orchestra is one of the world’s great orchestras. Acknowledged as Britain’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 Britain’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
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The Five Orchestral Pieces, Op. 16, and Erwartung,
written immediately after, embody Schoenberg’s artistic
credo:

Art belongs to the unconscious. One must
express oneself directly. Not one’s taste, or
one’s upbringing, or one’s intelligence,
knowledge, or skill. Not all these acquired
characteristics, but that which is inborn,
instinctive. 

Composed in 1909, the Five Orchestral Pieces, untitled
originally, were performed for the first time by Sir
Henry Wood and the Queen’s Hall Orchestra, 3rd
September, 1912, in the Royal Albert Hall, London.
Schoenberg’s diary for 27th January, 1912, tells us that
the publisher:

wants titles for the orchestral pieces, for
publisher’s reasons. Maybe I’ll give in, since
I’ve found titles that are at least possible. On
the whole, unsympathetic to the idea. For the
wonderful thing about music is that one can say
everything in it, so that he who knows
understands everything; and yet one hasn’t
given away one’s secrets, the things one doesn’t
admit even to oneself. But titles give you away.
Besides, whatever has to be said has been said
by the music. Why, then, words as well? If
words were necessary, they would be there in
the first place. But music says more than words.
Now, the titles which I may provide give
nothing away, because some of them are very
obscure and others highly technical. To wit:

Premonitions (everyone has those)
The Past (everyone has that, too)
Chord-Colours (technical)
Peripeteia (general enough, I think)

The Obbligato (perhaps better the “fully-
developed” or the “endless) Recitative.

There should be a note that these titles were added for
technical reasons of publication and not to give a
“poetic” content.

In Premonitions the basic melodic-intervallic,
harmonic, and rhythmic materials are exposed in the
first three bars. The three-note motive of the upper line
(cellos), with its repetition in sequence (cellos and
oboe), describes an augmented triad on the longer,
emphasized notes F, A, C sharp. The “pedal” harmony
that underlies the music from bar 23 to the end. The last
three notes of the piece become a principal motive in the
Obbligato Recitative, and hence help to interconnect the
Five Pieces. Still another motive, in faster note values,
becomes a bridge from the start-and-stop introduction to
the continuous main section of the piece. The three-note
motive returns prominently near the end of
Premonitions. A steady tempo is established in the next
passage, which exposes the principal motive at the
climax of the piece.

The second piece, The Past, in contrasting slow
tempi to the first, exposes the fundamental materials at
the beginning and makes extensive use of ostinati. True
to the title, the first melody is “old-fashioned” in
sentiment, as well as in its surprisingly literal returns.
The transfixingly beautiful final cadence begins with an
upward D minor arpeggio in the celesta that connects
with the piccolo, which then repeats the first melodic
interval of the piece above three final notes in the
clarinets, recognized by every musical ear, consciously
or otherwise—Brentano’s distinction between sensory
and noetic perception—as the first three notes of
Premonitions in reverse order. 

Schoenberg, Harmonielehre. 1911: “I cannot
unreservedly agree with the distinction between
colour and pitch. I find that a note is perceived

Arnold Schoenberg (1874-1951): Five Pieces for Orchestra 

Concerto for Cello and Orchestra (after Monn) • Piano Quartet in G minor ( Brahms/Schoenberg )
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the world. 2005 marked not only the Orchestra’s Sixtieth Anniversary, but also the Tenth Anniversary of its much
admired British 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. Now the Orchestra is celebrating its ninth year as Resident
Orchestra of De Montfort Hall in Leicester, its sixth year as Orchestra in Partnership at the Anvil in Basingstoke and the
third year of its relationship in Bristol with Colston Hall, St George’s Bristol and Watershed. The Orchestra’s extensive
touring schedule also includes appearances at its prestigious European residency venues, the Théâtre du Châtelet in Paris
and 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 now 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 organisation 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
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. 

Robert Craft has conducted and recorded with most of the world’s major orchestras in the United States, Europe,
Russia, Japan, Korea, Mexico, South America, Australia, and New Zealand. He is the first American to have conducted
Berg’s Wozzeck and Lulu, and his original Webern album enabled music lovers to become acquainted with this
composer’s then little-known music. He led the world premières of Stravinsky’s later masterpieces: In Memoriam:
Dylan Thomas, Vom Himmel hoch, Agon, The Flood, Abraham and Isaac, Variations, Introitus, and Requiem
Canticles. Craft’s historic association with Igor Stravinsky, as his constant companion, co-conductor, and musical
confidant, over a period of more than twenty years, contributed to his understanding of the composer’s intentions in the
performance of his music. He remains the primary source for our perspectives on Stravinsky’s life and work.

In addition to his special command of Stravinsky’s and Schoenberg’s music, Robert Craft is well known for his
recordings of works by Monteverdi, Gesualdo, Schütz, Bach, and Mozart. He is also the author of more than two dozen
books on music and the arts, including the highly acclaimed Stravinsky: Chronicle of a Friendship; The Moment of
Existence: Music, Literature and the Arts, 1990–1995; Places: A Travel Companion for Music and Art Lovers; 
An Improbable Life: Memoirs; Memories and Commentaries; and the forthcoming “Down a Path of Wonder”: 
On Schoenberg, Webern, Stravinsky, Eliot, Auden, and Some Others (2005). He lives in Florida and New York.
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In 1933, Schoenberg transcribed for cello a harpsichord concerto by the baroque composer
Matthias Monn (1717-50). He dedicated his arrangement to Pablo Casals, whom he had met in
Vienna, but Casals considered it too demanding. It was later premièred instead by Emmanuel
Feuermann in London. Of the Five Orchestral Pieces, Schoenberg wrote: ‘Art belongs to the
unconscious. One must express oneself directly.’ Brahms’s Piano Quartet in G minor of 1863
attracted Schoenberg, who had played it as violist and cellist, and who felt that the piano
dominated the work at the expense of the strings. His transcription is a feast for orchestra. DDD
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Five Pieces for Orchestra, 
Op. 16 (1909)1 16:50
1 (Premonitions) 2:15
2 (The Past) 5:17
3 (Chord-Colours) 3:11
4 (Peripeteia) 2:10
5 (The Obbligato Recitative) 3:57

Cello Concerto 
(After G.M. Monn) (1932)2 17:11
6 Allegro moderato 7:04

7 Andante, alla Marcia 4:53
8 Tempo di Minuetto 5:14

Brahms, orch. Schoenberg:
Piano Quartet in G minor, 
Op. 25 (1937)3 42:55
9 Allegro 13:55
0 Intermezzo: Allegro 

ma non troppo 9:09
! Andante con moto 11:00
@ Rondo alla zingarese: Presto 8:51


