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karlheinz StockhauSen     zeitmaSze 

arnold Schoenberg     Wind Quintet, op. 26



Robin Maconie, in his book, Other Planets, the Music of Karlheinz Stockhausen, writes about the piece: “ John Cage tells 
an amusing story of passing by a mechanized shop window display set up to demonstrate the smooth writing and con-
tinuous flow of a fountain pen. The demonstration had gone horribly wrong, bending the nib and scattering ink in every 
direction. Like everybody else who has worked with German-style open reel tape Stockhausen had known the disastrous 
consequences of a tape spontaneously de-spooling all over the floor. Part of me thinks of the cadenzas in Zeitmasze 
as little disasters inserted into the structural tightness of the work, where the music springs apart and has to be reas-
sembled in order to continue.”

Several recurring motives appear and disappear to hold the piece together. The very first bassoon entrance  
(a “doorbell” or “cuckoo” motive) is stated often throughout the piece, and the first flute entrance (an almost questioning 
three-note motive) states another recurring theme that comes back in many forms, including a more tender moment in  
the middle of the piece played by the flute and oboe. The middle of the work, five minutes in, is where the majority of  
the improvisatory and aleatoric writing occurs, creating some truly innovative and exciting moments. While the last five  
minutes is written in traditional notation, the work continues to produce challenges. Three pages of the score are precisely 
notated to be played in multiple tempos. On page 52 the oboe and flute are directed to play the metronome marking  
eighth note = 64. At the same time, the English horn is to play eighth note = 80, and the clarinet and bassoon eighth 
note = 112. A fairly elaborate sense of group pulse and cueing hold this section together. Ideally Zeitmasze should be  
performed without conductor (as is the case in this recording) to foster a sense of spontaneity and independence. 

Arnold Schoenberg: Wind Quintet Op 26 (1924)
Arnold Schoenberg (1874-1951) will always be known as the composer who crossed the line first, leaving the comfort 
of traditional tonality to write in the strict 12-tone method. This move was made after a long process, years of working 
through issues relating to the limits of tonality, and the personal and cultural need to express something new and more 
appropriate for his time. The historic importance of this jump away from tonality cannot be overstated, defining and 
inspiring much if not all of art music for the rest of the 20th century and into the 21st. Those who dislike Schoenberg’s 
decision to break with this long tradition seem to persecute him for being responsible for ruining the “beauty” of music. It 
has though been close to one hundred years since Schoenberg’s first 12-tone works, and we can now hear his music with 
much more clarity, and see its very traditional romantic nature and beauty. We can also see that Schoenberg’s brave move 
out of tonality was really an inevitable one, one he is historically responsible for, but that he and many others saw as a 
natural progression and in many ways necessary to truly express in music the realities of the 20th century.  

In 1923 and 1924 Schoenberg was working through two life-changing events, one very personal and one 
professional. It was 1923 that his first wife, Mathilde, died. By all accounts this was a very difficult period for him. He is 
described as smoking and drinking heavily, and his family, who spent much time with him during this period, found him 

T h e  M u s i c
Karlheinz Stockhausen: Zeitmasze  (1957)
Karlheinz Stockhausen (1928 – 2007) was born in Mödrath, Germany, near Cologne. At the age of seven he received his 
first music lessons studying piano, and as music piqued his interest, by 1947 was studying piano and music pedagogy 
at the Cologne Conservatory of Music. It was here at the Conservatory, in 1950, where his interest in composition really 
began, when he was admitted into the class of Swiss composer Frank Martin. By 1952 he was living in Paris where he 
studied briefly with Darius Milhaud and more intensely with Olivier Messiaen. Stockhausen’s compositional interest drew 
from a patchwork of influences including Schoenberg’s serial techniques, John Cage’s work with indeterminacy, and a 
strong interest in the new field of electronic music. In 1953, he moved back to Cologne where he became involved with the 
Electronic Music Studio of Nordwestdeutscher Rundfunk, becoming its director in 1962.

Zeitmasze, for five winds (flute, oboe, English horn, clarinet & bassoon) is an early work, heavily influenced by  
several aspects of his life at the time: his work with electronic music and the music of Herbert Eimert, Paul Gredinger, 
Karel Goeyvaerts, and Henri Pousseur; his interest at the time in jazz; his introduction to John Cage; and his exploration  
of new ideas of tempo and time relationships and their notation, which explains the title, Zeitmasze, meaning “tempi” or 
“measures of time”. Stockhausen, while working on a large orchestral work, Gruppen, was asked to compose something 
for a tribute to Heinrich Strobel in honor of the 10th anniversary of the Donaueschingen Festival. His idea was to set to 
music an epigrammatic poem written by Strobel. Originally scored for alto voice, accompanied by flute, clarinet, and  
bassoon, he later transposed the original compositional idea into Zeitmasze, where the english horn replaced the voice  
and an oboe was added.

In 1954 Stockhausen met John Cage and David Tudor, who were visiting Cologne as a part of a tour of Germany. 
He took an instant liking to both of them and their ideas. Stockhausen writes: “Cage is the craziest spirit of combination 
I have ever come across. He has that indifference towards everything known and experienced that is necessary for an 
explorer.” Cage’s experiments in indeterminacy, where randomization, chance, and performer spontaneity are built into 
a score, had a strong impression on Stockhausen and these influences can be seen in Zeitmasze. About one third of his 
score consists of aleatoric notation, where pitches and rhythms are written out but are to be played “loosely”, not together 
with a strict ensemble pulse, but spatially notated in the score to be improvised at the performers discretion. In many 
instances, the effect is a jazz-like “jam session” of all five voices independently playing their passages with no real align-
ment with the other musicians, only held together with landmark cueing by members of the group. This controlled chaos, 
alongside the majority of the work that is in a more traditional strict tempo and ensemble, creates a unique sound world. 
Igor Stravinsky commented on Zeitmasze and its improvisatory nature saying that “the free but coordinated cadenzas are 
an innovation of great value.”



really lonely. This happened in 1924. I had just started to lend my new works an improved kind of structural continuity in 
introducing what I called the ‘method of composing with twelve tones’, when suddenly public opinion began to forget the 
emotional power of everything I had written before. Pierrot Lunaire, the First and Second String Quartets, Gurrelieder, 
and even Verklarte Nacht were forgotten, and I was called by some critics a mere constructor…

“One of the accusations directed at me maintained that I composed only for my private satisfaction. And this was 
to become true, but in a different manner from that which was meant. While composing for me had been a pleasure, 
now it became a duty. I knew I had to fulfill a task: I had to express what was necessary to be expressed and I knew I 
had the duty of developing my ideas for the sake of progress in music, whether I liked it or not; but I also had to realize 
that the great majority of the public did not like it. However I remembered that all my music had been found to be ugly 
at first; and yet… there might be a sunrise such as is depicted in the final chorus of my Gurrelieder. There might come 
the promise of a new day of sunlight in music as I would like to offer to the world.”

—Mark Lieb

T h e  P e r f o r M e r s
The Phoenix Ensemble is a New York City based, mixed-instrument chamber music group, consisting of a full complement 
of winds, brass, strings, and percussion. The ensemble is dedicated to the performance and recording of classical music, 
and to the mission of making the musical arts a more essential and valuable experience in the lives of the general public. 
Since 1992, through performances, recordings, and residencies in schools and communities, the Phoenix Ensemble has 
presented hundreds of events designed to inspire a new and diverse audience for classical music. The group has a special 
interest in encouraging and giving a voice to composers of contemporary music, and creating events where these compos-
ers can present their music to a new audience. The group’s 2009 recording of the clarinet quintets of Morton Feldman and 
Milton Babbitt has won wide praise.

Mark Lieb (clarinet) is the Founder and Artistic Director of the Phoenix Ensemble. He received degrees in clarinet 
performance from Northwestern University and The Juilliard School, studying with Robert Marcellus and David Schifrin.  
He has enjoyed an active career as both an orchestral and chamber musician, performing with groups such as the 
Columbus Symphony Orchestra, New World Symphony, Bronx Arts Ensemble, Essential Music, Vanguard Chamber Players, 
and Speculum Musicae. With various ensembles he has toured throughout the United States, Europe, and Asia, and has 
recorded with New World Records, Mode Records, Newport Classics, Dorian, Furious Artisans, Innova, and BMI Classics labels.

very difficult to live with. Also at this time he was composing his first strictly 12-tone works. His first true 12-tone piece, 
the Suite for Piano, Op. 25 was composed in February and March of 1923, and his first ensemble work in strict 12-tone, 
the Wind Quintet, Op. 26 was begun in April of 1923, then put aside for a period of time due to the emotional stress 
caused by his wife’s death. Schoenberg married his second wife, Gertrude Kolisch on August 18, 1924, and finished his 
Wind Quintet on August 26, 1924. The Wind Quintet, Op. 26, while pushing forward with its new sound and compositional 
method, at the same time looks back, in that it is written in a very classically traditional form. The four movements are 
written in a familiar symphonic style: the first movement in classical sonata form, the second movement a Scherzo, the 
third a beautiful ABA song form, and the fourth movement a traditional Rondo. His Wind Quintet was his only work written 
solely for winds, and while this particular instrumentation is troublesome to many composers, Schoenberg manages to 
write a work of great substance. The lovely lyrical third movement seems to have been almost a test for him, to write 
something in 12-tone that in fact has the warmth and beauty of any tonal music. There are moments in this movement 
where you almost forget that you are hearing such a controversial new work, and are compelled to focus on its truly 
moving and poignant qualities. The path that Schoenberg chose away from tradition was a difficult one, causing him a lot 
of personal suffering. In reading his own passionately felt words from his essay “How One Becomes Lonely”, you get a real 
sense of his struggle:

“…I had, during these thirteen years (1900 – 1913), developed my style in such a manner that, to the ordinary 
concert-goer, it seemed to bear no relation to all preceding music. I had been offended in the most outrageous manner 
by criticism; I had lost friends and I had completely lost any belief in the judgement of friends. And I stood alone against 
a world of enemies. Alone, with one exception: that small group of faithful friends, my pupils, among them my dear 
friend Anton von Webern, the spiritual leader of the group, … a real fighter, a friend whose faithfulness can never be 
surpassed, a real genius as a composer. Among them also was Alban Berg, one of the dearest to me, whose death we 
deplored in 1935.  

“After having finished the composition of the Kammersymphonie (1906) it was not only the expectation of success 
which filled me with joy. It was another and a more important matter. I believed I had now found my own personal 
style of composing and that all problems which had previously troubled a young composer had been solved and that a 
way had been shown out of the perplexities in which we young composers had been inovolved through the harmonic, 
formal, orchestral and emotional innovations of Richard Wagner. I believed I had found ways of building and carrying out 
understandable, characteristic, original and expressive themes and melodies, in spite of the enriched harmony which 
we had inherited from Wagner.

“As suddenly as my audience turned their favour to me and had procured me a popularity which was not 
consistent with my style, and which always seemed to me unsound, the same audiences made another turn and 
became hostile towards my music. Through this turn in the mind of the public, I became for the first time in my life 



she has performed all over the world, and appears on the group’s multiple CDs, including the Grammy nominated album 
Absolute Mix. Ms. Wilson has performed on tour with Alarm Will Sound and the New York Wind Soloists. A former dancer, 
she toured Germany in Bernstein’s On the Town.
  
Alana Vegter (horn) is a graduate of The Juilliard School and DePaul University, where she studied with Julie Landsman 
and Jon Boen. She is a member of the Sospiro Winds and performs with groups including Orchestra of St. Luke’s, Axiom 
Ensemble, Jupiter Chamber Players, Metropolis Ensemble, Harrisburg Symphony, Syracuse Symphony, Sinfonietta of 
Riverdale, The Knights Chamber Orchestra, and CityMusic Cleveland. Ms. Vegter was most recently a member of The 
Carnegie Hall Academy, a collaboration of The Juilliard School, Carnegie Hall, and the Weill Music Institute. She has per-
formed under the baton of conductors including Daniel Barenboim, James Conlon, Pierre Boulez, and Herbert Blomstedt.

Gina Cuffari (bassoon) is a graduate of the Manhattan School of Music where she studied with Frank Morelli. She 
maintains an active freelance career in New York, performing with the Jupiter Symphony Chamber Players, Orpheus 
Chamber Orchestra, Riverside Symphony, Brooklyn Philharmonic, Alarm will Sound, and Westchester Philharmonic. 
Ms Cuffari has been a featured soloist with the Rochester Philharmonic Orchestra and the Astoria Symphony. She is a 
founding member of the Scarborough Trio, which has toured throughout the United States and has garnered top prizes at 
the Fischoff National Chamber Music Competition and the Yellow Springs National Chamber Music Competition. 

Kelli Kathman (flute) received a Bachelor’s Degree from the Eastman School of Music and a Master’s Degree from Yale 
University. She regularly performs with new-music ensembles Signal and Alarm Will Sound and has collaborated with the 
Reich Ensemble, the Martha Graham Dance Company, and the Zankel Band. Ms. Kathman had her solo debut at the age 
of sixteen with the Jacksonville Symphony Orchestra. Since then, she has performed as a soloist and chamber musician 
in concert halls both here and abroad, most recently the Hermitage Theater, Carnegie Hall’s Isaac Stern Auditorium and 
Zankel Hall, Miller Theater, and the Library of Congress. Ms. Kathman has recorded on such labels as Naxos, Nonesuch, 
Warp Records, and New Amsterdam Records. 

Erin Lesser (flute) received degrees from the University of Ottawa and the Manhattan School of Music, where she studied 
with Robert Cram and Linda Chesis. She has performed as soloist and chamber musician throughout Canada, the USA, 
Europe, Asia and South America. She is a member of the Argento Chamber Ensemble, Due East, Scarborough Trio, the Wet 
Ink Ensemble and Alarm Will Sound. Ms Lesser spent two years in a fellowship with The Academy—A Program of Carnegie 
Hall, The Juilliard School, and The Weill Music Institute, and continues to perform with Ensemble ACJW as an alumni mem-
ber. She is currently Assistant Professor of Flute at Lawrence University in Wisconsin.

Carl Oswald (oboe) received music degrees from the University of Maryland and the Yale School of Music, studying with 
Stephen Taylor, Mark Hill, and Ray Still. He has appeared as a soloist with the Baltimore Symphony Orchestra, the Yale 
Philharmonia, and the University of Maryland Symphony Orchestra, and performs regularly in the New York City area with 
Ensemble ACJW, Sospiro Winds, the New Jersey Symphony, The Metropolis Ensemble, and the American Ballet Orchestra. 
Mr. Oswald is a graduate of The Academy, a performing and teaching program of Carnegie Hall, The Juilliard School, and 
The Weill Institute of Music.  

Erin Gustafson (oboe) is a graduate of Boston University and the Mannes College of Music where she studied with Ralph 
Gomberg, John Ferrillo, Elaine Douvas, and Linda Strommen. She enjoys an active freelance career in New York City, 
appearing regularly with the American Symphony Orchestra, New York City Ballet, and New York City Opera, among others, 
and has formerly held positions with the symphony orchestras of St. Louis, Oregon, and Grand Rapids. Ms. Gustafson is a 
former member of the award-winning Ariel Winds, who toured extensively throughout the United States, performing in such 
venues as Carnegie Hall’s Weill Recital Hall, Lincoln Center, Bargemusic, and Merkin Hall. 

Keve Wilson (English horn) is a graduate of the Eastman School of Music where she studied with Richard Killmer. A past 
winner of Concert Artists Guild, Keve performed with Jazz at Lincoln Center as solo oboist of the re-creation of Bird with 
Strings as well as at the Newport Jazz Festival with Miguel Zenon in 2011. As solo oboist with the Absolute Ensemble, 
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	 	 Karlheinz stockhausen
 1 Zeitmasze (1957) [14:12]
  kelli kathman,flute  
  carl oswald, oboe  
  keve wilson, english horn  
  mark lieb, clarinet 
  Gina cuffari, bassoon

p h o e n i x  e n s e m b l e

  arnold schoenberg
  wind Quintet, op. 26 (1924) [35:45]
 2 schwungvoll [10:38]
 3 anmutig und heiter; scherzando [7:56]
 4 etwas langsam [9:32]
 5 rondo [7:39]
  erin lesser, flute 
  erin Gustafson, oboe  
  mark lieb, clarinet 
  alana Vegter, french horn   
  Gina cuffari, bassoon

  total time = 49:59
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