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study is an of th0:: q:>,0::ra, Lulu, 

on pitch orga tion 1n to its dra.rra context. 

P.J1 intrc<luction cu tlines Iulu I s conception, 

history, libretto ar!d Drarratis Persona,::;. 

The first chapter represents ar1 exposition of Llie 

oomposition, 

IS ffiSiC 

It includes a description of Berg's early a'1d later row-derivations, and 

analysis of the Prologue, Schon's Sonata, Alwa's Recitative-review and the 

Chorale, from Act I. 

The second chapter consists of a selection of numbers, derronstrating 

developrent towards the musical and dramatic climax of the work. This 

exerrplified by Geschwi tz 's Recitative, Schon' s Arietta, 'Tumlltuoso, the 

exp::isition Alwa's Rondo, Schon's Aria, Lulu's Lied, Schon's deaL11 and 

the Film Music, from Act II/1. 

The third chapter illustrates recapitulation of the opera's first half, by 

means of the Rondo's completion and Alwa's Hymn, Leitsektionen and role 

doubling, and Variations on Wedekind's lute melc<ly, from Acts II/2 and III. 

E.:ach chapter contains synopses of dramatic events in relation to the 

opera's formal design, to describe the context in which the analysed 

excerpts appear. 
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(iii) 

&sax alto saxophone; pf piano 

bcl ba.ss clarir:et pie piccolo 

bn l:xlsscxx1 str string(s) 

eel celesta >-' c_lffip timpani 

cl clarinet tpt truitpet 

db double bass trbn trombone 

dbn double bassoon va viola 

enghn english horn vc cello 

fl flute vib vibraphone 

hn horn vn violin 

ob cboe tf/W 'ADOOWind 

perc percussion 

These have teen adopted frcm The New Grove's Dictionary of Music and 

Musicians, except for th2 treatrrent as one unit for pbbreviations, asax, 

bcl and enghn, similar to db and dbn, and the additional abbreviations: 

large bass drwn 
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sd side drum 
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{iv) 

PF FF t-.C'E 

This analysis of e.xeerpts from Lulu, in terms of pitch organisation and its 

drarratic context, is c1n assirrJ.lation and application of basic 1mterial in 

a~alyses by R~1lich, Reich, Reit~r, Carner, Jarman and P~rle. 

Tre excerpts' order of app-2arance in the op::>ra has bea1 retained. Division 

into chapters, entitled Exposition, Dev-2lopnent and Recapitulation, does 

not exclude overlapping. Extra detail has been relegated to tabular form 

in Appendix A. 

Regarding interval notation, no distinction is irade between enharmonic 

equivalents, e.g. G--C\;i is regarded as a major third (M3) and not a 

diminished fourth. In Appendix A, the following abbreviations are 

occasionally used: m3 {minor third), st (semitone), t (tone), and the above­

rrentioned M3. 

In general, the combination of perfect fourths or fifths and tritones, is 

called. a Viennese fourth chord, major and minor triads are distinguished by 

upper and lower cases, resf)E:ctively, and optional doublings in the score 

(ev. mit Ges. and small notes within parentheses) are disregarded. 

Reference to Act III pertains to the vocal score, owing to the unavailabi­

lity of the orchestral score; unfortunately, Cerha' s orchestrated. version 
' 

of Act III was µiblished after the canpletion of this dissertation. 

Ra... tables are enclosErl in a pocket on the back cover (Apf?E:ndix Bl. For 

the sake of convenience, all start on pitch C, as in George Perle, 'Ihe 

Operas of Alban Berg Volurre 'I\...Q/WIJJ; I have also adopted his set-form 

designations for the dyadic and chordal Basic Series-permutations, and 

Geschwitz's Trope. 
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I N'l'.R.ODUCTION 

The best in trcduction to Lulu is an auditory one. Berg ' s camen t about 

V\bzzeck is applicable to Lulu as ""'211: 

HOvP-ver much one rray know about the musical forms to be found 
in this opera - how strictly and logically it is all 'i,..urked 
out', how ingeniously planned in all its details ... frcm the 
rrorrent when the curtain rises w1til it descends for the last 
tirre, there ITTJst not be anyone in the audience vmo notices 
anything of these various fugues anc'l inventions, suite 
rrovemen ts and sonata rrovemen ts, variations and passacaglias. 
Nobcx:ly must be filled with anything else except th~ idea of 
the opera - which goes far beyond the individual iate of 
Wozzeck. 1 

Lulu I s conception, ccmposi tion and I_X)sthwrous history can be outlined as 

follows: 

DATE 

9 February 1885 

1892-1894 

1895 and 1904, 
respectively 

Sumrer 1904 

TABLE 12 

EVENT 

Alban Berg born in Vienna. 

Frank Wedekind writes the original, undivided 
Lulu traqedy, Die Buchse der Pandora 
(= Versi;n I). 

Erdgeist and Die Biichse der Pandora appear as 
revised and expanded half-sections of Version I 
(= Version Ill. Berg's libretto was based on 
Version II. 

Berg ~ead Erdgeist 
cont. . ... 

lAlba.n Berg, "Das 'Opernproblem' " , as quoted in Willi Reich, 'Ihe Life and 
1-'brk of Alban Berg, trans. Cameli us Cardew (London: Tha.rres & Hudson, 
1965), p. 66, endJ)ote in italics. 

2Based on 'rhe New Grove 1 s Dictiona of Music and Musicians, 1980 ed., s.v. 
"Berg, Alban, 5: 1 Lulu' ", by George Perle; Hans F. Redlich, .Alban Berg. 
The Man and his Music (.lDndon: John Calder, 1957), pp. 168-170; Alban Berg, 
Letters to his Wife, e:L, trans., and annotated by Bernard Grun (London: 
Faber & Faber, 1971), pp. 272-273; and Klaus Schweizer, Die Sonatensatzform 
im Schaff en Alban Bergs (Stuttgart: Musikwissenschaftliche Verlag, 1970), 
pp. 162-164. 



DA'I'E 

29 May 1905 

March 1926 

Spring 1928 

Spring 1929 

August 1929 

23 August 1929 

4 June 1930 

23 July 1931 

Mid-September 1933 

December 1933 

February 1934 

April 1934 

I.ate April 1934 

June 1934 

Surmer 1934 

28 August 1934 

1~VENT 

First perfonrance of Die Bi.ichse der Pandora in 
Vienna, prcduced and intrcxlucei by Karl Kraus. 

Unsuccessful negotiations with Gerhart 
Hauptma~~'s i:;ublishers - Berg had considered 
Und Pippa tanzt for the libretto of his next 
opera. 

Berg decides to set Wedek.ind's Lulu plays to 
music. 

Ccntpl1:?tion of the libretto. Canposi tion begun, 
but temporarily interruptro by work on Der Wein 
{canmissioned by Ruzena Herlinger). 

Agree.rtent with Wedek:ind's heirs signed. 

Der Wein canpleted. 

First perfornance of Der i;.;rein. 

W:>rk on the Finale of Act I (Lulu). 

Act II completed. 

Lied der Lulu (II/1} dedicated to Webern on his 
fiftieth birthday 

Berg occupied with the final scene of Act III. 

wlu completed in short score. 

Dedicatory letter and passage in the vocal 
score: "Eine Seele, die sich im Jenseits den 
Schlaf aus den Augen reibt ... " (lulu II/1, 
b.317 ff) sent to Karl Kraus on his sixtieth 
birthday. 

' 
overhaul of Lulu completed. Berg started 
orchestrating those sections to be included 1n 

the Lulu Suite. 

Carpilation of the Lulu Suite/Symphony. 

Autograph of Lulu's Prologue sent to Schoenberg 
and the opera 9edicated to him for his sixtieth 
birthday on 13 September. 

cont. 
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DATE 

30 November 1934 

Winter 1934-1935 

January 1935 

Farly 1935 

Spring 1935 

11 August 1935 

Mid-OCtober 1935 

11 December 1935 

24 December 1935 

1936 

11 March 1936 

19 April 1936 

1937 

2 June 1937 

.J. 

EVE~T 

First perfo:nmnce of the I.ulu Suite (Erich 
KleiJ::>.2r, Berlin). 

W:Jrk continued on the orchestration of Lulu. 

Berg received ccxrmission for a concerto, fran 
lDuis Krasner. 

Lulu suite p.iblished in full score by Universal 
Edition (UE). 

Orchestration of Lulu interrupted by the compo­
sition of the Violin Concerto, a memorial for 
Alrre. Mahler's 18-year-old daughter, Manon 
Gropius. 

Violin Concerto completed.. 

Orchestration of Act II completed. 

First performmce of the Lulu Suite in Vienna, 
in the presence of Berg. Mortally ill, he hears 
fragrrents from his opera for the first and last 
tirre. 

3 

Berg dies in Vienna. Orchestration canplete for 
Acts I and II, the first 268 bars of Act III/1, 
and the sections of Act III included in the 
Lulu suite. 

Vocal score of the first t¼O acts of DJ.lu (piano­
reduction by Erwin Stein), published by OE. 
Nazi take-over halted the engraving of Act III's 
vocal score after 70 pages. 

Schoenberg received copy of Berg's sketches and 
libretto, in view of Act III's completion. 
Webern and Zemlinsky ~re also approached after­
wards . A.11 three declined . 

First performance of the Violin Concerto in 
Barcelona. 

Publication of libretto for first t¼O acts. 

Premiere of Lulu with makeshift-finale {Lulu 
suite sections for Act III), at the Stadttheater, 
Zurich. 

cont. 



DATE 

After 1960 

1963 

30 August 1976 

1979 

24 February 1979 

Early 1986 

£VENT 

Helene Berg refused to release the unPJ,blished 
waterial of Act III. 

Orchestral score of Acts I and II pJblished 
by UE. 

Helene Berg dies. 

Stein's piano-reduction of Act III p.iblished in 
a revise::1 edition by Friedrich Cerha. 

First performance of wlu (canpleted by Cerha), 
in Paris. 

Cerha's orchestrated version of Act III 
p..Iblished (UE 13640b). 

4 

In a letter to Schoenberg (7 August 1930), Berg describes his conversion of 

Wedekind' s two semi-independent plays ( 7 acts, 2 prologues) into the 

opera's libretto (3 acts, l prologue): 

... Of my new opera I can only rep:::,rt that I am still in the 
first Act. Apart from the corrposition, the t~lve-tone style 
of which does not yet permit rre to 1,,Drk quickly, it is the 
libretto that holds rre up so much. Its formation progresses 
alongside the ccmposition. As I have to cut out four-fifths 
of Wedekind' s original, the selection of the rerraining one­
fifth is enough of a torture. And what further torture when 
I try to adapt that selection to the larger and smaller 
musical structures and to avoid destroying Wedekind' s 
idiomatic characteristics in the process! ... 

Despite this clinging to detail, the libretto as a whole has, 
of course, been quite clear to rre for a long while. That 
applies to the musical prop:::,rtions as well as to the drarra.tic 
structure. The scenario can be briefly presented thus: 



X 
0 

cO 

The tv.0 plays 

Act I: Studio of the r;:e.inte~ in which Dr Goll, 
Lulu's husband, dies of an ai=oplectic stroke. 

Act II: The flat of Lulu and her second husband, 
the painter, who canmi. ts suicide. 

Act III: the dressing roan in a theatre, of 
Lulu, the dancer, to whan Dr Schon proposes 
rrarriage. 

Act IV: Schon's flat, where he is killed by 
Lulu. She is arrested by the i=olice. 

After 10 years in prison Lulu is released by 
Ab.va. (Schon's son) and Geschwitz. She returns 

in Act I to Schon's flat (scene as before). 
She becanes Alwa's mistress. 

Act II: Garrbling-den in Paris. Lulu has to 
flee. 

Act III: In an attic in London. 

\- 5 

The opera 

Act I 3 scenes 

Act I I Scene 1 
separated £ran 
scene 2 by a long 
interlude. 

] Act III. 2 scenes. 

The brackets C right and left} indicate how scenes are 
deliberately canbined in my te.xt which were separated in 
Wedekind's plays, which, after all, are t'WO plays. The 
interlude which bridges the gap between the last act of 
1 Earth Spirit I and the first act of 'Pandora' is also the 
focal p:::,int of the whole tragedy. In it begins, after the 
ascent of the preceding acts or scenes, the descent of the 
following scenes, the inversion. CBy the way: the four rren 
who visit Lulu in her attic have to be represented in the 
opera by those singers who have represented the m~n who 
becorre Lulu's victirrs in the first half of the opera - in 
inverted order of appearance, to be sure ... } 3 

Perle has drawn up a list of DrallB.tis Personae, 4 which he believes would 

3Redlich, Alban Berg, pp. 175-176. In the final fonn of the libretto, "10 
years in prison" is changed to one year's irrprisorutEnt, "the four rren" are 
reduce:1 to three, and the order of their appearances is not inverted. 

4<:;eorge Perle, The Operas of Alban Berg Volwre ~/WW (Berkeley, 
California: University of California Press, 1985) , pp. 64-65. I have 
substituted "The Medical Officer" for Perle I s translation of "Der 
Me:lizinalratn, "The Medical Specialist". 
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have correspondoo to that of Berg's had he lived to su_pervise µ.ililication: 

Drarratis Personae 

wlu 

Countess Geschwitz 

Wardrobe Mistress (Act I, Sc. 3) 

The Schoolboy (Act II) 

The Groom (Act III, Sc. 1) 

The Meclical Officer (Act 1, Sc. 1) 

The Banker (Act III, Sc. 1) 

The Professor (Act III, Sc. 2) 

The Painter (Act I, Sc. 1/2) 

The Negro (Act III, Sc. 2) 

Dr. Schon (Act I; Act II, Sc. 1) 

Jack the Ripper (Act III, Sc. 2) 

Alva, Dr Schon's son, a composer 

Schigolch 

The Anirral TanBr (Prologue) 

The Acrcbat (Act II; Act III, 

The Prince (Act I, Sc. 3) 

The Manservant (Act II, Sc. 1) 
' 

The .M.:3.rquis (Act III, Sc. 1) 

The Stage Manager (Act I, Sc. 3) 

Clown (silent role, Prologue) 

Stagehand (silent role, Prologue) 

l 

] 
] 

High Soprano 

Drarratic Mezzosoprano 

Contralto 

High Bass 

Lyric Tenor 

Heroic Baritone 

Youthful Heroic Tenor 

High Character Bass 

Heroic Bass with touch of 
Buffo 

Buffo Tenor 

Buffo Bass (l/;M) 

The Police Ccrnmi.ssioner (speaking role, Act III, Sc. 1) 

ADDITIONAL/ . .. 

6 



ADDITIONAL ROLES IN THE ENSEMBLES OF ACr III, SC. l 

Fifteen-year-old Girl 

Her Mother 

Designer 

Journalist 

Servant 

Opera Soobrette 

Contralto 

Mezzosoprano 

High Baritone 

Low Baritone 

7 

A list of Dranatis Personae appears a.Irongst Berg's Lulu sketches, showing 

his later but not final ideas on the realisation of dual and triple roles; 

Weclekind I s omi. t ted proper nam2s are in brackets. He describes Lulu's High 

Soprano as "Able to reach two or three ledger lines, sanewhat coloratura 

arrl not without [illegible]", and adds the note: "Three Acts : Act I, 

3 scenes; Act II, 2 scenes ( sane set) ; Act III, 2 scenes. Together: 

7 scenes (6 sets). The director of this opera must be a drana director . .,5 

50ouglas Jarman, The Music of Alban Berg (London: Faber & Faber, 1983), 
p. 199. 
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CI-mPTER. 1 

EXPOSITION 

Early row-derivations 

In a letter to Schoenberg, dated 9 July 1928, Berg wrote about his w::,rk on 

Lulu: 

But it progresses very slowly and with difficulty. The 
break fran composition for nearly t•..,io years could ~11 be to 
blarre; then again the considerable difficulty to supply the 
music of an entire op2ra with 'one row'. 6 

Scherliess7 gives details of Berg's wlu ro'wS, now in the c5sterreichische 

Nationalbibliothek Musiksamnlung (Vienna). 8 The two 48-stave.-1 raw charts, 

each rreasuring 35 x 58,5 an, consist of separate, smaller sheets of music, 

stuck tcgether. Each page, representing the prirre and inverted f orns of 

the Basic Series (BS), resp.2ctively, is divided into t~lve four-staved 

blocks. A block represents one transpositional level and fourteen 

permutations of the BS; these descend Sffili-t.onally. The first blocks 

(prototypes) of each leaf are transcribed as follows: see Tables 2 and 3.9 

The following carurent about Table 2 is an extension of Scherliess' descrip-

6Author' s translation of Volker Scherliess, "Alban Bergs analytische Tafeln 
zur Lulu-Reihe", Die Musikforschung, 30/ 4 (1977): 452. 

7rbid., pp. 452-464. 

Bet,1B MUsiksarrmlung F21 Berg 28/XLIX. 
Methcrl : Berg 1 s Tone-Rows for Lulu" 
Conference on Music 'Iheory at the 
1985) , Fig. 5. This paper wi 11 be 
Quarterly. 

See Patricia Hall, "'Ihe Progress of a 
(Paper read at the Fourth Michigan 

University of Michigan, 29-31 M3.rch 
p,..1blished in the forthcoming .Musical 

9Based on Scherliess' facsimile in "Alban Bergs Tafeln", pp. 453-454, and 
Hall's transcription in "Progress of a Methcd", Ex. 5. 
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TABLE 2: TRA.NSCRIP'I'ION OF ALBAN BERG'S RO/\1 CHART FOR WW 
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TABLE 3: .AJ..J3AN BERG'S R()l;v"S .FOR IlWERSia.J 
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tion of the BS-pennutations in Berg's n:M chart: 

1. The subdivision of the BS into first (1-6) and second hexachords 

(7-12), derronstrates "white-note" and predominantly "blad<-note" 

dichotcmy. "'fhe Basic Series pervades the opera as a whole 

and ITBY be said to represent Lulu's uni verse in a general sense, as 

opposed to the special sets identified with her role as 

temptress " • • I with her portrait .... , and with the 

qualities of enchantment and fatality emi:x:died in her person 

abstract 

1110 

I.ul u ' s BS is related to the rCM us Erl in the Lyric SU i te ' s first 

rrovernent and the song "Schliesse mir die Augen ceide" (second 

setting, 1925), as follows: 

EXAMPLE 111 

' 
/I - . -

'-11.\ 
,._ ,- ,=, 

- .=- ' -w ~ 

I 1 r •~~,-,d;~ 1-,e,..,_d-,o,....bl 

_fl_ 
.:c Jr tr"luo.✓-cr..~ 

' uQ 

(4) ,... '0----Y-~- ·t>O - --
~ 
e,s ,.; ..... 

R..ll:. 

2. 'I'v.D chains of six different dyads are obtained by pairing the first 

and second hexachords: 1-7, 2-8, 3-9, 4-10, 5-11, 6-12, and 

inverted: 7-1, 8-2, etc. 

Dyads. 

lOPerle, The Operas Vol. 2, p. 93. 

In the opera, these are the Painter's 

ll0a1glas Jarman, "Dr. Schon' s Five-Strophe Aria : Sane Notes on Tonality 
arrl Pitch Associatioo in Berg's llllu", Perspectives of New Music (Pl'l-1) 8/2 
(Spring-SUnTcer 1970): 32. 
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3. The su[)erimposition of notes 1-2-7-8, 3-4-9-10, and 5-6-11-12, form 

• Painter Chords (D,@, and@, associated with the Painter. 

4. Verticalisation of notes 2-1-3, 6-4-5, 9-7-8, and 12-11-10, produce 

Chords G) , Q) , (I) , @ of the Picture Trope (P. T.), ·which depicts 

wlu's portrait as Pierrot. 

5. These chords are unravelled linearly to form an eight-note scale 

form ·and four-note cadential elerrent, which form wlu's Series: 

(11), 3,5,8,10,1,4,7,11 + 2,6,9,12 (A major). This derivational 

unfolding takes place in Act I, b.116-118: tv.0 staterrents of P.T. 

T-0 occur bet¼'een clsl2 and vib (frcm end 1st beat b.116, doubled in 

part by hns, vn 2 and va), with Chord (D of the first staterrent 

between hns, vib and va (2nd P b.116); one statement follows instr 

(b.117-beg. b.119, els are doubled by vns). Lulu sings her P-5, 

which is derived fran P.T. T-0: 

EXAMPLE 2 

Its rhythm and twisted prefix (usually notes 2,1,213 but here, GP is 

related to vocal line of b.115) is associated with Lulu, the 

temptress. 

6. 'TuD chains of thirds and fourths are derived by pairing adjacent 

notes and extracting a major third trerrolo: upper 1-2, 3-4, (5), 

12<;J in cl 1, mid. b.116, shoold be Git. See George Perle, "The Score of 
Lulu", PNM 3/2 (Spring-SUrrmer 1965): 132. 

l3As in Berg's sketch for his p.1pil and official biographer, Willi Reich. 
See Reich's article, "An der Seite van Alban Berg", Melos 27 (1960): 37, 
"Skizze I zu Lulu 11

• 
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7-6, 8-9, (11), 10-12, (1-2) + 5-11 trerrolo; lower 1-2, (3), 4-5, 

7-6, 8-9, 10-11, (12), (1-2) + 3-12 trerrolo. In the opera, this 

rrotive is associated with the Medical Officer, Banker and Professor. 

7. The triads C rrajor, d rm.nor, Fi rrajor and g:if minor (1,2,5; 3,4,6; 

7, 10, 12 and 8, 9, 11) , are extracted by a non-axioma'tic procedure. In 

the opera, this sequence of rrajor, minor plus thei r tritone 

transpositions, occurs as Alwa (minor) briefly greets his father 

(rrajor) and the Painter (I/1, b.92-beg. b.93, in three solo vcs : 

L<- bd' s (. . . . Av 4 , r~, D3 , e 4 , 1.e. BS P-8); his rrain 1.ntent 1s to greet Lulu. 

The triads recur when the Painter asks Schon how Dr. Goll (Lulu's 

lAte husband, the Medical Officer) net Lulu (I/2, b.694, bns, dbn, 

hns : bliL oL et in the rhythm of the opera's fate rrotive, J.J. J>J.14 

precede:] by G#: t in hns , end b. 6 9 3 ) . 

At the beginning of Act I, the triadic permutation of the 

inversion (see Table 3, no. 7) accompanies Schon greeting his son : 

f; (BS I--0 : 2,1,5 in va and vc, end 1st beat b.88-beg. b.89), E~i 

(3,4,6, vn 2, b.87-89, whose harmonic version doubles fls), bi 

(7,10,12 build-up in els, b.90-91), and A~ (11,9,8, fls, final beat 

b. 90-91). 

8. The first and second hexachords are overlapped: 1-4,7,5,8,6,9-12. 

This, state:] in tv.D parts, gives rise to the Medical Officer's 

rhythmic rrotive: Ur ~ CJ ,15 and Schigolch's serial Trope:16 

X (1,4,11,12), Y (2,3,7,5) and Z (8,6,9,10). 

14which rrarks every turning point 1.n Lulu I s life and underlines every 
significant v.0rd or phrase. 

15e.g. I/1, b.108-end 1st beat b.109 (els), b.113 (cbl and b.114 (hns), 
when the Medical Officer is mentioned.. 

l6 "Each segrrent is subjected independently of the set as a whole, to such 
serial operations as will not revise the relative content of the respective 
segnents." Perle, 'Itle Operas Vol. 2, p. 102. • 
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In the opera, the first step of Schigolch 1 s derivational unfolding 

(overlapping l1exachords of BS P-9) takes place in I/1, b.112 

(els 1.2 f--f, doubloo by vns and vocal line, with note 1 in cl 3 and 

upper vc, 2nd Ji b.112). A m:x:lified version of the second step 

(segmentation) follows in b.113; instead of co~tinuing with BS P-9, 

BS P-5 generates segrrents X (1,4,11,12 in ob) and Y plus Z (2,3,7,5+ 

8,6,9,10 in vocal line) of Schigolch's T-5. In terns of Schigolch's 

T-9 (whose source is BS P-9), these segrrents ...uuld be the equivalent 

of unordered Z, X and Y, respectively. This ambiguity is due to 

tetrachordal invariancy in the prime forms; 17 that between the 

prirre and inversion determines the choice of TI-4 1 s18 imitation in 

the next b.114: X (hns), Y and z (vocal line). 

Schigolch's first appearance (I/2), just before his Nonet for wW,19 

is accanpanied by the derivational unfolding £ran BS I-7: hexachor­

dal overlapping between solo db (b.457-459, first hexachord) and dbn 

(b.459, second hexachord), and segmentation (b.460-461) into X (dbn), 

Y and z (hn 1, doubled by solo vc) of Schigolch's TI.-7; the Medical 

Officer's inherent, rhythmic notive is justifiably rrodified, since 

he di Erl in the previous scene. The repeat of X ( dbn, b. 462) links 

the tyX)-f)art presentation to its linear staternent20 (dbn, b.463-464) 

17see J( in Schigolch's row table (Appendix B) . 
• 

18Also rrarkoo :f in Schigolch' s row table. 

19schigolch's associative tirrbre, syrrbolising his asthrra. Berg, too, 
sufferoo from asthna, which may explain his rreticulous portrayal of 
Schigolch gasping for air. The Nemet' s tempo rrarking, J = 48, is a 
rrul tiple of 6, i . e. the number associated with Schigolch, according to 
Jlirg Stenzl, 11 D..1lus 'Welt' 11

, in Alban Berg Symposion Wien 1980 
Tagunqsbericht. Alban Berg Studien-Band 2, ed. Rudolf Klein (Vienna: 
Universal .Etli tion, 1981) , p. 33. 

20As in Berg I s II Ski z ze I zu D..llu " 
Berg", p. 37. 

See Reich, "An der seite von Alban 
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and its cyclically pennuted version (Y ,z,x,21 vocal line). 

9. The BS is P=rrnuted into a sequence of harrronic perfect fourths by 

rearranging the notes 

8-(12), 10-11, (1-3). 

(2 as grace note), 1-3, 4-5, 2-6, 7-9, 

10. Linear unravelling proouces two whole-tone collections: 3, 5, 6, 9, 11, 

12 and 2,1,4,7,8,10. In the opera, this derivational unfolding 

occurs near the start of Act I: 
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Alwa' s comnent, "Wenn ich Sie doch nur filr rreine Hauptrolle 

engagieren konnte! ", is mirrored by the potential of the BS, as a 

whole-tone sequence of perfect fourths {vns, end b. 98-mid. b. 99). 

The successive unravelling of its components, coincides with Lulu' s 

claim that she would be inadequate as a dancer ( "Ich wurde fur 1hr 

Stuck v-.Dhl kaurn gut genug tanzen ... ", b. 99-102, plus vn 1) . It is 

accoopanierl by the first whole-tone collection of BS P-6 (vc, mid. 

b.100-101) and the complete perfect fourth sequence of BS I-11 

(els 2.3, doubled by vn 2·arrl va, 2nd beat b.101-102). 

21E~, 2nd beat b. 464, should be E~. See Perle, "The Score of Lulu", 
p. 132. Perle uses this segrrental ordering and assigns prirre form to the 
descending, chraratic Trope. See Perle, '!he Operas Vol. 2, p. 103, Ex. 63. 
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These t~ pennutations are associated with the characters' response 

to the opera's underlying there of fatality.22 

11. Triads, Av rrajor, b minor, diminished on E and augrrented F-A-qf, are 

unsystematically extracted fran the BS : 1,8,11; 4, 7 ,9; 2,5,10; 

3,6,12. 

12. A different selection of notes produces a c minor and E rrajor triad, 

and the augrrented triads D-F,,!t--AA and F-A-C:jj: (as in no. 11) : 1,5,11; 

2,8,9; 4, 7 ,10; 3,6,12. In Act I, the triads Av; and e ~ (b.107-108, 

three solo vc), together with els' augmented triads D-F-.f-B~ and 

F-A-01:? (b.109, mid. 1st beat-beg. final beat), anticipate their 

compositional derivation fran BS r-323 (see Table 3, no. 12). 

During the following bars, vn 1, doubled in part by cl 1 (end 1st 

beat b.110-111) sounds notes 1,5,8 and A~\ (:rrelodic and harm:)Oic, 

1,5,11); vn 2 doubling vocal line (2nd beat b.110-111) has notes 

' 2, 8, and the dyad ( 8-9) coincides with va' s dyad (8-2), to fonn e 3 ; 

the augrrented triad Cf-A-F ( 4, 7,1~) occurs :rrelcrlically in va (final 

beat b.110-end 2nd beat b.111) and hannonically in str (2nd ft 

b.112); and vc (b.110-beg. b.112) unfolds the augrrented triad 

B~-G\1-D ( 3, 6, 12) rrelodically and hannonically. 'Ihe reappearance of 

the triads only, is rela terl to the unfolding' s accompanying text: 

"Aber w:) ist der Herr Gemahl? Ich seh' Sie heute zum ersterural ohne 

ihn. "; FL At aoo augrrented triads B~-D-F#', EP-G-B of BS P-5 occur 

in ww, doubled by pf Cb.163--mid b.166 and final beat b.181-185}, to 

22see Janet Naude, "The Neglected Basic Series-pennutation in Alban Berg's 
Lulu", South African Journal of Musicology 5/2 (December 1985) : 93-98. 

23perle, nie Operas Vol. 2, pp. 122-123. 
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the augITP..nted version of the opera's rhythmic fate rrotive, i.e. 

during and at the end of the Painter's r,orsui t of Lulu, before her 

husband's arrival. 

13. In an arbitrary rranner, Berg extracts the fourth F-Bli (3 ,10) fron 

the sequence, first hexachord-second hexachord, and the fourth B-E 

(9,2} from the sequence, second hexachord-first hexachord, leaving a 

rerrainder of t;..D ten-note rows: 1,2,4-9,11,12 and 7,8,10-12,1,3-6. 

14. An eight-note row (top stave : 1,4-8,11,12) results after extraction 

of these "Erdgeist"24 fourths (3,10,9,2). Here, the latter will be 

referred to as Basic Cell 125 (BC I). In the opera, BC I represents 

_passion and death. Further extraction of perfect fourths from the 

eight-note row (4,5 and 8,12) leaves a rrelodic diminished seventh 

chord (bottan stave): C-A-Ff-Df (1,6,7,11); on the right, the 

extracted fourth dyads are arranged to form the other ti,..Q diminished 

seventh chords: D-F-Gf-B (4,3,8,9) and G-B~~~E (5,10,12,2). Here, 

the diminished seventh chord will be called Basic Cell III 26 ( BC 

III) and the aggregate of all three diminished seventh chords, 

Trope II:27 

EXAMPLE 4 

24so called by Berg in "Skizze I zu Lulu " See Reich, "An der Seite van 
Alban Berg", p. 37. 

25Designation by Perle. See The Operas Vol. 2, pp. 87-89. 

26Perle's designation. Ibid., p. 87. 

27Perle's designation. Ibid., p. 89-90. 
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Hall dates the rem charts back to 17 July 1927. 28 Scherliess clai!OC'd they 

were undated, but suggested Autunn 1928,29 the tirre of Berg's letter to 

Schoenberg (1 September 1928): 

Your interest in .IT\Y new opera also rrakes rre happy and I take 
your suggestions no less serioosly than those y01 gave rre 
twenty years ago. I believe that I am following them in 
that I'm not restricting myself to a single row, but have 
fran the ootset derived from it a number of other forms 
(scale forms, chroma.tic, fourth and third forms, progres­
sions of triads and tetrachords, etc. etc. etc.) which I 
then interpret (each one) as an independe..nt rcw and treat as 
such (with all its inversions and retrograde forms). Always 
reserving the right - in case that doesn't suffice: to 
construct a new row, as I did in my "Lyric Suite", where the 
raw underwent small changes with each pair of moveirents 
( through the reordering of a few pitches l ; at least back 
then that was very stimulating for my work. 

Ho~ver, such decisions need not be rrade for a long tirre 
yet: Although I have already ccl't1P)Sed over 300 treasures, 
that's rrerely the beginning for an opera of more than 3, 000 
rreasures. And to think what Fate rray have in store for 
these plans of mine -- despite the most rigorous planning 
- in the course of the years of work ahead!30 

Fomer llllu analyses originated fran Reich's article,31 published shortly 

after Berg's death, and fran his official biography of Berg. Reich also 

published three leaves, on which Berg had ccmpiled analytical information 

in 1935.32 Reich's biography includes an "appreciation of the opera 

in response to Airerican p..1blication derrands", based on Berg's own words and 

musical exarrples Che discussed Lulu's short score in detail with Reich over 

several days in 1934).33 Reich wrote: 

28Hall, "Progress of a Methcx:1", p. 10. This date also appears in the Alban 
Berg <5NB Exhibition Catalogue (Vienna: (l;JB, UE, 1985), p. 103, No. 274. 

29scherliess, "Alban Bergs Tafeln", p. 455. 

30Hall, "Progress of a Methcx:1 11
, pp. 9-10. 

31.willi Reich, "Alban Berg's llllu", The Musical Quarterly 22/4 (October 
1936) : 383-401. 

32see Reich, "Ander Seite von Alban Berg", pp. 37, 39, 40. 

33see Reich, The Life and Work, pp. 156-177. 



The ¼'Ork 1 s tberratic unity is guaranteed. by the fact that a 
single twelve-note series - allotted to Lulu - determines 
the whole musical action of the opera. Berg used 
SpG.cial rrethcds to derive all the rrost important rrusical 
figures from this series, ... Quite generally~ rray reroark 
that in this w0rk, as in the Lyric Suite and Der Wein, Berg 
uses the t¼-12lve-note technique in a highly specific manner 
that is specially adaptable - besides the exercise of its 
purely musical function - to the particular needs of the 
music dramatist. So he rwmages to refer t:he whole 
'leit.rrotivic 1 and 'leit-harrronic' structure of his cpera to 
a single musical figure, just as the p.:iet place:3 a single 
hu!T'.c'1.:1 figure at the centre of his nrarra; everything else is 
'prcduced' from her and stands in a functional relationship 
to her. 3.J 
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According to Rudolf Stephan, "The twelve-tone aspect is hardly of interest 

to the listener of the opera, especialJy since its musical significance is 

minirrel in this ~rk . .,35 

To Scherliess, these two state:n:2nts "indicate the essence of Lulu's rrusic, 

that of the twelve-tone COITTfOser, Berg hi!Tl.5elf - its ambivalent technical 

row organisation and sensual appearance of the rraterial, i.e. its wealth, 

arrl this rreans for us also: its problerrs."36 

The row charts, described above, indicate that Berg systematically and 

consistently examined the raw in tems of traditional tonal components. 

Earlier, in the Lyric Suite, he had attempted to "write strict 12-tone 

music with a strong tonal eleirent ... 11 37 

34rbid., pp. 161-162. 

35Author's translation of Rudolf Stephan, "Alban Bergs 'IJJ.lu' 11
, p. 272, as 

quoted in Scherliess, "Alban Bergs Tafeln", p. 452, n. 4. 

36scherliess, "Alban Bergs Tafeln", p. 452 (author's translation). 

37Berg to Schoenberg (letter of 27 June 1926) in Ursula von Rauchhaupt, 
ed., Schoenberg-Berg--webern: The String Quartets. A docurrent.ary study 
(Hamburg: Deutsche Gramrophon Gesellschaft, 1971), p. 89. 



Berg's comrent about Wozzeck is appropriate to Lulu also: 

... I had nothing else in mind at the m:m_nt when I decided 
to write an opera, nothing else in mind even as regards the 
technique of carposition, than to render to the theatre what 
is the theatre's, and that m~ans to sha~ the music in such 
a way that it is aware in every m:)JTEnt of its duty to serve 
the drarra. Still further: the music must prcduce everything 
that the play needs for its transposition into the reality 
of the boards; arrl this requires fran the compJser that he 
carry out all the nnst irnportan t tasks of an ideal director. 
And all this without pre judicing the usual absolute ( purely 
musical) justification of such music; without prejudicing 
the music's own life, which may not be hindered by anything 
extra-musica1 . 38 

Later row-derivations39 

In his biography of Berg, Reich wrote: 

. . . the fair copy of the full score [Der YEin] was ready on 
23rd August [1929]. That very day I visited him in 
Trahiltten. He was in the gayest of m:,o:ls; not only because 
the canmission had been 'dealt with' so happily, but also 
because he coold now return with fresh intensity to the 
opera, the musical character of which he had anticipated in 
sorre features of the aria. 

At that tine I too was inspired by a tremendous spirit of 
enterprise: ... 

An epistolary discussion of certain prcblems of t~lve-note 
technique that I considered parallel with geometrical 
constellations was a further result of that visit. . .. I 
also wrote about 'corrplementary series' in which it was 
p:>ssible - on account of their special construction -
knowing a few of the notes, to deduoe the rest.40 

20 

38Alban Berg, "Das 'Opernprcblan' ", as quoted in Reich, 'Ihe Life and oork, 
p. 64 and endnote in italics. 

39The following section is based on Hall 1 s paper, "Progress of a Methcrl". 

40Reich, The Life and ~rk, w. 78-79. "In his letters to Berg, Reich 
defines a complementary series as a row whose inversion is identical to its 
retrograde." Hall, "Progress of a Metho:l", p. 2. 
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Hall describes Reich's letters 41 as "filled with exciterrent about the 

properties he is discovering in complementary rOw'S":42 

The rrost ifltp:)rtant of these, he believes, is that the entire 
series can be derived fran only its first six pitches. 
Reich refers to these pitches as the "detennin ing tones" of 
the series and notes that if one presents only five, or four 
of these determining tones, the rows they irrply becorre 
progressively rrore arrbiguous. One could use this property, 
Reich states, to create a sort of pivot area "which makes 
rrooulation between closely related t~lve-tone rows 
possible. "43 

Berg replied in a letter of 4 September 1929: 

'How far these complementary series are musically signi­
ficant is a question that I cannot decide very quickly. In 
any case, if you could derive fran them, so that sorrething 
tonal (or let's say, sarething of the rules of the old 
tonality) is included in twelve-note composition, that would 
be a great gain for the rrusical side.•44 

In letters, dated 20 and 21 Septanber, Berg inforna:1 Reich about tv.0 sorts 

of canplementary series, which could be used 11 if, in a v.Drk of several 

hours like an opera, one believes that a single series is not sufficient, 

or at least for the sake of a change. 11 45 

On 20 September, Berg wrote to Webern: 

My present ;o.urk is not progressing well at all. There are 
days where I don't feel up to the task, I suppose with 
regard to "row" CCC!p)Sition. I believe, however, recently 

41They form part of the Alban Berg Nachlass, in the Musiksarnnlung of the 
c:5sterreichische Nationalbibliothek, arrl date fran October 1928 to 1935. 
Hall, "Progress of a Method", p. 2, n. 5. 

42Hall, "Progress of a Method", p. 2. 

43Reich I s letter to Berg, 30 August 1929 1 as cited by Hall, "Progress of a 
Methcd", pp. 2-3, n. 6. 

44Reich, The Life and oork, p. 79. 

45Ibid. 



t.o have f oun::1 a solution to the problem of making o n e raw 
suffice for a -wor k which lasts several hours. (Apart frc:m 
the various forrrs which I bad already derivro for it long 
ago. ) 46 Ycu 1 11 see what I have discovered. frc:m the 
encloserl sheet of staff paper.47 

From the rrathema.tical point of view it is cbvioos. But in 
the musical practice of rON composition, it is socrething 
that perhaps no one has yet discoveroo and that -- as I've 
said - can be appliro to every t~lve-tone raw.48 

22 

Reich's reply to Berg, 25 September, gives rrore details about Berg's 

discovery: 

Thank you very mich for your dear postcard, which provided 
rre the corrplerrent to your newly developed discovery of the 
Bergian rows B5 and B7 that I had so longed for. Nam2ly 
the musical explanation, since the rrathematical is only of 
secondary inportance to a nusician, interesting as it also 
perhaps might be. It's also rather renarkable how the whole 
thing shapes up when you use one of my ccmplementary rows as 
the original row. Then the inversions play sundry parts and 
the circle already closes with a first degree relationship. 
I've worked out several things on the enclosro piece of 
staff paper. There's still rrore to be shown. 

A universal property of every BS and B7 is the following: in 
the fonrer is every third, in the latter every second tone 
identical to the original row.49 

In 1984, Hall discovered Reich's "enclosed piece of staff paper" at the 

osterreichi sche Na tionalbibliothek, arrongst Berg I s Lulu sketches, i .e. a 

row sketch showing what properties result when BS and B7 operations are 

appliErl to Reich's complementary series: 

46see Tables 2 and 3 above, and Berg' s letter to Schoenberg ( 1 September 
1928), p. 18 above. 

47Reportedly lost. Hall, "Progress of a Method", p. 1. 

48Handschriftensamnlung, Wiener Stadt-urrl Landesbibliothek I.N. 185. 704 
fol. 3-4, as quoted in Hall, 11Progress of a Method", p. 1, n. 1. 

49Hall, "Progress of a Method", pp. 4-5. 
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EXAMPLE s50 

The m3.in property of the source row is retained, i.e. its retrograde is 

equivalent to its transpose:1 inversion (I-11). The retrograde of B5 is 

identical to a cyclically permuted (c.p.) B7; therefore I BS= c.p. R B5 = 

c.p. B7 = c.p. RI B7. Every third note of BS and every second note of B7 

are identical to every third• and second note of the soorce row, 

respectively. 

A llllu sketch shows that Berg originally generated 85 and B7 in the sane 

50Author I s transcription of Hall, "Progress of a Methcrl", Fig. 1 (LNB 
Musiksamnlung F21 Berg 28/XL fol. 7). The translation is based on Hall's 
text (p. 6); similarly for the next tt-.D Exx. 6 and 7. 
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way as Reich, i.e. starting on the fifth and seventh note of the source row: 

EXAMPLE 651 
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The rON pennutations employed in Lulu, however, retain the first note of 

SlAuthor's transcriptioo of Hall, "Progress of a Metho:1", Fig. 2 (cl-ID 

Musiksamnlung F21 Berg 28/xxiii). 
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the BS before systematically extracting every fifth and seventh note: 

EXAMPLE 752 
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Berg uses BS P-4 as the sourc--2 row, as opposed to BS P-0 for his earlier 

Lulu charts. In the opera, the derived series are associated with Coontess 

Geschwi tz ( I in Ex . 7 ) , and Al wa ( II ) . Beneath the sketch of Ex. 7 Berg 

wrote a lengthy note: 

With every other row derivation of this type (whether one 
extracts every second, third, fourth or sixth tone) rows 
with few"er (up to t...o) tones are formed, because sooner or 
later the tones begin to- repeat. If one extracts every 
eighth, ninth or tenth tone, the retrograde fonn of these 
2-6 tone rows is formed. They are, therefore, unusable. 
While the other two rows ( the only ones) are indeed 
corrpletely new rows, they are still closely related to the 
source row. They are organically related to the former by 
the fact that when one extracts every eleventh note (which 
has not yet happened here) the retrograde of the source nOW' 
is fonned (naturally!). With that the circle is closea.53 

52Author's transcription of Hall, "Progress of a Methcrl", Fig. 3 (ONB F21 
Berg 28/xi fol. 1). 

53rb 'd 7 8 l . , W• - • 



The initial paragraph has been inserte::l 'below the above note: 

If one takes every fifth note of 
original row; if one takes every 
retrograde of the original raw. 
new raw derivoo in this way.54 

the first raw one has the 
seventh note one has the 
Similarly with the second 
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Jarman suggested that the lost "attached sheet of staff paper" fran Berg's 

letter to Webern ( 20 September 1929) nay ~11 have containe::I sorre e..xamples 

and corments very like those which appear in the sketch discussed above.55 

Hall, aided by Reich's letters, substantiates the discovery56 and Webern's 

reply to Berg, 28 September, surmarises the reason for Berg's fascination 

wit.h BS and B7: 

Your discoveries in the field of row construction seem very 
significant to rre for the possibilities of obtaining from 
the basic row through permutation ( I believe that is what 
one calls in rratherretical terms the kind of derivations that 
you have pro:pJsed) rows which seem to be new and yet stand 
in derronstrable relation with the basic row. In cas~s where 
the four forms of the row and its transpositions don't 
ans~r the purp:,se - as they clearly don't with you - to be 
able to cbtain such thorough derivation seem.s to rre to 
present possibilities for connections which have far 
reaching use .,.57 

"On the recto side of the sketch (Ex. 7], Berg 'M:)rks through every 

possible uniform pattern of extraction 1158 "up to that of every 

sixteenth note",59 and explores their corcplernentary relationships: 

540ouglas Jarman, "w.lu: 'Ihe Sketches", 'Ihe International Alban Berg 
Society Newsletter (IABSN) 6 (June 1978): 6. 

55rbid. 

56Hall, "Progress of a Methcrl", pp. 5-8. 

57Jarrnan, "Lulu: The Sketches" , p. 6. 

58Ha11, "Progress of a Methcrl", p. 8. 

59Jarman, "Lulu: The Sketches" , p. s. 
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Extraction of every second, thitd, fourth and sixth note generates only 

6 -2 tones before repeating, i.e. they divide evenly into t~lve. Berg 

avoids pitch repetition by shifting to the next pitch when extracting 

alternate notes and every third note, an:1 labels these row'S "Roorigo" 

( Acrchat) and 0 Hugenberg" (Schoolboy) ; hence Berg I s note on the right hand 

side: 2 (1] break {V) and 3 [2] breaks, respectively. 

60Author' s transcriptioo of Hall, "Progress of a Methoo", Fig. 4 ( ONB 
Musiksarnrulung F21 Berg 20/XI fol. 1). 
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In Der W:.>in (completed August 1929), Berg had already employed permutations 

of the Basic Row into three- and four-note chords, by extracting every 

secorrl and third note, respectively , e . g . b. 8-beg . b. 9 ( pf score) : the 

right hand has the four three-note chords, Ct (3) ( Bl> -m -Al, ) , diminished 

triads on Band Fi, derived from I-5 by extracting alternate notes, against 

the first seven pitches of P-0 in the left hand; in b.11, end 1st beat-end 

200 beat, three fourth chords are fornro by extracting every third note 

fran I-2 : CD (F4j:'-B-E+F), G) (G-C-A-D) and G) (l\f·Di--Gf=-cl). 

On the lef thand side of the sketch (Ex. 8) near BS and B7, Berg wrote, 

"Richtige neue Rei.hen", i.e. permutations requiring no breaks in the 

cyclic pattern. 

In a letter to Berg, 21 September 1929, Reich comrrented on "higher 

connections", existing in Berg's new transformations: 

The reason that only the fifth, seventh and eleventh pitches 
work seems to be that 1+11 and 5+7 are the only pure prirre 
numbers for 12, ITDreover: 5+7+11 = 23_61 

Berg regarded the number 23 as his fate number (Schicksalszahl). 62 The 

derivation of B5 requires five statements of the BS and that of B7, seven 

staterents; in the opera, number 23 is associated with Alwa and number 5 

with Geschwitz.63 

61Hall, "Progress of a Method", p. 4. 

625ee Jarman, The Music, pp. 225-226, 228-230. Number 7 can also be 
associated with Alwa, the composer of W:lzzeck, Op. 7 (see later Recitative­
review in Act I/3). 

635ee Stenzl, "Lulus 'Welt"', pp. 33-34. Moreover, Berg's cent~ry year, 
1885, can be interpreted as 1+9+8+5 = 23. 



29 

Hall also discovered the origins of one of the chief characters in Lulu, 

viz. Or. Schon: 

There is, a separate sketch of the derivation of 
tw::> previously cited 
there are only four 
700 leaves of Lulu 
these sketches ~re 

Dr. Schoen's rON written (like the 
sketches) on 18-stave paper. Since 
leaves of 18-stave paper arrong over 
sketches, ~ can safely assurre that 
completed at about the sarre tirre.64 

Berg also derives Schon's row by a rrethod of cyclic anission, i.e. 

according to the palindromic pattern: 

1233211 2 3 3 2 l: 

.EXAMPLE 9 6 5 

In his letter to Schoenberg ( 1 September 1928), 66 Berg already seerred to 

anticipate p::>ssible construction of "new" rows, "reordering" and adaption 

to "what Fate may have in store ... " 

The new technique of systemacically extracting notes fran successive 

staterrent.s of the BS evolved because the earlier rrethcd of rearranging or 

selectively grouping notes £ran a single statement of the BS proved 

64tta11, "Progress of a Method", p. 9, n. 16. 

65rbid., Ex. 4. 

66See p. 18 aoove. 
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restrictive. The later rrethcrl provided the necessary therratic variety to 

distinguish characters musically, to build larger sections and to rreet the 

challenging length and drarratic requirerrents of the opera. 67 

Thanks to Hall rs invaluable contribution, the evolution of Berg I s 12-ton2. 

technique can be accurately traced in Lulu. 

With Berg' s t-.Drds , " I have already conposed over 300 rreasures 

(letter to Schoenberg, 1 Septewber 1928) as evidence: 

... one might expect a detectable brea~ in his cornpositionnl 
rr-=thcrl when he began incorporating the new rows derived by 
the 1929 nethod. The particell and early drafts for Act I, 
scenes 1-2 do, in fact, shew clearly where the break took 
place. Moreover, Berg's penchant for writing drafts of 
letters while he sketche:i allows us to date the break fairly 
accurately as September 1929. 

F21 Berg 28 XX.IV WNB Musiksarmulung 1 includes an early 
dra£t of the first two scenes of Lulu ( through ca. m. 5 20 l . 
Near the end of this draft apr;:,ear several lines fran a 
letter with the date September 30, 1929. This date, 
according to Berg's Tagebuch for 1929, was the day th~t he 
left his sumer residenc:e for Vienna, and 'IA.e know from 
various letters that Berg did not work on Lulu again until 
the Sl.lITm?r of 1930 (see, for instance, Berg's leti.. ·.c to 
Schoenberg fran July 22, 1930).68 

In this letter to Schoenberg, Berg wrote:· 

( ... ) Ich habe - nach 1-0 rronatiger Pause - bier gleich an 
der Lulu" zu arbeiten begonnen, und bin ziemlich rasch in 
Schwung gekornrren ( ... )69 

II 

67Hall, "Progress of a Methcrl", pp. 10-13. Her transcriptions of Iulu' s 
Particell (I/1 b.118-124 tNB F21 Berg 29/I fol. 12), with and without the 
later grafted. passages (Exx. 6 and 7>, derronstrate how "Schoen's 
personality suddenly cares to life". His Sonata is based on the 
developrent of his Series. 

68rbid., p. 11 and n. 19. 

69Ernst Hilrrar, "Alban Bergs Selbstzeugnisse zu Entstehung und 
Auffuhrbarkei t der Oper 'Lulu' ", in 'lbe autograph "Lied der Lulu" facsimile 
edition (Vienna: Wiener Stadt-und I.andesbibliothek, 1985), p. 13. 
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"The music of Lulu, fran Alwa's tentative "May I corre in?" [b.86) at the 

opening of Act I, scene 1, to Dr Schoen's stormy entrance in the following 

scene (m.530) derives entirely £ran the earlier rrethcrl. The two 

exceptions, Alwa's row [P-7] in rrm.98-99 [vocal line] and Dr Schoen's row 

[P-6] in mn.119-123 [solo vc, and near end also in vocal lineJ, are not 

present in the earlier drafts; it is only in the finished particell that 

they appear, and one can see from the overlay where they have been grafted 

onto the original. 11 70 

Regarding Schon's grafted row, Berg added the comrrent, II mit der 

deutlicher Absicht abzulenken" ( 11 with the clear intention of 

diverting", b .119) , and below the start of Schon' s P-6 ( end b .119) , he 

wrote: " ( der C-.ewal trrensch ! ) ". 71 

Another exception in the music derived by the earlier rretha:1, is Schon' s 

P-4, b.523-beg. b.524 (I/1), in asax (notes 1,9,10,12), enghn (2,5,6,7,11) 

and ob 1 ( 3 , 4 , 8 ) . His Series seems to emerge from Schigolch' s serial 

Trope, T--0, i.e. note 1 doubles the final note of unordered Y in va, and 

note 2 doubles the second note of Zin vn 2; the statement of Schon's notes 

1, 9, 10, 12 {a.sax) can also be interpreted as Y of Schigolch' s T--0, notes 

2,5,6,7 (enghn) as unordered z, and 3,4,8,11 (ob+ enghn) as unordered X. 

This unfolding is dramatically significant because it anticipates the 

replacerrent of Schigolch and his Nonet by Schon and his Sonata (b.533). 

70.Hall, "Progress of a Method", p. 11. 

71 Ibid. , Ex. 7. later in the opera, the Painter describes Schon as "ein 
Gewaltrrensch" (start of Act I/2, during the spoken dialogue}, when he 
cannot understand Schon's delay in getting engaged. 
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Due to the cryptic nature of Berg's letters and discarded early sketches, 

rrany Lulu analysts failed to recognise the evolutionary nature of the 

later cyclic technique, e.g. Carner's connent on Berg's letter to 

Schoenberg (1 September 1928):72 

I believe that this gives in a nutshell the various novel 
ways in which Berg treats the basic series in Lulu, aiming 
to enlarge its thematic potential by altering the original 
sequence of the twelve notes, or using only segrrents of it 
independently, or rotating the series a..'1d choosing certain 
notes at regular distances to derive new series.73 

Reich's basis74 for later analyses, e.g. by Carner and Redlich, provides 

no hint of a chronological distinction between the t"MJ derivational methcds 

and his BS P-0 canrrences with BP; 75 no reference is rrade to the Acrobat's 

Series or the Schoolboy's serial Trap:. 

Perle and Jarrran, too, make no distinction between the t';,,D derivational 

I.. 
rrethcds. The transpo~ion levels for later row'S, e.g. those belonging to 

Schon and Alwa, change between Perle's earlier v.0rk on Lulu 76 and his rrost 

recent. 77 Jarm:m I s description of the Lulu sketches 78 indicates that he 

72Hall, "Progress of a Metha:1", p. 12. 

73Mosco Carner, Alban Berg. The Man and The ~rk (London: Gerald Duckworth 
& Co., 1975), p. 205. 

74'Ihe Life. and W::>rk, pp. 161-164 and "Alban Berg's llllu", pp. 394-396. 

75J3erg's derivation sketches I and II, for Reich, are based on BS P-10 
(i.e. starts on Bl:r). See Reich, "An der Seite von Alban Berg", pp. 37, 39. 

76 11The Music of Lulu : A New Analysis", Journal of the Arrerican Musicologi­
cal Society (JAMS) 22/2-3 (Surmrer--Fall 1959): 185-200, and "Lulu: Thematic 
Material arrl Pitch Organization 11

, .Music Review (MR) 26/ 4 (November 1965) : -
269-302, which served as a basis for Janna.n's list of rrotives in The Music, 
pp. 85-86, Ex. 109. 

77The Operas Vol. 2, Chapter 4. 

78"Lulu: The Sketches", pp. 4-8. 
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-
was aware of Berg's BS P-0 starting on E and he retains this starting point 

for their Series in his book on Berg, but begins their respective 

inversions on A and extracts the Acrobat and Schoolboy 1 s sets fran BS on 

c.79 

As regards the set-form designation for BS P-0, HaJ.l wrote: 

I cannot tell fran the sketches whether, in fact, he [Berg] 
ever establishes a P-0. on the 1927 row chart he writes 
that P-9 (=Al is the "Hauptreihe". When he derives the 
cyclic rows from 1929 he uses BS P-4 (E). I prefer Perle's 
solution to the whole tratter. He simply labels the rows 
with no connotation as to their relative importance, i.e. BS 
on C = P-0; C:if" = P-1, etc. If Berg establishes any sort of 
hierarchy, it will not be as "systerratic" as one might 
expect.SO 

Scherliess81 does not rrention rows for Schon, Alwa, Geschwitz, the 

Schoolboy and Acrobat; he claims that Reiter did not know of the early 

chart's existence when writing his dissertation, Die Zwolftontechnik in 

Alban Bergs Oper WW (Regensburg: Gustav Bosse Verlag, 1973). 

It is suggested that the actress illyth Edwards, whan Berg rret at Hofgastein 

Baths during the winter holidays of 1932, rray have influenced changes to 

the 1927 row tables, but evidence to support this remains inaccessible as 

his letters to her until his death, are in private hands. 82 

Lulu was dedicated to Schoenberg on his sixtieth birtooay, 13 September 

1934. In his dedicatory letter, 28 August, Berg wrote: 

79countess Geschwitz's Series and Trope will be dealt with later. 

80Letter to the author, 22 June 1985. 

8l 11Alban Bergs Tafeln", pp. 452-464. 

82Alban Berg~ Exhibition catalogue, pp. 100-101, no. 267. 



My dearest friend! 

I know- that in answer to my - to Alwa' s question 'M3.y I 
corre in?' (the first -.rords of the opera Lulu after the 
curtain rises) you v.0uld answer with Schon 'Just rrake 
yourself at horre' , and that then I waild put into my embraco 
all the feelings that fill my sool on this 13th Septernl:>:::!r ► 
That - the fact that I can only do this fran a distance - is 
one thing that pains m'; this day. Another pain is that I 
cannot approach yoo with a rnal present, but only with a 
dedication. PleaS•= accept it, not only as a product of. 
years of w'Ork. earnestly undertaken for your sake, but also 
as a docurrentation of ~ innemost conviction, as a docurrent 
for all to see. The whole world, arrl the Genran -.rorld too, 
shall recognize in the dedication of this Gernan opera that 
it is indigenous in the sphere of the most German music, 
wnich will bear your narre for tirre everlasting. 

A third pain: that I cannot lay the score of the whole 
opera at your feet, but only a fair copy of the ope.riing. 
But the formula 'to write down' applies unfortunately to 
Lulu too 83 

Prologue (b.1-85) 
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The Anirral Tarrer's Prologue serves as an intrcduction to D..Ilu and 

sumrarises the entire "WOrk. It was written in 1934 and contains all the 

later row forms. An earlier version exists (dated 23 June 1928), but 

includes none of the later rows.84 

The Prologue is opened by trbns, with a fanfare-like, ascending statement 

of OC I at primary85 pitch level:86 • 

83sketch ietter, first and second paragraphs, quoted in Reich, The Life and 
W:Jrk, p. 177, n. 21. 

84aa11, "Progress of a Method", p. 18, n. 19. 

85see Jarrran, "Countess Geschwitz's Series: a Controversy Resolved?", 
Proceedings of the Royal M.Isical Association 107 (1980-81): 116-118. 

S~ich spans Alban Berg I s initials and contains those of Schoenberg. The 
sarre pitches appeared in the second song of Op. 4 to acccrnpany "wi t-ter-re­
gen" (b.2, E► ,Bl>,A,E) and its repeat (b.10, imitated by t~ solo vcs), i.e. 
a transposed inversion of BC I. 



EXAi"1P LE l 0 

followed by an ascending flurry of Basic Cell rr87 (BC II): 

EXAMPLE 11 

overlapped with BC I variants: 

EXAMPLE 12 

in bcl, bns, vc db-> els and vn 2. 

Perle gives a general definition of the tenn basic cell: 

The integrative elerrent is often a minute intervallic cell, 
which rre.y bE:> expanded through the permutation of its 
components, or through the free canbination of its various 
transpositions, or throogh association with independent 
details. It may operate as a kind of microcosmic set of 
fixed intervallic content, statable either as a chord or as 
a rrelcrlic figure or as a canbination of both. It.s 
components may re fixed with regard to order, in which event 
it is employed, like the twelve-tone set, in its literal 
transformations: prirre, inversion, retrograde, and 
retrograde-inversion. (Where it is stated as a simultaneity 
the order is not generally defined, so that only "prirre" and 
"inversion" are rreaningful terms. ) Individual notes may 
function as pivotal elements, to pennit overlapping 

87Perle's designation in The Operas Vol. 2, p. 87, 

35 



staterrents of a basic cell or the linking of tv.o or rrore 
basic cells.88 
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BC I, II and 11189 "represent the staged 'l>K>rld of Lulu's drarra: they are a 

musical counterpart to the physical boundaries that frarre that staged world 

[e.g. serving as curtain music], and they are a sym:x,l of the enchant.rrent 

arrl fatality that attend its protagonist. 11 90 

A BC I aggregate or Trope r91 T-10: 

EX..Z\MPLE 13 

evolves with the addition of segrrent 3 in hns (end b.2-beg-. b.4), segrrent 2 

in tpts (mid. b.3-beg. b.4) and reiteration of segrrent 1 in trbns and vc 

(erd b.3-mid b.4). The music reaches a pc>._a.k of oscillating fourths and 

harrronic tritones (mid. b.4-beg. b.5) to accanpany the clov.TI's92 appearance 

in {rant of the tent-entrance-like curtain. He carries a large fair drum 

with attached cymbal. 

BC III descends in the form of its aggregate, Trope II (b.5-beg. b.6), with 

segrrent 1 in els, doubled and extendro by right hand pf and vn 1 ~ bcl and 

first desk vc; segrrent 2 in hp, doubled by fls and va ~ bn 1 and second 

desk vc; and segrrent 3 in bn 2 '(also bn 1 initially) and the rest of vc, 

doubled by left hand pf. 

88rbid. 

89The origins of BC III were described earlier. seep. 17 above. 

90perle, The Operas Vol. 2, p. 87. 

91Term adopted fran Perle, "Thematic Material and Pitch Organization", 
p. 275. 

92The clown is absent in Wedekind's plays. 
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The sequence, Trope I, II is reversed at the conclusion of the Prologue: an 

ascending Trope II unfolds between the Anirral Taner 1 s rhythmic "Ver-ehr-tes 

Pu-bli-kwn" (b. 80) aoo nHer-ein-spa-ziert! ! " Cb. 82). The fourths and 

tri tones ( from b. 4-beg. b. 5) are sustained and extended (b. 82-83). 'Ihe 

descending BC I and retrograded BC II/RBC II C end b. 83-beg. b. 85) condense 

the ascending BC II and I ( fran b. 2-beg. b. 4) , and a Hauptrhythrrus (RH1 

on the pitches C-E is added to the initials B,A Cb.BS). 

The clown's cymbal and bd stroke announces the entrance of the Anirral 

Tarrer, wearing a vennillion frock-coat, white breeches, top bcx)ts and 

holding a trainer's whip. The orchestra pauses whilst he invites the 

audience into his tent to view his menagerie of "soulless creatures ta.m....-=>d 

by human genius 11
• 93 His vocal delivery is normal speech, except for his 

rhythmic 11Her-ein" opening and "mensch-li-che Ge-nie" conclusion. 

The orchestra's Circus Music94 (b.9-16) accanpanies his claim 

(Sprechstirnrel that "Lust-und Trauerspielen" (corredies arrl tragedies) can 

-
only show daresticated anirrals, "Wie jene andern unten im Parterre" (just 

like the others below), i.e. the audience and orchestra. 

Fran b.9-beg. b,11, vn 1 repeats the first three notes of BS P-0, i.e. 

until the doubling of "Haustiere" pitches and note 4 (D). The latter, 

together with B~ (note 10) in hn 2 and va, anticipates Painter Dyads P-0 in 

els arrl vn 1 (end b.11-mid. b.13': 10-4, 11-5, 12-6, 1-7, 2-8, 3-9, 4-10, 

5-11, 6-12; the repeat of the last two Dyads is reinforced by ob and 

enghn). The first t...o notes of BS P-5 fonn a rhythmic fate rrotive-

93unless indicated otherwise, the libretto's translation is based on Perle, 
The Operas Vol. 2, pp. 42-57, and Arthur Jacobs, English translation of 
Libretto, Lulu, by Alban Berg, with Teresa Stratas, Yvonne Minton, Hanna 
Schwarz, Franz Mazura, Kenneth Riegel, Toni Blankenheim, Rebert Tear, and 
Helmut Pamp.1ch, cond. Pierre Boolez, Orchestre de l 1Opera de Paris, 
Daltsche Gramrophon, 2740 213, 1979, pp. 26-69. 

94see Perle, The Operas Vol. 2, pp. 143-146. 
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oscillation in bns, dbn and db (b. 9-beg. b.12), followed by notes 2-7 in 

bns and dbn, with note 6 re~ated in trbn 1 and vn 2; note 8 (df) appears 

in cl 1, vocal line aoo vn 1, and after doubling note 6 initially, vc 

corrq;:>letes the Series with 9-12. 

The final Painter Dyad fran BS P--0 (mid. b.13, vn 1) bec..ures notes 1 and 2 

of BS P-9 , which continues ( 4-12 plus repeated 11, 12 ) in upper vn 1, vocal 

line (up to note 11>, ob and cl l until b.16. This is doubled by notes 

10-12, 1-6 in lower vn 1---, va, enghn and cl 2, to form Painter Dyads P-9 

(until beg. b.16); this was initiated by Dyad 3-9, between trbn 1 and bn 1 

doubled by bcl (final beat b.13-beg. b.14; hns and vn 2 repeat this Dyad in 

b .14). 

Conse.<;JUently, the Painter is associated with the Anirral Tarrer's description 

of domesticated ani.rra.ls. Berg's first page of the typescript to Lulu's 

libretto, emphasises "H a u s t i e r e" by spacing the letters. 95 In the 

following tv.D scenes of Act I, the Painter indeed proves unfamiliar with 

"Das w a h r e Tier, das w i 1 d e, s c h 6 n e Tier" ( "the true beast, the 

wild, beautiful beast"). 

Painter Dyads P-9 are briefly recapitulated (b.77-beg. b.79) in els, 

doubled by enghn and asax and in part by bns, hns, vocal line and vns. 

The Animl Tairer' s vocal line Cb. 9-beg. b.12) is set ot Alwa' s P-9; the 

fate rrotive-oscillation therefore also constitutes notes 1 and 2 of his 

95Ibid., Plate 12. 
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Seri es. The first hexachord s of Al wa' s P- 9 and BS P--0 share five corrm:m 

pitches, A,F,D,G,E, two of which bridge Alwa's first and second hexachords 

(beg. b.11), i.e. notes 2 and 4 of BS P--0 or 5 and 3 of Alwa's P-9. 

Viola's initial pitches in b.9 and their repeat in b.10, could be 

interpretErl as notes 1,3,2 of Alwa's P-4, which also demonstrates 

five-pitch invariancy with BS P--o.96 

The recapitulation of these bars, near the end of the Prologue (b. 7 3-75) 

transposes the Anirral Tamer's vocal line to Alwa' s P-4 (1-7, four-note 

bridge containing E,D, and 7-12); asax and enghn also have a canplete 

staterrent (b. 74-75). A variant of the rhythmic fate rrotive (bns and timp 

b. 73-2nd beat b. 74) is transf ormed into a tremolo (at identical pitch) 

until end 1st beat b.76, i.e. another motive symoolising destiny, to mirror 

the fate-oscillation (b.9-beg. b.12). 

The presence of Alwa' s Series in the Aninal Tarrer' s vocal line, identifies 

the latter as Berg and Alwa' s mouthpiece, just as he was for Wedekind and 

the writer Alwa. 

Corresponding hexachordal invariancy, between BS P-9 and I-6, 97 determines 

the choice of BS I-6 (7-12, 1-7) in trbns 1.2 (end b.16-18); the initial 

notes 7 and 8, doubled by the Aninal Tarrer, are also a further repeat of 11 

and 12 of BS P-9. The Animal Tam2r doubles the first hexachord of BS I-6 

and retrogrades BC II in b .19, against notes 8-12 in trbns. '!he latter 

evolves into the verticalisation of Schon's P-4 (7-12, b.20-beg. b.22) : 

7,8 (hns 1.2), 9 (trbn 3), 10 (trbn 2), 11 (bns, btuba), 12 (trbn 1), thus 

96rbid., p. 96, El<. 44. 

97rndicated by £ in the row tables (Appendix B). 
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illustrating ffi:LXimurn hexachordal (five-note) invariancy between these 

Series; the Anirral Tamer unfolds 9,10,12,7,8 Cb.20). 

The clown strikes the cymbal and l::d (b. 20) and the Anirral Tarrer, 

progressing to P:3:rlando gesungen, carnrences with a description of his 

beasts: 

1. "den T i g e r" is identified as "der Gewaltm2nsch", Schon, by his 

tiger-like P-4 in vc ( end b. 20-b. 22, notes 1-7 with a leap of just 

over tv-.D octaves bet~en 5 and 6), canpleted by asax, doubled mostly 

by vn 2 {b. 23-beg. b. 24). Notes 11 and 12 of Schon' s P-4 in the 

vocal line, doubled rrostly by hns (b.20-beg. b.23), initiate the 

following I-0, which is continued until note 10 and completed by dbn 

and btuba (8-12, end b.23-24); the tiger-like fonn of I-3 (1-5) 

occurs in va, doubled mostly by hns (b.22) and db has the leap (5,6) 

which retrogrades that of P-4 (A~,B). 

The palindromic counterpart of this passage 

Schon' s P-1 ( 1-4) in vc until beg. b. 65; 

(b. 64-65}, presents 

the Ani rral 'Iarrer 

enha.nronically converts note 10 of BS P-0 into note 3 and completes 

Schon's P-1 (b.65, notes 4-12) to "Doch warten Sie, was spater wird 

geschehn:" .... the tiger (Schon) pounces in Act I/2 - his prey (the 

Painter) commits suicide - and is ready to kill (Lulu) in Act II/1. 

2. "Den B a r e n" is musically identified as the Acrobat, i.e. by the 

first three notes of his P-10 in the vocal line (b.24-lst beat b.25) 

and by his P-4 (2-12} in bcl and bns (b.24-beg. final beat b.25), 

with notes 1 and 2 in dbn and btuba ( notes 11 and 12 of Schon' s 
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I-0). His greediness causes him "zu Bcrlen sinkt" (end b.26-27) in 

Act III/1, when Schigolch disposes of him. 

The score's list of Personen doubles the role of "Rcrlrigo, e in 

Athlet" (Acts II and III) with that of the Animal Tarrer (Prologue). 

According to the Lulu sketches: 

Berg seems to have changed his ideas about the 
importance of the character of the Athlete during the 
course of his work upon the opera and only at a 
relatively late stage did he decide to relegate him to 
the stature of a secondary character by cmi tting his 
proper n~ fran the score.98 

Perle supports Arthur Jacobs' note to his translation of the 

libretto: "For the German 'Athlet' the English 'acrobat r has been 

preferred as conveying better than 'athlete' the idea of a 

professional showman. 11 99 

Lulu infonns Schon that "Er ist Akrobat", in Act II/1, (b.384-beg. 

b. 385). 

(
r . H. .-. H. ) 

-The acrobatic "white-and-black-note" piano clusters 1.H. l.Unterarm, 

associated with him, were already heard at the end of the Circus 

Music (b.16) and recur at the end of its recapitulation Cb. 79); 

those of b. 27-beg . b. 28 retain the "white-black-note" dichotomy. 

They symbolise his profession as acrobat and his connection with the 

Animal Tarrer and circus. 

3. "den . . . A f f e n" is accaripanied by the nusic representing the 

triple role of the Prince (Act I), Manservant (Act II) and Marquis 

(Act III), e.g. P-5 Cl-11) in cl l (b.28-31) which supplies note 1 

98Jarman, "llllu : The Sketches", p. 7. 

99perle, 'Ihe Operas Vol. 2, p. 61, n. 44. 
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to the cyclically pennuted P-5 in solo db (b.28-beg. b.29); solo str 

unfold three rrore statcrrents of P-5 (b.29-31, ending on note 11), 

and the vocal line's presentation rx>rtrays the text. The derivation 

of this Series will be illustrated during the Prince's Chorale 

(I/3). 

4. "ein K a me l" is acc-ompanied by two statements of BS I-9 (mid. 

b. 31-beg. b. 3 4, in ob ~ enghn, doubled by upper hp, arid bn 2 ----;, 

low.2r hp ~ vocal line ) ; the sustained F in vc ( b. 3 2 ) supplies 

note 2 of the second statet'O!-:-nt and the sustained G in bcl (b.33) 

supplies enghn with note 4. 

Perhaps the camel, with its resevoir of water to survive desert­

life, depicts the resources of the BS to represent the drarratic 

events in store for the audience; RBC II in va (b.31-32) adds 

further mystery to the Animal Tairer's tent-contents. 

5. "da.s Gewlirm" is not errphasised in Berg's typescript of the libretto, 

but is depicted by Schigolch's creeping, chrorretic Trope, e.g. X, Y 

and Z of TI -6 in the vocal line •and hp ( b . 3 4-beg. b . 36 ) with the 

missing, final AP in pf (2nd beat b.36); Y, z, and X (twice) of TI-9 

in dbn and db (end b. 33-beg. b. 34); bn 1, doubled by va ( 2nd J'> 

b. 34-mid b. 36), have RX of TI-9, RZ of T-2, Y of T-10, Z of T-7, Y 
• 

of T-3 and RX of TI-2; bn 2 and vc have Y of T-1, z of T-10 and Y of 

T-6 ( b. 35-beg . b. 36 ) ; and pf and a sax present X of T-1 and T-4 

(b.35-beg. b.36) and RX of TI-9 (end b.36-beg. b.37). 

6. "Reptile, Molche" are identified with the triple role of the Medical 

Officer (Act Il, Banker (Act III/1), and Professor (Act III/2). 

Variant dJ of P-7 accatp3.nies these WJrds: the rrajor third (11-5) is 



43 

sustained in vn 1 {b. 36-37), against the rerraining adjacent dyads in 

trbns (1-2, 4-3, 7-6, 8-9, 10-?12) ,lOO bridged by perfect foorth 

dyads to variant Q) of I-5 (2-1, 3-4, 6-7, 9-8, 12-10, 2-1) in b.38, 

with sustained B~-D (5-11} in vc. 

7. "das Krokodile" intrcxiuces the music of Coontess Geschwi tz {b. 39-

41) , 101 with her characteristic accelerando-ri tardando in the 

perfect fifth oscillation of tirrp, pf and db. 

The Schoolboy (ein Gymnasiast)l02 is musically referred to, 

al though he is not specific.ally identified with one of the beasts; 

s~nts G) , @and Q) of his serial Trope T-0 occur in bns, hns and 

vc {b.26-end 2nd beat b.27l. 

SUddenly, the Animal Tarrer calls to August to bring out "unsre 

Sch 1 an g e" {b.42-43 Lulu's P-3, notes 1-8). This is 

accanpanied by the ascent and descent of Basic Cell rvl03 {BC IV) in 

pf: 

EXAMPLE 14 

ec.rr 

ff~l 
~'---"""!'-~-rpf 

In the opera, BC IV "serves pri~rily as a cadential detail 11 .104 Here, it 

is initially set to a diminished version of the rhythmic fate rrotive: 

lOOpossible error of A9 instead of A~; the vocal score is the sane. 

lOlsee p.89 below. 

102Berg anits Wedekind's proper name, Hugenberg. 

103Perle's designation. See The Operas Vol. 2, p. 91. 

l04rbid. 
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J! J~ -~ f. , doubled by the triangle; the hp sounds its soorce on dF 

(b. 42-43): j:>'7 7 ,J"> ~ )i J. The cad12ntial quality of this passage is 

underlined further by the isolation of Lulu's ca.dential element, i.e. notes 

9-12 of Lulu's P-3 in fls, vib aril vn 1 (mid. b.43-44), and double 

bar·Unes. Its recapitulation {b.66-beg. b. 68) transposes BC N and 

inverts Lulu's Series (I-11), to accompany her return to the tent. 

The clown's cymbal-oo stroke announces Lulu' s Entrance .Music ( b. 4 4-62) , 105 

Lulu, dressed in Pierrot costurre, is carried out by a big-bellied stagehand 

and placed before the Animal Tarter. He introouces Lulu to the audience: 

Sie ward geschaffen, Unheil anzustiften, 
zu lok.ken, zu verfuhren, zu vergiften 
und zu rrorden, ohne dass es einer spurt. 
(She was created to instigate harm, 
To allure, to seduce, to poison 
and to rrurder without leaving any trace.) 

Lulu's Entrance Music consists of: 

1. triads 

C ~ (b. 44-mid b. 45 ,-. vc+db, doubled initially by lo""'2r ww and hp) 

against Ff t (evolving fran Lulu's cadential elerrent in vns and va) 

d 
<. , an B\;, :!I , ---, F 3 (build-up in str doubled by hp, 2nd half b.45), 

which is sustained and arpeggiated until b. 48 against gf minor in 

vns, va and hp (b.46-rnid b.47, also in vocal line as notes 2,4,6 of 

Lulu' s P-6 and continued rrelo::Hcally by vn 1 unti 1 mid. b. 48) ; a Z 
~ 

occurs, mid. 2nd half b. 47, in vn 2, va 1 vc and hp - the latter tv.D 

are unfolding rrelooic c* minor and F rrajor, respectively; vc, 

doubled rrostly by upper vn 2 (b. 48), has rrelooic FW major and. the 

augrrented triad D-B~-G~, whilst the vocal line's 9,10,12 of Lulu's 

P-6, sound rrelodic BP major (as indicated in Berg's early row chart, 

105rbid., pp. 69-70, 135. 



no. 5) to sup.r;:ort that in str; and e 5 
db (final beat b.49). 

45 

-
is farmed bet~en bcl, vc and 

The mnclusion of this tonal section (b.50-51) e:nphasises the 

harrron ic-rrelodic arrangement with A~ rra jor ( s tr+bcl against the 

ar;;:ieggio in pf) and ff minor (str+hn+bcl against pf). 

The tonal elerrent.s return near the end of the Lei tsektior. 

(b.57-62) .106 

2. serial material 

Lulu's P-6 in its snake-like form Cb.46-48, vocal line, doubled 

later by ob-¼ bcl) and I-3 (b. 60-62)107 - her twisted prefix is 

isolated for "zu verfiihren, zu vergiften" (b.51-52); Schigolch's 

TI-9 (2nd beat b.49-52 : db (Y) ......:,vc (Z), with pitches of X in vocal 

line, b.50-51), and its tetrachordally-invariant counterpart, TI-1, 

end b. 51-55 vc CX, with added D9 and accompaniment fanning 

diminished triad D-F-At,, beg. b.54) -----t va CY) ~ db (last three 

notes of Z, whose missing F~ is sustained in els, b.54, _and 

accented in the vocal line and pf, b.54-55), which leads up to the 

Animal Ta.rrer' s falsetto "spurt~• (b. 55), i.e. a preview of 

Schigolch's asthmatic vocal delivery; BS P-7 with ostinato on final 

three notes (b. 52-55 : right hand pf, doubled. by cl 1 ~ vocal line 

~ cls+tpts); the cyclically _permuted Schoolboy's T-4 ( U) , Q) , @ ) 

in a sax and right hand pf ( b. 49-52) to anticipate llllu' s influence 

over him ( "Zu lokken, zu verfilhren 11
); and the first hexachord 

sequence of Alwa' s P--0/Schon' s I -5, Alwa' s P-10/Schon' s I-3, Alwa' s 

P-3/Schon' s I-8 and Alwa' s P-1/Schon' s I-6 in the accanpanirrent, 

l065ee pp, '1,(o~4, below for details. 

107see p. 4' belON'. 
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b.56-59,108 i.e. a hexachord per bar, e.g. b.56, with Alwa's P--0: 

harmonic 1 (cl 1, bn 1), 2 (cl 2, bn 2) and 3 (tpts), followed by 

harmonic 4 (cl 1, bn ll 5 (cl 2, bn 2) and 6 (trbns), with a repeat 

of l ( dbn , db ) . There is corresponding trichordal invariancy 

bet-ween Alwa's P and Schon's I forms, rrentioned above. 

The t~ overlapping statements of BC I in bns Cb. 55 l portray the 

Anirral Tarrer' s affection for Lulu; his address to her, "Mein susses 

Tier" (final beat b.55-beg. b.56), doubles bns ~ bn 1 and contains 

a cyclically pennuted BC I (F,Ff,B,C). 

The text, "Die U r g e s t a 1 t des W e i b e s zu verstauchen" 

(Distorting the primal form of ~man) is reflected by a distorted version 

of Lulu's inverted Series in vocal line and vn 1 (end b.60-mid. b.62) : I-3 

(2,1,2), I-2 (3), I-3 (4-8), I-2 (9 with 10 and 12 sustained by vc; note 11 

of I-3 is sustained by obs). 

The B and F major triads (b.60 in vc+db, doubled by bn+dbn and hp) could be 

interpreted. as Hanna Fuchs-Robettin's initials,109 in b.6x10, i.e. a 

multiple of Berg's fate nlllllber for Hanna . . 

In a letter to her (4 Decanber 1929}, Berg llEntions her initial-chords in 

Der Wein (b.138-141): 

Whom could it have to do with but you, Hanna, when I say, in 
'The Wine of the Lover' : ''Sister, let us flee side by side, 
without rest or pause, to my land of dreams' - and these 
~rds die away in the most gentle B [HJ major and F rrajor 
chords!llO 

108Perle, The Operas Vol. 2, p. 138. 

l09Berg's friendship with her, during the final decade of his life, played 
a significant role. See Perle, "The Secret Program of the Lyric suite", 
IABSN 5 (June 1977) : 4-12. 

llOperle, The Operas Vol. 2, pp. 139-140. 
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The rrelcdic gf minor, cc:tf minor and E major triads in solo vn {b. 57-59) 

anticipate the triadic elements in the acccrrpaniment : Cf 1 in ob+cl +hn 1 

+tpts <1st two beats b.61), doubled by vn 2, which is concurrent with d~ 

in hns, evolving into the diminished seventh chord C-E~--GP-A (,;..,,w-+brass, end 

b. 61-mid b. 62) ; the harp figuration ( b. 61-63) , doubled by lo½'::'r vc ....._ upper 

vc ~ va+vn 1~ va+vc, contains melodic Bl;> wajor, diminished triad Gjf-F-D, 

d minor and the diminished seventh chord EP-GP-A-C. 

An abbreviatoo version of Lulu's Entrance Music (b.68-72) includes Lulu's 

distorted Series (vn 1, doubled mostly by the vocal line, end b.68-70 : 

I-2: 1,2, twice, I-1: 3, I-2 : 4-8). 

Ascending staterrents of BC I in hp and fls (b. 71-74) reflect the Anir:ral 

Tamer's pride in Lulu ("meinen grossten Schatz!", b.69-70). Earlier (end 

2nd beat b.65-end 1st beat b.66, solo vc doubled rrostly by bn 1), RBC II, 

flanked by BC I variant.s (Ct,G-lf,A,E}, underlined the AnilT'al Tamer's 

reference to Lulu's attendant fatality. 

The Prologue's palindromic design anticipates and ref lect.s that of the 

whole opera (Lulu 1 s ascent and descent) and its constituent Sextet (I/3, 

b .1177-1203) and Film Music ( at the centre of the opera between Act II, 

Scenes I and 2) . It can be outlined as follows: Diagram 1111 

lllA mxlification of Jarnan, The Music, p. 188. 



BAR 

1-beg. 5 

5-beg. 6 

6 

end 6-beg. 7 
8 

end 8-beg. 9 
9-16 
9-beg. 12 

13-beg. 16 
end 20-mid. 24 
42-beg. 44 
44-62 

(68-72) 

66-67 
(64-65) 

( 77-79) 
73-76 
73-75 

DIAGRAM 1 
M-1 & TEMPI 

J == 80-90 

Carodo J == 70 

Subito ritmico 

MUSICAL MA.TERil\L 

Ascending BC I (Trope I) 
and 13C II 
Melodic, descending BC III 
(Trope II) 
Cyrrbal - l:x1 stroke (Clown) 

Clown ( cyrrbal-lxl) 
Circus M.Isic + pf cluster 
Alwa's Series 
Rhythmic fate rrotive -
oscillation 
Painter Dyads P-9 
Schon's tiger-like Series 
c.adential passage 
Lulu's Entrance Music 

Lulu's Entrance M.Isic (abbr.) 

Subito ritmico Cadential passage 
Schon, the tiger 

Painter Dyads P-9 
Fate rrotive variant (trerrolo) 
Alwa's Series 

TEXT 

Herein ... 
. . . menschliche 
Genie 

den Tiger 
He, August! 

Hopp, August! 
Doch warten 
Sie ... 

73-79 Cancxlo J =70 Circus Music+ pf cluster 
ClovJn (cyrrbal - bd) end 79-beg.80 

8(.) 

( s2 > I 

Verehrtes 
Publikum 

I Hereinspaziert 

DH!IJ.'1A'l'IC AC..""'I'ION 

Anirral Tarrer's entry 

Announcing Anirral 
Tarrer's opening 

Stagehand enters 
carrying Lulu 
Stagehand exits 
carrying Lulu 

Announcing Anirral 
Tarrer' s last words 

so-beg. a2 I 
end 83-beg.85 J = 90-80 

I Ascending Trope II 
I Descending Trope I and RBC II Animal Tarrer' s exit 

VCX:AL STYLE 

Rhythmic speech 
Rhythmic speech 

Sprechstirrrre 

Parlando centre 

] 

within 

Parlando 

double 
bar­
lines 

Sprechstirrrre 

Rhythmic speech 

Rhythmic speech 
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Synopsisll2 of Act I 

Seen.:: 1 take~ place in th€ spacious, ITEagrely furnished studio of the 

Painter. Lulu, in Pierrot c.osturre, stands on the p<rlium in the centre, 

holding a tall shepherd's staff; the Painter is painting her p:irtrait. 

Schon is seate:i up:m the tiger skin-covererl ottoman, in his overcoat wit.Ii 

hat in hand. His son , Alwa , a ccirposer, arrives and is pleased to see 

Lulu. Alwa ex9resses a wish to e:1gage her as his leadir:g lady and invites 

Schon to his dress rehersal. Before they leave, Schon asks Lulu to convey 

his greetings to her absent husband, she sends hers to Schon' s fiancee, 

whom she has never rret, and Schon criticises the Painter's w:.:irk 

(Recitative, b.86-131). 

Left alone with Lulu, the Painter is u..,able to cor.centrate on his t;.Drk. He 

approaches Lulu: she throw.:; the shepherd's st.aff at him and hurries towards 

the door (Intrcduction to the canon, b.132-155). 

-
The Painter chases her arourrl the roan and eventually catches her {Canon, 

b.156-185). 

He declares his love for her, calls her Nelly, and despite lulu's 

correction, calls her Eva instead (Coda, b.186-195). 

His attempt to kiss her is interrupted by her husband's arrival. 'Ihe 

Medical Officer breaks down the door, sees them tcgether and dies of a 

stroke. Alwa leaves to fetch a doctor {Melcx:3.ra.TTE., b.196-257). 

112n1e synopses here are based on the srore of Lulu; Jarnan , 'Ihe Music, 
pp. 252-256 and Forrral Structures, pp. 204-206; Reich 'Ihe Life and 'i"brk, 
pp. 164-176; and Perle's Formal Design in The Operas Vol. 2, pp. 71-77. 
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Lulu's address to the Medical Officer's corpse reveals that he kept her 

under close observation during their marriage; her present concern revolves 

around her future (Canzonetta, b.258-283). 

The Painter returns and is shocked by Lulu's lack of anotion, but concludes 

that she is simply a savage (Recitative, b.284-304). 

The Painter asks Lulu whether she can tell the truth, what her beliefs are, 

and whether she was ever in love. Her replies to all his questions are 

intensifying repeats of "Ich weiss es nicht" (Duet, b. 305-321). 

As if aw-akening from a mesrrerised state, Lulu asks the Painter what he 

wanted to know about her; the Painter, disgusted, tells her to go and 

change (Transition, b.322-328). 

Left alone with the Medical Officer's corpse, the Painter admits his fear 

of such gocd fortune. He begs the Medical Officer to wake up, and prays 

for strength and spiritual freedom {Arioso, b.329-350). 

Scene 1 is linked to Scene 2 by an Interlude (b.351-413), based on the 

Duet, Canon and Canzonetta. 

Scene 2 takes place in an elegant drawing-roan of the Painter's house. 

LUlu is now married to him. Her Pierrot p:,rtrai t, in a brocade f rarre, 

hangs above the fireplace. 'Ihe Painter brings in the rrorning p:>st, 

containing news of another successful sale (Lulu as a dancer) arrl the 

announcerrent of Schon's engag~nt (Spoken dialogue, b.414-415). 



51 

Their dares tic scene (Duet ti no, b. 416-457) is interrupted by the arrival of 

Schigolch; the Painter exits to his studio { b. 458-462) . Schigolch is an 

old, asthrre.tic friend of Lulu's, who has corre to request rroney, inspect her 

new home and husband, and generally reminisce. Lulu is thrilled to hear 

her na.re "Lulu" again. She complains about her life at horre, where she 

£eels like an animal (C~J.Jllber Music I, Nonet for ww,113 b.463-530). 

Schigolch leaves as Schon enters. Schon demands that their relationship 

ends, and is anazed that the Painter is unawar e of her infidelity (Sonata 

exposition: Principal therre, b.533-553). 

Lulu canplains that the Painter is blind to her and himself. Schon reminds 

IJ.llu that he arrangEd t~ goa:1 marriages for her and he wants no further 

involvenent in her life <Bridge, b.554-586). 

His wish to rrarry into respectability is finally being realised and he 

forbids Lulu to visit, except when accanpanied by her husband (Sul:::ordinate 

therre: Gavotte and Musette, b.587-614). 

Lulu replies that Schon is the only man she belongs to. Only he has ever 

shown genuine concern for her wellbeing and she cannot forget this {Cooa 

theme, b.615-624). 

Their tempers flare as they argue about the points raised (Exposition 

reprise Principal therre and Bridge, b.625-649, Suoordinate them=, 

b.650-665, Ccda there, b.666-668). 

113° although there are also son-e string passages, mainly pizzicato, as 
well as a few bars for piano and percussion." Perle, "I.ulu The Fornal 
Design 11

, JAMS 17 /2 { Sumrer 1964) : 180, n. 3. 
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The Painter ap_po._.ars and wants to know what is going on. Lulu exits. Schon 

infonns him about Lulu's unfaithfulness and her past. He raised Mignon 

(Schoo and Alwa I s narn.2 for w.lu) and Schigolch is apparently her father; 

she never knew her rrother. He suggests that the Painter exerts greater 

control over her. At first the Painter does not believe him. Unable 

to face the truth about Lulu, the Painter, under the pretence of going to 

speak to Lulu, exits and commits suicide. Alwa arrives amidst the 

comnotion and helps Schon to break down the door. LUlu and Alwa discuss 

the Painter, while Schon calls the i;x:,lice. The latter is convinced that 

his engagerrent and public life is doorred. wlu tells Schon that he will 

.ITB.rry her yet (Monoribnica, b.669-957). 

An Interlude, based on the Sonata, bridges Scenes 2 and 3 (b.958-992). 

Scene 3 takes place in a theatre dressing-room. Unlike Wede.l<.ind, Berg has 

included Lulu' s portrait in the fonn of a poster, which hangs on -the back 

wall. Schon has arrange:i Lulu's appearance on stage as a dancer, in the 

hope that sareone will marry her and ease his burden. Alwa has composed 

the music. While changing behind a folding screen, Lulu tells Alwa that 

the Prince is keen to marry and take her to Africa with him (Ragtirre, 

b.992-1020). 

When Lulu appears in ballet dress, Alwa is deeply affected. Lulu 

encourages him to relate his earlier irrpressions of her (Andante, 

b.1020-1040). 

They celebrate with champagne and Lulu describes the impact of his rrus1c on 

herself and the audience (English Waltz, b.1040-1094). 
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When Lulu returns to the stage, Alwa considers COITlf.X)sing an opera about her 

(Recitative, b.1095-1112). 

The entry of the Prince and his tale of admiration for Lulu I interrupt 

Al'i-16' s thoughts. P~rsistent ringing of the electric bell anounces trouble 

CCoorale, b~llJ.3-1154). 

Lulu rusbes in, fullw~ bY. the Wardrobe 11i.stress and Stage Manag12r. Lulu, 

distressed by the sight of Schon and his f iancee in the audience, refuses 

to perform. Sc::on arrives to order her back onto the stage. She agrees to 

return after sor.e rest and GVeryone leaves, except Schon (Ragtirre and 

Sextet, b.1155-1208). 

Schon reprirrands her, saying that she should t:e grateful for an audience of 

decei,t m~ and wamen, instead of insulted. Schon's inability to break ties 

with I.ulu is exposed when Lulu tells him about the Prince's plan (Sonata 

develaprrent, b.1209-1288). 

Devastated, Schon begs Lulu for a solution. She gives him writing paper. 

When he cannot ,;..n:ite, she dictates a letter to his fiancee, which ends 

their engagement (final Sonata reprise or recapitulation Principal 

therre, b.1289-1298, Bridge, b.1299-1303, Subordinate therre, b.1304-1355, 

Ca::ia therre, b.1356-1361). 
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Schon 1 s Sonata (b.533-668)· 

Schon 1 s Sonata, which dominates Act I, represents his character and his 

struggle to break ties with Lulu (so as to warry his fiancee of three 

years' standing). Consequently, its rraterial is derived frcm Schon's 

Series and the BS, which is also associated with Lulu. 

The exp::,sition (b.533-624) and first reprise (b.625-668) occur in Act I/2 

and the develop-1'€nt (b.1209-1288) and final reprise (b.1289-1361) in 

Scene 3, to reflect the drarratic similarities retween the t~ scenes. 

Berg's fonn sketch clarifies the exposition 1 s division into four sections; 

each section is associated with a specific theme in Schon and Lulu's 

dialogue: 

1. 

2. 

"Main Therre Schon, the complete personality, multi -sided 

domineering, possessed by deep feeling - his roo alone, short 

(domineering)" - connected by 11 
( childish person)" to 

"Bridge - Walter and the other men -Lulu 

connected by "(Beast) long" to 

his childlikeness" -

3. "Second ThffiE - the bride - both - her praise, (vain) middle 

4. Coo.a - the p:>ssession - Lulu - her grateful love - long. 11114 

114Author' s linear rearrangement of Patricia Hall, "Deri va tional Unf oldings 
in the Sketches for Lulu : The Case of Dr. Schoen 11 (Paper read at the 
Fiftieth Annual Meeting of AMS, Philadelphia, Pennsylvania, 25-28 October 
1984), Fig. 1 WNB Musiksamnlung F21 Berg 28/XXVII fol.l') and its 
transcription and translation in Exx. la and lb. 
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In addition to this structure-strengthening device, particular tempi mark 

the four sections first subject ; = 80 (b.533-553), bridge J. = 46 

(b.554-561), second subject J = 69 (b.562-578, b. 587-614), cooa J = 58 

{ b . 615-6 2 4 ) . In Berg ' s ear 1 y Sona ta sketches , the first subject and cooa 

were assigned tempi of J = 80½ and 57½, respectively, and in Lulu's 

pa.rticell he comrrents on their, nurrerical significance : "N.B. 

11½ x 4 = 46 ... 11½ x 5 = 57½ ... 11½ x 6 and 7 gives 69 and 80½ 

= lH. 

11115 

This formal structure is an extension of that in Schigolch' s Nonet CI/2, 

b. 463-530). In both instances, Berg has deliberately reordered and 

condensed WE:"d.ekind's text so as to exploit the textual-musical 

relationships.116 

Up:)n entering , Schon asks Lulu in b . 5 31, "W3.s tut denn Ihr Va ter da?" in 

the form of Schigolch's T-0, segrrents Y (initiated by trbn 1 and vn 2) and 

Z. This revelation of paternity is imrrediately mystified by Illlu's 

response, "Was haben Sie? ! ~ 

t'Z"segnent X) , and Schon I s surprise that the Painter allows Schigolch to 

visit. 

Sch~izer was the first to describe b.533-534 as representing the 

derivation of Schoo's Series £ran the Bs.117 

forms the basis for that of Reiter.118 

His analysis of this passage 

llSrbid., p. 6 (bNB Musiksamnlung F21 Berg 28/XXX fol. 14 and F21 Berg 29/I 
fol. 65). 

116Jannan, 'Ihe Music, p. 207, n. 2; the first half of the Sonata noverrent 
is based on reordered Erdgeist II/3 and the second half on condensed III/9. 
See 'I'he Lulu Plays ( and Other Sex Tragedies) by Frank Wedekind, trans. 
St phen Spender (London: Calder & Boyars, 1972), pp. 46-47, 49 and p. 75, 
respectively. 

117schweizer, Die Sonatensatzfonn, pp. 192-193. 

llBsee Reiter, Die Zwolftontechnik, p. 44. 
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Example 15 belaw shows a self-contained Sonata energico main therre 

( enci re led va and vn 2 pitches ) and the distribution of remaining BS notes 

between the vocal line and accompaniment: 

EXAMPLE 15 

lo 

.::i..,c1 . o-t<tj" .. ,...,c. ... 1- e.s 

Se::JUential juxtaposition of BS notes between Schon's pitches disintegrates, 

mid-second st.a ternen t of BS. Hall's ccmparison of the earlier and later 

sketches of the Sonata opening provides an explanation, viz. initial 

' graphic notation, indicating note-ouration only, for vocal line and first 

subject, followe<l by pitch assigrnrent to these parts, with inserted pitch 

narres of anitted BS notes, in their correct order, between the pitches of 

Schoo's Series. 

Berg then began systematically crossing them off as he fitted thE!TI into the 

acccmpa.niment.119 

119See Hall, "Derivational Unfoldings in the Sketches", pp. 7-8. 



Berg's sketches leave little doubt that the p.."l.ssage is a 
compositional ~rking out of the derivation of Schoen' s row 
-- a fact that is not at all clear from the finished score. 
Yet, as Perle and Jarrra.n have suggested, it does not 
actually "demonstrate" the relation between the tr,.,o row"S to 
the listener, for Berg has written the unfolding in far too 
cryptic a manner.120 
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This unfolding is thus significant for its drarratic symbolism rather than 

for i t.s deri va tional properties, i . e. the audible independence of Schon' s 

Seriesl21 from the BS reflects Schon's corrurand of the situation and Lulu's 

perplexity. 

The Sonata's rrain therre's conclusive repeat of notes 1,2 i.e. Gf,Clt-, is the 

enhanronic equivalent of its opening A\, ,Dv , 122 and leads to Schon I s Series 

(prirre) on D\i and his inversion comrrencing with Gf, viz. P-1 and I-8 

(b.535-536) m els 1.2 and bns 1.2, respectively. Together they proo.uce 

Series A dyads in which the following note-pairing occurs: 

EXAMPLE 16123 

120perle, The Operas Vol. 2, p. 159, as cited by Hall, "Derivational 
Unfoldings in the Sketches", p. 8, n. 13. 

121Hall, "Derivational Unfoldings in the Sketches", pp. 3, 8, and Schweizer, 
Die Sonatensatzfonn p. 192 as cited by Hall, n. 14. 

122"Because of this, the listener might hear the opening of the sonata 
as having a D~ "tonic", or he might hear the D), ~ chord as the daninant of 
the G'I' which follows on the fourth eighth note of the opening measure. The 
two keys of D), and G'v , which are suggested in this opening phrase, becorre 
the t""° ITB.in tonal areas of both the sonata and the later aria. " Jarman, 
"Dr. Schon's Five-Strophe Aria", p. 25. 

123rbid., Ex. 5. 



58 

The chrorra.tic consequent, consisting of paired notes 9,10,12 in contrary 

rrotion, is stressed and doubled by str (b.536); notes 11 are relegated to 

subsidiary voices. 

Lulu's "Sie konnen getrost "Du" sagen;" {end b.534-535) is reminiscent of 

the Painter's question, "Warum sagst Du nicht "Du"?" (I/1, b.191), except 

that she addresses Schon with the formal 11Sie". The nusical settings of 

each are also related, i.e. Schon's P-3 (1-7) by Lulu and BS P-3 (1-6) by 

the Painter, demonstrate five-note invariancy; rror.eover they share pitch A 

as note 7. 

Schon's P-3 is ccrnpleted by the vocal lines (b.536), when Schon imitates 

Lulu (6,7,8); 11 fiir die Ehre" initiates a pattern of isolating notes 

1, 10 , 11, 12 : she isolates these notes of Schon ' s P-10 in b . 5 3 7 and he has 

notes 1,10,11,12 of his P-8 in b.538. Celli double, bridged by descending 

BC I {FJ,C*,C,G) to anticipate the ascending staterrents of BC I in vn 2 and 

va (b.539), and Schon's intention to sever ties with Lulu. 

In a broader sense, the fourths (Ff-C~ and C-G) , constituting the 

BC I-bridge, which Jannan labels dyads III and IV of Series B, 

respectively ,124 will reappear 1TOre praninently in Schon' s five-strophe 

Aria. Likewise, Series A dyads, already rrentioned (b.535-536), include the 
' 

fourth-dyads I (G}-Cf) and II (G-D), i.e. notes 6 and 7 of Schon's P-1 and 

I-8, which form BC I (Gf,Cf,D,G). 

FUrtherm:>re, the first two notes of each hexachord of Schon's Series form 

BC I, ascending in the pri~ and descending in the inversion. 

124Ibid., p. 34. 
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Notes 4,5,6 of Schoo's Series fonn a diminished triad, with note 5 as root; 

this property is highlighed by ww, b.537-538: 

EXP.MPLE 17 

( t,""""f"'>""...J ~o o,o._,-,d~ pu,:.1-,.) 

~

'T ~$~' 
a.1 =~j¥J;-@E

1
-~x ~Yi~~~!§§§⇒. 

l• r- L ,...I . .1,-.+.:~-'J • 

~I'- I.I: t !· >. J.,.~ ""f>_,.. .. ~- .. f ~ 
·- ---+­___ 

P-4 of this figuration is completed by hn 1 (8-11), end b.538-mid b.539, 

and by vn l (8-10,12,11) rn b.539. Violin 1 continues with Schon's P-5 

until end 3rd beat b.541 : 1-7, 8 (vocal line's emphatic, repeated E), 

9,11,12,10,1-5, and supplies roots for a sequence of harmonic diminished 

triads in vns 1.2 and va {fran note 11 of P-4 in vn 1 to beg. b.541), 

doubled later by ww; hn 1 completes the diminished triad on the last P of 

b.539; vn 2 consists of BS P-1 Cl-4) and Schon's P-11 (5, or 4 of BS 

P-1,6,7,9,11,12, 10), final ~ b.539-end b.540.125 

The rest of Schon's P-5 can be fpund during the second half of b.541, e.g. 

notes 6,8,10-12 in vn 2, doubled by ob 2, 7 (B) in hn l,and 9 (F1f} in vc. 

Lulu 1 s uncertainty in b.542 is reflected in the unravelling of Schon's I-7, 

by vn 2 Cl), tpt 1 (2,3,5,6,7), va (2,3,4,8), vc (9,10), hn 2 (11,12) and 

125This fornation and that of Ex. 17 above, represent Schon' s counterpart 
to the triadic results fran superirrposing transpositions of Lulu I s Series 
(e.g. I/2, b. 418-beg. b. 420, N1 and segm2n ts of Schigolch' s Tror:e (e.g. 
I/2, end b.482-rnid. b.483, str). 
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thG oscillation of th~se pa.rts' final notes until bE.g. b.544. Lulu's vocal 

line at this ?,Jint consists oE b.541 1 s pitches (vocal line}. Schon repeats 

these pi tche.s until beg. b. 5 45, after which the addition of new notes 

increases. 

The first subject reappears energico in va and vc (b.544), i.e. Schon's 

I-10. 

(b. 545}. 

It retains the harmonic fourth opening, and is completed by vc 

Rhythro.i.cally identical to the Sonata I s opening, the them2 is 

again contained. between notes 1 and 2. The latter becorres note 1 of 

Schor. 1 s 1-5, wnic-h together with bns 1. 2, continues until b.547. Rests 

Scan. to isolate th~ opening f t { notes 1, 2, 3 >, the diminished triad 

(4,5,6), and the. chromatic conseque~t (9,10_,12). 

The har.ronic rrajor thirds in hns, tpts and va (b.545-beg b.547), perhaps 

p:::,rtray Schon' s reference to 11 two years ago", i.e. when the Me::lical Officer 

was still alive. 

Violins, joined later by obs, have the rrain theme at Schon's P-2 (b.547-

548). His I-11 is suggestoo by va and vc, b.548-2nd beat b.549 (1-4, 

7-12). Clarinets and trbn 1 combine. Schon's P-7 and I-2 (b.549-beg. 

b.550), to form Series A dyads. Note 6 (G} of I-2 is supplied by Lulu 1 s 

vocal line and the dyads on notes 7, 10 and 12, are displaced; els stress 

the chromatic consequent. 

Schon' s "We..nn Walter nicht so ein Kindergemut ware" is set to the second 

and first hexachords of his I--0, and is accompanied by his P--0 in vn 1 

(b.550-551), with note 7 (P~) in vn 2 and stressed chrcmatie 9,10,12. This 

reference to the Painter leads one to expect a musical reference too. The 

only apparent link is the figuration in els 2.3 (b.551), after cl 3's first 

four notes of BS I--0. The rhythm is associated with the Painter Dyads, and 
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those belonging to I-5 are present, e.g. F-B, A--C~, AP-E, B~-D. This 

passage is clearer in term.s of anticipating the bridge section and Lulu's 

complaints about the Painter's blindness, the st.art of which is accompanied 

by Painter Dyads P-5 in cl 3 and bcl (b.553, fran end 3rd beat): 1-7, added 

note D~ in bcl, 3-9, 4-10, 5-11, 6-12, 1-7, 9-3. P-5 and I-5 are related 

by the corrbination of their first t~ dyads into a comrron Painter Chord (D , 

but because the Dyad 2-8 of P-5 is absent, this link is too tenuous. 

In b.553, Lulu's "Kindergemut" repeats Schon's "KindergemUt" of b.551, but 

na,., at Schon' s I -5 < 1-4) , to form the link between the first subject 

section and bridge section, which Berg indicated between his colwnns 1 and 

2 of the Sonata form sketch.126 

Her "Er sieht" is set to notes 1 and 2 of Schon' s P-9, which cl 1 completes 

(b.554 after tied G~}, concluding with the chronatic conse::JU,ent; similarly 

in b.555, with Schon's P-0: 2,1 (vocal line's initial descending fourth), 

3-8 (cl 1), 11,12 (vocal line). 

Lulu's "Er ist blind, blind, blind" (b.556-557) intensifies her preceding 

phrase (b.554-555), by transposing the pitches a minor third higher and 

extending it to culminate on Dq, thus .completing the rrelcx:iic diminished 

seventh chord (F,A\7 ,B,D), inherent in the previous phrase, as the melcx:iic 

diminished triad D,F,A~; similarly for the diminished seventh chord 

(A,C,EP,F't) built up by the lower notes. 
' 

The accanpanying three-quaver groups, in bn and vc, rrelodically present the 

diminished seventh chords G,B~,C~,E (first and second notes of each group) 

and A,C,D*,F~ (third notes); cl 1 repeats the latter (b.558-559). Trope II 

is thus sounded. 

The minor third and perfect fourth elements could be ·related to the 

126See p. 54 above. 
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acCOTTpanirrent of b. 427-beg. b. 431, when the Painter revealed his attitude 

to Lulu: "Du bist ja rrein, ich habe nichts rrehr, sei t ich Dich hab 1 
• Ich 

bin mir vollstandig abhanden gekormen". 

Lulu's P-6 (sharpened note l) unfolds in ob 1 (b.557, after initial AW-beg. 

b. 558) and continues to oscillate on notes 11 and 12 until evolving into 

the Duettino therre (b.559-560), which originally accompanied the Painter's 

rerrarks on doirestic bliss, a tone lower ( b. 416-418) . "Dein Haar a tmet eine 

Morgervrische" (end b.418-421) occurs in fls (3rd last )', b.560-561), a 

tone higher. 

Schon' s suggestion of opening the Painter's eyes is set to the first four 

notes of his I-11, doubloo. by bcl (2nd half b.557); Lulu gives notes 5-8 

(end b.557-beg. 2nd beat b.558), and notes 7 and 8 evolve into the first 

four notes of Schon's I-5. This pattern of four-note isolation continues 

in bn 1 (mid. b.559-560) for Schon's I-3 and repeat of I-5, and in dbn for 

I-7 and I-9 (2nd half b.560-561). 

The first three notes of Schon I s P-7 are stated harmonically (beg. b.558) 

by bn 1, ob l and fls, i.e. Ct; the Series continues in bcl until b.559 

{4-12). Similarly, notes land hannonic 3 and 4 of Schon's I-3 occur in 

£ls (end b.559), and £ls and ob 1 (beg. b.560), respectively; enghn unfolds 

the Series further until b.561. 

Notes 3-8 of Lulu's P-8 are presented in her vocal line, doubled by fl 2 

(end b.559-beg. b.560), followed by her P-1, doubled by cl (until b.561); 

note 9 is supplied by dbn ( 2nd .P b. 561} and 12 is absent. 
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The second subject section is anticipated, end b. 561-beg. b. 563. Lulu's 

11 Bit te, wi e Sie wUnschen ! " is subdomi nan tl y related to Schon ' s "Kanrren wi r 

zu Ende!"; this relationship is supI_)Orted by va and vc. The repeated 

elerrent, contour and rhythm-sequence is related to the Duettino' s theme, 

without rests CI/2, vocAl line, b.416-418). Piano doubles str, i.e. f ·lti, 

diminished triad on G, fourth chord, and augmented triad F-A-Cf. 

Schon I s explanation that it was through him that she rrarried, is set to his 

P-8 (3-10,12, b.563-564), whilst hn 1 oscillates on notes 2 and 1, and his 

P-11 (3-8,1,9, b.565-566), with its horn oscillation (notes 2,1 after tied 

cf, changing to notes 11,12). 

Reference to dorrestic life with the Painter (b.567-570} is mirrored by 

Lulu-like scale forms ( vocal line, btuba) , harmonic fourths and melcx:lic 

minor thirds (tpts). 

Imitative entries by notes 8,5,6, 7 of Schon 1 s Series, at minor thirds 

apart, alternate bet~en trbns 2 and 1, viz. P-2 (b.567), P-5 (b.568), P-8 

(b.569), and P-11 (b.570-beg. b.571), with a conclusive note 8. Trope II 

is thus sounded between them. 

Lulu's P-5 (sharpened note ll in btuba (b.569-beg. b.571), puts Schon's 

claim, "Ich habe Deinem Mann eirie Position geschaffen", into perspective, 

for she too played a part in the Painter's success, i.e. as the subject of 

his paintings. 

Schon's vocal line (b.570-end b.577) presents his r-10 (1-4), P-6 (4-12) 

arrl complete I-2; tpt 1 sounds notes 1-4 of his I-4 (mid b.571-beg. b.572). 

Fran mid. b.573-578, tpts 2.3 repeat an augmented Duettino therre and its 

appendage ( "Dein Haar ... ") a semitone higher than the original (b. 416-
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421); vn 1 has Lulu's P-0 (b. 575-beg. b.578) : 1-8, (9 in vocal line], 

10 ,11. This serves as accanpanirrent for Schon' s wish, "lass mich dabei aus 

dern Spiel", i.e. to play no part in her life. 

Their rronologues are combined. simultaneously in the bridge reprise 

( b. 5 78-586) , to depict "Lulu and· Dr. Schoo, die - in plotzlicher Bewegungs­

losigkei t-aneinander vorbei singen" (note * in the score). The orchestra 

repeats the first section's woodwind accorrpanirrent (b.554-5611 in the str. 

Lulu retains the earlier pitches, but Sc.hon's setting recapitulates cl 1 

(b.554-555), ob 1 (b.556-beg. b. 557), bcl (b.557-beg. b.559), bn 1 (2nd 

half b.559), and enghn (b.560-561), i.e. a diminished version of his vocal 

line (b.563-578), transposed a semitone higher. 

Berg's "{Tier)" in his form sketch, connecting the transitional group 

(bridge) and second subject,127 takes the form of a permuted OC I 

cor,Gf,A,D) in va (the rest), end b.586-588. 

The Sonata's subsidiary therre ( b. 587-614} ,128 is associate:J with Scho.'1' s 

fiancee. The constituent Gavotte and Musette symbolise Schon' s "longing 

for orderly bourgeois conditions. ul29 Piano has triadic elements, inherent 

in his Series, e.g. ma.jor, minor and diminished triads, and the fourth 

chord fran notes 7,8,9 (e.g. b.607-beg. b.609). 

Violin 1 accompanies Schon' s "Am Ziel rreiner Wiinsche!" with his I-8 

Cl,2,4-12, end b.591-beg. b.594). 

Lulu I s suggestion that they can still rreet, recalls the energico string 

127see p. 54 above. 

128" the listener is likely to hear the second subject there as 
centering on an F-#= tonic", because of its reP=ated F* (anticipated in b.585 
by solo vns 1. 2} . See Jannan, "Dr. Schon I s Five-Strophe Aria", p. 26. 

12%eich, The Life and Work, p. 166. 
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main therre, i.e. his P-8 (2-12,1,2) in vns 1.2 (end b,606-beg. b.610); vn 2 

and hn 1 continue with the first hexachord of P-1 until end b.611. Schon 

imitates with notes 2-7 of his P-8 (b.608-beg. b.610). 

They sing simultaneously, end b.611-614. Schon's concluding "Ihres Mannes" 

has irrrnediate impact on llllu, who repeats "'Meines Mannes' II 

(gesprochenl, and the Coo.a theme comrences. 

Its chromatic opening was anticipated by asax and vn 2 (mid. b. 612-beg. 

b.615), bns and db (b.614--rnid b.615), as isolated, stressed notes 9,10,12 

of Schon's P-1 and I-4, respectively. 

The Coda theme represents Lulu's grateful love for Schon and "his inability 

to free himself fran a relationship that threatens to engulf this p'.)werful 

public figure in a scandal rrl30 and eventually destroy him. 

In Mitchell's comparison between Wedekind and Berg's conception of Lulu's 

character, he wrote the following about the Ccda music: 

In Earth-Spirit (act two/3) Lulu makes a declaration of her 
attitude to Dr. Schon, speaking, according to the stage 
directions, 11 in a decided tone" : 1 If I belong to anyone in 
the ....-orld, I belong to you. Without you I should be - I 
wouldn't care to say where. You tock rre by the hand, gave 
rre food and clothing when I tried to steal your watch. Do 
you think I can forget a thing like that? [Who except you 
in the whole ....-orld has ever cared for rre?] 

In the opera { act one/2) , a transfonra tion has occurred. No 
longer is the statement a typically I.lllu-ish recital of 
plain and errotionally detached facts; ... 

130George Perle, "The Character of wlu 
25 ( 1964) : 313. 

a Sequel", The Music Review (MR) 



. . . The exceptional beauty of this passage leaves us in no 
doubt as to the depth of Lulu' s love . The "love" , however , 
was not originally part of Wedekind' s drarratic intentions -
indeed, it is destructive of them - but has been intrcrluced 
by the COITlfX)Ser.131 
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In his sequel to this article, Perle argues that this setting "is entirely 

consistent with Lulu's special relationship to Dr. Schon, for the 

attachrrent betv.Ben Dr. Schon and Lulu is not at all corrparable to the 

casual connections that she has with her other husbands arrl lovers in the 

opera ... "132 

Lulu's gratitude to Schon resembles Berg's faithfulness to Schoenberg, who 

cane into his life at a critical tirre (1904) to recognise and encourage his 

talent.133 Within this context, Schoenberg's syrrbolic nurroer 13 is related 

to the Coda's lllTl J = 58 ( 5+8 = 13) and b. 616 ( 6+ 1 +6 = 13), which narks the 

start of the relevant text. 

The ~lady of the Ccxia rrusic (e.g. vn 1, b.615-616) is Tristan-like, i.e. 

simi la:r to the Tristan und Isolde Prelude opening (b. 2-5), intervallically 

(senutone, rrajor sixth): 

13loonald Mitchell, "The Character of Lulu Wedekind' s and Berg' s 
conceptions canpared", MR 15 (November 1954): 273. 

132Perle, "The Character: of wlu 11 
, . p. 313. 

l33see Arnold Schoenberg, Style and Idea, ed. Leonard Stein, trans. Leo 
Black (London: Faber & Faber, 1975), p. 474. 
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Likewise, the Co:ia music unfolds slowly (Lento} and remains unresolved. 
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The harmonic perfect fifth (Ali-DF), bet~en vc and db (beg. b. 615), 

corresponds to the transposed, hannonic perfect fourth of the Prelude (beg. 

-
b.2, right harrl in pf score); the semitonal moverrent is accomp3.nied by the 

hanronic minor sixth (AP-Cl, between vc and db (2nd half b.615) and by the 

major third (E--G~) in the Prelude (b.3, left hand). 

The chranatic figure in vc (nrid. 1st beat b.615-616, A~ to B~) is identical 

to the Prelude's chrorratic rrelody (b.2-3, G:\r to B). The conclusive, 

rrelodic tritone in vn 1 (b.616', D-G.W) also occurs in the Prelude, but 

hanronically (b.6, left hand sustained D-Av). Berg's corresponding 

sequence: rrajor sixth, semitone, irnrtE<liately before, is a perfect fifth 

higher than that in the Prelude ( end b. 4-end b. 5, left han::1) , thus seeming 

to bridge the Prelude's 'tinal fall of a fourth (G-D), end b.5-beg. b.6. 

Berg quotes the first three bars of the Prelude in the desolatory 

sixth m::,verrent of the Lyric Suite (b.26-27). This v.Urk was secretly 
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dedicatoo to Hanna Fuchs-Robettin. His letter to her (October 1931) speaks 

of unfulfilled love and indicates that she influenced Lulu's canposition 

also: 

... - But relieve rre, Hanna (and now I can finally address 
yoo properly: one and only eternal love), all this pertains 
only to this e..xterior person, the one I have been forced to 
present ffi\JSe.lf as to ~ felloo hurran beings an:1 whan you 
( thank God) have never known, and who (only in order to 
characterize him in sorre way) might for a tirre be fulfilled 
with the joys of nutoring, but could never be able to 
comrx:>se LJ.llu. That I am, however , doing this nay re proof 
to you that the other person (and now I can speak again in 
the first person) that I still exist! When I work and take 
hold of your pen, at that rrorrent I am here, and am also with 
you, as I am with myself when I am-with you in thought. 

[Yoo 1rust believe rre] that now, as before, everything which 
gives ireaning to 11¥ life belongs to you, and that I consider 
our relationship to be inseparable, despite the tirre and 
space which separate us - that I consider our relationship 
insefxirable and continue to look at it that way in rey 
deepest self. This is independent of whether or not this 
separation of tirre and space will cease saretirre during this 
life, which I continue to hope, even if I have to be 
patient, and which gives rre the strength to live on. And, 
this is regardless of whether or not yoo share these 
thoughts, wishes, and hopes; for, do I know whether you 
still love rre - ... 134 

The Ccda I s beginning was briefly heard earlier, when Schon and Lulu entered 

(b.530, trbns, vn 2+vc+db). 

The consequences of their relationship are suggested by the incorp::,ration 

of the fat.e rhythm in the Coda's rrelcx:ly: 

ElWwLE 19 

~;~v ~ ~ q(}jjj,__£=_~ •~_,r_\-k~~ 

J J. .r J. I J J. P J. I ). i 1' J. I J. J. P J. 

13 4IAB.SN 6, NE.Ws column (June 1978) : 3. 
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The fate rhythm continues in vib (b.620), pf (b.621) and vn 1 {b.622-624, 

two s ta terren ts ) . 

Bars 615-616 contain the unfolding of Schon's P-8, i.e. at the sarn= transpo­

sition that opened the. Sonata, and reappeared as countersubject to the 

conclusion of the second subject rra teri al < b. 60 6-610 ) . Ha..rever, Jarman 

describes the Coda section in terns of traditional tonality {m tonic}, 

e.g. the initial E~ in vn 1, simultaneous with Schon's opening Dr~ (va,vc, 

db), "is prepare'i in the previous measure and is treated as an appoggiatura 

to its resolution on F [note 3 of Schon' s P-8), while the dissonant A in 

the third measure of Ex. 7 [b. 616, vc] is a passing note moving from the 

concordant Al7 of the previous n-easure to the Bl> on the third [fourth] 

eighth note of the third rreasure [b.616]. 11 135 

This "passing note" is rrore significant as note 9 of the chraratic 

consequent (9,10,12) in Schon's P-8. Viola together with vn 1 (after E~), 

present notes 3,4,6, 7,1, vc has notes 1, added Gq, 1,9,10,12 and notes 

2,5,8,11 occur in db. 

Unlike rrost other passages in the opera, Berg sketched the Coda repeatedly, 

making only slight changes each tirre.136 Hall's study and transcription of 

these sketches reveal the unfolding of Schon's Series £ran the BS: 

135Jannan, "Dr. Schon' s Five-Strophe Aria", p. 27. 

136Hall, "Deri va tional Unfoldings in the Sketches", p. 9. 
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E...""XAMP LE 20 

P.,5 f'-l~ n-...-..bevcJ "'nd D,,. Sd-,o,-,6 P-!.. ~,.c.Je.cl , . 

Next to an early cooa s.k~tch of fall 1929, Berg wrote: "mit Entstehung aus 

der Urreihe" (with genesis fran the source rON), thus symbolising "the 

p:)Ssession" , in which Schon I s row li te:rally belongs to Lulu I s row, the 

source ra.,, of the opera. "Schon' s raw predominates slightly, for Berg has 

separated the notes of his row into the rrelcrlic line and the remaining 

notes of the source row, in their proper sequence, into the accompani­

rrent. 11137 

Schon's P-4 sepa.rates fran BS P-4 to coincide with wlu's beilaufiq 

(casual) account of Schon's generosity, in rhythmic speech (end b.619), 

i . e. only two statements of the BS, instead of three for Schon' s 

137rbid., pp. 9-10. 
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derivation, hence no source interpolations bet'Meen his notes 9-12. Notes 

9 ,10 ,12 are isolated as the characteristic chromatic consEqUent, beg. 

b.620. 

The following statemP...nt of Schon' s P-4, alone, retains and accents this 

conclusion: 1 (db, mid. b.620), 2 (vc), 3 (va), 4 (db, beg. b.621), 5-7 

( vc ) , 8 ( vn 1, pf) , 9 , 10 ( vc ) , 11 C db ) , 12 ( vc ) . 

Lulu uses this indebtedness "as a neans of strengthening the ties betr,.,"t<en 

them"l38 and Schon' s P-4 becanes reluctantly entwined with BS P-4 

(b.622-623), i.e. the unfolding is not as systematic as b.617-619: 

EXAMPLE 21 

b . '-:U. BS f' · 4 ... ._...,.,b--..,_J <>.-.ol ~'s f'- i.. ~ .. o<.k,:,I <i";"""'i, ..... ~ .. "I - J.~) 

11.1.'.: ~-- --- w - ~----l---.----~-• ____________J~ 

fr,lc •\f"""' j. .J. J> J. ) . J 

bl.I ~rb~J--- m ,~~~~~~~~~~g~~§ 
J _,/ '---' I 

I ,, / (!a) 

' ,- - - ~ 

138Janran, The Music, p. 207. 
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The Coda music deironstrates haw "subjective elerrents are transformed into 

cbjective restraints which paradoxically, ooth Emlx>dy and curb the 

subjectivity fran which they sprang",139 i.e. a feature of Berg's mature 

works, as in the Lyric Suite. 

Schon ushers in the Sonata's first reprise with a repeat of Lulu's final 

five, Sprechstinne pitches Cb. 6 2 4) , for his "Lass mich aus dem Spiel! ", a 

phrase fran the bridge section. 

Like the Sona ta' s opening, the reprise begins with a cond.i tional sentence, 

"Wenn Du mir verpflichtet bist, dann wirf Dich mir nicht zurn drittenrral in 

den ¼1eg"! ", set to Schon's I-4 1-4,5 (hn 1), 6-11,12 (vn 1). The 

accompanying first subject is now at P-6 (hn 1, b.625-626); note 4 (E) is 

supplied by db, which forms the root of Schon' s P-11' s opening E rrajor 

triad, and anticipates its staterrent in vn 1, doubled by upper ww (b.627-

628, minus note 8), sirrultaneous with Schon's I-6 in db, doubled by lo~r 

Ww. However, the dyads prcduced, belong to neither Series A nor Series B. 

The diminished triad configuration in upper str (end b.628-629) retains the 

~sition's trans_positions, P-4, P-10, • P-7; P-4 is continued by trbn 1 

tend b.629-mid b.630) and completed by va (b.630). 

Isolation of notes 1,10-12 of Schon's P-10 by Lulu (b.537) and those of P-8 

by Schon (b.538), occurs in txbn 3 (end b.628-beg. b.629) and trbn 2 

(b.629), respectively. An additional isolation for P-4 follows P-10, in 

trbn 3 Cb.629), which Schon converts into his I-0 (3rd beat b.629) and 

completes (end 3rd beat b.630); note 3 (E~) is provided by trbn 1 and ab. 

139rbid., p. 230. 
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The emphatic, repeatErl E of b. 540 is rhythmically altered and sounded by 

tpt 1 and vn 2 in b.631. Schon's P-8 (1-7) in vc (final beat b.630-end 3rd 

beat b.631), is a new colTipC)nent of the diminished triad configuration; BC I 

no longer features. 

The Painter Dyad 6-12 of P-5, between cl 3 and bcl {b.553), is substitutErl 

by Dyad 8-2 , between cl 1 and bcl { b. 6 32 ) , thus conf inning the suggested 

link between the first two Painter Dyads of P-5 and r-s.140 

Trumpet 1 has Lulu's ''Kindergemi.it! Er sieht nichts" (b. 553-554), 2nd beat 

b.632-mid. b.633, i.e. Schon's I-5 (1-4,11,12), to rrerge into the bridge 

section. The 'blindness' therre is sounded by fl 1 (end b.632-beg. b.638). 

Schon's vocal line (b.632-beg. b.633) is set to the first four pitches of 

his P-4; his reference to the Painter's virtues ironically outlines the "Er 

sieht nichts ... Er is blind ... 11 _part of the bridge theme (b.633-636). 

The orchestral acconpaniment is abbreviated and distributed over a wider 

timbre, i.e. addition of brass and strings. 

Schon's "Werui den die Augen aufgehn!" (fran b.557} is in va and vc (b.636, 

after initial DP}, and va's ootline of rrelodic BC III (b.558-559), 

associated with the Duettino therre, is refined. by vn l (b.637-mid b.638). 

Schon's I-3 £rem bn 1 (2nd half b.559) and enghn (b.560), reappears in 

Schon 1 s vocal line (mid. b.637-638), vc (2nd half b.638) and the vocal line 

of b. 63 9; Lulu 1 s "und kleines Vqgelchen. Ich bin ihm nichts als Weib und 
' 

nichts als Weib" (end b.559-561) is naw in vn 1 (end b.638-beg. b.639) and 

els (b.639-640), respectively. 

Bar 641 returns to the exposition section, which was interrupted by the 

bridge reprise, e.g. Schon's insistance that Lulu leaves him in peace 

(b.642), repeats, the pitches of his vocal line (b.544), and b.643 doubles 

140see pp. 60-61 above. 
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notes 6-9 of the first subject (I-10), in va and vc, fran b. 544:.545. The 

instruction energico is replaced by J.lnimato, and Lulu p.mctuates with 

unconvinced "Ach so ... " rer_:x?ats; the fir-st and final phrase, "Ach so " . . . , 

repeats that between b.546 and 547, and Schon recapitulates his pitches of 

b.545-546 (b.644, after initial Qf-646). 

Schon's P-2 fran b.547-548 (vn 2), overlaps with the start of the second 

subject reprise ( b. 6 46-650, note 9 is replaced by D 9) • Likewise, note 2 

becorres 1 of Schon I s P-7, and his final demand, "Dann lass mich endl ich 

frei!" is set to its notes 2-7 (b.651-652), before the conversation concen­

trates on the second subject's associative therre, his fiancee. The "Weib" 

- or connective "Tier" - BC I ascends, transposed, in bcl and vc 

(b.650-651). 

In the section, a la Musette, Lulu again evokes Schon' s reactionary P-8 

( vn 1, end b. 6 5 6-beg. b. 6 60 ) , i.e. the Sona ta ' s opening ma in therre and 

situation of b. 605-610. The piano fourth chords of b. 594-beg. b. 595 and 

b.607-beg. b.608, reappear in vn 2 (b.655-beg. b.656 and b.657-beg. b.658, 

respectively). 

Schon' s P-1 in hn 1 (b.610-611 l is extended by vn 1 (b. 660-663), to end on 

the chromatic consequent; the hn 2-vn 1 accorrpanirrent now occurs in va. 

Schdn's vocal line (b.660-661) has his I-1 (l-4,3,2,1) and the first five 

pitches of his I-4. Lulu I s "&in ich etwa eifersi.ichtig auf das Kind?" 

repeats her vocal line of b.611, 612 and 614, hence throwing doubt upon her 

denial of jealousy. 

Schon repeats her last three notes (b.663), and with the additional Cf, he 

inverts and extends the palindromic sequence of b. 660' s vocal line, until 

mid. b.665. 

"Meines Mannes" pitches (e.g. b.61S's voice) in tpt 1 Cb.665, after initial 
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F:jf-beg. b.666) coincide with th-2 entrance of the Painter a')(} clirrax of the 

reprise. 

The Oxla nusic (b.615-beg. b.617) is briefly recapitulated (b.666-668), 

with mn J = 76 (7+6 = 13), i.e. tw:> complete. statecrents of the opera's 

fate rhythm, ending emphatica.lly to I_X)rtray Schon' s confrontation with the 

Painter and to anticipate the Monoritmica. The Pel.inter t.akP..s Lulu to the 

entrance of the studio; she leaves quickly an @ of P.T. T-1 (hns 1.3, 

trbns, beq. 3rd heat b. 667). 

Tne reprise of the Sonata's exposition thus 11B.intains the textual--m1sical 

associations. 
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Alwa's Recitative-review (b.1095-1112)141 

A Recitative depicts Alwa 's consideration of composing an opera about Lulu. 

It begins with Wozzeck's opening glissando (b.1095, str) and therefore also 

represe.'1ts Berg's review of the opera up to this point. Its telescoped 

recapitulation consists of the following: 

1. Lulu's cha.nu (BC I in fls, end b.1098-1099) and portrait/poster 

(P.T. TI-8 in hns, b.1099). 

2. Reference to the Medical Officer from Scene 1 (b.1100-1104) is 

accompanied by a condensed version of his associative rhythm : 

n 1 fj and rrajor thirds. "Schon faul!" (najor third) is 

portrayed by minor-third cancellation. 

3. Audience applause (b.1104) interrupts Alwa 's thoughts and reminds 

him of feeding tirre in the rrenagerie, i.e. suggestion of the 

Prologue. 

4. The Painter of Scene 2, intrcd.uced by the poster (P. T. T-6 in hns, 

b.1105-1106) and Schoo (P-5 : 1-7, bn 2, vc, 2nd J'> b.1105-1106), 
seem.5 

£"Noch unm6glicher! 11 
th... 

Consequently, I Painter's associative rrotive 

disintegrates Painter •chords I-6 arrl Chord (D of P-8 in obs, 

bns (2nd P b.1107-beg. b.1109), and Dyads I-5 (9-3, 10-4, 11-5, 

12-6) in hns 1.3, end b.1109-beg. b.1110. 

14lsee Appendix A for further details of the following section. 
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5. Scene 3, accOir.panied. by the C<Xla th6!e rn vc and Schon ' s P-4 in 

vocal line (b.1110-1112), concludes "Sollte es wirklich so 

wei tergehn?" 

Chorale (b.1113-1154)142 

Salvation appears in the fonn of the Prince. His Chorale comrrences with 

the generation of his associative Series (shared by the Manservant of 

Act II and Marquis of Act II I} , Le. extraction £ ran successive statements 

of Alwa's P-5, BS P-3 and Schon's P-8 (vn 1, b.1113-1123, note 12 in vn 2), 

according to the palindranic pattern 1 2 3 4 5 6 5 4 3 2 1. The 

derivation is related to that of Schon' s Series ( l 2 3 3 2 1 etc.); the 

Prince tells Alwa that it was through Schon that he met Lulu (Prince P-5 : 

1-11, b.1115-1118). 

With the exception of the initial Painter Chords (I-11, b.1113-beg. 

b.1114), the 36-note Chorale therre is harmonised by Picture Tropes, e.g. 

P.T. T-3 (vn 2, va, vc 4-note group, b.1115-beg. b.1116), G) ,@of T-9 and 

(], @of T-11 (b.1116), TI-3 (b.1117), its reordered repeat ( Q)(D6)@, 2nd 

beat b.1120-beg. b.1121) and TI-9 (2nd beat b.1121-1122, with (1) in vns, 

vc). 

The Konzertan te Choralarbei tung ( b .1123-114 9 l decorates t.1ie Chorale theme 

(continuous in hp until b.1148) with related corrq_:)Onents . 
• 

To the Prince, Lulu's dancing personifies the joy of life and he irragines 

the happiness she 'wC)Uld bring, as his wife ( "Als Gattin wird sie einen Mann 

liber alles gliicklich rrachen", final beat b.1143-1147). The orchestra 

insinuates the opposite by quoti11g a translX)sed fragrrent from Lohengrin's 

Wooding Song (Act III, Scene 1) in vn 2, solo vc (end b.1143-beg. b.1144) 

142see AA;:endix A for extra details of the following section. 
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ard vn 1 (b.1146-1147):143 

EXAMPLE 22 

In Lohengrin, Elsa entreatro the Champion Knight to reveal his secret 

origins and consequently ternunated their marital bliss. 

BC I in upper str (b.1142-1143) comprises the fourth-dyads I (G:lF--Cf) and II 

(D--G) of Series A, and its retrograde in vc (b.1144) is reminiscent of the 

Painter's declaration, "Alles Li.ige" (G,D,Cf,G~, b. 724). 

Sonata's develop:nent (b.1209-1288)144 

Similar to the Sonata's exposition, the develop:nent takes place during 

another agitate::1 visit by Schon. It ·represents the developrrent of the 

exp:,si tion I s musical-textual associations. Drarratic even ts thus detennine 

the musical events. 

In a letter to Webern, 23 July ~931, Berg wrote: 

143patricia Hall, "Role and Form in Berg I s Sketches for Lulu" (Paper read 
at the University of Chicago Conference on the Music of Alban Berg, 
Illinois, 21-24 February 1985); . Hall's translation (Ex. Sb) of Berg I s 
triple rol,e sketch (ONB Musiksarrmlung F21 Berg 28/VI fol. 11) includes his 
corrrt¥=nt "retention of the chorale idea and the "Faithfully led" whether it 
be into the slavery of marriage, the household or the brothel. 11 

1445ee Appendix A for further details in this section. 



The finale of Act I ... is a developrent and recapitulation 
of a sonata rrovement whose exposition and reprise have 
occurred much earlier. Nc,w the difficulty is ( one of the 
thousand difficulties): to work the music, which is 
conditioned by musicaJ laws, into the Wc>dekind text which is 
determined by dialecti~laws, make the two a::,incide and 
sr.,an over it the powe rfu J. arc of the action . 1 45 
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Imitative staterrents of Schon's Series accompany his initial comm ... 1.nd of the 

situation. Lulu's mention of his fiance2 introduces fragments of the 

Sonata 1 s second thene (b.1214-beg. b.1215 ar1d b.1227-1228), as does her 

"kindlich bittend 11 of b.1230. Earlier, when denying jealousy, she referred 

to his fiancee as "cl.as Kind" (b.663). Her indebtedness to Schon (b.1219-

mid. b.1221) is accorrpanied by Ccda waterial frcm b.620-beg. b.623, e.g. 

Schon' s P-4 in db, vocal line and hn 2. Flutes present a portion of the 

Coda th~rre•s intensified version, b.1220-mid. b.1221. 

Lulu's belief in herself is set to BC I (vocal line, b.1222} and BC II 

variant (B}, ,F ,E,El1,BP J plus overlapping BC I (vocal line, mid. b.1223-

1225). The acccropanirrent has BC I (hn 1, vn 2, va b.1222-1223) and 

harrronic, melcxiic BC III (pf, mid. b.1223-1225). 

perfect fourth and fifth, b.1224-beg. b.1225. 

Strings highlight the 

The chromatic setting of Schon's question, "Wirst Du jetzt tar1zen? 11 is 

continued by Lulu's "Vor we:m auch i.rmer ... " ( b .1227-1228 l and coincides 

initially with the chromatic consequent of his P-1. Schon's P-1, and I-8 

C altered note 1) occur sinultaneously in vn 1 and db (b.1225-1227) to fonn 

Series A dyads, which were present near the start of the exposition in 

Scene 2. 

Sirrultaneous statements of his P-5 and I--0 (with altered notes 1) in vn 2 

and vc (b.1228-1230} is followed by brass imitations of the contrary chroma­

tic consequent (b.1230-1231), i.e. P-2 and I-9, P-11 and I-6, P-8 and 1-3. 

145willi Reich, Alban Berg. Bildnis im Wort, p. 60, as quoted in earner, 
Alban Berg, p. 219, n. 93. 
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An incomplete OC IV in hp ( end b .1231-1232) is transp:,sed so as to include 

Basic Cell vl46 (BCV) in els 1.2, vib and pf, end b.1232-beg. b.1234: 

EXAMPLE 23 

as Lulu refers to the stage bell. 

The cadential element (notes 9,10,11,12 or B major outline) of her P-7, in 

the vocal line (b.1231-1233), is isolate:1 by a rest. Similarly, with her 

I-3 in asax and hp (end b.1233-1235). Schon repeats the latter when he 

asks Lulu what the Prince wante::l. At the end of Scene 2, the isolation of 

Lulu's last four pitches took place as Lulu forecast her marriage to Schon. 

Here it anticipates the materialisation of her prediction. 

Mention of the Prince is accanpanied by the start of his Chorale theme in 

solo val (b.1237-beg. b.1239), i.e. first hexachord of Alwa's P-5. Lulu's 

reply that he is taking her to Africa, recalls Alwa's reaction, "Nach 

Afrika?" ( b.1015-1019). F.a.ch repeated sentence begins with a three-note 

segrent comlron to Schon and Alwa, i.e. F-A~-C (b.1239) and A-C-E (b.1240) 

represents the corresponding trichordal invariancy between Schon' s I-5 and 

I-9, and Alwa's P--0 and P-4, respectively. 

In full, Lulu's " ... ninmt mich mit nach Afrika." repeats her "Er ist blind, 

blind, blind" from the Sonata's bridge passage (b.556-557), but it is now 

rhythmically modified. Likewise, Schon' s "Nach Afrika?" parallels his 

"Wenn dem die Augen" from b.557. 

146perle's designation. See The Operas Vol. 2, pp. 91-93. 
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Other elerrents f ran the bridge passage are Lulu's P-6 ( sharpeJ1ed note 1) in 

ob 1 (b.1240-1241), Schon's I-11 (1-5,7) in bn l (b.1241), and I-3 {l-10) 

in vc (b.1244) and vocal line (b.1245-6). Lulu extends the pitches of "Er 

nennt mich Schatzchen" (b.559) fran end b.1241-beg. b.1244, before 

continuing with her P-8 ( 3-8), i.e. "und kleines Vcgelchen". 

relates the Painter and Schon 1 s attitudes to her. 

She thus 

The Painter deceive:i himself with the vision of Lulu as a sex chject to 

inspire bestsellers. 

Lulu reminds Schon that he made her into a dancer in the hopes that sareone 

wculd take her away frcxn him. The accompaniment (e.g. tpts 2.3, pf, vib, 

vnsl to this, presents the whole-tone sequence of hannonic fourths, earlier 

associated with Alwa 's reccg-ni tion of her J;X)tential and the English Waltz. 

Revelation of Schon's self-deception initiates his gradual breakdown, just 

as the opening of the Painter's eyes had led to destruction. 

Berg I s sketch of the Sonata I s textual-musical relationships indicates the 

presence of the Prince, Goll [Medical Officer] and Walter [Painter] in the 

develop:nent's bridge passage.14? Goll is not apparent in the music, except 
!, 

for the rhythmic figure )')TI H in bn 1 (b.1239), reminiscent of Alwa's 
~ ,__, 

"M8:3.izinalrat" (b.242), which had no tied notes. The bridge passage of the 

final reprise {b.1299-1303) lacks reference to the Prince and Goll. 

Perhaps the sketch remarks on t."f-ieir canrron distortion of Lulu. 

Bars 1246-1250 recapitulate the exposition's b.542-546 and the Coda therre 

becares an integral part of the rrus ic f ran b .1250 ( btuba) onwards. I ts 

first appearance in the vocal line is sung by Lulu (b.1251-1252), preceded 

147ttall, "Derivational Unfoldings in the Sketches", Ex. la and b. See 
p. 54 above. 
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by her "Ach so" (Et, ,Dv, f ran end b. 546-beg. b. 547). 

The fourth chords in pf and vns, 'quasi Rhythrrus des English waltz ' 

(b.1252-1253 l, comprise @ of P. T. T-9, T-7, T-3 and T-11. Those of end 

b.1254-1255, scund G) of P.T. T-4, T-2, T-0 and T-10. The latter's 

whole-tone descent is corrpleted by three solo first violins i.e. £ran top 

to oottom : B--,,Dli, Ft ➔ AP, Clf- ➔E~. LUlu simultaneously affirms Schon's 

reccx;nition of her indestructibility, in the fonn of the Coda therre. 

Her reference to his dwindling energy is accompanied by Series A dyads in 

ob 1 and bn 1, b.1259-1260, previously associated with his demands. His 

P-4 is appropriately hesitant in upper ww and vn 2 (b.1261-1263). 

The second Sonata therre, in pf, coincides with mention of his three-year­

old engagerrent and recurs with Schon' s defence of his rrarriage plans, 

e.g. b.1268,1271 {a la Musette ostinato Ev,Dv or Lulu's disbelieving "Ach 

so"), 1273 and b.1275-beg. b.1279. 

Lulu's vocal line {mid. b.1276-1277) is set to the blindness theme ("Er ist 

blind. ... 11
) and Schon goes *erk. 

Sonata recapitulation (b.1289-1361)148 

The final Sonata reprise (b.1289-1361) no-.,..-. represents a totally defeated 

Schon, who in desperation asks a triurrphant wlu what he should do 
• 

(b.1298). In a modified, purely instrumental bridge passage reprise, her 

reservoir of resources recalls the whole-tone scale for "Hier ist 

Briefpapier" (complete in cl 1 doubling). When Schon declares that he 

cannot write, she comrrences dictation, and initiates the letter duet. This 

consists of an extended canonic reprise of the Sonata's second the.Ire 

148see Appendix A for further details in the following section. 
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(Gavotte), which na,.., ironically tenninates Schoo's marriage plans. 

Punctuations by Schon include his P-8 (notes 3-9) when expressing his 

preference for "Brigitte" ( b .1305) , and BC I for his admissions, "Mein 

Tcdesurteil!" (b.1307-1308) and "OU hast ja recht! 11 (b.1318-beg. b.1321). 

F.arlier the Painter told Schon, "Du hast recht, ganz recht" (b. 740-741). 

Lulu retains its repP...ated C setting for Sc.hon's fateful signature (b.1343-

1344 and b.1347-1348). 

Lulu employs her Series for expressing Schon's awareness of his conscience 

(end b.1310-beg. b.1316) and unworthiness of his fiancee's love (b.1321-

1323, with note 12 at end of BC I, b.1325). She served as catalyst for 

these conditions. 

Schon' s vocalisation of the Cooa thene for "Jetzt komrnt die Hinrich­

tung ... " (b.1356-1357), seals his own death sentence. 

After a condensed Ccrla reprise (b.1356-1358) and bridge of BC I (hp, db), 

and BC TV/V (stage-bell), Act I concludes with the cadential chord 

F-E-A-CJ, set to the rhythmic fate rrotive. 

Modification of this chord at the close of Act II (F rE,A,C) and Act III 

(F,E,A,Bl, S1.J.IIlTB.rises the significant, fateful developrents of each act. 

A-F-E is comnon, i.e. first three notes of BS I-9 or Lulu. The additional 

C--lt (Act I) is related to Lulu in terms of Schon's P-4 opening {E,A,Cf) and 

C~ (Act Ill similarly narks the turning p:>int of Alwa.'s relationship to 

her .149 B~ (Act III) is the final dying note of Ccuntess Geschwi tz, who 

sacrificed her life in an attempt to save Lulu fran Jack. The inclusion of 

the other two versions imrrediately before, epitanises the recapitulative 

design of Act III. 

149perle, "Thematic Material and Pitch Organization", p. 302. 
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GIAPTER II 

DEVELOPMENT 

Act II consists of two scenes, separate1 by a Film Interlude. The 

transitional music represents DJlu's year of imprisonment as Schon's 

murderer. It also links Wedekind's Erdgeist with Die Buchse der 

Pandora. 

Both scenes take place in the sarre roan of Schon' s house, but in Scene 2, 

the surroundings acquire "a dead, dusty, uninhabiterl feeling" .lSO This 

contrast ref lee ts the start of LUlu' s so-called descent, whereas Scene 1 

develop:; into the climax of the entire vK:>rk. 

Alwa ' s Rondo spans the whole act, just as Schon 's Sona ta dominated Act I. 

The music of the second act can be assessed as developrrent of the music of 

the first act, with little new thematic material; only the introduction of 

Countess Geschwitz and her associative music is significantly foreign.151 

Coontess GP...schwitz apr,ears for the first tine during the opening Recitative 

(b. 4-39) of Scene 1. Lulu is nCM married to Schon. His nunologue, "Das 

rrein Lebensabend {b.40-60) expresses his disgust at having to 

entertain Lulu's friends in his horre. Lulu tries to soothe his bruised ego 

with her Cavatina (b.61-88). 

Three of Lulu's admirers, .narrely, Schigolch, the Acrobat and Schoolboy, 

150Reich, Tue Life and W::irk, p. 170. 

151The Acrobat and Schoolboy also make their first appearances. 
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take advantage of Schon's weekly visit to the Stock Exchange, -and fonn an 

Ensemble (Principal section: b.94-172, Canon: b.173-194, Recitative: 

b.195-200, Recapitulation: b.201-242>. ~ 

question of Lulu's paternity. 

Their canon ends with the 

Tumultuoso hide-and-seek episoo.es (b.274, 294, 310-317) and the Manservant 

(rest.atements of the Chorale therre: b.250-261, 287-297) interrupt Alwa's 

visit (Rondo exposition: b.243-336); Schon's unexpected return creates 

further corrmotion ('I\lmultuoso: b.338-379). 

The final confrontation between Schon and Lulu takes the fonn of his 

five-strophe Aria (b.387-490, 539-552) and her Lied (b.491-538). Schon's 

solution is that Lulu shoot herself. She kills him in self-defence. 

Scene 1 concludes with Lulu's Arietta {b.620-651) in which she pleads with 

Alwa not to hand her over to the police. 

Act II/1 opens with the sarre chords (b.1-beg. b.3) which concluded 

Act r.152 As before, they state the rhythmic fate rrotive. 

Lulu's portrait as Pierrot, in a reprcxluction antique golden frarre, stands 

on a decorative easel at the foot of the staircase. This i:ortrait changes 

its form and frarre according to Lulu's envirorutent, e.g. as a painting in 

progress (I/1), enclosed in a brocade frarre {I/2}, and as a poster (I/3). 

In Act II/1, its format blends in with the ostentatious decor. The Picture 

Trope can be found in the string accarpanirrent, e.g. (i) of P. T. TI-9 

* -Perle, The Operas Vol. 2, p. 72. 

152As in WOzzeck between Acts I/II. 
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(F-A-E in opening chords), Q) and G) of P. T. T-9 ( b. 3, vns, va ) , an 

overlapping G) of P.T. TI-3 (b.3-4, vns), and (1) of P.T. TI-9 (b.4-beg. 

b.5, vn 2, va) evolving intoG}of T-4 (b.6-beg. b.9). 

Their disjointed and d::>scure presentation reflects their shifted depiction 

of Geschwi tz 's reference to the female artists I ball ( b. 5 J . She herself 

is an artist and wishes to paint Lulu (Lulu: " ... Sie will mich malen" 

b. 64) . 

Recit.ative (b.4-39) 

The Recitative represents the conversation betW=en Geschwi tz, Schon and 

Lulu. It is dominated by Geschwitz 's associative music, derived 

precanpositionally as follows:153 

Example 24 

153 Based on Berg's "Skizze II zu Inlu" in Reich, "An der Seite van Alban 
Berg", p. 39. 
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Every fifth note is extractro fran successive staterrents of the BS to 

produce Geschwi tz 's ordered Series ( see second stave of Ex. 2 4 J . In the 

or:;era, this series xl5 4 is cyclically permute::! so as to begin on note 10, 

e.g. Geschwi tz I s XI -8 in her vocal line, b. 9-11; notes 5 and 9l55 are 

sustained by cb 1, cl 1 ( 2nd beat b. 10-beg. b .12) , ob 2 and cl 2 ( b .11-beg-. 

b.12).156 Geschwitz's XI-7, minus note 11 (E~), occurs in her vocal line, 

b. 4-5; notes 5 and 9 a re sustaine:5 by vn 1 ( upper stave, end b. 4-5, lower 

stave, fran end 2nd beat b. 5} and els (mid. b_5}. 

The ten-note Series presente::l. against the sustained perfect fifth, occurs 

nnre frequently in III/2 to mirror the developnent of Geschwitz into one of 

the rrain draITBtic figures, e.g. in her Nocturne : four rei;:eats of XI-4 

(b.1279-1282}, three re:fX;!ats of XI-10 after a statement of XI-5 (final beat 

b,1283-beg. final beat b.1286), overlapped by XI-7 (twice), which in tum 

is overlapp;:rl by a statement of XI-2 (end 1st beat b.1287, where note 2(Flf) 

precedes note 1 in the vocal line, -beg. b.1289). 

Earlier, it was demonstrated how this Series is the cyclically permute::! 

retrograde of extracting every seventh note from the BS, i.e. Alwa' s 

Series.157 

154oesignation by Jannan in The Music, p. 121, will be adopted here. 

155rn assigning trans_EX)sition numbers to her Series, the lower elerrent of 
the fifth-dyad (note SJ is regarde::l. as the referential pitch (C) for the 
prirre and the upper element (note 5 ,C) detennines the inversion I s XI-0; 
this is based on Perle, The Operas Vol. 2, p. 99, and Jannan, "Ccuntess 
Geschwitz's Series", p. 115, Ex. 7(b). 

156perle interprets this as the Trope's "two pentachords : . . employed in a 
specific serial ordering " See The Operas Vol. 2, pp. 99-100, Ex. 56. 

lS?5ee pp. 23-28 above. 
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-
According to Jarnan, Berg distinguishErl between Geschwitz and Alwa's Series 

by: 

1. associating each series with a different and easily 
recognizable ITElcxJ.ic contour, and .... by 

2. Employing Alwa. 1 s series exclusively in its priTTE and 
Geschwitz's se ries in its inverted form.158 

The latter distinction is abandoned when depicting their inner turrroil, 

e . g . in Al wa 's Rondo ( see later) and during Geschwi t z ' s suicide-

contemplation, III/2, b.1154-1155 X-10 presented d}radically over 

sustained notes 5 and 9; similarly for X-1 (b.1162-1163 and X-4 (end 1st 

beat b.1168-beg. b.1170). 

Geschwitz's Trope is fonned by sustaining a perfect fifth and partitioning 

the remaining, cyclically permutErl notes into t~ five-note segments (see 

third stave of Ex. 24). 

although the distinction between the different 
segments is maintained the ordering within the tv.D 
segrrents Y[B] and Z[CJ rray change fran one statement to 
the next, as may the order in which the t~ segments 
themselves appear.159 

Accordj ng to Redlich, "The principle o:c pentatonic organization used here 

can be associatro with the pentatonic system of Ancient Greece, and 

thus with Greek tendencies to harosexual love (Lesbos) . 11160 

Geschwitz is a lesbian and in love with Lulu. The Recitative-conversation 

revolves around the ball she is arranging for female artists. Schon has 

not been invited. 

158Jarman, "Countess Geschwi tz' s Series", pp. 114-115. 

159rbid., p. 112. Reordering within the t'w'O segments nonnally involves 
cyclic pennutation. 

160Redlich, Alban Berg, p. 181. 
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Geschwi tz' s Tro~ appears for the first tirre in the Prologue, when the 

Animal Ta.!rer refers to the cnxcdile. Segrrent A of T-10 oscillates 

accelerando-ritardandol61 in timp, pf and db (b. 39-41); bcl, bn 1 and vc 

sound Segfil:!nt B; simultaneously, asax, vocal line and va have segment C. 

This is followed by retrograded segrrents B (asax, vocal line, val and C 

Cbcl, bn 1, vc) b.40-mid. b.41. The sequence is reversed by hns 1. 2, 

(b.40-3rd beat b.41), and set to the inverted form of Geschwitz's Tro~, 

sharing the sari\~ fifth dyad (8~ -F), i.e. TI-5. Retrograded segments C and 

B occur in hn l; retrograded Band C occur in hn 2.162 

In Act II/1, the Recitative is i::ervaded by her Troi::e.163 Clarinets state 

Segm2Tlts C Cb.5-beg. b.9) and B (b.9-beg. b.12, doubled by obs) of TI-1 and 

TI-6. S~nt A of TI-1 is sustained by vn 2 (b.6-beg. b.9) and that of 

. TI-6 is found in upper vn 2 and va, first as a fourth Cb. 4-beg. b.5) and 

then as a fifth (b.6-beg. b.9). Schon unfolds segments C and B (minus C) 

of T-3 (b.7-8), and segrrent A is sustained by els (end b.6-beg. b.9). The 

Co..mtess res_EX)nds to his idea of gatecrashing with a gesture (beg. b.9), 

accompanied by an accented, incomplete segment C of T--0 (vc). This evolves 

16lsee p.43 above. 

162perle interprets this horn figuration in terms of P-10. 
See The Operas Vol. 2, p. 100, Ex. 55 (top stave): 

l63For details of her Trope as a sequence of inversionally related dyads in 

Act III, see Jarman, "Countess Geschwitz's Series", pp. 117- 118. 
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into SC: I (Cc\f, Ft, G), which she completes to "Es ware Hoch-" (G,C). BC I 

thus symbolises her passionate dismissal of Schon's suggestion. 

Geschwi tz 's vocal line of b .11 comprises a rrelodic segrrent A of her T-4 

(B,E) and the start of segrrent C, which upper va completes (end b.11-13). 

Lower va and vc simultaneously state segrrents C of T-10 (segrrent A, B~-F, 

bridges the vocal lines of Geschwitz and Schon), T-1 (segment A occurs in 

ww, b.11-12) and T-6. Their final, sustained notes G, Cf, E and A initiate 

simultaneous segrrents B of T-10 (vn 1, end 2nd beat b.13-beg. b.16), T-4 

(vn 2, until 3rd beat b.15), T-7 (va, until beg. b.16) ard T-0 eve, until 

beg. b.17). 

The pause of embarrassment (b.16-17) is i;:ortrayed by isolating the 

cadential elerrent of Lulu I s I-7. Notes 1-8 (with added note B ~ between 5 

and 6} are presented by Lulu (b.14-15) and Geschwitz sings notes 9-12 (end 

b.15-17). Schon acknowledges Geschwitz's "O bitte", directed to him, with 

a bow (b.16, notes 9-11) and ernbarrassrr-ent ensues. Horn 1 isolates notes 

9-12 {b.16-beg. b.17), which solo vn 1 imitates (end b.16-17). 

Geschwitz unfolds segrrents C and B of her TI-3 (b.18-19) and segrrent A is 

sustained by hns 2.3 (b.17-19),164 which becorres segment A of T-8 

( b. 20-21). Lulu I s uncertainty as to whether rrale costurre \..'Quld suit her, 
' 

is depicted by her twisted prefix to segrrent C (vocal line, b. 20-beg. 

b. 21) , follO'wed by notes 6, 7, 8 of her own P-8. Notes 6 ( F) and 8 ( N ) 

canbine with solo vn l (b.21-beg. b.22) to form segment B of T-8. The 

164According to Perle, her vocal line (end b.17-19) and the horns I fifth­
dyad, exemplify "P and I forms t.hat share the sane perfect-fift.h segrrent 
CPn arrl In+7) are frequently canbined, to fonn what is in effect a new 
trope of fourteen notes (Ex.57)." See The Operas Vol. 2, pp. 99-100. 
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first trurrpet presents segm-~nt C of TI--0, end b.19-22. In b.21, segrrent A 

sinultaneously repres1o!Ots seg:nent A of TI-3, because seg:rents B and C recur 

in va (b.21) ar<l solo vc (b.21-beg. b.22). 

Geschwi c.z • s reference to Lulu' s p::>rtrai t is accanpanied by obscure, 

overlapping Picture Tropes TI-6 ( G) completed by hn 2 and tpt 1, b9:1. 

b.22), TI-3 and 'l'I-0 (minus G) and a rrelodic @ in solo vn 1, b.23) in pf and 

str - solo vn l (end b.21-23) serves as the melcdic guideline. 

She concludes, i,.,i th restraint but warmly, that Lulu is depicted fairy-tale­

like, in a setting of her Tl-lO's segment C <vocal line and solo vn 1, 2nd 

beat b.23-24); segments A (vn 2 and va) and B (tpt 3) occur in b.24. T-3 

shares segment A, oo 1 states segment B of T-3 Cb~24) arrl lov.11:r vc unfolds 

segment C in b.22 (added Clf). 

Opper solo vc presents segnents C and B of T-10 (b.22-beg. b.24), and solo 

vns briefly sustain segnEnt A ( end b. 22-beg. b. 23) . Viola has segrrents C 

(minus Gf> and B of T-2 Cb.22-23); segment A is not apparent. 

Picture Trope TI-8 in tpts (b. 25), with (4) stated rrelodically by bcl, bn 1 -

and lower vc, clarifies Lulu's admission, "Mein M3.nn wag es nicht". 

Reference to the Painter is accompanied by his Dyads of I-3, bet'ween cb 1 

and vn 1, b.28. Borns (b.28-end 2nd beat b.31} recapitulate, augment and 

extend the violin figuration of Act I/1 ( 2nd beat b.134-136), which 

accarpanie<l tbe Painter I s restle~sness prior to the Ca..'lon. The horns 

initially (b.28-end 2nd beat b.29) oscillate on the final (6-12) and third 

( 9'-3) Dyads of I-3. In b. 31, Painter Dyads I-11 are formed betwe.en hns and 

Lulu, who has notes 1-4 of BS I-11. This is similar to the presentation of 

Painter Dyads I-9 between the Painter and vn 2 in b.136 (I/1). Horns 

(II/1) complete the figuration with the final two Dyads (5-11 and 6-12), 

until beg. b.32. Solo cello (end b.28-31) recapitulates the figuration of 

bns (I/1, b.134-beg. b.136), i.e. rrelcdic Painter Chords G) and G) of P-5; as 
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before, Chord@appears in hns 1.2 (end 2nd 1:ieat b.29-beg. 3rd beat b.301. 

A;..e.re of the uncomfortable atrrosphere, Geschwi tz prepares to leave. She 

glances once rnor-e at Lulu's portrait and P.T. TI-11 occurs in fls and obs 

(b.32-beg. b.33) with hn 2 completing~. The initial A~ (fl l's continua­

tion of the vocal line) incoqx:,rates an overlapping P.T. 'l'I-2 in 

conjunction with hns ( G), incanplete Q) ~ , and two pitches of @ in fls and 

ob 1). Depiction of the portrait is thus reduced, compared with that of 

b.22, since no attention is drawn to it. Similarly, Geschwitz's Trope in 

str is reduced to segrrents C and B of T-2 in solo vc (end b.31-32, doubled 

initially by the rest of vc and later by solo va), with segment A in hns 

(mid. b.32). 

Geschwi tz 's greeting to Lulu is bounded by a m?.lcx:lic and harm::mic BC N 

(b.33-34), comprising BCV in an uncharacteristic timbre (pf) and register, 

due to shifted significance. It fonns segment A of T-1. Segment C unfolds 

in her vocal line, am B of TI-6 ( end b. 34-beg. b. 36) overlaps on the 

repeated Dq . 

Her exit is accanpanied by segments A .(hp, vn 1, b.38-39) and B (vc) of 

TI-4, which anticipate Schon's "Das rrein Lebensabend". 

''Das mein Lebensabend 11/Ariettal6S (b. 40-60) 

Schon's monologue is based on the segmentation of his I-9 into notes 1-5 

l65perle's suggested title is adoptErl here. Lulu's solo at the conclusion 
of II/1 and Schon' s solo, Das nein Lebensabend, at the beginning of the 
sarre scene "are obviously, both musically and dranatically, counterl_xl.rts of 
one another; yet Lulu's solo is entitled Arietta, while Dr Schoen' s solo 
has no appellation." See Perle, "I.lllu : The Forrral Design", pp. 180, 186. 
In The Music, p. 202, Jarman adopts the title 'Ballade' fran one of Berg's 
sketches. 
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and 6-12, i.e. "white-black-note" dichotomy.166 Geschwitz 1 s anticipatory 

segrrent A (as a fourth-dyad) is thus equivalent to his OP2f1ing perfect 

fourth <vocal line, b.40: Schon's I-9, notes 1-5). Segrrent B and his 

first five pitches can be rearranged to form BC II (G,D,C,B,Ff-inversion, 

nd • 1 l 167 a E,A,B,C,F, respective y. 

Notes 1-5 are confined to the vocal line or upi;,er instrnrrental parts, e.g. 

b. 51 ( repeated setting of Schon ' s "Das rre in Lebensabend" ) and as BC II in 

b.52 ( "Der Kerl hat Mut ! 11
), which Lulu later rei;,eat s to "Er ist Akrcbat" 

(b.384-385). 

The last three notes and first three notes of the Acrobat's P-4, in a 

cyclicall y pennuted version, are equivalent to the first hexachord of 

Schon's 1-9,168 and therefore also contain BC II CE,A,B,C,F). This 

BC II occurs harmonically as a component of the rhythmic fate motive 

{b.48-50, obs, enghn, hp, pf, vn 1).169 It is stated harrronically in pf 

(end 1st beat b.51-52) and hp (mid. b.52) before descending melodically in 

retrograde (final beat b.52, with added _E~-mid. b.53}. 

Schon's persecution mania is represented .by a bass ostinato,170 comprising 

notes 6-12 (bns, end b.39-49, 53-56, and gradual disintegration until b.59) 

and the isorhythm: J:> n n J j> for Lento CJ=52) sections at the ...__, 

166This is also a feature in the Lyric suite, first rroverrent, and the 
second setting of "Schliesse mir die Augen beide". 

167segnent B, transposed and inverted to T-7, is identical in pitch content 
to notes 1-5 of Schon's I-9; notes 6-10 of I-9 can also be rearranged into 
an inverted BC II (EP, Br, AP, G, D). 

168Jarnan, "Dr. Schon's Five-Strophe Aria 11
, pp. 31-32. 

169with the exception of G#/A\,, beg. b.50, which initiates the piano 
oscillation until b.51. 

170Reminiscent of the Doctor's idee fixe in Wozzeck's Passacaglia {I/4). 
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beginning and end of his Arietta, i.e. 8+8 staternents.171 

canonic imitations and doubling by other parts depict the intensification 

of his suspicions, e.g. va (b.42-45), bcl (end b.47-49), str (end b.49-53), 

pf (mid. b.53-59) and dbn (mid. b.49, end b.56-58). 

The faster, central section <J= ca 66, b. 45-53) depicts imaginary 

confrontation with his persecutors, i.e. Schigolch (Y and Z of T-4, vocal 

line, b.46-47) and the Acrob-3t (vocal line, b.52). 

Schon's consideration of his sanity is acco.:npanied by sEqUential staterrents 

of his P-5 : notes 1-4 Chns, va, mid. b.53), 5-7 (vocal line, end b.53-54), 

8-12 (cl 1, vc, 2nd beat b.54), P-7 1-4 (hn, va, mid. b.54), 5-7 (vc, 

b.55), 8-12 (asax, 2nd beat b.55), and P-9 : 1-7 Ctrbn 1, mid. b.55-56), 

8-12 (vn 1, mid. b.56). 

Oscillations in his vocal line (b.54-55), cl 1 (final beat b.54-55), asax 

(mid. b.55-58), trbn (2nd beat b.56-57) and vc (2nd beat b.55-beg. b.58) 

portray his rrental state further. 

He concludes with "Der Schmutz . . . der Schmutz II . .. . , set to a descending 

BC I, at prirrEry pitch level, whilst trbn 1 and vc descend chrorratically 

( b. 58) and initiate segirent B of Geschwi tz 's T-6 CE~ ,Eq). Violin 1 

completes the segrrent o-r, b. 59), vn 2 sounds segment c (minus A~, mid 

b.59-beg. b.60), and bns and pf sustain segment A into LUlu's Kavatine. 

Lulu' s though t.s upon entering ( 11 in Gedanken noch bei der Geschwi tz 11
) 1 72 

are therefore realised by the music. 

Another idea enters her head: fl and vib' s first eight notes of her P-7 

(b.60) initiate her Cavatina. 

The Manservant admits Alwa in b.239 and exits. The others are in their 

171.cf. Jannan, The Music, pp. 161-162. 

172Absent in Wedekind, N/2. 
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respective hiding places, including Geschwitz (behind the fire-screen), but 

Schigolch's visible and audible exit arruses Alwa's C11riosity. In order to 

distract him, Lulu draws attention to herself by asking "Wie f indest Du 

mich?" (b.242). Alwa responds with his Rondo exposition, thus recapi tu-

lating (transposed) and continuing the Andante of I/3 (b.1020-1039). 

Alwa's Rondol73 

The Rondo is distributed over the two scenes of Act II and consists of an 

exr;osition (II/1, b.243-336), middle section (II/2, b.1001-1058) and 

recapitulation (II/2, b.1059-1096). 

It ... includes both the delicate and passionate love scenes in the 
o~ra. Berg once characterized the Rondo with the rrotto: 1As the 
artist sees Lulu, and as she must be seen so that one can under­
stand that - despite all the frightful things that com:: about 
because of her - she is so beloved.' So the Rondo, whose first 
part dies softly away at bar 336, has becorre the lyrical rrain 
piece of the whole \rork, the proclamation - in the centre of the 
o~ra - of Berg's especial affection for his last o~ratic 
figure, who was to illuminate even the fevered fantasies of his 
last hours.174 

The various sections of the Rondo are not as highly differentiated. as those 

of the Sonata, in terms of textual-musical assocations. Carner writes: 

Its dialogue ha.s a markedly less dialectic character than the 
other piece. In fact it centres· largely on Alwa, with Lulu 
participating in it far less than she does in her scenes with 
Schon. Though the rondo is formally a complex piece it is, in 
tune with the dialogue which expresses feelings rather than 
thoughts, simpler of texture arxl less intricate in the serial 
treatment than the rrore 'intellectual' Schon sonata.175 

The ternµ) indication for Alwa's Rondo is J = 69, i.e. a multiple of Berg's 

fate nwrber 23. 

173nie title 'Rondo' was designaterl by Berg only in the Lulu suite (first 
rroverrent). See Perle, The Operas Vol. 2, p. 241. 

17 4Reich, 'Ihe Life and Work, p. 168. " . . . er machte lei se Dirigier­
bewegungen und rief rrehrmals: 'Ein Auftakt! Ein Auftakt! '", according to 
Reich, "Ander Seite von Alban Berg", p. 42. 

175earner, Alban Berg, p. 224. 
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Rondo exposition (b.243-336) 

The Rondo's exposition ccrnprises a main theme (Part 1 b.243-249, 

Part 2: b.281-286, 298-306), bridge thetTe (b.262-267), subsidiary them? 

(b.268-273, 275-280), transition (b.306-309) and closing theme (b.318-336), 

interrupted by the Manservant (Chorale the.me: b. 250-261, 287-297) and 

tUI11Jltuosol76 hide-and-seek passages (b.274, 294, 310-317). 

Lulu arrl Alwa 1 s initial spoken dialogue is accompanie:1 by the Rondo' s 

lyrical and tentative principal theme, Part 1, in vn l, i.e. Alwa's P-2: 

1-6, [7 in vn 2J, 8, (9 in db], 10-12 (end 1st beat b.243-4th beat b.245). 

Its related consequent phrase is based on Alwa 's P-4 : [7 in vc], 9,8, 

10-12, 1-6 (7, 8 in asax], 9, [10,11 in asax), final beat b.245-beg. 

b.249; the reordering of notes 9,8 is detennined by the conclusion of BC I 

in vn 2 (A,D,El>,AP).177 

The rest of the accompaniey:nt is based on Schigolch's Trope,178 i.e. the 

mystery of Lulu. 

Lulu' s glance at her p:>rtrai t and the accanpany ing P. T. TI - 7 ( trbns, 

b. 248-249), after telling Alwa that "Als ich mich im Spiegel sah, hatte ich 

ein Mmn sein Y>Dllen, . . . nein Mann! ", is Berg's own syrrbolic addition. 

The Manservant enters with their dinner, to a restatenent of the Chorale in 

ww (b.250-261). Previously (I/3, b.1113-1122), it occured instr. At the 

l 76Jarrnan adopts the title 'Burlesque' , frcm one of Berg's sketches 
('Burleska' ), for these passages, in The Music, pp. 202, 205. 

17-?ooe to invariant 2- and 3-note adjacencies bet'-'-':?en P-2 and P-4, notes 
9,8,10 of P-4 equal notes 6,7,8 of P-2. Earlier (I/2, b.808-811), this 
relationship, bet'-'-':?en Alwa' s I-7 and I-1 was exploited rrore extensively. 
See Perle, The Operas Vol. 2, pp. 97-98. 

178see Appendix A for details. 
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top of a sketch for the Manservant's deri vational unfolding, Berg wrote 

that he is "dependent on Alwa, LUlu and Schoen" .179 • His Series, P-5, 

derived by extracting notes fran successive staterrents of Alwa' s P-5, BS 

(Lulu) P-3 and Schon' s P-8, 180 is presented by his associative instrument, 

solo va (b.250-251, with notes 1 and 12 in ob 1 and ab, respectively, beg. 

b.250; also end b.257-beg. b.260 : 1-9, with note 10 in vc, end b.259).181 

The topic of the Manservant's unusual behaviour is set to his P-5 (vocal 

lines, b.252-256 : 12,1-11).182 A cyclically pennuted version of Alwa's 

P-5 (solo va, b.260-261: 2-5, (11), 7-10, (6), 12,1) accompanies his slow 

exit ( i ) , p.mctuated by glances at DJ.lu' s fX)rtrai t ( i ) .183 The 

harrronisation of the Chorale therre is penreated by the Picture Trope.184 

The Rondo's bridge theme in hn 1 (b.262-mid. b.263) is a continuation of 

b.249, with repeatecl RX of Schigolch's T-8, followecl by RX of T-0. I.ulu's 

vocal line (Sprechstirrrre) and the rest of the accanpanirrent are also based 

on Schigolch's Trope,185 but she arrl ob 1 deviate to Sch6n's repetit.ive 

l 79Hall, "Deri va tional Unfoldings in the Sketches 11
, p. 11; bNB 

Musiksamnlung F21 Berg 28/XI fol.l. 

180see p.77 above. 

181The Prince (Act I) and Marquis (Act III), with whom he shares the 
Series, are represented by solo vc arrl solo vn, respectively. Their minor 
roles are emphasised by the fact that they do not have individual rows. 

182The Series is usually cyclically pennuted. 

183This emphasis on Lulu's p::,rtrait is absent in W8dekind, N/7 or its 
earlier counterpart, III/4. 

184see p.77 above. 

185see Appendix A for details. 
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P-5 (note 12, in asa.x, mid. b.267), whe.n he is rrentioned (b.266-mid. 

b.268). 

Lulu confides in Alwa during this bridge section, which serves as a 

catalyst for further errotional revelations fron Alwa. These are 

accarpanied by Rondo's subsidiary there, e.g. Alwa's P-8 in hn 1 (b.268-2nd 

beat b.270, with note 6 in voe.al line), Alwa's P-10 (1-9) and I-10 (l-9) in 

fls (end b.274-277), and as they intensify, the principal theme, Part 2, 

e.g. Alwa's P-4 (1-9,6,10,11) in tpt 1 (b.281-284, wit.Ii note 12 in hn 1, 

b.285), and closing theme, e.g. Alwa's P-1 in cl 1 (b.319-beg. b.323} which 

doubles the vocal line.186 

LikcWise, the vocal techniques reflect the gradation of expression 

spoken ~ Sprechstirnne ~ parlando gesungen ~ poco cantabile ~ 

rrolto cantabile. 

Lulu's claim that Alwa is the only man who could protect her without 

causing heE self-humiliation, is compared with the Painter's condescension, 

i.e. accanpanying Painter Dyads I-8 a..'1d its inversion, in els (end b.270-

3rd beat b.272, with note ll(F) in pf}.· Alwa's admission that it was not 

easy (b.273), gradates fran gesprochen to ganz gesungen and rrelodically 

unfolds the sustained components of Schigolch's T-9 in Ww and brass 

(b.272-273 tpt 1 has segnent ~, tpt 2 the final three notes of z, whose 

initial F~ is sustained by els, and tpt 3, Y, completed by bell. 

This pregnant rrarent is interrupted (for the audience only) by Schon' s 

rhythmic exclamation: "Mein eigener Sohn! " The accorrpanirrent exploits the 

186see Appendix A for intermediate details. 
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father-son relationship between their Series, as it does in later 

tumultuoso passages. Th-:; minor (son) and major (father) triads which opt2n 

Al....u and Schon 1 s P-3, respectively, are isolatErl by trbns (b.273-274). 

Their dynamics Cppp-=::::::=: sffz) depict Schon' s cautious curtain-parting 

and consequent outburst away from the stage. 

Schon and Alwa 1 s P-3 have notes 1,4,7 and 10 in cocrnon. Alwa's dependency 

on Schon is symbolised in b. 274 by va' s der-,endency on vn 1 to supply three 

of these ca:ruron notes, i.e. vn 1 has notes 3-12 of Schon's P-3 and va notes 

12 (or 3 of Schon's P-3), 5,6,8,9,11,(4) of Alwa's P-3; note 1 for both is 

sustained by vc. 

Alwa's rerrark that Lulu's heaven-sent gifts induce corruption, unbeknown to 

the victims, is reminiscent of the Anima.l Tamer's intrc:duction. This 

reference to contrasting active and passive intentions is mirrored by the 

prirre and inverted forrnsl87 of Alwa and Schon' s Series in the accorrpani­

rrent: Alwa's P-10 (1-9) and I-10 (1-9) in fls (end b.274-277), and Schon's 

P-4 C 4-8) and I-5 ( 1, 3-8 )_ in els (end 2nd beat b. 275-277, with P-4' s 

. s opening A3 in bcl, asax, bn 1, hp, beg. b.275). 

The accompanirrent thus simultaneously identifies t....o victims. 

Alwa admits his irrperfection: "Ich hab' auch nur Fleisch und Blut" (b.277), 

which the Manservant anticipated in b.256 ("Man ist auch nur ein Mensch!") 
' 

and which Wozzeck., Berg's earlier alter ~,188 uttered to the Captain 

(Wozzeck., I/1, b.141): Example 25 

187A feature of Lulu's forthcoming Lied. 

lB8 11There is a bit of rre in his character, ... " <Berg's letter to Helene, 
dated 7 August 1918). See Berg, Letters to his Wife, p. 229. 
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EXAMPLE 25 

In Lulu, the vocal line is transposed a rrajor ninth higher and rhythmically 

diminished. The dra.rMtic context of each is similar, viz. the conditions 

conducive to morals or virtues, or the lack thereof. Wozzeck suggests that 

if he were a lord, equipped with the associative accessories, he would be 

virtuous too, as opposed to Alwa' s unfinished suggestion that if he and 

Lulu had not grown up together as brother and sister. 

The latter's rrn.1s ical setting has a sequence-like contour and the initial 

four notes ( "Und wenn wir nicht ... "J are a transi;:oseo. version of Wozzeck' s 

first four pitches for "Ja, wenn ich ein " (C,DI, ,El,,F, WJzzeck I/1, 

b.142 >. 

Lulu interrupts Alwa to emphasise their platonic love, which does not 

threaten her (b. 278-280). But he continues with the confession, "Ich 

versichere Dir, es gibt Augenblikke, ~ rran gewartig ist, sein ganzes 

Innere einsturzen zu sehen", during the principal therre (Part 2), in which 

the bridge therre (Schigolch) fonns the accanpanirrent (vn 2, va, b.281-285, 

anticipated by hn 1, mid. b.280). 

The ordering of Alwa's P-4 in his vocal line (b.281-284) reflects his inner 

tunroil, narrely, notes l,3,1,3,2,1,3,2,4,2,3,4,6,8,9,6,9. 

One ~nders why he 1rade such a fX)tent staterrent in the first place, if he 

see.1<s no resolution ( "Aber sprechen wir nicht davon ... ! 11
, b. 285-286). The 

elarent of suspense is echoed by ostinati in els (notes 6-9 of Alwa's P-4) 

and vn 1 (notes 2,4,5 of P-4), end b.285-286, and oscillations in hn 1 (end 

b.284-286: notes 11 and 12 of Alwa's P-4) and vc (notes 1,3, of P-4). 

Naturally lulu falls for the bait. Her curiosity is accomp3.nied by a 

recapitulation of the princiJ;Bl section (Part 2), b.298-302, with altered 
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orchestration. The passage of suspension ( oscillation and os tina to} is 

transposed and expanded (b.303-305), leaving Lulu none the wiser. 

This takes place after yet another of the untimely interrnptions, which 

characterise the entire Rondo exposition,189 viz . the re-en try of the 

Manservant. The second restatem-=nt of his associative Chorale (b.287-297) 

differs from its first restatement (b.250-261), because the Chorale theme 

(unrrarked}, in solo va, unfolds independently of the woodwioo harmonies, 

but sustains the notes which generate the Manservant's P-6 according to the 

note-grouping: l,2,3,4,S,6,5,4,3,2,l, which is also echoed in the 'WW. 

In addition, the Chorale theme and its shifted harmonisation (w'\.v) are 

transpose:'i a semitone higher than its precursors, i.e. the therre comprises 

Alwa's P-6, BS P-4 (2,1,190 3-11,191 12) and Schon 1 s P-9 (1-7, 8,192 

9-12); its 'harmonisation' initially (b.287-beg. b.289) outlines the 

Painter Chord elementl93 by sounding the augmented triad inherent in 

Chord (i) (I-3 or P-3), the diminished triad of@ (G-Af-C:Jf of I-0 or P-8) and 

the tone-rrajor third of (J) (Dj:-F-A of I-0 or I-6, P-2 or P-8) - for the 

rest, its constituent Picture Tropes are transp:,sed a semitone higher. 194 

The Manservant's P-5 (l-8), in the vocal lines (b.289-292), is the only 

18%eedless to say, these interruptions and the drarratic events separating 
the exposition fran the middle section and recapitulation are not included 
in the Lulu Suite's Rondo (b. 9-70 J. There the Rondo is intrcduced by an 
Andante (unrelats:l to that of I1/3}, which appropriately represents Lulu's 
Entrance Music. 

1901£ F~ (final / of quintuplet, b.290) is rreant to be Fv. 

191<;1, (3rd i of quintuplet, b.292} should be G~. See Perle, "The Score 
of Lulu", p. 132. 

192<;~ (final )> of triplet, b.294) should be Av. Ibid. 

193cf. ,;.,.ucrlwind, b.250-mid. b.251. 

194see p. 77 above. 
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elerrent repeated at identical pitch. Consequently, this passage no longer 

represents a derivational unfolding, but suggests rather the !"'M311servant' s 

emancip::i.tion. 

Schon reappears during the Chorale and, undetected, observes their 

interactions, concluding that the Manservant is another of his ~rsecutors. 

As in the earlier tunultuoso bar (294), he is accompanied by the juxta­

position of his and. Alwa's P-s,195 in hns (b.294: notes 4-12)196 and 

trbns 2.3 (5,6,8,9,11,12), respectively, preceded by their opening minor 

(Alwa) and rrajor (Schon) triads (trbns, b.291-2nd beat b.294); similarly 

for their P-1, b.295-297.197 In each case the sustained fourth (trbns 2.3) 

initiates the first hexachord of the Manservant's P-5 and P-1 in pf, b.294 

and 296 (notes 3-6), respectively. 

The transition (b.306-309} anticip::i.tes the Rondo's ccd.a section (b.318-

336) , drarratically and musically. Lulu offers her hand as a guarantee for 

no further inquiry. Alwa 's p::i.ssionate reaction causes her to ask him, "Was 

tust Du? ... " ( b. 309 J . The cooa represents his reply. His retention of 

her hand throughout the next interruption provides a physical link to the 

coda, just as a sustained chord would. 

The accompaninen t' s presentation •of Alwa' s P-5 and P-9 rn vn l ( b. 306-beg. 

b.308 : 1,2,4,6,10-12, with notes 3,5,7-9 in the rest of vcJ and solo va 

(b.308-309 : 1,2,4,6 with notes 3,5,7-9 in solo vc and 10-12 in vn 1), 

195pitch level associated with the Manservant. 

196a-p shoold be A9 < note 5). See Perle, "The Score of lulu", p. 132. 

197rn b.297, E~ (trbn 2) should be Eq (11 of Alwa's P-1). Ibid. 
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respectively, is related to the juxtaposition of Schon and Alwa's P-7 in 

the final, subito tuTTn..lltuoso interruption (b.311-316:198 Schon identifies 

the Acrobat as another persecutor), and reappears in the coda (b.318-319, 

Alwa's P-2: 1,2,4,6 in vn 1, 3,5,7-9 in va, after tied G~, and 10-12 in vc; 

b.323-rnid. b.324, Alwa's P-8: 1,2,4,6,10-12 in vn 1 and 3,5,7-9 in vc; 

similarly for P-3 in b. 326-327, between asax and vn 2, P-4 in b.328, 

between asax and vc, and I-2 in b.334-335, between Alwa and solo vn 1, 

which begins end b.334). 

T[)E> isolation of notes 3,5,7,8 emphasises the relationship with the Rondo's 

bridge therre, i.e. RX of Schigolch's Trope, and assists detection of Alwa's 

P-0 (minus 11,12), b.326-beg. b.327 [harmonic 1 and 2 in vn 2 and va, 

respectively], 3,5, 7-9 in vc, [ 4 (vn 2), 6 (va), 10 (vn 2), simultaneous 

with 5,7,9], and I-8 (minus 11,12), b.333,nid. b.334: [l in hn 1 and vocal 

line), 2,3,5,7-9 in vn 2 (4,6 in vocal line simultaneous with 5,7, and 10 

is in vn 1, end 1st beat b.334). 

Karl Kraus' introductory lecture at the first perfonnance of Pandora's Box 

( 29 May 1905 at th-~ Tri anon Theatre, 199 Vienna) began with the coda's 

opening line: 200 

'A soul rubbing the sleep fran her eyes in paradise.' 
[ "Eine Seele, die sich im Jensei ts den Schlaf aus den Augen 
reibt ... "] A poet and lover, vacillating between love and 
the artistic design of the beauty of 'wOman, holds Lulu's 
hand in his and utters w;,rds that are the key to this rraze 
of femininity, to this labyrinth in which many a wan lost 
track of his reason ... 201 

198see Appendix A for details. 

19%.aren l'bnson, Alban Berg (London: Macx1onald General Books, 1980), 
p. 256. 

200wedekind's Erdgeist IV/8. 

201Karl Kraus, Literatur und Liige, opening piece, as quoted in Reich, The 
Life and oork, p. 156, n. 17. 
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His speech deeply influenced "Berg 1 s -,tti tude to the subject-matter, and 

We.iekind 1 s characterisation of Lulu. 11 202 

"The frequent coloratura passages in Lulu's part are supposed to hint - by 

stylization - at that unreal sphere in which the heroine of the oi::era -

1Night changeling of love I as Kraus called her - 1roves with dreamlike 

virtuosity. 11 203 

Berg acknowledged his indebtedness to Kraus, on the occasion of his 

sixtieth birthday ( 28 Apri 1 1934) , with the musical excerpt from the coda 

( b. 318-323) and the following letter: 

Pennit ire, honoured Mr Karl Kraus, to greet you on your 
sixtieth birthday as ycu will be celebrated on your 
hundredth birthday by the whole VK)rld - both the German 
speaking VK)rld and the Austrian thinking one. That is, as 
one of the greatest Austrian artists, as one of the greatest 
rrasters of German.204 

Ja.rnan points oot that "the unambiguous F sharp minor centre 11 is associated 

with the coo.a 1 s significant opening line (i.e. subdominant of 11 the D flat 

prirrary tona] centre associated with Dr Schon 11
) and "recurrent references 

to Lulu's eyes", e.g. "In Deinen Augen schimrert es, wie der Wasserspiegel 11 

(II/2, b.1037-1039) and "We.'1n Deine beiden grossen Kinderaugen nicht wa.ren" 

(b.1076-1079).205 

The presence of the Picture Trope, during the ensuing question-answer 

202Reich, "Alban Berg's lulu 11
, p. 400. 

203Reich, The Life and "Work, p. 160. 

204tbid., p. 32. 

205Jarman, The Music, pp. 99-100. 
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passage (b. 324-329), 206 underlines the analogy with the Duet between Lulu 

and the Painter (I/1, b.305-321). furthermore, Lulu's horrified "Sieh' 

mich nicht so an wn Gotteswillen!" (b. 330-331) is reminiscent of her 

"Iassen Sie mich! Sie sind verruckt!" (I/1, b.313), and her reply "Ich 

wei ss es nicht" 2o7 C II/1, b. 335) to Alwa' s question, "Liebst Du mich, 

Mignon?" (end b. 333-335), was repeated throughout the earlier Duet. 

Alwa 's declaration of love for Lulu is accompa.nied by a pause on the 

Tristan chord208 (b.336, vns, va, vc), which was antici_pated melodically by 

vib, b.335. 

Lulu's unexpected, rhythmic declaration, "Ich habe Deine Mutter 

vergiftet " (b. 337), over the sustained ft t opening of Alwa' s P-1 

( trbns), bridges the conclusion of the Rondo's exposition and the 

conse:;ruent turnultuoso. 

Tumultuoso (b.338-379) 

Once again, the turnultuoso represents an active episcrle in which the 

corresp:mding dramatic and musical events are meticulously annotated. The 

Acrobat peers through the curtain, to the exposition's concluding pitches 

206see Appendix A for accompanirrent details, until the end of coda. 

207Berg's substitute for Wedekind's "I? Not a soul!" CIV/8) in The Lulu 
Plays by Frank Wedekind, p. 93. 

20Bpatricia Hall, "Role and Form in Berg's Sketches", Fig. 2/Ex. 2. In a 
sketch of "victim/client" pairings (~ Musiksamnlung F21 Berg 28/III 
fol. 34 1

), Berg wrote "Alwa Tristan jugendl. held" (ibid). 
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(vib, b.335-336 and str, b.336) in hns, b.338, sees Schon (trbn F:lr~ ), and 

draws attention to Lulu and Alwa as the first hexachord of the Acrobat's 

P-0 unfolds between els 2 and 3 (b. 339); cl l gives BC II rn,A,B,C,F ) , 

inherent in P-0 (1,2,3,10,12) and the first five pitches of Schon's I-9 

(Arietta' s "white notes") . When Schon points his revolver at him, he 

indicates Alwa as target, to the accanpanirrent of P--O's second hexachord 

and the retrograde of this BC 11209 (b.340-341). 

The latter is transposed (Av,Ev,D,C,G) as the Acrobat returns to his hiding 

place behind the curtain ( b. 3 42-344, pf) . Lulu notices his wi tlrlrawal and 

discovers Schon to her I-2 in cl and hp (end b.342-beg. b.345). 

The juxtaposition of Alwa arrl Schon's Series in str,210 precedoo by their 

respective minor-major openings in brass,211 dominates the music and 

intensifies as Schon approaches the unsuspecting Alwa (b.338-349). 

His v.Drds, "In Paris ist Revolution ausgebrochen" (end b.349-351), repeat 

those of Alwa, which acco~ierl the latter's unexpecte::I. appearance at the 

Painter's suicide-scene (I/2, b. 789-793). The setting is transposed to 

Alwa's P-4 : 1,2, [3,4 sustained by c-l.s 2.3 and vib], 5-12, as in I/2, 

b.804-808. Similarly, with Schon's repeat of 11 In der Redaktion weiss 

keiner, was er schreiben sol! ... " (b.354-355) from I/2, b.808-811 (Alwa). 

It is transposed, i.e. sirrultaneously represents Alwa's cyclically permuted 

I-5 {5,6,8-12,1,2,5) and RI-11 (7-11, 1-3, 7); as before, the missing notes 

are present in the wocrlwind trerrolo. 

209cf. the horns' presentation of P-0, b.225-226, preceded by BC II rn the 
vocal line. 

210The accentuation < and ' differentiates their Series. 

2llsee Appendix A for details. 
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Schon's energetic eviction of Alwa is accomr_.:anied by emphatic statements of 

his Series, prefixed and p.mctuated by Alwa's corresponding minorf;. 

opening ((end b.355-beg. b.360),212 

Irrlrediately after their exit, the Acrobat bursts cut of his hiding place 

and darts towards the stairs. This is depicta:i by three ascending 

s ta terren ts of BC II in pf, els and bcl (end b.361-beg. b.363), which 

change direction as Lulu blocks his path (RBC II, b.363). 

Reference to Schon I s wrath is accarpanied by a rrelcxiic figuration (b. 363-

371), which relates this BC II (comnon to the Acrobat's P-0 and Schon' s 

I-9) to the invariant dyads of Series A.213 

Series A can be arranga:i syrrmetrically as a sequence of semi tones aroond 

its two semitone-dyads: 

EXAMPLE 26214 

~ 

• V 

I~-
·o--~ VtcJ

------0-V .. 

" -e- :l,"-0- ~ - - J .. -o--!:r·o -€Jo -u-

~f<P-0---rc, O.--~'t>--0-

0. b b 

The contrary chromatic moverrent between upper and lower parts is 

reminiscent of the chromatic consequent, which appeared in the Sonata's 

exposition,215 e.g. I/2, b.535-536, Ww 

sinrultaneous P-1 and I-8. 

212see Appendix A for details. 

213see p. 57 above (origins) or p. 109 below. 

notes 9,10,12 of Schon's 

214Jarman, "Dr Schon' s Five-Strophe Aria", p. 35 and Ex. 18. 

215rbid. 
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The outer notes of the figuration (els, hp, pf) are extended chromatically 

in rontrary rrotion to form Series A dyads, starting with those of RBC II 

(E-F or b of Ex 26}: pf and cl 2 have Eb-F~ (b.364-beg. b.365), hp and 

cl 1 D--G or fourth-dyad II Cb. 365-beg. b. 366) , and pf and cl 2 Cf--Glr or 

fourth-dyad I (b.366-beg. b.367). Dyad A-C is present in the constant, 

central three-note group, separated by Bq whose dyadic co.mterpart is the 

m pedal in tirnp and db. These four pitches are isolated by btuba. and db, 

b.367-368, 371-372 and 377-378 (disintegration in btuba until beg. b.380), 

i.e. X of Schigolch's T-9 or hint of the Rondo's bridge therre. 

The figuration is then retrograded rhythmically ( J HTI becares J ) j J l ) 

aoo dyadically by fls and vns, b.368-371. "Although it is unlikely that 

the listener will be aware of the invariant dyads of Series A in this 

passage, the relationship between the five-note "white-note" chord of the 

arietta and the dyads of Series A is exploited in a rrore obviously 

perceptible way at the opening of the second strophe of the aria. 11 216 

The ascending BC II (pie, fl 1, hp, pf, b.371-372) stalls on repeated F 

aoo descends rapidly in retrograde form (b. 373-377), thus mirroring the 

Acrobat's re.action to Lulu's warning, "Er kommt ! " He narrowly misses 

Schon by hiding behind the portiere . Schan re-enters with revolver in 

• 
hand, expecting to find the Acrobat in his old hiding place, behind the 

curtain. The opera I s rhythmic fate motive is struck by the large Tam-Tam 

(b.378-380); pf concludes vc's fate rrotive (b.378-379) and silTllltaneously 

provides the final pitch for the gradual superimp:>sition of its constituent 

BC II pitches in vc and va. 

216rbid., p. 36. Seep. 113 below. 
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The Introduction (b.380-386) to Schon's five-strophe Aria is basro on 

b.48-52 of his Arietta (II/1), i.e. notes 1-5 of his I-9 (or BC II), stated 

hannonically as the rhythmically augmented fate motive, and notes 6-12 

forming a bass ostinato. 

division. 

His vocal line ( end b. 380-38 4) arphasises this 

Schon's Five-Strophe Aria (b.387-490, 539-552) 

Schon's five-strophe Aria represents his furious, final confrontation with 

Lulu. It "swrs up the different thematic and harrronic characteristics 

associated with Dr Schoo and show-show these characteristics relate to one 

another, and also shows the way in which these characteristics relate to 

and interact with the other basic material of the opera. 11 217 

The Aria is based on two Series of invariant dyads, A (e.g. pairing of 

Schon's P-1 and I-8)218 and B (e.g. pairing of Schon's P-6 and I-1): 

EXAMPLE 27 '4t-

217Jarma.n, "Dr Schon' s Five-Strophe Aria", pp. 46-47. 

218see pp. 57-58 above. 

1t" Jannan, "Dr Schon' s Five-Strophe Aria", p. 3 4 and Exx. 15 and 16. 
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Jam.an J;X)ints out that the use of these invariant dyads is rarely found in 

Berg's v.Drks, unlike those of Webern,219 

Series A dyads dominate the first tv.D strophes and Series B, the last 

three. Lulu 1 s five-strophe Lied, the counterpart of Schon 1 s Aria, 

separates strophes four and five. 

These dyads affect the whole aria, organizing all the 
sections, subsections, and details however corrplex or 
apparently independent, and even detennining the presen­
tation of material associated with other characters such as 
the Ca.mtess Geschwi tz or the ~ianservant. At the center of 
each of these series of dyads lie the two fourth-dyads which 
form a version of Basic Cell I : Olr--G$ and G-D of Series A 
~dyads I and II) and F'1f-C,r and C-G of Series B (dyads III 
and IV) .220 

Strophe one (b. 387-400) begins with the fourth-dyads I and II (Series A), 

superimposed as fourth chords ( accompaniITEnt, b. 387-388) , and rrelodically 

as BC I in Schon' s vocal line; the foreign F* (ob 1 and vib) is :i;:,erhaps 

related to the ascending perfect fourth sequence in pf (b.391), as it is in 

b. 392 (pf). 

The opening idea of hannonic-ID2lodic sinultaneity is continued in b.389-391 

for P. T. TI-10 in tpts and trbn (chords) , with Q) , ~ and one note of Q) in 

the vocal line. Schon re:i;:,eats the last three pitches for his "Du 

W'Jrgengel!" to coincide with the chordal re:i;:,eat, end b.391-392: [)coo 1 
• 

and tpts ) , Q) < obs and enghn, tpts and trbn) , G) @) ( obs and enghn) ; 

similarly: 

219rbid., p. 34, n. 15. 

220rbid., p. 47. The following section is based on Jarman's article. 
Dyads I, II, III and IV can all appear as either fourths or fifths, but 
they will be referred to as "fourth-dyads" here, for the sake of 
convenience, even when they appear as fifths Cibid., p. 34, n. 16). 
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l. in the second stroph.~ for P.T. TI-7 (2nd beat b.408-410): (D ,22l@and 

one note of G) in vocal line, and only a half-chordal (I) in the dyadic 

oscillation of vn 2; @can be found in vns and va, mid. b. 410. 

2. in the third strophe for P.T. T-7 (end 1st beat b.422-424): CT),~ 

and one note of G) in vocal line, and only a hanronic G) in hns and 

cl 3, beg. b. 42 4; the pitches of l can be found in the piano 

oscillation, b.422. P.T. TI-2 unfolds independently in els and hns, 

b. 426. 

P.T. T-7 is related to strophe one ' s P. T. TI -10 because their 

sources, BS P-7 and I-10, derronstrate non-corresp:mding hexachordal 

invariancy. At these levels, the BS is divided into a 11white-note 11 

hexachord arrl a predominantly "black-note" hexachord, i.e. a dichotomy 

which is emphasised throughout II/1. 

3. in the fourth strophe for P.T. TI-4 (b. 445-447): Q),@ and one note 

of @ in vocal line, i.e. a tri tone away f rem strophe one I s P. T. 

TI-10. Chord (Dis sounded, mid. b. 445, by bn 1, vn 1 and va, and a) 

by dbn, vn 1 and va, final beat b.446; Q), U) and@ are presented by 

bns and dbn, b. 447-448, and G) and @ unfold rrelodically against their 

harnonic counterparts in bcl•. 

First trombone, mid. b. 469-470, repeats strophe one's vocal line 

Cb.389-390), i.e. P.T. TI-lO's Q), @ arrl one note of G), but also 

completes the chordal presentation of (D in tpt and vocal line (end 

221oP (4th J,, b.408) should be D~ as in the vocal score. 
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b.469), (1) in tpt l and trbn 3, Q) in trbns 2.3 and@in trbns (1st half 

b.471). As before, the Trope is repeated (els, b.471-472) and 

resolved by dyad I (Clf--Gi) of Series A (beg. b.473).222 

The drarratic significance of the Picture Trope's presence is unclear, but 

may be related to Schon I s ima.ge of lulu and his attempt to destroy her. It 

anticipa.tes her Lied's third strophe (b.508-515), in which the Picture 

Tro~ accompanies her reference to Schon's deception of others and himself, 

i.e. a consequence of this distortion. 

Foorth--dyad II (G-Dl evolves into strophe one's orchestral rrelody (vn 1, 

b.388-beg. b.392) and its bass accompaniment (vc), which consist of 

Schon 1 s P-2 and I-7, respectively, i.e. the invariant dyads of Series A and 

a rhythmically altered version of the Sonata's main therre (I/2, b.533-534: 

/ ,,1-i J j, J. J J j J j ) . 

Both rows have fourth-dyad II as the first two notes of their first 

hexachord and fourth-dyad I (C#='-GJF) as the first tv.D notes of their. second 

hexachord. This property also appears · in Schon' s I-1 (but vice versa), 

which Berg uses for Schon' s "Du Freude rreines Alters! Du Henke rs trick! " 

(b.395-397, notes 1-11). 

Series A dyads continue in str, b. 392-400, between Schon' s P-7 and I-2 : 

8-12, P-0 ard 1-9 : 8-11, [ 12 in vocal line], 1, P-5 and I-4 : 1-10,12. 

The latter concludes strophe one with dyads I and II C notes 10 , 12 ) 223 and 

222cf. beg. b.393: obs, enghn (Gf)-tpt 1, trbn 1 (Cf). 

223Notes 11, relegated to subsidiary parts, form dyad I. 
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is a rhythmically altere:1 version of the Sonata's rrain the.ire's consequent 

phrase (I/2, b.535-536). Hence a relationship is established. with the 

strophe's opening. 

Other elerrents are n~called fran Schon' s Sonata, viz. the CCXJ.a them2 for 

his "Du unabwendbares Verhangnis!" (end b.392-394), with hns underlining 

its characteristic rhythmic fate rrotive, and a variation of the second 

the.rre in pf (b.395-399). 

Lulu resorts to her favourite ploy: "Wie gefallt Dir denn rrein neues 

Kleid?" (end b.398-400}, in a setting of her seductive P-9 (1-8). The 

isolation of her P-8 1 s cadential element in asax and hns (mid. b.399--mid. 

b.400)224 underlines her attempt to end Schon's rage. But Schon continues 

furiously with strophe two. 

Strophe tvJO <b.401-415). 'Itie contrary chrara.tic rrovernent in Schon's Series 

(notes 9,10,12), which ends strophe one, is invertoo and developed at the 

start of strophe two, betv.een hns 1 and 4 (final beat b.400-404), i.e. a 

sequence of Series A dyads. This passage exploits the relationship between 

the "white-note" Arietta-chord or BC II (harmonic E,A,B,C,F, in hns and 

bn 1, final beat b.400-401) arrl the invariant dyads of Series A. It 

represents a harmonic interpretation of the turrultuoso's chraratic 

extension earlier (b.363-371). The constant pitches - A,B,C - are retained 

by hns 2.3 (A-C) and bn 1 (B); the semitone-dyad BP-Bis present in b.403, 

bet"1een vn 2, db and bn l; dyad I {G.f-Cll is sounded in vns and vc-ob 

(b.401-402), and concludes the horn-figuration (b.404), after dyad II 

{D-G). 

Schon' s reference to his son ( "sonst schlagt' s mir rrorgen uber den Kopf -

2245ee Appendix A for preceding details. 
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urrl rrein Sohn schwirmrt: in seinsn Blute!", end b. 401-405) is set to Alwa' s 

P-4, the first hexachord of which includes the "white-note" Arietta-chord. 

Violin 2 and va fonn a circular figuration with no~es 10-12 of Schon' s P-9 

and I-0, respectively (b.404), i.e. Series A dyads. This suggests the pool 

of bloo:'l referroo to by Schon and is reminiscent of vbzzeck, in which the 

circle and colour red played a symbolic role, e.g. earth's revolution, 

toadstools, "ring-a-ring-a-roses", red rrnon, etc. Three statements of a 

circular figuration accanpany Wazzeck' s "Ich bin blutig. Da ein Fleck und 

noch einer." (Wozzeck III/ 4, b. 276-277, vns): 225 

EXAMPLE 28 

The figurations of b. 404-406 daronstrate note-pairing between the final 

five pitches of Schon's I and Prow~ to form Series A dyads. Each starts 

with a four-note chord containing dyad rr.226 

Schon's passionate solution for salvation is Lulu's death and BC I, 

overlappe:'l by its variant, accompanies his conclusion, "Ich muss mich 

retten. Begre.i.ft Du mich?" (b.407-408). 

225see also Variation 12 of Passacaglia (I/4, b.561), where Wozzeck's 
"Linienkreise_Figuren_Wer das lesen konnte!" is accompanied by: 

O:== :::::0 -""•'f 

tdrlo---+C:J 

226see Appendix A for details. 
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A sequence of fourth chords, based on Series A dyads, is gradually built up 

on the contrary chraratic consequent. The figuration is initiated by asax 

ard trbn 1, b. 406, and the fourth-dyad I (b. 408-409) initiates superimp:>­

sition of fourths and inclusion of other instrurrenLs: 

EXAMPLE 29 227 

Alternation between "white-note" and "black-noteir chords is apparent at its 

pea1< (b.411). The figuration tapers off in tpts and trbns Cb. 413-beg. 

b.415) to end on the fourth-dyad I (Av-C~}. 

Needless to say, the sanitone-perfect fourth eleirent is directly connected 

to the constituents of BC I. 

Series A dyads228 can be arranged symretrically as a sequence of fourths 

arourrl either of its tw::> fourth-dyads, just as it was arranged around its 

two semitone-dyads:229 

EXAMPLE 30 230 

.0-
,-_g_ 

- i:::,f.- - -0 ·\ -. ,_ 
+ * - ' '\)~O 
":r--t-e- l J V 

( :c J[. :a:. ::c. 
~⇒u- ---:-- v..:o • 1-C)', 

---~o-- ~ -- " V 

CO\.Ul1N: I 4-

227Based on Jarman, "Dr Schon's Five-Strophe Aria", p. 40, Ex. 28. 

228Also applicable to Series B, a transposed version of Series A. 

229see p. 107 above. 

230Based on Jarman, Dr Schon's Five-Strophe Aria", p. 35, Ex. 17. 

--
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The constitution of the fourth-superimposition in Ex. 29 can be surrrn..-::lrised 

in tenns of Ex. 30, as follows: 

Column - Ex. 30 
Bar Right-hand against Left-hand (read rrelodically) 

408-409 harmonic--rrelcd.ic dyad I (M-Dv) 
followed by C--G A-D 

410 Ff-B-E Eli-B~ -F .. . 
upper and lower 

E► -Bv-F Ff-B-E 
. 

'+ parts exchanged 
E-A-D F-C--G 4- ,s ~ 

rrelodic D--G, i.e. dyad II into b.411 " }· 411 G.,-Dv-A!?-Eli EII-Ali-DP-G~ ' F-C-G-D E-A-D-G 4- ~ 

412 F-.lf--B-E E~-m-F :) 
E),-Bv Ff-B-E 

D-A G-C-F 

413 (see score) C-J:-Gif Git-~-cr 
C-G A-O ~.G, 
Ff-B E~-Bt> .;? 3 
Bli-F B-tied Eli 3 
E-A C-tied E~ S" 
Av-Ev Cf 

*Cycle of fourths closed at the apex 

The presentation of Series A dyads as a sequence of fourth chords, based 

on the contrary chromatic consequent, concludes the fourth strophe 

(b.486-490, brass, with inclusion of cbs and els, b.489). The figuration 

is a transposed version of that in strophe t~. The slight dyadic 

displacement (e.g. initial dyads between tpt 2 and 3, and those between obs 

ard trbn 2, trbn 1 and tpt 1, tpt 3 and tpt 2, b. 489) is in keeping with 

the preceding canon by inversion (displaced Series A dyads) between fls 

(Schon I-10 : 1-9) and bns (Schon P-11 : 1-9), b.485-486. The figuration 

overlaps and ccrnpletes the fonner, i.e. notes 9,10,12. 

As before, the fourth-dyads I {Glf'---ct) and II (G-D) initiate the fourth­

superirrposi tion and addition of other instrwrents. 
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In the fifth strophe, the sequence of fourth chords, built upon the 

contrary chromatic consequent, is based on the dyads of Series B231 

(b.544-548, brass). The figuration evolves from notes 9 (fourth-dyad IV, 

G-C), 10,12 of Schon's paired P-6 and I-1 (tpt 1-trbn 3, b.544-2nd beat 

b.546), whose first eight pitches unfolded simultaneously in tpt l and 

trbn 1 (b.542-543: Series B invariant dyads). 

A harmonic BC I (Blf , Ei,, E, A) occurs at the start of the perfect fourth­

superimposition (mid. b.546). The figuration culminates in an eight-note 

fourt.l-i chord around fourth-dyad IV (G-C), which str emphasise as the 

rhythmic fate rrotive (b.548-549) and resolve into a fourth chord cornprising 

the omitted dyads : G !f-B a rourrl F1--ct ( four th-dyad II I ) ; it too is stated. 

as the fate rrotive (end b.549-mid. b.551). 

Unlike its precursors, the figuration moves outwards, chromatically, 

perhaps to portray the text: "Bete zu Gott, ... 11 
( Schon ) . 

On all three occasions, the revolver is the focus of attention, i.e. the 

symbol of passion and death, as is its cons ti tu tent sani tone and .r;,erfect 

fourth or BC I. 

Returning to the second strophe, the presence of Painter Dyads P-11 (minus 

final Dyad 6-12) in vn 1 ( b. 412) , perhaps relates Lulu's collapse on the 

di van ( "da die Kraf te sie zu verlassen drohen, 11 b. 411-412) to the earlier 

canon-conclusion-collapse on the ottoman ( "auf der sie schliesslich wie 

gebrochen zusamrensinkt", I/1, b.185-beg. b.186). In both cases, she does 

not take the situation seriously. 

23lsee p. 109, Ex. 27 above. 
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Painter Dyads P-8, bet-.....een cl 2 arrl Schon' s vocal line (b. 413-414: "Soll 

ich Dir die Hand fi.ihren? 11
), underline the drarratic analogy with Lulu's 

request that the Painter do up her dress' hooks because "mir zi ttert die 

Hari.d ... " (I/1, b.353-354). 

Schon 1 s v.arning to Lulu that the revolver is loaded ( "keinen blinden 

T :, I It .u::,.tm. I end b.414-415), is set to the final five pitches of his P-7.232 

His 'MJrds are echoed by transposed, imitative entries in the orchestral 

accoipanirrent (b.415)233 as Lulu raises the revolver to confirm his 

caution. 

She fires a shot at the ceiling ( .,genau auf Eins" J , causing the Acrooa t to 

spring out fran behind the I_X)rtiere, and exit turnultuoso. He is 

accanpanied by his Trope in pf, and retrograded "white-note" BC 11234 

paired with its inversion, a minor third below,235 to intrcduce Series B 

dyads (minus fourth-dyad III) in ww and str (b.416-417). 

Schon asks Lulu, "Was war das ... ?" (b.418), but its setting (notes 1-3 of -

Acrooat P-7) suggests that he has sore idea of what it was. 

Series B dyads are gradually superimposE:rl (w-w and hns, final beat b. 417-

420), to the rhythm of the fate rrotive, and prcduce a ten-note chord based 

on the t....u versions of BC II, i.~. RIBC II and RBC II. It also represents 

232Emphasis on the final five pitches of his paired P and I rows occurrE:rl 
earlier (str, b.392-393) and acccmpanied his other warning as regards Alwa 
(str, b.404-406, and w-v, b.405). 

233see Appendix A for details. 

234Based on the outer t'll,lQ trichords of his P-4 (12,10,3,2,1). 

235Based on the inner tv.0 trichords of his P-4, except D: (4), 6,7,4,5. 
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notes 1-5 and 6-10 of Schon 1 s I-9, associated with his Arietta of 

persecution, and is therefore suitable accanpanirrent to lulu I s reply, 

"Nichts. Du leidest an Verfolgungswahn" (b. 419-421). The fourth-dyad III 

(C.t-Ftl, missing £ran Series B, accarrpanies Schon's snatching of the 

revolver fran Lulu (str, end b.420-421) and thus also leads into the third 

strophe. 

Strophe three (b. 421-441 l begins with the superirrposi tion of fourth-dyad 

III (str) and the chord fanned frQ~ the other dyads of Series B (ww, hns, 

pf, b.421-422). 

Unlike strophe one, the vocal line's BC I opening (b.421) is not derived 

fran the fourth-dyads III and rv ( equivalent of Series A's I and II), but 

fran the sani. tone-dyads Eli-E and Bt:>-A. BC I, based on III and DJ, oceurs 

in hns 1.2, end b.423-424. 

As in strophe one, the orchestral nelcdy {vn 1, b.422-beg. b.426) and its 

bass accompanirrent (vc and db) are paired to fonn Series B dyads,236 i.e. 

Schon I s P-1 and I-6, respectively, both of which have fourth-dyad III 

(a---F:lf) as the first tv.10 notes of the -first hexachord arrl fourth-dyad IV 

(C--G) as the first t¼Q notes of the second hexachord. 

As before, this passage is a rhythmically alteroo version of the Sonat.a' s 

main therre and is followed by emphasis on the final five pitches of Schon's 

paired P and I row'S {str, b,426-beg. b.427 : Series B dyads).237 

The latter concludes with notes 9 ,10 ,11 of Schon I s sirrultaneous P-11 and 

I-8, viz. fourth-dyads IV, III, IV, to coincide with Schoo' s discovery of 

236s trophe one has Series A dyads - see p. \ \ J__ above. 

237see Appendix A for details. 
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Geschwitz behind the fire-screen. Dyad IV is sustainErl by ww and db 

(b. 427-431) to initiate sirrultaneous segrrEn ts B and C of Geschwi tz 's Tro.i:,e 

arrl its inversion, i.e. segrren ts B and C of Geschwi tz' s TI -4 ( pie 

b.427-beg. b.435 and fl l : b.436-442) paired with segrrents Band C of T-3 

(db : b.427-433, dbn : b.433-435, and bn 2 : b.436-442) to form Series B 

dyads, concluding with dyad III (Fl\:-Clf). The upper Trope is doubled at the 

fifth below aoo the lower Tro.i:,e, at the fifth above to give segrrents B and 

C of Geschwitz's TI-9 (fl 1, b.427-431 ~ fl 2, b.431-442) and T-10 (dbn, 

b. 427-432 --+ bn 2, b. 433-435 ~ bn 1, b. 436-442 l I respectively, 

i.e. Series B dyads emerging from dyad IV (G-Cl and ending on dyad III 

This whole wxdwind passage is based on these two pairs and there is 

extensive exchange of Trope pitches between instrurrents. 

The chord F~-B-lw-Dv, end b.431-432, is repeated, end b.439-440, and can be 

interpretErl as BC I variant B-F:lt-Av-E~ ( tone instead of semi tone); b. 433-

435 and 436 have the fifth chord D-G-C-F; b.437-438 and 2nd beat b.441-442 

have BC I varia.'1t M-E~-E-B (fifths instead of fourths); BC I (E-A-B11-Et,) 

occurs for the first two beats of b. 43 9, and BC I variant D-A-B~ -F on the 

first b:>...at of b.441. These chords supply segnents A to their corresponding 

segrrents Band C in the rest of the orchestra (b.428-444). 238 

' Schon' s violent interrogation of Geschwi tz ( "Oder sind Sie auch Akrobat?", 

b.433-435) is accanpanied by her T-7. At this level, her Troi;::e 

derronstrates "white-black-note" dichotol'T!Y, analogous to the Acrobat I s 

piano-trope. Segnent A (G-D) is sustained by upi;::er ww, and segrrent C 

~ unfolds in the vocal line aoo va ( final beat b. 433-lst beat b. 435). The 

238see Appendix A for details. 
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pitches of segrrent B follow in vocal line, vn 1,239 va and vc (2nd beat 

b. 435-beg. b. 436). 

Strophe four (b.442-490). The opening of the longest strophe canbines the 

fourth-<lyads of Series Band A. Dyad III cct-F~) occurs in WN (b.442, frcxn 

2nd beat) and str (b.442-beg. b.444); dyad IV (G--C) occurs bet'M2en tpt 2 

and trbn 1 (beg. b. 442) , tpt 1 and trbn 1 (beg. b. 445), and rrelcdically 

after the vocal line's opening BC I (b.444), which comprises m:lodic I 

(Aj)-D~) and II (D-G) of Series A, i.e. a tritone away fran strophe one's 

vocal line (b.387-388). In strophe one, the two statements of BC I are 

followed by Ff, forming a rrelodic III, and the foreign Flf, in cb 1 and vib 

(b.387-389), sounded against Ci can also be interpreted as III. 

Dyad III evolves into a suggestion of Schon's paire:3. I-6 (vn 1, b.443-

445) : 2,1,9,1,5,6, 7)240 and P-1 (Ve : l,2,9,1,5,6, 7)241, i.e. ro'wS with 

F{f'.--clf as the first tv-D notes of their first hexachords and C-G as the first 

two notes of their second hexachords, prcd.ucing Series B dyads. 'This is 

overlapped by the paired chronatic tails (notes 9,10,12) of Schon's P-10 

and I-9 (b.445-beg. b.446 : Series B dyads diverging chraratically), which 

tpt 1 (I-10) and trbn 1 (P-9) anticipated ( b. 444-beg. b. 445 : Series B 

dyads converging chrcmatically). 

The pattern of P-I-m:i.tching, based on the chrara.tic tail of Series B dyads, 

239G~ is an added note or part of segrrent A. 

24~otes 8-12 of Schcn's I-6 unfold in bn 1, b.445.' 

241Notes 8-12 of Schon 1 s P-1 unfold in bn 2, b.445-446. 
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is repeated by vn 2 and va , between Schon ' s P-4+ I - 3 ( 2nd beat b . 4 4 4-mid 

b.445) and P-3+I-4 (2nd beat b.446-beg. b.447). Its bridge, P-6+I-l 

{b.445-beg. b.446), could be related to the opening's I-6 (vn 1 ~ bn 1) + 

P-1 ( VC ~ bn 2 ) . 

The three-note group, simultaneous in vns, a najor third apart (b.445-beg. 

b.448), descends in minor thirds, i.e. notes 9,10,12 of Schon's P-10, P-7, 

P-4, P-1 against P-6, P-3, P-0 and P-9. 

Schon derrands that Lulu shoot herself, because he wants no further role in 

perpetuating the corruption she induces ( "Ich kann rreinsn Diener nicht 

helfen, rreine Stirn zu verzieren", b. 449-455). Mention of his servant 

(Lulu) accounts for Alwa I s P-5 in the vocal line and va ( end b. 448-beg. 

b.453), i.e. the pitch level and orchestral instrurrent associated with the 

Manservant . 'Ihe horn-figuration (b.448-454) i;:erhaps represents his 

allusion to the devil's brow. Its first chord is derived £ran @of P.T. 

TI-4 (notes 10,11,12 of BS I-4 plus Cl, rrentioned earlier.242 The notes 

then move chronatically, as anticipated by str imnediately before, 

converging in hns 1.4 and diverging in hns 2.3 as Series B dyads (minus the 

semi tone-dyad E-Ev, but which asax unfolds rrelodically, b. 4 48-453) . The 

figuration concludes with oscillation, thus mirroring its opening (Schon 

urges Lulu to take the revolver) and anticipating Lulu 1 s acceptance of the 

revolver, which is accanpanied by her Series with its twisted prefix.243 
• 

The contrast of Lulu's suggested solution, viz. divorce, is defined by the 

re-establishrrent of Series A dyads. Schon' s I-1 unfolds in bns, doubled in 

242see p. I 11 above. 

243see Appendix A for details. 
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part by his vocnl line {b. 453-455 1-9, 10, 12) at which level dyad I 

(ClF-Gf) initiates the first hexa.chord and dyad II (D-G) the second. 'Ihese 

twD fourth-dyads are isolated by vn 1, b.454-458, and I occJrs between vn 2 

and va, mid. b. 458-459, concluding with dyad A-C. Dyad DJ of series B is 

presente:1 between vn 2 and va, end b.456-mid. b.458. Schon's reaction, 

"Das war' noch ubrig" (b.458-459), opens with dyad I and rei;:eats notes 4-6 

of Lulu's P-8. 

Alwa's P-4 setting for Schon's "Damit norgen ein Nachster seinen 

Zeitvertreib finde" (mid. b.459-mid. b.463), identifies Lulu's next 

'victim', whose path of pleasure would follow the footsteps of Schon, where 

he "shuddered fran abyss to abyss" (b. 464-467 : Schoo I-4). 

With the exception of solo vc, which doubles the vocal line, the rest of 

the accompanirrent (end b.458-471) is based on freely rhythmically augrcented 

canzonetta m3.terial U/1, b.267-273), associated with the Medical Officer's 

death (Lulu's first 'victim'), e.g. Lulu's 'tripping' figure in els 1.2 

and pf ( end b. 458-460), els 2. 3 and pf ( b. 461-462 J, and obs, tpts 1. 3 and 

pf {b. 468-469 J; the setting for Lulu's "Er sieht mir au£ die Fi.isse und 

beobachtet jeden Schritt, den ich tu'" CI/1, end b.267-270) is outlined by 

bcl (II/1, b.460-465). 

The addition of BC I (cl 3, b.459-460, cl l and tpt 1 as dyads III+IV, 

' 
b.462, vn 1, b.468-beg. b.469) underlines Schon's passionate words. 

This is followed by a reprise (b.469-474) of strophe one's opening, i.e. 

P.T. TI-lo,244 Series A dyads on the final five pitches of Schon's Series 

instr (b.471--beg. b.473),245 and the coda therre for Schon's retaliation: 

"Ich mich scheiden lassen!" (b. 472-474). 

244see P?-111-labove. 

245cf. b.391-393. 

The latter clearly states the 
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inherent rhythmic fate rrotive (underlinro by so.) and is directly relatro to 

its Sonata-source (I/2, b.615-616),246 i.e. Schon's P-8 : [1,2 in vn 1, vc 

arrl db - notes 11 of Schon's paired P-0 and I-9-beg. b.4731, 3(F),4, 

[5 in db), 6,7, [8,11 in db, 9,10,12 in vc], 1. 

Against this, asax has its transposed inversion, precedErl by E ~ and ending 

on Gf ( instead of C:{f), so that start and finish are identical. The first 

four pitches of the vocal line comprise tlt-.D Series A dyads, viz. E-F and 

G~-E~; asax retrog-rades these dyads (F-E, Ev-GI>) and toge~er with the 

vocal line, prcduces Series A dyads (fran 4th ;>, b.473) : E-F, Er-Gt:>, 

Gp-EP and G-D (II).247 

Schon defines divorce to the coda theme's intensified consequent phrase 

CI/2, vn 1, b.622-624), transposed a fiftl1 lower (b.475-481 : "I.asst man 

sich scheiden, "lt-.Bnn die Menschen ineinander hinein gewachsen und der halbe 

Mensch mi tgeht?") , i.e. Schon' s P-9 ( added A~, 1, 4-6, 8-10) entwined with 

str' BS p-9,248 and an added BC I rn,F:!f,F,C) conclusion. 

doubling retains the coda therre' s fate rhythm (b. 477-beg. b. 481 J. 

Violin l's 

The setting for Schon's furious 11Siehst Du Dein Bett, mit dem Schlachtopfer 

darauf?" (b. 483-485) is a transposed CBS I-2 5-12, 1-5), freely 

rhythmically augrrented version of the Painter's address to the Me:hcal 

Officer's corpse (Arioso, I/1, Q.332-333, vocal line corrpletoo by va and 

vc: 11 Ich mochte tauschen mi t Dir, Du Toter! ") . 

2465ee p. 6 8 above. 

247perle, The Operas Vol. 2, p. 174; his "Sum-9 dyads" is the equivalent of 
Series A. 

2485ee p. 11 and Ex. 21 above. 



125 

NQ1.,.,·, Painter Cl1ords P-·4 accc,11pany 11Schlachtopfer" (str, t2nd 1st beat 

b. 484-(:;ncl 1st beat b. 486 : Q) , Q), Q) ,249 (D, G) plus P-9 : ® J, "and it is 

this vK>rd, "sacrificial victim", which denotes t:he prirrary signification of 

the chord series."250 

In the Monoritmica, Painter Chords accanpanied Schon I s revelation to the 

Painter and its impact (I/2, str, b.675-679), which rrotivated suicide. In 

Act III/1, the Acrobat demands that Lulu casts herself as a sacrifical 

offering in order to get t~nty thousand Marks £ran Alwa, to the 

acco,panirrent of Painter Chords (b.335-339 : I-6, P-2, I-4, P-8, P-10, P-0, 

P-2, P-4, 1-8 in right hand of vocal score, except final left hand chord); 

Lulu quotes him, when suggesting that he spends the night with Geschwitz in 

retu m for the .croney, and the Painter Chords recur, transposed ( III/1, 

b. 524-526) . 

"This harmonic quality of the Painter's Chords is only fortuitously 

dependent on the Basic Series. It derives, rather, fran the relation of 

the chord series to the two whole-tone collections":251 

EXAMPLE 31 

2491./iola's E9 should be F9. See Perle, The Operas Vol. 2, p. 109, Ex. 75 
and p. 295, n. 93. 

2501bid., p. 109. 

2Slrbid., pp. 107-108 and Ex. 71. 



126 

This relation "is explicitly unfolded in the opening scc~.ne RS Lulu and the 

Painter gaze upon the corpse of Lulu' s husband" 25 2 

accompanirrent: Painter Chords P-5). 

(I/1, b.284-289, 

This property can te related to the two whole-tone scales, which were 

unravelle1 fran the BS-pcnnutation of fourth-dyads253 and appeared during 

episcdes of victimization.254 

Both forms occur in Lulu's Lied, which follows Schon's offer, "Ich will Dir 

die Mlhe abnehmen" Cb. 486-489), ar.d portrays a victim of fate. 

Lied der Lulu (b.491-538) 

Berg dedicated Lulu's Lied to Anton von Webern on his fiftieth birthday, 

3 December 1933: 

Ein zwei ter Schrrerz ist es mi.r, dass das Dir gewidrrete 
Lied kein eigenes zu Deinem 50. Geburtstag komp::miertes 
Op..1s ist, sondern nur ein kleiner Teil eines grosseren, noch 
nicht einmal fertigen Werkes. Aber diese 50 Takte sind 
vielleicht die wichtigsten der ganzen Oper und als solche 
dart nicht nur zentral gelegen, sondern auch als ein 
abgeschlossenes Ga.'1zes zu betrachten, deren Zueignung an 
Dich selbstverstandlich in der ·Niederschrift und in den 
gedrukten Ausgaben der "Lulu" vermerkt sein wird ... 255 

Lulu's Lied is "das Herzstlick" of tr..e opera, in the tenl[X) of the p..1lse-beat 

' 
{'ranpo des Pulsschlages J = ca 80), 256, i.e. a rrultiple of Hanna's fate 

nwnber 10. 

252rbid., p. 107 and Ex: 72. 

253see P. l 5 above. 

254see Naude, "'Ihe Neglected BS-permutation", pp. 93-4 8. 

255sil.rnar, "Alban Bergs Selbstzeugnisse", p. 15. 

256stenzl, "Lulus 'Welt' ", p. 35. 
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Berg's autographed dedication-copy and the Lulu Suite's third mcJverrer.t have 

fifty (5 X 10) bars, whereas the published score has only forty-eight. The 

fomer's intrcducto.ry bar consists of the fifth-dyads Gl>-D'P, E-8 and C-G, 

sustained by vib; these are retrograded by vib in the penultirrate bar (C-G, 

E-B, GP -017 ) and sustained over an added bar. 

In the autographed copy, passages by transposed inst.rurrents are r,otated at 

concert pitch. This difference correlates with Perle's q:.ialms about the 

p.iblished orchestral score: 

Facing the pa.gt::o containing the prefatory note . . . is a 
facsimile page frcm Berg's own autograph of the score. 
Passages for clarinets in BD, alto sax and horns are given, 
all notated at concert pitch. This is consistent with 
Berg's invariable practice beginning with the Karrmerkonzert 
(Universal Edition, 1925), which contains the following 
note: "In dieser Partitur gibt es (nach dem Beispiel van 
Sch6nbergs Op. 24 und 26) keine transponierenden Instrurrente 
rrehr." Why, then, does the present p.iblication revise Berg's 
ovm manuscript by employing the traditional transf()si tions 
in the score, a practice which Schoenberg, Berg and Webern 
had discarde::l years before the cortl)Osition of Lulu? In this 
connection, however, it rrust be f()inted out that the sa.'I'e 
revision of the rranuscript is found in the p.ililishe:'l version 
of the Lulu Suite, a fact which suggests the fOSSibi li ty 
that the change was rra.de with the comp:)se r 1 s consent , 
perhaps as a concession to the conventional prejudices of 
certain conductors who might otherwise be put off, in spite 
of their f()ssible interest inane~ opera by the canposer of 
Wozzeck. But what possible motive can there be for such a 
rev1s1on of Berg I s own score in an edition p.iblished in 
1964, when the practice of Schoenberg and his pupils in this 
respect is generally accepted by composers and conductors 
alike?25? 

The above exemplifies one of rrany misrepresentations of Berg's llllu. Its 

257perle, "The Score of I.lllu", p. 129.· He also points out that Berg asks 
for tpts in F for the orchestra in the pit aoo • tpt.s in C for the backstage 
jazz orchestra of I/3, but the µiblished score calls for tpts in C 
throughout and makes no reference to his specifications, thus falsely 
attributing the choice to Berg hirrself. 
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'vic'timization' {Sd-1icl<sal erlt_•i<lcnd) by p.iblishers, pro::'iucers2S8 and th,.= 

tortuous rosthmrous histor/ of Act III, 259 is ,·ma logous to that ·.)f 

Wedekind' s Lulu plays260 an:3 of the heroine herself whose Lied epitomises 

"the tragedy of the hounded grace of 'WOll'laO, eternally misunderstood, 

[Kraus' italics J who is permitte:l Irerely to climb into the Procrustean bE.d 

of the ITDral concepts of a stingy t,,,;)rld. wana.n is rrade to run the 

gauntlet; Woman who was never intended by her creator to serve the egoism 

of her proprietors, nnd who can rise to her higher values only in 

freedom.261 

"Lulu's fundarrental confession of faith [ sung in a decisive, self-con£ ident 

toneJ ... ex_poses her innenrost essence, completely lost to the sphere of 

rrorali ty. 11 26 2 

The text consists of five sentences, demarcated by double ba~lines, each of 

which comprise tt,,.D inversionally-related clauses {double bai;.lines in the 

258see George Perle, "Friedrich's Lulu "., Temp:> 137 (June 1981) : 2-7 and 
"The Cerha E:h tion", IABSN 8 { Sumrrer 1979) : 6-7 c Patrice Chereau' s 
direction of the Paris premiere, 24 February 1979). 

259see Perle, 'Ihe Operas Vol. 2, Chapter 6, "Eins nach dem Andern", 
pp. 260-295. 

260censorship and WErlekind' s reactionary foreword to his p..irified version 
of Die Buchse der Pandora ( 1906): "The tragic central figure of the play is 
not Lulu, as the justices mistakenly assurred, but Ca.mtess Geschwitz. 
Apart fran an intrigue here am there, Lulu plays an entirely passive role 
in all three acts" {'I'he Lulu Plays by Frank Wedekind, pp. 103-104, or Frank 
Wedekind, Erdgeist/Die Buchse der Pandora Tragodien (Munich: Wilhelm 
Goldm3.nn Ve rlag, 1980), p. 86), which also resulted in misconception, e.g. 
Mitchell, "The Character of Lulu 11

, pp. 268-27 4. ( See Karl Newnann, 
"WErlekind's and Berg's IJ.Jlu", MR 35/1 {February-May 1974) : 56-57. 

261Reich, The Life and 'oork, p. 157. 

262rbid. , p. 168. 
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vocal line only). The music reflects this, and its contr, .. xt within Schon's 

Aria. 

Unlike the latter, "canplementary elemE'!nts unfold successively, rather than 

simultaneously. 11 263 It is interesting to note that Lulu's Series "serves 

primarily as a rrelcdic T..eitrrotiv, not as a source of seg«Bntal pitch-class 

collections", 264 hence maintaining its snake-like contour. The Lied 

contains all the Leitrrotive associated with Lulu. 

The vocal delivery throughout, is schwebend (floating, suspended) and 

coloratura, to suggest Lulu's unreal mythological origins and the rrovem2nt 

of a snake. 265 Regarding the language of Lulu, Wedekind said: "In the 

description of Lulu I attached inportance to the way in which the wDrds she 

speaks paint the bcdy of a V>Drran. With each of her rerrarks I askErl myself 

if it served to rrake it young and beautiful. 11 266 

The orchestral accompanirrent plays a subsidiary role. 

1. b.491-497: ''Wenn sich die M:::nschen um rreinetwillen ungebracht 
haben,/so setzt das rreinen Wert nicht herab." 
{If rren have killed themselves for my- sake, that doesn't lower my 
....-orth)267 

The first clause is set to BS P-0. • An overlap in b.494 by cyclically 

pennutErl BS I-10 (5-12, 1-4), conveys the contrast of the second 

clause, i.e. P and I fornis with "white-note" and predcrninantly 

"black-note" hexachords - a, feature of the Aria and the whole scene. 

263perle, The Operas Vol. 2, p. 175 

264rbid., p. 95. 

265earner, • Alban Berg, p. 215. 

266rbid., p. 201 - no source given. 

267Translation by Perle. See 'Ihe Operas Vol. 2, p. 48. 
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th~ whole scene. Another extension of the Aria, is the canon by 

inversion, prcxlucing displaced Series B dyads between vocal line (dux: 

BS P-0, b.491-494) and bcl, doubled by vc (corres: BS I-7, b.492-495). 

This tYI:Je of canon was anticipate.~ by fls and bns (b. 485-486 

displacro Series A dyads), arrl tpts 2. 3 Cb. 486-beg. b. 488). The 

pairing of BS P-0 and I-7 results in C0.7111P.ncanent on fourth-<lyad N 

(C--G) and cadence on fourth-dyad III (C.Jr-~). Re_peti tion and 

accentuation emphasis,~ the rreeting point of the two canonic voices on 

III. The ir. troouctory bar ot Berg's au tographro. Lied and Lulu suite• s 

moverrent three, rrentioned earlier, 268 can thus be interpreted as DI 

and III aroond E-B. 

Each clause is introduced by accented Painter Chords I-7 (hns, b.491) 

and P-1 ( hns, b. 495 ) , i.e. symool of victimisation ( inherent 

whole-tone scales).269 Painter Chords I-7 thus initiate Lulu's defence 

against Schon' s accusation that she was responsible for the Painter's 

suicide. They are related to Painter Chords P-4, which accanpanied 

Schon's reference to "Schlachtopfer", because their sources (BS I-7 

and P-4) derronstrate non-corres;;::.onding hexachordal invariancy; the 

source of Painter Chords P-1 (BS P-1) consists of a predominantly 

"black-note" first hexachord and a "white-note" second hexachord. 

Painter Chord Q) (whole-tone-like chord) of I-7 is extended chronati-

cally by vns (b.491-m.id b.493). The chranatic divergence is 

reminiscent of Schon' s chrorratic tail, but does not produce Series A 

268see p.127 above. 

269see p.125 above. 
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or B dyads. The middle chord is Painter Chord Wof I-10 or P-0 (I-4 

or P-6 : self-invertible and transposable). 

The vibraphone unfolds Y and z of Schigolch's T-2 (b.491-497), and 

an unordered, repetitive X in vn 2 (mid. b.493-496) is stated 

simultaneously with an unorderErl, repetitive Y of TI-5 ( related by 

tetrachordal invariancy) in va. The latter continues with the first 

three pitches of z until mid. b. 498. 

overlapping statements of BC I, canprising fourth-dyads II and I of 

Series A, undermine Lulu's worth (b.495-496 

completed by vn 1). 

pf , db, and vc 

2. b.498-507 : "Du hast so gut gewusst, .....-,eswegen Du mich zur Frau 
nahrn.5t,/wie ich gewusst habe, weswegen ich Dich zum Mann nahm . " 
(Yru knew as well why you took rre for your wife, as I knew why I 
took yoo as my husband.) 

The setting for the second clause inverts that of the first, viz. 

the first three pitches of BS P-6 at the beginning, the augrrented 

triad E-AP--C at midpoint, and dyad F-G at the end. 270 The strict 

mirroring, pJ.nctuated by cannon reference points, therefore ref lee ts 

that of the text (Du/ich). 

Lulu's P-5 in asax (end b.497-beg. b.500, doubled near end by cl 1) 

is ans.....-,ered by I-7 (end b.502-beg. 505), i.e. P and I forrrs with the 

270Perle, The Operas Vol. 2, p. 175. 
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sarre dyads at th':!.ir st.fl.rt and finish ( retrcgrade relationship); the 

twisted prefix for each is the sarre and these notes are isolated in 

b.502 (WM, vocal line aoo vns) and b.507 (w,,, vocal line, vc and 

dbl _271 

3. b.508-515 : "Du hattest Deine besten Freunde mi t mir betrogen,/Du 
konntest nicht gut auch noch Dich selber mit mir betriigen." 
(Yoo had betrayed your best friends with rre, you couldn't very well 
also betray yourself with~) 

The pitches for the second clause strictly invert those of the 

first, a najor sixth higher. They both have dyad F-A1' ( end b. 509 

and end b.513) and the rhythm is identical. Perle points out that 

both clauses unfold the sarre pair of octatonic scales, in reverse 

order:272 

EXAMPLE 31 

0 

This is clear in the ossia. The colaratura version wasks the 

octatonic scale, just as Schon deceives others and himself with 

27lsee Appendix A for further details of the accanpaniirent. 

272perle, 'lbe Operas Vol. 2, p. 175 and Ex:. 178. 
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Lulu's snake-image (Biblical Eve, the temptress). Th~ octatonic 

scales are harrocinised by the Picture Trope,273 i.e. the Painter's 

distorted p::>rtrayal of Lulu. 

E'i:l.ch clause concludes with the whole-tone collections of BS I-2 

(b. 511 3,5,6,9,11,12,2,1,4,7,8,10) and BS P-11 (b.515), 

respectively. Their derivation was derronstrated in Berg's early 

row-chart and at the opening of Act I (b. 98-102), 274 which Perle 

interprets as an incidental twelve-tone set and parcrly of Lulu I s 

Series; 275 in the Lied, Lulu's Series occurs irrmediately before 

Cb.510-beg. b.511, pf, vc : notes 1-8 of Lulu's I-4, and b.514-beg. 

b.515, pf, solo vn 1 1-8 of Lulu's P-2). The ascent of one 

whole-tone scale in pf, b.513-beg. b.514 (deception issue), is 

answered by the descent of the other, near the end of Lulu's Lied in 

asax (end b.533-536 : "als was ich bin"). 

The text's dialectic is underlined further by the accornpanirrent' s 

ascending perfect fourths and fifths (F-BF,pf, end b.507-beg. 

b.509), and octaves (B~, hp, b.511), and their descent (B~-F, pf, 

b.512-beg. b.513, and hp's c~ octaves, b.515-beg. b.516). 

4. b.516-521 : "Wenn Du mir Deinen Lebensabend zum Opfer bringst,/so 
hast Du rreine ganze Jugend dafiir gehabt." 
{If you sacrifice the eveninq of your life to rre, you've had the 
whole of my youth in exchwge)276 

The Tam-Tam and cymtal intrcrluce each clause, respectively. The 

273See Ai::pendix A for details. 

274see pp.15-16 above. 

275perle, The Operas Vol. 2, p. 124. 

276Berg has deleted Wedekind' s appendage: "Yoo know ten tim2s better than I 
do which is of greater value" (IV/8); similarly, for Wedekind's conclusive 
reference to her youth. See The Lulu Plays by Frank Wedekind, p. 97. 
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vocal line unfolds Lulu 1 s flirtatious I-5 and P-7, i.e. I and P 

forms with an invariant five-whole-note segrrent (3-7) a~a three-note 

collection (9,10,11).277 Note 12 of I-5 is incorporate:l into P-7 1 s 

twisted prefix. The latter is emphasized by the accanpanirrent (vc, 

db, end b. 515-beg. b. 517, vns, end b. 518-beg. b.520, and vn 1, end 

1st beat b.521-523). Double bass and harp's chrorratic bridge 

Cb.517-mid. b.519) leads to imitation of its semitonal variant 

(b.519-beg. b.521). 

The topic of sacrifice is reflected by disjointed Painter Chords in 

hns (b.516-517); Painter Chord (D of P-11 or I-11 (self-invertible) 

is doubled by str (completed by vocal line) and its second 

occurrence (in hns) is bridged by a "white-note" chord, which, 

together with the vocal line (D), v.Duld form a harmonic BC II 

variant CB,E,F ,G,D). These five pitches occur in the first 

hexachord of Schon's P-7, i.e. the inversional form of Schon's I-9, 

derronstrating "white-black-note" dichoto!lTh', which was associated 

with his Arietta.278 The rhythm of Lulu's vocal line, end 

b.516-beg. b.517, is reminiscent of Schon's, "Die Pest im Haus" : 

7 j) J . p J ( II/1 , b . 41) . 

In b.517, hns continue with Painter Chord Q') of P-l/P-7/I-5/I-ll 

(self-invertible and transposable), followe:l by Painter Chord d) of 

P-10/I-l0.279 

277Perle, The Operas Vol. 2, p .. 175 and Ex 179. 

278The pitches of the second hexachord are present .1n hns, end b.517-mid. 
b. 519. 

2793ee Appendix A for further details of the horn-figuration. 
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S. b. 522-538 : "Ich habe nie in der Welt etwas anderes scheinen ....-ollen, 
als ~£Gr m::m mich genamen hat./Und nan hat mich nie in der Welt 
fur etwas ar.deres genomren, als was ich bin." 
(I've never in the world wanted to seem anything other than what 
I've been taken for, and no one has ever taken rre for anything other 
than what I am) 

The Lied's longest strophe consists of two sentences. 'Ihe rhythmic 

setting of each is identical for the first four bars. The first 

sentence is set to BS P-4, overlapped by BS I-5 (12=1), and 

ascending, overlapping BC I on pitches Eli ,Av ,A,D, which the second 

sentence mirrors , viz . BS I -10 , over lapped by BS P-9 , and 

descending, overlapping BC I on pitches A,E,El>,Bt;, (completed by hp, 

vns and vc). 

BS I-10 consists of predominantly "black-note", and "white-note" 

hexachordal division. If BS P-4 and I-5 were superimposed, Series A 

dyads v.DUld result; the pairing of BS I-10 and P-9 v.0uld pr<rluce 

Series B dyads. 

BC I in ww and pf (end 1st beat b.529-530), bridged by BC I/II 

variant (Av ,Db ,D,E~ ,Av), starts with a staterrent comprising fourth-

dyads II and I of Series A (D-G, A'v-m). :Wlu' s vocal line < end 

b.532-536) unfolds successive Series B dyads: G--C (IV), Bv-A, E-EP, 

B~-A, E-E~. The missing minor third dyads are presented by btuba, 

doubling va and vc (end b.535 : D-F), and vn 1 (b.537 : Av-B). The 

missing fourth-dyad III ,(Ft--Clfl intro:::luces Schon' s fifth strophe 

(b.538, hns and trbns). 

The harp rerallels the phrase "nie in der Welt", with df ~ and Ff~ 

in b.523 arrl 530, respectively. 

Midpoint is m3.rked by Painter Chords RI-5 (mid. final beat b.528-

beg. b.529 obs, els arrl bns, hns, vn 2 and va, vc) and its 

inversion R-5 Cb. 529, mid. 1st bea t--mid. 2nd beat str). Both 

share chord Q) (self-invertible), which is echoerl in hns (b.529) to 
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align with Q) of R-5. Painter Chords dominate the accorrpa.nirrent 

throughout, 280 to i;:ortray Lulu as fate's sacrificial victim. 'Ihe 

extensive use of retr0:1rade perhaps ref lee ts the text's negation, 

i.e. LUlu' s submission contradicts her earlier canplaints about the 

Painter's 'blindness' (first sentence) and Schon's misconception 

( second senb?nce) . 

Strophe five of Schon 1 s Aria (b.539-552). The superirrposition of dyads III 

arrl rv at the conclusion of Lulu's Lied (b.538, trbns and YM, respectively) 

evolves into the pairing of Schon' s P and I forms, whose first and second 

hexa.chords begin with these dyads, i.e. Series B dyads, which dominated 

strophe three and the first part of strophe four, and opened Lulu's Lied. 

Fourth~yad III initiates Schon's simultaneous P-1 and I-6 (tpts an::1 trbris, 

b.540-beg. b.542: 3-12,1,2) and IV leads to Schon's paired P-7 and I--0 

(els and bns, b.539-542 : 3-12, 1,2,5). 

The pairing of Schon ' s P-11 and I -4 in vns, and vc and va, respectively 

(b.538-beg. b.543 : 1-12,1,2) prcduces neither Series A nor B dyads. Notes 

11 and 12 of P-11 fonn fourth~yad II_ (G-Dl, and I-4 ends with dyad I 

{Al> -Dp ) of Series A. The parallel minor sixth moverrent between this pair 

and P-7+1--0 (notes 4-7, ww, end b.539-541) is reminiscent of the parallel 

rrajor thirds in vns, near the start of strophe four (b.445-beg. b.448).281 

This 1.1.nderlines the drarretic parallel of Schon ccrnmanding Lulu to shoot 

herself. In strophe five, Schoo's furious demand is reflected. by his rra.in 

Sona ta there in the three, overlapping, paired statements of his Series, 

280see Appendix A for details. 

28lsee p. 122. above. 
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and their f orrra tion of ci rel es. 

He forces Lulu to kneel befor-e the staircase and the accompanirrent (hns, 

vn 2, va, vc, final beat b.543-2nd beat b.544) reminds us of her riortrait 

there, with P. T. TI-0 ( inccmplete @ ) . 

Lulu's P-2, dem:mstrating "white-note" and predaninantly "black-note" 

dichotomy, provides the setting for his warning, "Nieder ... und wage nicht 

wieder aufzustehn!" (mid. b.543-546, doubled and canpleted by vc, end 

b.544-547). 

In order to distract Schon, the Schoolboy noisily springs out fran under 

the table to his T-2 (mid. b.551-beg. b.553 : G) in enghn and vc, U) in cbs 

and va, (2) in fls and vn 2, repeat of (Din enghn and upper vc, canpleted by 

obs a.ri1 va, and an incomplete repeat of (1) in asax and lo-wer vc). 

The altered conclusion (beg. b.553) results fran the accomrrodation of a 

hanronic BC II (E,A,B,C,F) or the Arietta's "white-note" chord (first five 

pitches of Schon's I-9). LUlu's shooting of Schon when his back is turned, 

is accompanied by a violin-figuration derived fran this chord. It outlines 

Series A dyads and is a telescoped variation of the turnultuoso which 

preceded Schcn's Aria (b.362-372). The constant pitches A,B,C connect the 

Series A dyads Cif-Glf (I}, D--G (II), E~-F:lf, E-F, and as grace notes 

intrc:duce each statement of the .rhythmic fate motive on B~ (els, bcl, bn, 

dbn, b.553-559). 

The piano articulates the chronatic ascent on the first note of each dyad 

arrl coincides rhythmically with the five shots; the second dyad-notes 

diverge chrana.tically to rreet on the repeated F. 

The Schoolboy's cry of help (b.553-554) is set to pitches F,BP, i.e. those 

of the clirractic, repeated F and the B~-fate rrotive. Strings and piano 

retrograde BC II, which led up to the F-repeat (end b.554-555 : E,A,B,C,F, 
~ 
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with addro F initially) aixl its descent depicts Schcn stumbling forward. 

At this level , BC II in trcd uces Schon ' s death scene ( pf , vn 1, mid . 

b. 584-586). 282 

The death of Schon, the central character in Lulu's life and rrost resilient 

'victim', is symboliSErl by an extended derivational unfolding. Berg wrote 

in one of the f o ill! sketches for Act I I/1 : "Schoen I s death, retrograde 

evolution of Schoen' s row to the Lulu row. 11 283 

Schon' s P-4, alone, is presented by pf and str (b.587-590), i.e. at the 

sarre level as the coo.a unfolding ( I/2, b. 617-621). It is intro::'l.uced by 

Schon's chranatic284 "Ich verdorre ... " (b.586), analogous to his chraratic 

"Ihres Mannes" (I/2, b.613-614) and Lulu's ".Meines Mannes ... " (b.615), 

which introduced and began the Sonata's coda. 

His reaction to the champagne, which Lulu brings, is: "Du bleibst Dir 

gleich", set to BC I (b.588-590, doubled by hns). He drinks with a final 

glance at Lulu and her portrait, as hns (b.590-593) unfold @of P.T. TI-2, 

TI -8 with incanpl ete @ ( C instead of G in hn 3) , 285 and TI-2 with 

incooplete Q) (Dv instead of Av in hn ·2) ;286 further deletion £ran P.T . 
• 

TI-8' s repeat, and the final disintegration of P. T. TI-2' s repeat, reflect 

Schfu's fading focus. 

282see Appendix A for intermediate details. 

283tNI3 Musikamnlung F21 Berg 28/X fol. 5. 
Unfoldings in the Sketches", p. 11. 

284Aq is AP in the vocal score. 

See Hall, "Derivational 

285cf. Perle, The Operas Vol. 2, p. 110, Ex. 77 - he reinstates G, but does 
not elaborate. 

286rbid. Perle has Bq,G~, 2nd beat b.591, but in the score, hn 2 has Dv,B. 
In both instances, the missing G and G-il= are supplied by pf arrl hp, 
respectively. 
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The extracted sour~ notes of Schon I s P-4 are reinterp::>lated as his life 

ebbs away (b.591-601), i.e. Schon 1 s P-4 in str and pf, reabsorbs three 

s ta terren ts of BS P-4 ( omi t ted notes ) in • ww and hp. 

Lulu I s P-4 ( 1-9 ) in asax, ernerg0s f ran the h...'1S I Picture Trope­

di sin teg rat ion (b.593-595) and notes 4-9 are doubled by Schon for his final 

warning to Alwa: "Lass sie nicht entkaruren: 11
• N::>te 9 initiates BC I to 

accompany his continuation, "Du bist der Nachste " (b.595-597), with 

undertones of the fate rrotive's rhythm: J l; J ~ J j. Its pitches constitub? 

the hexachorda l openings of Schon I s I-9 r tbe second hexachord of which 

W1folds in the vocal lines (end b.598-600). Schon 1 s cb jection, "Nein , 

nein! Nein! Nein!" (errl b~599-602), comprises fourth-dyads III :3 . .nd IV of 

Series B, which can re rearranged to forrn BC I (Ff ,c~,C,G). This is 

reminiscent of the setting for his "Aha! A.lwa.!" (b.568-571) and its 

accarpanirrent (b.568-574 : pie, tpt 1, final beat b.574-576 : tpt 1, and 

b.576-mid. b.577: trbn 1). 

When Schon groans 110 Gott, o Gott! '' Cb.6O3-604) to Y and Z of 

Schigolch's TI-9, his Series is completely absorbed and all that rerrains is 

BS P-4 in ww and hp. Seg'm2n t X of Schigolc h ' s TI -9, in i t ia ted by the 

sustained Aq in str, foms the setting for his last utterance, 11Der 

Teufel", on seeing Geschwitz (end b.606-607),287 which the Schoolboy, 

doubled by hn 2 and vc, repeats in b.608. 

The presence of Schigolch's Trope perhaf)S represents the retrograde 

evolution of Schoo' s Series to Schigolch' s Trope, thus mirroring the 

passage prior to the Sonata (I/2, b.523-beg. b.525). 

2B7see N_:pendix A for details of Geschwitz's misic, accanpanying her 
release. 
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Lulu's address to Schon's corpse, "Er hat es liberstanden" (b.609-610) is 

set to the transposed coda theme, which vn 1 initiates (Aq) and £ls 

anticipate (b.608-609 : at original pitch level, completed by Lulu's GW). 

The ccxla thane's final four pitches ccmprise the final tetrachord (9-12} of 

Alwa's I-10 arrl I-5 (original pitch), respectively; the first t'WO pitches 

span their respective first hexachords (6,1). 

successor. 

Alwa is therefore Schon' s 

Lulu's last glance at Schon is accanpanied by her Canzonetta theme in asa.x 

(end b.610-mid. b.612). It is transposed to BS I-4 (1,2,4,5,8,11), which 

has "white-black-note" dichotany. It also represented her reaction after 

the Painter's death (I/2, b.868-870 : vn 1 at BS I-5 level). 

Simultaneous statements of Lulu's Series, a major third apart, depict her 

hurriErl exit towards the stairs (ww, b.613-615 : notes 1-8 of P-2+P-10 arrl 

P-O+P-8).28S She passes Alwa to her 'tripping' figure in vns (b.614-

beg. b. 616). Al\.\0. stops her: "Nicht von der Stelle!" (b. 616), to the 

accanpanirrent of the above Series' cadential elements (notes 9-12) in ww. 

2885ee Appendix A for details. 
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Ostinato (b.652-655) 

An Ostinato on BC I and BC II accompanies the "Gepolter an der Tur", Alwa' s 

admittance of the !X)lice, the quick curtain fall, and intrcduces the Film 

Music.289 

The Ostinato was anticipated by RBC II (E~ ,Bv ,A,G,D) rep:'!ats in w..,.; (end 

b.650-2rd beat b.652) an:::! overlapping statein2...nts of BC I (F,C,B,Ff and 

B,FJ,F,C) in tpts (end 2nd beat b.650-651). The latter is imitated by 

trbns (b.651-beg. b.652) and the str doubling isolates BC I's second 

statement (end b.650-beg. b.652). 

Retrograded staterrents of BC II continue canonically bet~en bcl, doubled 

by vc (dux), and, after a single statement in bns, dbn, doubled by upper db 

(canes}, b.652-655. Both voices cutline ascending BC II pitches 

{[D),G,A,B~,E~) on the beat and each subsequent division of the beat; their 

canonic roles are inverted, i.e. bcl and vc f orrn the cares a J later. 

Similarly, inverted (=retrOCJradel repeats of BC I CB,Ff,F,C) continue 

canonically betwee..'1 left hand pf (dux), doubled by lo~r db, and right hand 

pf (comes), doubled by tirrp CC is substitutro by bd). Starting with the 

C q of trbns and vc ( beg . b . 65 2 ) , the dux outlines ascending s ta temen ts 

of BC I (C,F ,Ff,B) on the beat arrl each subsequent division, as does the 

corres. 

Double barlines rrark the end of the Ostinato and the beginning of the Film 

Music. 

28~irrored by the slow OI)ening of the curtain at the end of the Film Music 
(b.719-720), i.e. condensed into three bars of retrograde; in b.718, BC II 
(bcl, vc) anticipates the retrograded Ostinato. 
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Verwandluna (Film Music) b.656-,18 

"The two scenes of this act290 are linked by rreans of a musical interlude 

which, synchronized with the trade of a silent film, narrates LUlu' s 

turbulent adventur~s bet~en the killing of Dr. Schon and her escape fran 

prison." 291 

This account of Lulu's irrprisonrrent, absent in the plays, thus arralgarrates 

Act DI of Erdgeist with Act I of Die Bilchse der Pandora to form drarratic 

concentration at the clirractic J;X)int of the opera.292 

"Berg's biographers have failed to give due credit to Berg's obvious med.el 

in that rratter [ film sequence), na.rrely to Otto Falkenberg' s m::xlernistic 

Lulu version, producerl in Munich in 1928, in which film sequences ~re 

used, in a IT'anner then rather novel and spectacular, to bridge over 

nurrerous scene changes. 11 293 

"The music to the silent film {orchestral interlude No. 3)294 is a 

large-scale ostinato moverrent" ,295 whose perpetual semi--quaver motion is· 

29~o scene-change in Berg and Wedekind. 

291REdlich, Alban Berg, p. 171. Berg's film has never been prcduced, owing 
to proo.uction costs for each performance and problem of musico-drarratic 
synchronization - generally replaced by projected irrages. 

292Neumann, "Wedekind' s arrl Berg's illlu", p. 55. RecUich ( Alban Berg, 
p. 171) views this fusion as abolishing "the overlong caesura between 
We::lek.ind' s t¼O plays. " Berg omits the 11 Prologue in the Bookshop" to Die 
Bilchse der Pandora. 

293Na.mann, "WErlekind's and Berg's I.lllu", p. 55. 

294orchestral interlude no. 1 : at the end of I/1 Cb.351-413); orchestral 
interlude no. 2 : Verwandlung at the end of I/2 (b. 958-991); there is no 
orchestral interlude between Acts I and II. 

295Rerllich, Alban Berg, p. 191. 
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reminiscent 0£ the Lyric Suite's Allegro misterioso (mov0_rrent III). 296 In 

the latter "the original rraterial is telescoped rn its retrograde 

restaterrent (3 times 23 bars [b.0-69] is rc--<luced to 2 times 23 (b.93-138]); 

in Lulu, tirrbre and dynamic level are rrodified, !TB.inly through the rruting 

of brasses and strings, in the second half of the Film Music" ,297 to 

"indicate the reverse of fortune that overtakes the heroine. 10 298 

Throughout the opera, Berg closely integrates the aspects of production 

into the. i:rusical structure, 299 yet, besides the boundary points, 300 the 

publishe:i score and lib.ret to' s scenario301 of the Film Music, give no 

indication of the accompanying, silent, visual events. 

Berg first orchestrated those sections which he intended to include in the 

Lulu SUite; its second rrovement, Ostinato, is the Film Music.302 The 

particell of Lulu has precise timing indications of visual and musical 

synchronization . 30 3 A separate sheet inserted in to the ca. rti ce 11 , has a 

more detailed scenario with handwritten annotations.304 

296And whose "serial technique of retrograde motion [ also J links it with 
the Adagio of the Chamber Concerto" (ibid). 

297Perle, The Operas Vol. 2, p. 17. 

298Reich, The Life and ~rk, p. 169. 

299see, for example, the 
music are synchronized 
pre-recorded soondtrack 
pp. 149-150.) 

tumultuoso passages mentioned above. "Action and 
here with a prec1s1on that anticipates the 

of a crbdern film." (Perle, The Operas Vol. 2, 

300start, midp:,int and end, demarcated by double bar~lines. 

301The libretto of the first two acts was published in 1937 (Redlich, Alban 
Berg, p. 170). See its earlier version (Perle, The 9?:ras Vol. 2, p. 150) 
of the film scenario in Reich, The Life and ~rk, p. 170. 

302see Perle, The Operas Vol. 2, p. 241, for minor differences. 

303see, for exarrple, ibid, Plate 8. 

304rbid., p. 150 or George Perle, "The Film Interlude of I.u.lu", IABSN 11 
(Spring 1982) : 3. 
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Tl-lE:' min episcdes of the film c'lnd its over-all palindromic design are 

outlined as follows: 

DIAGRAM 2: FIIJ.1 
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"The sequence of the filrrm events corres[X)nding to the symretrical course 

of the music is likewise to run in a quasi-forward and retrograde progres­

sion, wherein corresponding occurrences and associated phenorrena are to be 

rratched with one another as closely as possible. In addition to the above 

cong:ruencies ( placed side by side) of this sort ( in the large. : trial 

redical consultation, detention-isolation ward, etc.}, also those of a 

lesser and the least sort : for instance, revolver - stethoscofe (hypcxier­

mic syringe), bullets and phials, generally legal - rredical parallels, 

§§ and f (Asclepius sign), chains - bandages, prison clothes - hospital 

clothes, prison corridors and hospital corridors. Likewise personal 

congruencies 

nurses."305 

judge and jury, medical staff and students, police 

The Film Music has no terrpo rrarkings,306 P2rhaps for the p..1rI_X)se of 

facilitating synchronization between music and action. 

" ... all the serial shapes that occur in the opera are brooght up through a 

tll!mlltuous build-up of ostinato semiquaver figures to a climax in bar 

680. 11307 

305sased on: 
1. Berg's detailed scenario of the Film Interlude (Particell insertion) in 

IABSN 11 (Spring 1982), cover photograph or the fainter reproduction in 
Perle, The Operas Vol. 2, Plate 7 (reference p. 150). 

2. its transcriot.i.on in Perle, "The Film Interlude of Lulu", p. 4, where 
Perle corrects Berg's bar numbers to corresI_X)nd with the score, and 

3. its translation in Perle, The Operas Vol. 2, p. 152. 
Ibid., pp. 150-151, regarding discrepancies between the µiblished 
libretto's earlier version and the ParticelJ. 1 s detailed scenario-insert. 
The 7-bar segrrents in diagram 2 perhaps signify a relationship with the 
role of 7 in Wozzeck, e.g. Marie's rei;:ientance-scene. See A. Pemye, "Alban 
Berg und die Zahlen", Studia Musicologica Academiae Scientiarum Hungaricae 
9 (1967) :144-147. 

306perle, The Operas Vol. 2, p. 232. 

307Reich, The Life and Work, p. 169. 
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'Tum:lltuous Arrest (b.656-662)308 mirrored by Liberation (b.712-718)309 

"Lulu's arrest, apparently approved by Alwa, seals her fate" ,310 just as 

Schfu's letterwriting scaled his fate at the errl of Act I. The arrest 

takes place on a c-/ft (tpts, first half b.656); its alternation with a 

diminishe:1 triad on D{!=, and the oscillation betv.Ben CV of P. T. T-5 and the 

Viennese fourth chord B-F-8~ (b.657, £ran second f of second beat), 

_perhaps depict the inspection of the premises. The brass instrurrentation 

has military connotations. Flutes, oboes and clarinets double (2) of 

P.T. T-5 and continue with@of P.T. T-10 and the chord B-F-C-1t, oscillating 

on the last t'M:J (b.657-mid. b.658).311 

The three participants are represented. by their Series or Trope. Alwa' s 

P-2 occurs in bcl (mid. b.656-657 : 1-7,9,8,10-12, doubled by ww and str). 

In b.660, Alwa's P-8 ap_pears in dbn and db (1-4), bns and vc (2-8), and tpt 

and vn 1 (8-12). 

The Schoolboy ' s T-7 unfolds in bns , doubled by s tr ( end b . 65 7-beg. final 

beat b. 658 : Q) , (D , and first half of Ci) - the second half (El:7,Bl:i) is 

presented as a sirn.iltaneity in fls 1.2, obs 1.2 and els 1.2, mid 3rd beat 

308The following extends Perle's interpretation of Berg's annotations, and 
consequent corrrrents in The og::ras Vol. 2, pp.153-155 <Diagram 4) and 
pp. 155-157. 

309The retrog-raded second half of the Film Music reflects the dynamic 
changes with additional or reduced doubling of parts and variation in 
instrurrentation, i.e. in addition to octave displacerrent, rhythmic 
alteration (fate rhythm is not retrograded} and nurrerous enharrocmic 
changes. Reich clairrs that "Fran the middle of bar 687 the ITilJSic runs in 
the op!X)site direction {excactly in all its parts)." See Reich, The Life 
and Work, p. 169. 

310Redlich, Alban Berg, p. 190. 

3llsee Appendix A for details of the continued ~wind's oscillatory 
pattern. 
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b. 658 l. Segrrent d) of the Sch00looy' s 'l'-8 is soondErl by bcl, dbn and db 

(mid. b.660), @ by bns and vc (fran end 3rd beat), canpleted by tpt 3 and 

vn 2 (beg. b.661), and(1)continue.s in the latter parts,312 

Segrren ts C of Geschwi tz 's T-5 is presented by dbn and db ( end b. 658-1::eg. 

b.659}; its bcl-vc doubling unfolds segrrent B (b.659, 2nd beat-beg. 3rd 

beat, which asax and va double and ccmplete - B~). Segrrent A occurs in 

upper Ww, fi~~l beat b.658. Geschwi:z's T-11 follows her T-5, with segrrent 

A (B-~) in upper ww (b.659-mid. b.660), and segrrent B surrounded by C as 

follows: 

18P(3rd beat b.659, asax, vn 2, va), C,D (bcl, vn 1, vc),> 
Segirent C 

G'f ,A,U, 01 ,E, 
Segrrent B 

F ,G (asax, vns 1. 2) 
Seglrent C 

Segrrents B and C reappear, as usual, in va, doubled initially by asax and 

later by tpt 2 (end b.660-mid. b.661); segment A is a constituent of the 

BC IV build-up in pf. 

The harp (b.656-658 and 660) narks the start of each participant's rrotive. 

Lulu, in chains (end 2nd b2at b.661-663), is depicted by either a major or 
' 

a minor triad on every degree of the chranatic scale, except Cf.313 

312serg replaces the Schoolboy with the Acrcbat for the three liberation­
participants (see Diagram 2) - II/2 opens with Alwa, Geschwitz and the 
Acrobat as conspirators for Lulu's release. Berg's annotations show that 
he was disturbed by the retrograde's retention of the irrelevant Tro_pe 
(b. 713-4 and 716). See Perle's ideas on this discrepancy in 'Ihe Operas 
Vol. 2, pp. 155-156. 

3135ee Appendix A for details. Its counterpart .w.lu disguised as 
Geschwi tz ( b. 712-713) , and the following Act II/2 : Geschwi tz as herself, 
before taking Lulu's place in the hospi t.al, remain incoherent. See Perle, 
The Operas Vol. 2, p. 156. 
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Detention {end b.662-670) mirrored by Isolation wara (b.704j?eg. b.712) 

This agi tato section represents Lulu I s nervous P.Xpectation a'"ld consists of 

the strings' canonic progression : PS P-o,314 P-1 (starts in vn 1, b.664), 

P-4 ( note 11 of P-1 becomes note 1, starting in vn 1, beg. b. 666) , P-6 

(vns lead, end b.666, after adde:I. E~ in vn 2} and I-6 (fran end 3rd beat 

b.667 (vn 1) - disintegration in vc, 3rd beat b.670, with notes 9 and 12 in 

cl, and 11 in db). The first three pitches of each entry are isolated by 

pf 1 or hp later (fran b.664); in b.667, the left hand pf doubles a canplete 

sta terrent of BS P-6, by vc and db, to ITB.rk the peak of Lulu's hope for 

acquittal - the hp eventually takes over the role of pf as her hope 

dwindles (b.668-beg. b.670). 

The change in Lulu's attitude is further effected throogh a contrast in 

dynamics ( cres. ---? dim. ) , attack ( area ending with pi zz. ---t Griffbrett 

area/ i), rrelodic contour (P ➔ I) and part-writing (straight stat~nts __,, 

intermingling of voices, illustrated by - - - - in the score) .315 The 

falling octave on note 12 of BS P-6 in pf and str ( £ran mid. 3rd beat 

b.667) is mirrorErl by rising octaves in pf (1st beat b.668).316 

Trial (b.670-679) mirrored by Medical Consultation (b.695-704) 

Staterrents of BC I (E,A,B~,Ev) in pf (b.670-beg. b.674, doubled by str)317 

314'fhird statement in vc has b~, mid. 1st beat b.665, instead of ~ 
(note 11), hence acting as note 12 of the following BS P-1; note 12 of BS 
P-0 recanes note 1 of P-1. 

315see Appendix A for details of BS I-6, end 3rd beat b.667--end 3rd beat 
b.670. 

3l6The foreign B~ is prooably an error, because its retrograde-ccunterpart 
( b. 706) a.rd the Lulu Suite has Gq; the vocal score does not include the 
octaves. 

317Le. the sarre pitch collection which opened and closed the palindrare­
like Prologue; for details of its "salient role", see Perle, The Operas 
Vol. 2, pp. 194-195. 
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are derive:! by extracting notes fran the five witnesses' S~ries or Tropes, 

narrely: 

1. BS P-4/Lulu (notes 1,3,7,9) in cl (1st three beats b.670), 

2. Schon's P-4 (1,2,7,8) in bn (b.670-mid. b.671), 

3. Alwa's P-4 (1,3,7,9) in asax (b.671-end 1st beat b.672), 

4. The Schoolboy's T-2 (2,6,7,12} in ob (b.672), 

5. Geschwi tz 's XI-5 ( 1, 2, 9, 8) in fl (1st three beats b. 673), and the 

Acrobat's P-4 (1,2,4,Sl in dbn (b.673-mid b. 674). 

Schigolch is represented by his T-3 : Y, T-7 : Z, T-5 Y, incorrplete, 

unordered Zand unordered X (enghn, pf, b.674-676) and T-7: Y, unordere::1, 

incorplete z and unordered X {b.677-678). 

The last two characters are not witnesses, because they left before Schon's 

death.318 

It is interesting to note that BC I occurs on corresponding pitches of BS 

P-4 arrl Al'M:3.' s P-4, i.e. notes 1, 3, 7, 9. 

relationship: 

EXAMPLE :f3 

2. ;, 4- ~ • 
" 

., 
0 

D 

" . 

This is _due to the fallowing 

9 lo 11 

31Brn the retrograde-counterpart (b.696-704), the Schoolboy ½Ol.lld not be 
one of the five helpers, because his escape plan was conceiverl independent­
ly, and Schon's representation becanes insignificant. 
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Tre uneven-rn.1~red nob?s <- J of both s.c;ries correspond and the even­

nunbercd notes (o) form th,~ following, non-corresponding P3ttern: 

BS P-4 

2, 4, 6 
8,J.0,12 

= 
= 

Alwa's P-4 

8,10,12 
2, 4, 6 

Drazra.tically, this relationship anticipates the developnent of that bet""'-:!en 

wlu and Alwa in II/2. 

With the exception of Schigolch, each character's rrotive is follo~ by an 

eigh~-note ostinato on the rerra.ining notes after BC I I s extraction. T'nese 

figures are rhythmically varied with each reiteration.319 

Segrrents 1 and 2 of Tro1?= I T-4 (brass, vib, str ~ b. 674-676), rrarked "Die 

Waffe" (the \1-leapon), are set to the fate rhythm. The downbeat of seg:rent 3 

(b.677-678) is annotate:.:I. "Revolver'' arrl its fate rhythm underlines 

nver-ur-tei-lung" (the_ sentence) tirrpani imitate pitch only (end 

b. 677-678 ) . 

The whole-tDne ascent between the starting pitches of each segment is 

reinforced by the rel.)eated. notes ( transposed) in the other voices 

{b.675-678), and new ostinato patterns are famed by BC I-extraction fran 

the characters' rrotives.320 

Lulu's collapse is anticipated, at the trial's clinax, by Berg's initials 

319only the first statem:mt of the 8-note remainder-row for BS P-4 (end 
b.670-mid. 2nd beat b.671) is alrrost a1ignErl with the extracted pf-BC I 
CBS P-4 and Schon' s P-4 have BC I pitches in the first half of each 
hexacord}. The Alf in the 8-note raw inm2diately after Schoolboy T-2 (d:>, 
end 2nd beat b.673) is I=X)ssibly an error, because the following repeats 
have Bq, arrl A~ is one of the extracted BC I pitches; its counterpart 
(beg. 3rd beat b.701) reinstates B~. 

320see Appendix A for details. 
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(end b. 677-end 1st beat b. 678 in enghn and pf, with the doubling of 

tpts 2 . 3 isolating Lll lu ' s twisted seni tonal prefix) , and depicted by her 

canonic P-1 (1-8, b.678-679 : trbns and btuba ~ hns (whose twisted prefix 

is doubled by bns)--)- asax and tpts (doubled initially by enghn) ~ fls, 

obs arrl els). 

Her Series fragrrents into a four-note ostinato on notes 8,9,10,12 

(b. 679-end 1st beat b. 680 : hp and pf, doubled by brass and at the end by 

upI)2r ww) as she is transported to prison in a i:olice van (FACH = 

comp3.rtrrent and contains Hanna's initials H.F.). 

In Prison (b.680-686) mirrored by b.688-694 (In Prison) 

The prison door shuts very loudly on Q) of 'I'rop2! III T-4 (brass, 2nd beat 

b.680, sustained diminuendo until beg. b.682), which reverberates throogh 

upper ww and pf, doubled. in p:i.rt by hp, bcl and bns, until 2nd beat b. 685 

(bcl, pf); segrrent G) occurs in dbn and db, until end b.681 (vc doubles its 

second staterrent) ,321 and in va and vc, b.682; the pitches of @unfold in 

vns, b.681-beg. b.683. 

The opera's fate rhythm is presented by vib and vns ( b. 680) on a repeated 

ci, i.e. the pitch of arrest, absent fron the triadic Lulu-in-chains, and 

the final note of BC I or cyclically permuted s~nt 3 of Trope I T-4 

(vns, frcrn end 3rd beat b.679, where vn 2 overlaps with a BC II variant­

prefix: G,C,Cf,D,G). 

Lulu's resignation sets in, mid. b.683, with a suggestion of her Entrance 

Music, until errl b. 684. Her portrait-like shadow on the prison wall is 

accanpanied by P.T. TI-11 (tpts, b.685), T-11 and T-s322 (trbns, b.685--mid. 

final beat b.686) and T I-5 (hns 1.2.3, b.686, with@conpleted by hn 4). 

321The alto clef for vc (b.680-681) has been corrected in the Lulu Suite 
and vocal score. 

322 @of T-5 is canpleted by hn 3 (Gt>, Av). 
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One year's imprisonment (b.687) 

Drnble b3.r-lines separate b.687 fran the rest of the Film Music. The 

fermata narks the midpoint of the Film Music's palindrorre and divides the 

bar exactly in half. 323 It symbolises one year's irrprisonment, a hiatus 

in Lulu's life, and establishes a bridge between Wedekind's t¼Q dramas. 

Trope III T-0 dominates, with G) in the two solo vns, @ in the two solo vc 

( end b. 686-beg. b. 688) , and (j) in hns and cl +bcl. BC N, with constituent 

BC V (Av-m), occurs harmonically in vib and rrelcx:lically in pf. 

Berg's marginal note about the sustained, central B~ rn vns : "Welch 

Zufall! Allerletzte Scene! Imrer das H!" (What a coincidence! The very last 

scene! Always the H!), refers to Hanna. 

323perle points out that Berg's musico-graphic symret.ry around the fermata­
midpoint, "as shown in his fair copy of the full score", is "correctly 
represented in t~ published score of the Lulu Suite, only p.artially 
represented in the - p..1blished score of the opera, and entirely 
misrepresente<l in the piano reduction." See Perle, 'Ihe Operas Vol. 2, 
p. 150. See also Jarman, The Music, p. 240. 
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CHAPTrn III 

RECAPI'IUIATION 

The Film Music's retrO;Jrade foreshadowed the recapitulative design of the 

opera's second half " ... every . . . action and thought derives its quality 

f ran rrerrory and the past", and the music reflects this. 324 

Scene 2 of Act II "hovers . . . uneasily . . . between unfulfilled past and 

indetenninate future. It lacks all sense of present tirre, and its 

ghostliness is ~nderfully expressed by the veiled character of the rrusic. 

It chiefly alludes to the music of earlier scenes, quoting them sleepily in 

a kind of 'slow irotion' nanner ... 11 325 

Scene 2 takes place in tbe sarre room as Scene 1, which is now carefully 

shuttered against daylight. The easel is errpty and Lulu's portrait leans 

against the fireside, face inward. 

Alwa, Geschwitz and the Acrobat await Schigolch (Recitative 

Schigolch arrives to escort Geschwitz to the hospit.al (largo 

b. 722-787). 

b. 788-814 >. 

Their plot, contriving Lulu's esca[)e, · succeeds, thanks to the self­

sacrifice of Geschwitz, who risking cholera, exchanges places with Lulu in 

the isolation ward.326 

She refuses remuneration £ran Alwa (Recitative • 

depart. 

324perle, The Operas Vol. 2, p. 84. 

325Redlich, Alban Berg, p. 192. 

b.815-822)327 and they 

3265ee b .102la-c for details, which Redlich views as "residual dialogue" 
tending "to bring the music to a complete standstill". Ibid., p. 173. 

327Alwa's spoken offer (b. 785) is anitted in Alban Berg, Lulu, with Evelyn 
rear, Patricia Johnson, Dietrich Fischer-Dieskau, aoo Donald Grobe, cond. 
Karl Bohm, Orchester der Deutschen Oper Berlin, Deutsche Grarmophon, 

- 2709 029, 1968. 
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When Alwa refuses to give the money to the Acrobat instead, the latter 

retaliates that Alwa' s only achievarent was to compose an opera328 about 

Lulu, which no respectable theatre wo.ild stage (Largo and Sp:)ken : b. 823-

833 J. 

The Schoolboy interrupts their arr:J1.1ffi=nt with an independent escape-plan, 

and for a long tirre disbelieves their story that wlu died fran cholera 

(Karmernusik for ww, pf and eight solo str: b.834-952).329 

The Acrobat wishes to many Lulu and train her to be "die grazio.seste 

Luf tgynmastikerin der Jetz tzei t", but when she returns with Schigolch, a 

"ravaged cholera victim" ,330 he rejects her and leaves to call the police 

(Melodrarra: b.953-1000}. Schigolch departs to collect the train tickets. 

When alone with Alwa, Lulu "throws off the rrask of sickness and radiates 

beauty, health and youth again 11 331 (Rondo's middle section, b.1001-1058 and 

recapitulation, b.1059-1087; Musette b.1087-1096}. The passionate 

love-scene culminates in Alwa's Hyrm (b.1097-1150) and wlu becares his 

mistress on the settee where Schon bled to death, thus representing one 

final triurrph for Lulu. 

They flee across the German oorder with the police in p.irsuit. 

328Berg substitutes "Schauderoper" for Wedekind' s "Schauerdrarra". See 
Wedekirrl, Erdgeist/Die Buchse der Pandora, p. 103 (Pandora's Box, Act I}. 

3290esignated as "2. Kamrermusik (fi.ir Kamrrerorchester)" by Perle in The 
Operas Vol. 2, p. 69 and. n. 5. Jarnan labels this section "Chamber Music 
[ 2) 11 in The Music, p. 205. 

330Redlich, Alban Berg, p. 190. 

33lrbid, 



155 

Alwa's Rondo (b.1001-1096) 

The continuation and o:xnpletion of Alwa 's Rondo o::imprises a middle section 

(b.1001-1058) arrl recapitulation (b.1059-1096), which are defined by double 

bar-lines. 332 

1. 'Ihe widdle section consists of: 

(a) A nodified reprise of the Rondo's subordinat8 them2 (b.1004-

1009), e.g. Alwa's P-10 <2-9) in ob 1 (end 1st beat b.1004-

1005, doubled initially by Alwa) and I-10 (1-9) in tpt 

(b.1005-1006), doubloo rrostly by Lulu), fram...'C>(J by mcdified 

fragm=nts of Lulu's Entrance Music (b.1001-1003 and 

1010-1015).333 

"Her [LUlu 1 s) cry, "Oh, freedom!", adds a new level of signi­

ficance to ''Lulu's Entrance Music," when the striking 

rrelcdic element that initiates this nusic - until now heard 

only in the orchestra - becomes the direct vehicle of this 

utterance. 11 334 

(b) Contrasting first episcde based on the Picture Trope 

(b.1016-1029),335 which reflects the topic of conversation. 

Lulu I s JX)rtrait, "the image of her best days, now plays a 

larger part than she herself, and whereas earlier it was her 

active charms that rrotivated the action, now - at every 

332The following is based on Perle's Foml Design in 'Ihe Operas Vol. 2, 
p. 74. 

333see Appendix A for details. 

334perle, The Operas Vol. 2, p. 70. 

335see Appendix A for details. 
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station on the road of suffering - it is the discrepancy 

between her former magnificence and her present 'NJ€ that 

arouses our feelings. The great retribution has begun, the 

revenge of a YwDrld of 1ren which rmkes bold to avenge itself 

for its own guilt. 11336 

(c) Seeond episode based on Lulu's Ehtrance Music (b.1030-

1037). 337 Alwa' s opening line: "Du sahst schrecklich elend 

aus, als Du herein " reorders the pitches of Lulu's 

II Freiheit! Herr Gott im Himrel" (b.1001-beg. b.1003). 

"Since several sections of the Rondo, including the CCx:la, 

are based on Lulu's Entrance Music, the introduction that 

Berg provides in the Suite has significant thematic 

connections with the Rondo. 11 338 

(d) The concluding theme (b.1038-1047), which reappears at 

identical pitch (with initial added notes D~,Cq) to under­

line textual connections between "In Deinen Augen schimrrert 

es, wie der Wasserspiegel in einan tief en Brunnen, " 

(Alwa' s P-1, b.1037-beg. b.1041) and 11 Eine Seele, die sich 

im Jensei ts den Schlaf aus den Augen reibt 

b. 319-322). 

II (II/1, 

It is perhaps no coincidence that both passages are preceded 

by a figuration related to Alwa and Schon, viz. the 

336Part of Kraus' lecture, in Reich, The Life and vbrk, pp. 157-158. 

337see Appendix A for details. 

338perle, The Operas Vol. 2, p. 241. 
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ambiguous first hexachoru sequence £~an Lulu's Entrance 

Music (pf, b.1035-1037)339 and the juxtaposition of Alwa 

and Schon' s P-7 to illustrate comnon notes 1, 4, 7, 10 

(trbn-~ ww, b.311-316).340 

Here, variations of the earlier accorrpanirrent include a 

linear unfolding of Alwa's P-8 in solo va (b.1041-beg. 

b.1044), instead of demonstrating the connection with the 

bridge therre, as is the case for P-3 (betvJeen fl 1/cl 1 and 

cl 2/solo vc, b.1044-1046), the anission of the Picture 

Trope and BS, and the addition of Lulu's P-9 ( 1-8) in hp, 

doubled mostly by bn (b.1045-1046), and mainly trichordal 

arrangerrent of Alwa' s P-9 in brass (b.1046-1048) to depict 

his gentle release of Lulu.341 

(e) The ccx:ietta or extension of the coda (b.1048-1058), which is 

daninated initially by Lulu's Series : P-4 in vocal line and 

vc, b.1048-1050, I-8 (1-8) in fl 1, b.1050-1051, and simul­

taneous P-11, P-7, P-1 and P-3 in hns and ww (with notes 2 

and 3 of P-7 and P-1, respectively, in vocal line l , final 

beat b.1051-beg. b.1053, which prcduce a sEqUence of 

Painter ChordsQ) (P-7, P-9, P-10, P-0, P-2, P-4, P-8, P-5). 

The latter reference to the Painter seems to highlight 
' 

Lulu's words, "Graut Dir vor rnir?", because the Painter 

dreaded his good fortune when the Medical Officer expired, 

and Alwa witnessed its consequence. 

339see Appendix A for details. 

340rbid. 

341Cf. pp. 102..- \OS" above. 
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Isolation of Lulu's-cadential elem-=-nt occurs in fl and voc,~l 

line, end b.1051-1052 (I-8), bns a:rd hn 4, b.1053 (P-3), bcl 

and vc, end b.1053-1054 (P-0), bns b.1054 (P-9), and dbn 

and db, final beat b.1054 (P-6). 

The final bars recapi tular.e elements fran the conclusion of 

the exposition's co::1etta, e.g. vn 1 and asax accanpa.,y 

Lulu I s fervent kisses ( b .1055 J with the pitches of "Liebst 

Du mich denn?" <II/1, b.333), whilst transposed doublings 

occur in obs and vn 2, enghn aoo va, hn 3 and vc, and Alwa' s 

I-8 and I-2 are distributed aroond the bridge therre­

fragrrents, i.e. notes 3, 5, 7, 8, 9 in bcl, bns and dbn, end 

b,1055-1056 and mid. b.1056-1057, respectively.342 

The Tristan chord is no longer relevant and is replaced by 

BC I (pf, b.1056-beg. b.1059, doubled in the middle by Ww; 

hns, mid. b.1057-2nd beat b.1059; vns, doubled by fls ~ bcl, 

mid. b.1058-1059), BC III (hp, b.1057), and glissandi on F;;f 

and the whole-tone scale (hp, b.1058-1059). 

2. 'Ihe recapitulation of the exposition, which corresfX)nds with Alwa 's 

resumErl expression of love for r.uiu (nothing has changed during the 

year's separation) and their growing passion (thicker orchestral 

texture), consists of: 

(a) The principal them2, part l, at identical pitch,343 in the 

fonn of a canon (b.1059-1065), whose hesitant start was 

anticipated by Alwa, b.1057-1059 (I-3 : 1,2,3), fls and vn 1 

(P-11 : 1,2) and els and tpt 1 (P-5 : 1,2), b.1058-beg. 

b.1059. Trurrpets (dux) have Alwa's P-2 (end 1st beat 

342cf. II/I, b.333-335 and see p.103 above. 

343cf. II/1, b.243-249. 
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b.1059-beg. final !::€at b.1.061: 1,2,1-6, (7 by Alwa], 8, [9 

in bns and db], 10-12, doubled initially by obs and els-----+ 

asax and enghn, and later by Lulu). 

The comes , with Al wa ' s P-7 (minus notes 7 , 9) , occurs in hns 

(end 3rd beat b.1059-beg. b.1062), doubled later by Alwa and 

vn 2. Its final trichord is imitated at P-4 and P-9 

(dux~ comes, end b.1061-final beat b.1062), which continue 

canonically (notes 1-6) in tpts (dux) and hns and vn 2 

(comes), respectively, until b.1064; their missing notes can 

be found in the acconpanirrent, except note 4 (G9) of P-9. 

As before, Schigolch's chrorra ticism perrreates the 

accompanirrent and P.T. TI-7 is sounded (trbns and hp, 

b.1064-1065).344 

(b) A condensed bridge passage {b.1065-1068) ,345 whose theme, 

no.v in vn l (b.1065-1066 l, again contributes to Alwa' s P-4 

(1-4) in vocal line, b.106s,346 but evolves into notes 5-8 

of Schon's P-7 for Lulu's mp..ntion of "Deinen Vater" (mid. 

b.1066-1067); the opera's fate rrotive in hns, bd and its 

imitation by pf, is an added warning. This therefore 

anticipates Schon' s P-5 in asax (mid. b.1067-1069, with note 

12 in hn 1), doubled rrostly by Alwa ( "Des-wegen liebe ich 

Dich nicht v.Bniger - Karrn !"). 

Intervallically, notes 9,10,11 (and 3,4,5) of Schon's 

Series are equivalent to Alwa's final trichord. 

3441nitial D~ in trbn 1 and hp-doubling should be mi - see Perle, "The 
Score of Lulu", p. 132. See p. 9"1 above for further details of 
recapitulation. 

345cf. II/1, b. 249, 262-267, and see pp.'17-li'above. 

346This corresp::)nds with II/1, end b.248-249 
(3,5,7,8). 

asax ( 1, 2, 4) arrl hn 1 
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(c) The principal therre, part 2 (b.1069-1074), returns when Alwa 

need no longer repress "Augenblikke, w::> rran gewartig ist, 

sein ganzes Innere einstiirzen zu sehcn". With the exception 

of the first bar, everything fran b.281-286 and its repeat, 

b.298-301 CII/1),347 is transposed. a semitone higher, with 

altered inst.rurrentation, e.g. the repetitive theme (Alwa 

P-5) in vn 1, which the vocal lines articulate. 

(d) The closing theme at identical pitch (b.1075-1079) to m1rk 

Alwa's third reference to Lulu's eyes: "Wenn Deine beiden 

grossen Kinderaugen nicht wa.ren, ... 11 348 

(e) A ccda (b.1080-beg. b.1087) basoo on Lulu's Entrance Music, 

e.g. b.1081-1083, has the first hexachord SEqUence of 

Alwa's P-10, P-1 and P-3 from the Prologue's b.57-59. 

( f) 

The significant additions are BS P-9 (3-12) by Lulu (b.1084-

1085) and BC I to reflect 11D irne halten" (b.1082 : tpt 1, 

trbn 1 and vocal line) , "Verderben gestlirzt" ( b .1084-beg. 

b.1085: enghn, els 1.2, bns, tpt 1, trbn 1 and vocal line), 

and Lulu's wish, "Ich ware das!" (b.1086 str, doubled by 

fls ~ bns). The latter's setting to BV, which cl 3 fills 

in chramtically, and the accentuation of Bv ~ in hns, nay 

.....ell be symbolic or may rrerely anticipate the Musette therre. 

The augrrented recapitulation of the Sonata's second thene or 

grazioso Musette, with altered. instrunentation (b.1087-

1096). 349 This tirre Lulu is persuading Alwa to leave the 

347see pp. lOC-IOI above. 

348cf. b.318-322 (II/1) and b.1037-beg. b.1041 (II/2). 

349cf. I/3, b.1327-1333 (letter duet). 
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country with her. 

Picture Trope TI-8, fran the letter duet's b.1333-beg. 

b.1336 (brass), is retained by ww (mid. b.1093-beg. b.1095 : 

G) in obs+enghn, ~ in obs+bn or vc' s Bq , Q) in ob 1 +enghn+bns, 

@ in obs, enghn+bn 1) , and the ref)ea ts of " . . . so oft wir 

'WOllen " (vocal lines, b.1093-1096) are variations of 

Sch6n 1 s I-0 (12,1-6) by Lulu, b.1092-1093. 

Hymn (b.1097-1150) 

The Hymn "shows luwa at the height of his erotic rapture - in fact it is 

the 'dithyramb' of which he speaks shortly before and in which he extols 

the sensual beauties of her 1:ody 

quintessence of Berg's lyricism. 11 350 

with a voice part that seens the 

Al';\0, perceives Lulu's figure 

musically. His alter §:9Q, Berg, has avoided Wedekind' s simile of a 

symphony and changed the descriptions of its components to grazioso ankles 

and misterioso knees.351 The latter and "das gewaltige Andante der 

Wollust" is reminiscent of the moverrent-titles in the Lyric suite, viz. 

II Andante anoroso and III ,Allegro misterioso.352 In the Hyrm, a 

misterioso section (b.1127-1129) culminates in the chrorratic ascent towards 

Hanna's sustained initials (two solo 1st vns, mid. b.1129-1130, doubled 

initially by vn 2 and val. 

350carner, Alban Berg, p. 226. 

35le£. 'Ihe Lulu Plays by Frank Wedekind, p. 127. 

3521n his preface to the Lyric Suite (W.Ph.V.173-U.E.8780), Erwin Stein 
writes: "Its title describes the essentially W1syrrphonic character of the 
piece, in contrast to the pronounced symphonic character of the majority of 
canpositions for string quartet. 11 
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The music of the Hymn's first section (b.1097-1111) can ~ su11TPc,rised as 

follows: See Diagram 3. 

The rrusic of the next section (b.1112-1128) reflects the mirror in the 

text:353 see Diagram 4-. 

The t'wO al:x:lve sections are therefore linked by comrron ingredients and the 

use of refrains. 

An Auftakt (b.1130 : BC I in bns and rrelcdic BC III in hp) converges into 

the final section {b.1131-1150), whose opening correlates to that of each 

of the preceding sections, i.e. Alwa (b .1131) has notes 8-12 of BS P-6, 

which occur later in the complete staterrent of bn 2 (b.1131-beg. b.1132) -

earlier (mid. b.1112-lst beat b.1113), his doubling of Lulu's P-3 (6-8) was 

imitate:l by cl l and hp (b.1113, frcm end 1st beat); in b.1131, Alwa 1 s 

first four pitches can also be interpreted as four consecutive notes (5-8) 

of Schon's P-10 (relate:l to Alwa's I-3 through corresponding hexachordal 

invariancy; each hexachord of Alwa's P-3 has five notes in comrron with each 

corresponding hexachord of BS P-6) and mid. b.1098-2nd beat b.1099, Alwa 

sings notes 1-4 of his P-4 (anticipated by 2-4), which are overlapped by BS 

P-7 (3-12, end b.1098-1101>. 

The final section of the Hynn is dominated initially by BS and includes the 

Basic Cells, Alwa and Lulu's Series, a whole-tone rise (hp, b.1039-1140) 
' 

and chranatic fall (fls, els 2.3, upper str, end b.1140-beg. b.1141), and 

the Picture Trope.354 

353This musico-textual correspondence is reminiscent of Lulu's Lied. 

354see Appendix A for details. 



DIAGRAM 3 

Durch dieses Kleid empfinde ich Deinen Wuchs wie Musik. 

* [Trichordal arrangement of Alwa's P-0, b.1097-2nd beat b.1098: 1-3 (db),] 
4-6 (vc), 7-9 (va), 10-12 (vn 1), with hp and pf doubling all. 
overlapping descent of BC I, b.1101 £ran mid 1st beat b.1101 and until 
beg. b.1102 for B,F#,F,C. 

Diese Knochel ein Grazioso; 

• cLulu's P-10 (1-8), b.1103 in hp, pf and vc ~ va; notes 5-8 J 
are doubled by the vocal line 

dieses reizende Anschwellen 

D cnotes 5-8 of Lulu's P-10 in ·the J 
vocal line 

Mcdifioo recapitulation a tone higher: 

diese Knie ein Misterioso 
/ . 

: ein cantabile; 

* 

und das gewaltige/Andante der W::lllust 

D * 

f-' 
O'\ 
\..J 



DIAGRAM 4 

Wie friedlich sich die beiden schlanken Rivalen in dem Bewusstsein aneinander schrniegen, 

dass keiner dem andern an Schonheit gleich kOITmt, 

Imitative entries of Lulu's P-3 (1-8), b.1112-mid b.1113 (asax+va, whose notes 6-8 are 
doubled by Alwa, solo vn 1 and solo vc-¾> cl l+hp ~ cl3+pf which have only notes 
1-4); the oscillation is based on her Series. The vocal line and str of b.1114 are 
repeated in b.1115 - the other parts are transposed. 'l'he first hexachord of Lulu's 
P-7, b.1117-beg. b.1118 (Alwa and vn 1) and P.T. TI-3, end 3rd beat b.1117-1118 
(els). Alwa's I-8 (l-10), mid. b.1118-mid b.1120: 1,2,4,6,10 (vn 1, doubled rrostly by 
Alwa), 3,5,7,B,9 (b.lll9f, cl 2, vn 2); the lat~er fra~l'IE:!nt of the Rondo's 
bridge them2 is concurrent with its transposition in bcl and bns. 

bis die launische Gebieterin erwacht, 

und die beiden Nebenbuhler wie zwei Pole auseinander weichen. 

Lulu's I-10 (1-8), b.1121-lst beat b.1122 (vns doubled rrostly by pf, later (notes 5-8) 
by Alwa and vc), i.e. the inverted counterpart of b.1112-beg. b.1113. The ITElody, 
final beat b.1121-1124 (vocal line, solo vn and solo vc) is an inversion and transpo­
sition (rhythm initially retained) of that fran final beat b.1112-1115, except for a 
minor difference at the start of final repeat-bar. The rrelody (vocal line, solo vn), 
mid. b.1124-2nd beat b.1126, retr~rades that of mid. b.1115-1116. 'rhe first hexachord 
of Lulu's I-8, b.1126-beg. b.1127 (obs, vn 2, with notes 2-6 in vocal line and vn 1), 
fol lo~ by Alwa 's P-11 ( end b .1126-mid. b. 1128 : 1, 2, 4, 6, 10-12 in cb 1, vn 1, doubled 
rrostly by ch 2 and Alwa, with a repeat of the final trichord at P-7 in the rest of 
vn 1, end b.1128; 3,5,7,8,9 in hns 3.4, vc), is the inverted counterpart of 
b.1117-1120; P.T. TI-3 (b.1117-1118) is replaced by BC I (mid. b.1126-beg. b.1127: els 

land vib) and the ~dded bridge theme fragment (b.1119-1120: _3,5,7,8 of Alwa's r-si is 
mirrored by that in vc, end 2nd beat b.1128-beg. b.1129 (1.e. 3,5, 7 ,8,9 of Alwa s 
P-5). 

r-' 
O'\ ...,, 
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The quasi grazioso Musette therre returns briefly (mid. b.1136-rni.d. 

b. 1138: vocal line, doubled initially by ob 1 and cl 1, later by 1st and 

200 desk vn 1, whose segirent is imi ta te:'l by 1st desk va, end b .1137-1138, 

and 1st desk vc, b.1138-beg. b.1139, i.e. se:ni-tonal descent) to accompany 

Lulu's confirniation, "Du korrrnst also heute <loch mit mir?!" 

Lulu I s inopportune, casual question ( rhythmic speech) , " Ist das noch 

der Diwan, au£ den sich Dein Vater verblutet hat?" (b .1145-1147) is 

reminiscent of her statement at the e.r1d of the Rondo's exposition: "Ich 

habe Deine Mutter verg if tet ... " ( II/1, b. 3 37) . 

There it was follo~ by an explosive tWT1Ultuoso, here Alwa lets out a 

stricken shriek, "Schweig Sch~ig ... " 

The Hyrm and Act II end on the chord F-E-A-C in the opera's fate rhythm, 

which is relate::!. to Schoo's fate at the end of Act I (F-E-A-C~).355 

355see p. 8~ above. 
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Act 111,356 Scene 1 

Scene 1 takes place in the Marquis' spacious Parisian salon. Lulu is his 

mistress but still lives with Alwa, who is no.,.i a pirrp. wlu' s Pierrot 

portrait, enfram?.d in gold, is set into the wall and she plays hostess. 

The Acrobat prop::,ses a toast in honour of her birthday and struggles with 

her French narn2, "der Grafin Adelaide von ... " This is acknowledged by the 

ass6Ilbled _p3.rty, which comprises a fifteen-year-old girl and her mother, a 

female artist, Geschwitz, Alwa, the Marquis, a journalist, the Banker and 

the attendant Groo"Tl arrl Manservant. 

gawing-roan. 

They disperse slowly towards the 

Introouction and 12-@rt Ensemble I (b.1-52): 

A. Circus Music (b.1-12, 14-25) , 357 BC II -curtain music ( end 

b.12-beg. b.14) 

B. Ostinato (b.25-38)358 

C. Circus Music refrain (b.39-52) 

Alwa joins the Banker, Journalist and Mother, and they discuss their 

investment in Jungfrau Railway shares. The Marquis wishes to talk to Lulu 

in private and the Acrobat gives her a note. 

Transition359 (b.53-82) 

356For details of Act III' s comoletion by Friedrich Cerha, see Friederich 
Cerha, Arbeitsbericht zur Herst~llunq des 3. Akts der Oper WW von Alban 
Berg (Vienna: Unive rsal Edition, 1979), and Perle, The Operas Vol. 2, 
pp. 260-295. 

357The Circus Music returns for the first time since the Prologue (b.9-16). 
Reich p::,ints out that its 'mechanical orchestra 1 (orchestrion) equates the 
falsity and brilliance of the circus (Prologue) and the Enserole-society­
scenes (III/1). See Reich, The Life and \'brk, p. 171. 

3581n the score, Berg calls for distinction of the ITE.in voices (H" ,N'" ) 
above the 'Rhabarbarhabarba-' ( Rhabarber-Rhabarber) munrering of the rest. 

3590esignated "M=lodra.rra" by Perle, in The Operas Vol. 2, p. 75, and Ja.man 
in '111e Music, p. 206. 



167 

Lulu is being blackmai le:1 by the Marquis : either she takes the jcb in a 

Cairo brothel, which he has arranged. in return for twelve hundred Marks in 

English gold, or he reveals her whereabouts to the police and receives the 

reward of a thousand Marks. Lulu rejects the job, saying that she nay have 

enjoyed it at fifteen, but during her stay in the isolation ward, she grew 

to know and believe in herself ( "Aber ich kann nicht das Einzige verkaufen, 

was je rrein Eigen war", b.212-222). She has until 11 o'clock to decide. 

Concertante Chorale Variations or Duet I (b.83-230): 

Variation 1 (b.83-88) 

English Waltz, .Episcde 1 (b.89-98) 

Variation 2 Cb.99-102) 

Intennezzo 1: Procurer's Song (end b.102-118) 

Inte.rmezzo 2: Apassionato (b.119-124), Lied der Lulu (b.125-145) 

Variation 3 (b.146-149) 

Quasi Recitative, Episode 3 (b.150-153) 

Variation 4 (b.154-157) 

Episode 4: English Waltz (b.158-171), Procurer's Song-fragment 
(b.172-beg. b.176), Appassionato reprise (b.176-181) 

Variations 5-12 (b.182-230)360 

360Ea.ch variation is demarcated by double bar-lines. 



The party returns fran the gaming-roan. 

celebrate with champagne, followed by dinner. 

Ensemble II (b.231-294): 
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Everyone has won and they 

A. Circus Music: Refrain (b.231-243), "Alle Welt gewinnt" (b.244-252) 

B. Contrasting section 

C. Circus Music Refrain 

(b.253-261) 

(b.261-294)361 

The confrontation between Lulu and Geschwitz is interrupted by the Acrobat. 

He wishes to discuss the blackmail note, passed to Lulu earlier - Geschwitz 

leaves to join the others in the dining-room. He threatens to denounce 

Lulu to tht~ police if she does not cast herself as a sacrificial offering 

to obtain t¼'enty thousand Marks frcxn Alwa. He needs the cash to marry a 

worran of noble birth and Lulu has until the next evening to proo.uce it. 

Duet II Cb.294-352) 

The party enters the drawing-roan, sated and idly chattering. They rrove 

slowly into the gaming-room. The Banker is detained by the delivery of a 

telegram: "Jungfrau - Drahtseilbahn - Aktien gefallen auf -" 

Pantomime (b.353-369) 

Schigolch is admitted through the hidden door and Lulu, who has not joined 

the others, receives him. He, requests money in order to support his 

36lrn b. 261, attention is drawn away fran the group ( "Hier lost sich die 
Grup~ auf 11

) to the dialogue between Lulu and Geschwitz - their interaction 
had already started. in b. 246. Cerha. has realised the optional 22-bar 
insertion (b.261-284), which extend? the Ensemble and clarifies their 
dialogue. For further details see Cerha, Arbei tsbericht zur Hers tel lung, 
p. 11, and Perle, The 9P=ras Vol. 2, p. 278. Janran's Fonnal Structure of 
Act III omits the twenty-tv.0 optional bars. See 'The Music, p. 206 and 
Corrigendum. 
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girlfriend. Lulu breaks down arrl tells him about the Acrobat's threat. 

Schigolch pranises to dispose of him if Lulu can lure him to his place. 

Schigolch plans to remove his gold earrings when he is drunk, and then p.1sh 

him out of the window into the water below. 

Duet III (b.370-469) 

The Acrobat is confronted by the M3.rquis and denies the latter's accusation 

of blackmail. The Marquis leaves to inf onn the police. 

Cadenza for solo violin (Marquis) and piano (Acrobat) b.470-498 

Lulu approaches the angry Acrobat, receives a rrouthful of abuse, and 

suggests he spends the night with Geschwitz - Geschwitz will then lend Lulu 

twenty thousand Marks. He accepts and Lulu persuades Geschwitz to take the 

Acrobat to Schigolch's address. 

Sequence of four types of declamation362 (b.499-563) 

Turbulence erupts in the gaming-room and the party spills out. 'Il'le Banker, 

forewarned by the telegram, refuses payrrent in shares and accepts cash 

only. Everyone has lost. 

Ensemble III (b.564-651)363 

A. Circus MUsic (b.564-597) 

B. Ostinato (b.597-607) 

C. Circus Music: Transition (b.608-613), "Alle Welt verliert" (b.614-622) 

D. Contrasting Section (b.623-613) 

E. Circus Music {b.633-651) 

3620efined by Berg's diagram in the score. 

3 6 3 According to Rei ch and Carner, "A note in the score [ par ti cell only J 
qualifies the mocrl and declamatory tone of these ensembles: 

l." Flau (listless) - parlando 
2. Festlich (festive) - cantata 
3 . Auf geregt C excited ) - spoken. " 

See Reich, 'file Life and ~rk p. 171, and Carner, Alban Berg, p. 235. 
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The Mother faints. I.lllu, who rn the ITEantirre exchanged clot..iiing with the 

Grcx:ro, escapes with Alwa. before the Marquis and J;X)lice arrive.364 

.M:?lodrama (b.652-673), accelerating into a Recitative (b.674-692) 

The two scenes of Act III are bridged by Variations I-IV on the Procurer's 

Song (b.693-736). 

Act III, Scene 2 

In a lDndon at tic, Schigolch and Alwa await Lulu' s return f ran the 

streets. She is making her debut as a prostitute and Alwa is not at all 

happy about her new role. They hide as Lulu brings in her first client, 

the Professor, and goes to her rCXY.n. 

Scena I (b.737-823): 

A. Melodrama, Part l:Theme-Barrel Organ Music (b.737-752) 

B. Melcrlrarra, Part 2 (b.753-767) 

C. Lulu and the Professor, first entrance, (b,768-823)365 

Alwa. and. Schigolch crawl out of hiding. Alwa kneels be.for~ I.lllu's door and 

Schigolch goes through the Professor's coat p:>ckets, taking out a book: 

"Exhortations for Pious Pilgrims and such, as -would become the sarre". 366 

They return to their hiding-place when the Professor leaves. 

Scena II (b.824-869): 

A. Melodrawa, Part 1: Theme-Barrel Organ Music (b.824-842) 

B. Melodrarra, Part 2 (b.843-849) 

C. Lulu and the Professor, second entrance Cb.850-869) 

364Re:niniscent (shadow) of her clothing exchange with Geschwitz to escape 
fran prison, and her flight fran Genna.ny to Paris at the end of Act II. 

365cerha has reproouced the temfX)· chart which appeared in Berg's P3:rticell. 
It shows the written-in ritardando for the last scene. 

366rn the score, Cerha rrentions Berg's handwritten note, which suggested 
the substitution by another title - sorrething on rrorality. 
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Alwa, Lulu aoo Schigolch' s r:ostrrortem is interrupte1 by the soond of 

footsteps on the stairs. 

Transition (b.870-887) 

C--eschwi tz enters. Instead of rrooey, she brings Lulu's portrait, now a 

rolled-up canvas with peeling paint. Lulu is horrified by the reminder of 

her forrrer self, but Alwa regains his self-respect before it. He hangs it 

up proudly and the four reminisce before it. 

Allegro Cb.888-959) 

Quartet (b.960-1006)367 

Lulu leaves for the streets despite Alwa and Geschwitz's protest. 

Geschwitz follows her. 

Variation N fran Interlude (b.1008-1016) plus extension (end b.1016-1023) 

Schigolch reprimands Alwa. for trying to stop Lulu and for not going out to 

~rk himself. Alwa reveals that he has venereal disease, which Lulu had 

caught fran the Marquis. 

Schigolch speculates that Lulu cannot rrake a living £ran loving since her 

life is love. Footsteps are heacl. Schigolch retreats into hiding. Alwa 

rare.ins where he is, concealed under his travelling rug. Lulu enters with 

367For details of the "sketched-in" vocal quartet, see Perle, 'l'he Operas 
Vol. 2, pp. 270-272. 
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her second client, the Negro. 

and the Negro kills him. 

They argue about paym2nt, Alwa intervenes 

Scena III (b.1024-1109): 

A. Variation II (end b.1023-1047) 

B. Melodrana (b.1048-1057) 

C. LUlu and the Negro (b.1058-1109) 

The Negro leaves and Lulu flees to the streets soon afterwards. Schigolch 

e.rrerges and drags Alwa's corpse into the hiding place. Geschwitz arrives 

and he leaves for t..~e µib. Left alone, Geschwitz contemplates suicide. Her 

farewell-address to Lulu's portrait is interrupted by the entry of Lulu and 

her third client, Jack. She identifies Geschwitz as her insane sister. He 

is suspicious and wan ts to leave. Lulu begs him to stay and gives him her 

final coin. When they go into her room, Geschwi tz resolves to return to 

Gemany, to fight for the rights of women. Jack kills LUlu and Geschwi tz 

rushes to her aid. Jack stabs Geschwi tz and exits. Geschwi tz addresses 

Lulu oncse rrore: "Ich bin dir nah! Bleibe dir nah, in Ewigkeit! ", and dies, 

as the final harmonic progression reaches its destination in a chord whose 

lowest note is F and whose highest is H_,368 i.e. Hanna's initials. In a 

letter to Helene, dated 9 March 1934, Berg wrote: 

(Haven't much feeling really for the character of the 
Cam tess Geschwi tz , though I rrus t respect her. I find her 
harder to set to music than all the rest of Lulu's 'satellites' 
put together. But now at• last it looks as though I I ve found 
the right notes for both her closing stanzas).369 

Geschwi tz 's last words are analogous to Berg's address to Hanna: "one and 

368perle, The Operas Vol. 2, p. 26. 

369Berg, Letters to his Wife, p. 424. According to Redlich, Geschwitz's 
"rrelooic 11 phrase, "Ich bin dir nah" is "borrowed fron Marie in vibzzeck and 
sung to the earlier opera's Lei trrotive of carpassion:" See Alban Berg, 
pp. 197-198. 
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only eternal love."370 

Sce.na N and Finale (b.1110-1326): 

A. Variation III (b.1110-1122) 

B. Transition (b.1123-1145) 

C. Sostenuto (b.1146-1187) 

D. Lulu and Jack: Adagio, Part 1 (b.1188-1234) 

E. Adagio, Part 2 (b.1235-1278) 

F. Nocturno (b.1279-1291) 

G. Largo (b.1292-1314) 

H. Grave (b.1315-1326) 

The opera's overall fonrel unification is effected by recapitulative 

episc:des or Ieitsektionen, which becorre increasingly extensive as the work 

progresses.371 Their recapitulation in Acts II/2 and III is listed as 

follows: 3 72 
Act II, Scene 2 

Largo, b.788-814: Ensemble, II/1, b.94-120 

Karrrrennusik, b.857-863 : Prologue, b.44-45, 49-54 

Kamrennusik, b.908-922 Ensemble, II/1, b.173-194 

Melc:drarra, b.953-1000 : Prologue, b.44-59 

Rondo, middle section, b.1001-1003 Prologue, b.60-61 [ 44-46] * 

(Lulu's Entrance Music) b.1010-1015 Prologue, b. 60-62 [ 68-beg. 
b.1030-1037 Prologue, b.44-45, 57-59 

Rondo, recapitulation, b.1080-1085 Prologue, b.56-60 [55-59] 

Musette, b.1087-1093 : Sonata, recapitulation, I/3, b.1327-1333 

*Author's rrodifications indicated 1n square brackets. 

370see p. 68 above. 

37lperle, "Thematic Material and Pitch Organization", p. 269. 

73] 

372As in Perle's table of recapitulatro Ieitsektionen. 
Vol. 2, pp. 82-84. 

See The Operas 



Act III, Scene 1 

Intrcduction and Ensemble I, Circus Music, b.1-12: Prologue, b.9-16 

Duet I or Chorale Variations, Episcde 1, b.89-98 : English Waltz, I/3, 
b.1041-1050 

Interrrezzo 2, Appasionato, b.119-124 : Lulu's Ariett.a, II/1, 
b.625-629 

Interrrezzo 2, b.125-145: Lied der Lulu, II/1, b.491-507, 533 (from 
mid. 531]-537 

Episcde 4, b.158-171 [161) : English Waltz, I/3, b.1040-1054 [1044) 
(168-171] (1051-1054] 

Episcde 4, Appasionato, b.176-179 : Lulu's Arietta, II/1, b.625-627 

Variations 8-10, b.205-223: Lulu's Arietta, b.628-[beg.] 646 

Ensanble II, Circus Music, b.231-242, 261-271 [and 272-282], 283-294 
Prologue b.9-16 

Duet III, b.440-446 Nonet, I/2, b.517-521 

b.447-450 Nonet, b.489-492 

b.455-462 [mid. 459] : Nonet, b.507-514 [beg. 511) 

Ensemble III, Circus Music, b.577-582: Prologue, b.l, 10-14 

Ostinato, b.596 [end 595)-609 : Ensemble I, III/1, b.24 
[end 23)-40 

Circus Music and Contrasting Section, b.614-633 [614-626, 
629-633] : Ensemble II, III/1, 244-261 
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Circus Music b.637 [end 6361-642: Ensemble I, b.41 [end 40]-46 

b.643-650 : Prologue, b.10-15 

' 
Recitative, b.676-678: Prologue, b.56-57 

Act III, Interlude 

Variations I-IV on the Procurer's Song, b.693 [end 692]-708 : Chorale Vari­
ations, Intermezzo 1, III/1, b.103[end 102)-118 



Act III, Scene 2 

Scena I, Lulu and Professor, b.775-789 Recitative, I/1, b.284-292 
b.791-823 : Canzonetta, I/1, b.258 

[end 257]-283 

Scena II, Meloorarra, Part 1, b.827-842 scena I, Barrel Organ 
Music, III/2, b.737-752 

Lulu and Professor, b.850-869 Canzonetta, b.258 
(end 257)-272 

Allegro, b.926-944 
b.956-959 

Rondo, exr:osition, II/1, b.318-325 
Rondo, recapitulation, II/2, b.1065-1069 

Quartet, b.960-973 Rondo, recapitulation, b.1059-1065 
b.974-1007: Hymn, II/2, b.1102-1111 [minus 1108], 1131-1145 

[minus 1137-1138] 

Variation IV fran Interlude, b.1008-1016: Interlude Variations on the 
Procurer's Song, Act III, Scenes 1/2, b.730-736 

extension, b.1017 fend 1016)-1022 : Interlude Variations, 
b.730-736 

Scena III, Variation II, b.1024 [end 1023)-1045 [beg. 1048] : Interlude 
Variations, b.709 [mid. 708)-719 [beg. 721] 

Lulu and Negro, b.1058-1062 
b.1063-1067 
b.1070-1073 
b.1073-1080 
b.1080-1087 
b.1087-1091 
b.1092-1095 
b.1096-1099 
b.1102-1108 

Monoritmica, I/2, b.669-672 
Monoritmica, b.685-689 
Duettino, I/2, b.417 [end 416)-421 
Duet, I/1, b.305-313 
Monoritmica, b.773-798 
Monoritmica, b.728-[beg.]734 
Monoritmica, b.676-679 
Monoribnica, b.739-742 

(1109] : Monoritmica, b.853-874 
[beg. 877] 

Seer~ IV and Finale, Variation III, b.1110-1119 Interlude 
Variations, b.725-729, 720-724 

Lulu and Jack, b.1193-1199: Sonata, exposition, I/2 
(Adagio, Part 1) b.615-619 [and 621] 

b.1200 [end 1199)-1211 : Cavatina, II/1, b.61-72 
b.1211-1220 : Schon's Arietta, II/1 b.40-53 (54] 
b.1219-1229: Cavatina, b.60-72 

Adagio, Part 2, b.1235-1261 : Interlude, Act I, Scenes 2/3, 
b.958-980 

b.1266-1275 : Prologue, b.56-62 

175 
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-
The recapitulative design of the opera's second half, i.e. a shadow of the 

first half, cuJ..rr,inates in the role doubling of III/2. The perfonners who 

playErl the Medical Officer, the Painter and Schon, return with their 

associative music for the parts of the silent Professor, the Negro and 

Jack, respectively. 

Anongst the rrany variations on this theme of retaliation or, in Kraus' • 

words, "the revenge of a world of rre., II 373 . . . , in Berg's sketches, is: 

MErlical Officer ------Professor (nute) 
Murdered Schoo Negro (kills son!) 
Painter Jack (knife!)374 

The triple role, corresp:>nding to the therre of slavery: 

Prince (marriage) ~ Manservant (household) ~ Marquis (brothel} 

is realised, but Berg's note, "Treat the 3 henchmen (of the theatre, the 

police and finance) in the sarre rranner! ",375 is impossible because the 

Police Corrrnissioner appears 27 bars after the Banker's final exist. The 

Banker shares the role and music of the Medical Officer. 

-
The only new thematic rraterial in Act III is the rrelody Eran Wedekind' s 

Lautenlied, No. 10 ('Konfession 1
) : see Ex. 34. 

It appears for the first tirre as a counter-rrelcx:ly to the Marquis' 

'Procurer• s Song' (solo vn or pf accarpanirrent 1'f, end b.102-118). It is 

373Reich, The Life and W:)rk, p. 158. 

374Based on t}JB Musiksarrrnlung F21 Berg 28/III fol. 32 in Hall, "Role and 
Fonn in Berg's Sketches 11

, Fig. 4 arrl its transcription and translation, 
Exx. 4(a) and (b). 

375CNB Musiksanmlung F21 Berg 28/VI fol. 11. 
and Cb}. 

Ibid., Fig. 5 and Exx. S(a) 
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rhythmically altered but at identical pitch CC Major~ a minor). 

EXAMPLE 34 

1. With joy, by every oath, I swear before Almighty Gcd, who is my 

judge, that I would far rather be a whore than richly possessed of 

farre and fortune.376 

The Variation form dominates Act III, viz. the Chorale Variations and 

• Interlude Variations, just as the Sonata and Rondo forms dominated Acts I 

and II, respectively. 

The Variations of the Interlude, which syrrbolise Lulu's pros ti tut ion, are 

baserl. on Wedekind I s :rrelody. 377 Here, the diatonic rrelody is gradually 

376Tre complete text, its translation and Wedekind' s accompanirrent appear 
in Jarman, The Music, pp. 245-248. 

377cr. the orchestrated Variations of the I.lllu suite, fourth rrovement. 
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absorbed into the twelve-note context.378 

The first Variation (Grandiose) presents Wedekind' s rrelody, rhythmically 

dimi.nishe:i (hn or top line of pf I, end b.692-708), i.n a tonal setting.379 

"The circus orchestrion-soond refers back to the false brilliance and 

cheating grandeur of the preceding scene in the demi--rronde. 11 380 

"The second variation (Grazioso in ~ tirre) is intended to show Lulu I s 

resfX)nse to that world (I.X)lytonal); even the brutality of the whole sphere 

is gracefully transfo.med by her temperarrent. n381 The thell1E2 is presented 

as a canon at the tritone, i.e. C rrajor dux in cl or top line pf II (N), 

mid. b. 708-714, nooulating to a minor for its continuation in hn or top 

line pf I {N1, mid. 3rd beat b. 714-720 (final A9 occurs in bass of pf I), 

and G\.> major cones in bn or top line pf I Of), mid. 2nd beat b. 709-714, 

modulating to E~ minor for its continuation in fl and hp or top line pf II, 

mid. 2nd beat b.715-720. 

In Variation three, the theme (bass line of pf I (R), b. 720-729) is 

transposed a minor third lower (A major _,. fJ mi.nor) and is harmonised 

nostly by fourth chords and Viennese fourth chords. "By contrast, the third 

variation (Funebre, ~ ti:rre) deals with a further station on her road of 

suffering - Alwa' s supreme sacrifice (tonality completely dissolved). u382 

378Jarman, The Music, p. 144. 

379see Perle, The Operas Vol. 2, p. 141. 

380Reich, The Life and W:>rk, pp. 173-174. 

38lrbid., p. 174. 

382rbid. 
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In variation four (Affettuoso), the theme is transposed (Ff rrajor ~ el? 

minor, i.e. a tritone away frcxn the original), displaced and absorbe::i into 

the twelve-tone context of the BS. 

Ex. 35_383 

This is ootlined as follows: see 

The street organ, at the start of Scene 2, repeats the theme in Ev rra.jor 

(right ham pf I, end b.736-752), hence closing the cycle of transpositions 

which outline the diminished seventh chord C-A-Ff-E~. 

Schigolch's corrrrent, "Der Regen trorrrrelt zur Parade", is reflecte::1 in the 

orchestral tremolando, as the soonds of the street organ fade away; in 

b. 752, the trerrolando chords evolve into five SEqUences, which represent a 

review of five rren in Lulu's life:384 

1. Trichordal presentation of Schon's P-4 (or Alwa's I-9)385 in the form 

of a free chordal canon, i.e. the dux comprises up,;ard-moving 

trE!ITOlando chords Q) , @ , Q) , @ , repeated three titres (b. 752-755 : 

orchestra ~ left hand accompanirrentl, which the corres imitates with 

downward-rroving © , G) , 0 and harmonic--rrelcdic G) (final beat 

b.754-755: right hand accompanirrentl. 

2. The trichordal arrangement of the Schoolboy's T-11 (b. 756-759) forms 

a chordal canon. The comes is follo~ by a harmonic-;relodic Plt-B--C:!t 

(2nd beat b.759), i.e. a mixture of Q) and@; the dux's fourth 

trerrolando chord (B\,-Av-Cl intermingles with the first trichord of 

Alwa's P-4 (final beat b.759). 

383see also Jarman's interpretation in The Music, p. 145. 

384Jarman, "Co.mtess Geschwitz's Series", pp. 111-112. 

385Alwa's inversion is only usErl for dramatic purp:)ses, e.g. in his Rondo. 
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3. Alwa's P-4 (or Schon's I-9) is similarly arranged (final beat b.759-

763). The cares concludes with harmonic--nBlcx:lic (1) (notes 4,5,6) and 

a m2lcx:lic Q) ; the dux ends on (i) . 

4. The Acrobat's P-6 (b.764-rnid. b.768) is cyclically pennuted so as to 

begin on the third trichord, i.e. the equivalent of Alwa's third 

5. 

trichord. The second staterrent of the dux initiates sirrultaneities 

which are retained by the corres. For a change, the comes ends after 

the dux. 

Schigolch's TI-7 is arranged triadically (b.770-772 left hand 

accorrpaniment), i.e. superimposition of his tetrachords X, Y and Z to 

form augmented, major, minor and diminished triads, followed by a 

repeat of the first three, and oscillation on the first and third 

triads. This was anticipated by the preceding two bars.386 

This sequence-passage "is an extraordinary tour-de- force, for - apart from 

the final statement of Schigolch's set - the trichordal representations of 

all these different sets result entirely £rem permutations of three 

linearly stated tetrachords - that is, throughout the passage each 

horizontal line consists of diffe'rent orderings of the sarre four notes":387 

386o~, 3rd beat b.768, should be DP. See Perle, The Operas Vol. 2, p. 122, 
Ex. 107. 

387 Jarrran, "Coontess Geschwi tz I s Series 11
, p. 112 and Ex. 1. 



182 

.EXAMPLE 36 

r, 

~ C.11""'-"o(.~ 

-r ,.,; .... d; ..._ 

~:,, • :y_o/~}i"Y-'-""----1,7 I,. - -:,-. ::t:r ~~~-:n:: J,,_-b __ ll,.-h• 
-- - • ---9 --- DjL 1-#---![c-;::::t,-= 

J i } 4- ' II :,. s ,:,. 1 ... ., ,,. , .. ~ i. 
, 

i 
,_________, 

" >< 
n 

~ 
. .. ~ ' 

©=""--' .. :=:r:.9.•-11.. • · _ __.:..:i.!=q-~#- 1.1i- a .. ,1p,_ ... 
1 
p,-•~---~ .. -

,.) 
1 I,. 7 .~ ' .... '1 ,, ~ !'i 'l ,1 ,;,.. '.>. Ir , I -II• , I\ ;•-~p 

~ 
'---':j 

~ t• 

A-' ._.,. _ 1>1 -==--v'~E-)!- _ -tr•=i--:-d· ... . -=,- ~ - 4 ' ·-~'- # - -#- I _ I. -I I. _ jll __ # ~ - • ·- · 

Only Schon's sequence is repeated and extended (b.842-850), after the 

recapitulation of the Street Organ Music (b.824-842). 
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CONCT.DSION 

After the first perfonnance of the Lulu suite in Prague, January 1935, a 

critic wrote: 

Lulu is a heroine of super--dirrensional r::ov.er in experiencing 
and suffering; destroying everything around her that suca.unbs 
to her charms or even approaches her, she is a piece of Natur~ 
beyond gocrl and evil, and therefore - as a complete closed 
cosmos on her own - only to be unravelled by ITEans of nusic, 
in a context removoo fran all conceptual thought. The way 
this glowing fireball - singeing everything that cares in 
contact with her - is finally herself extinguished presented a 
challenge to the psychologist in the musician, a challenge to 
corre to terms with that unreal sphere where dream images like 
figures flit past into death, just because in dying they are 
struck once rrore by the last rays fraTI sorre great innocent 
derocm. After Alban Berg's vbzzeck, his Lulu will live on for 
ever; she has it easier than poor Wozzeaz:-for with Don Juan 
and Faust she is one of those who is constantly reincarnated 
amongst us changing shapes, and has only to catch a poet's 
glance, not be fanned by him out of nothing.388 

Berg regarde:1 this passage "as being a particularly succinct formulation -

conjuring up the mythical essence of the character of Lulu - of his o\.vl"l 

]X)int of view. ... The reference to Don Juan touched Berg especially, as 

he hiITEelf liked to regard lJ.llu as the female counterpart of that 

figure ;·389 

Lulu was "unravelled by rreans of II preccrnposi tional BS-permutations. Like 

Lulu ard the rCM of the Lyric Suite, the BS underwent changes to IX)rtray 

the "character - 'suffering a tate' 11 390 (Schicksal erleidend). As Berg 

anticipatoo. in his letter to Schoenberg, 1 September 1928, "Fate" did 

influence his "rrost rigorous planning" and he had to construct "new" 

388Reich, The Life and W::>rk, p. 159. 

389rbid., pp. 159-160. 

390Al.ban Berg, "Nine Pages on the 'Lyric Suite for String Quartet'", as 
quote:1 in Rauchhaupt, Schoenberg-Berg-webern: '!he String Q.lartets, p. 102. 
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rows 391 , - i.e. later rcw-derivations. 

Lulu's underlying there of fatality can be interpreted in terms of the 

Grandrrother' s fairy tale in Georg Buchner' s l'lbyzeck, which servErl as 

libretto for I.lllu's precursor, WJzzeck: 

There was once a roor child that had no father and no rrother, 
everything was dead [Alles tot], and there was nobcdy left in 
the world. Everything dead, so it went about crying day and 
night. As ther.e was no one left on earth, it wanted to go to 
heaven, and the rroon looked at it in such a friendly way, and 
when it finally got to the rroon, it was a piece of rotten 
wocrl, so it w,;:,....n t to the sun, and when it got to the sun , it 
·was a dried-up sunflo~r, and wtien it got to the stars, they 
weri?. little golden midges, stuck on the way the shrike sticks 
them on a blackthorn, and as it wanted to go to the earth 
again, the earth was an overturned !X)t, anci the child was all 
alone, so it sat down and ~pt, a~d there it still sits and is 
all alone_ 392 

In Werner fferzog's film proouction of W:)yzeck, Marie tells this tale to a 

group of restless children, which included her illegitimate child, i.e. 

just before Woyzeck comes to fetch her with the prophetic \o.'Ords, "it is 

tirre" (for her murder at the !X)nd). 

In V'bzzeck, Marie relates only the beginning to her child, during 

Variations 5 and 6 of her repentance scene (Wozzeck III/1, b.33-41}. 

Moreover her conclusion, " Niemand nehr hatt I au£ der Welt ... " is set 

to an ascending whole-tone scale (G ~ F, b. 41) and can be linked to that in 

Berg's early row chart and its as~ociative fatality theme.393 

"It must also have occure:i to him (Berg] that, like Wozzeck, he too had 

39lsee p.18 above. 

392John Sirron, "Meeting of Minds", Opera News (19 January 1985) 12_ 

393see no. 10 of Table 2 and pp.15-16 above. 
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fatherEd an illegitim:1.te child by a girl named Marie" ,394 i.e. a daughter 

called Albine, born 4 December 1902. Her IT'Other was Marie Scheuchl, who 

worked for the Berg family. Berg atterrpte:i suicide in Autumn 1903, and 

acknowledged his psiternity on 8 December 1903. Albine, adopted by the 

Manninger family, later !lBrried a Mr Wittula and died in 1954. 

Berg remained secretly in touch with her until his death; consequently, she 

attended his funeral, unrecognised. Helene, however, had her thrown out of 

the reception afterwards. Apparently Albine lost her inheritance rights 

because she did not want to be associated with the Schoenberg circle during 

anti-Sanitic tirres.395 

In his "Praktische Anweisungen zur Einstudierung des 'Wozzeck'" (1930), 

Berg wrote: " . . . Finally, and rrost important of all: the preparation of the 

scenes in which Marie's child appears (preferably played by a little girl, 

since girls are much rrore gifted than boys of that age), ... 11 396 

In conjunction with the earlier references to Wozzeck (quotations) and the 

fatality correspondence, Lulu's unknown origins, the anti-Semitic remarks 

in Act nr, 397 and Helene's repression _of Lulu, leads one to suspect that 

wlu is the child of vJozzeck. 

394perle, The Operas Vol. 2, p. 295. 

395see Erich Alban Berg, "Bergiana" Schweizerische Musikzeitung 120/3 
(May/June 1980) 147-149; and Jurg Stenzl, "Alban Berg und Marie 
Scheuchl", Osterreichische Musik Zeitschrift 40/1 (January 1985) : 22-30. 

396As translated by George Perle in "The preparation and staging of 
Wozzeck", Musical Tirres 109 (June 1968) : 521. 

397,, ... der Saujud! 11 {Journalist, end b.590-591) and the Banker's stage 
indication, "sich an die andern wendend {rrauschelnd)", b.597. See Perle, 
'!he Operas Vol. 2, pp. 283-284, 286-290. 
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BAR 

Chapter I 

1095 

end 1095-1098 

mid. 1100-1101 

1106 

1106-beg. 1107 

mid. 1107-beg. 

1119-1122 

1123-beg. 1125 

1124-beg. 1131 

1108 

2nd beat 1126-2nd 
beat 1127 

end 1127-1128 

1129-1130 

end 1130-1137 

mid. 1130-1131 

3rd beat 1132-errl 
1st beat 1133 

end 1131-1132 

APPENDIX A 

INS'l'RUMENT 

vib, vns 1.2, va 

Alwa 

Alwa 

obs l. 2, 

ob 1 

bns, ob 2 

Alwa 

solo vc 

Prince 

solo vc 

hn 1 

hns 2.3.4 

solo vc 

enghn 

enghn 

bcl 

bcl, bn 1 
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MUSIO.L MATERIAL 

Hannonic BC I variant {F,B'r, 
A,D) fornis link between 
English Waltz and Recitative 

Repetitive Alwa P-7 

Repetitive 1st hexachord of 
Lulu P-4 (note 1 in bns and db) 

P.T. T-6 : @) 

Schon P- 5 8,9 

Schon P-5 harrronic 10-12 

Schigolch T-2: Y, unordered 
Z,X, followed by its transposed 
retro;rade (T-0: RX, unordered 
Z, RY) 

Alwa P-5 2-6 (twice) 

Alwa P-5 7-10; Lulu P-5 and 
repeat of its cadential elerrent 
(9-12); Schigolch T-1: Y, 
unordered Zand X 

Schon I-1: 1-3 [4 in vocal 
line) 5-7 [8 in enghn], 9-12 

Schon P-5 : 1-7 

P. T. 'r-3 with incanplete G) 

Lulu I-11 with repeated caden­
tial element; Lulu I-5 : 1-10 
and ostinato-like 10,6,10,9 
evolving into repeats of 9-12 

Schigolch T-7: Y, overlapped 
largely by T-8 : Y, unordered 
z 

Schigolch T-8: X and RX of T-9 

Sequence of Schigolch-related, 
4-note figurations, rising in 
whole tones Fi,Gf,B~,C 



BAR 

1133 

1134-1135 

1135-beg. 1139 

end 1137-beg. 

end 1139-beg. 

1140 

1140 

beg. 1140, after Gg 
-beg. 1144 

end 1140-1141 

1142-beg. 1143 

end 1142-mid. 1147 

1144 

1145-1147 

1145-1148 

1147-beg. 1150 

1148-1149 

end 1209-1211 

end 1211-end 3rd 
beat 1212 

1212-1213 

INSTRUMENT 

ob 1, enghn, bcl 

Prince 

vn 1 

solo vc 

vns 1.2 

solo vc 

fls 

bn 2 

Prinre 

bn 2 

bn 2 

bns, dbn, hn 1 
bns, hn 4 
bns, dbn 

solo vn 1 

Prince 

Schon 

solo va 

Lulu 

MUSICAL MATERIAL 

P. T. 'rI -11 with incanplete@ 

Prince P-5: 1-6 

Schigolch T-10: Y, unordered 
Z, repetitive X; BC I (B,F*,F, 
C) 

Lulu P-11 

Schon P-8 1-4 

Schon P-8 1, chrOCTB.tic con­
sequent {9,10,12), 3-8 

Lulu I-4 : 1-8 

BC I (E,B,B~ ,F) 

Schigolch TI-11: Y,Z, and 
repetitive X with added C 
(mid. b.1146) 
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BC II variant (D,Av,Bv,B,E); 
replacEment of initial note by 
hn 3 (Eb) gives BC II (EP, 
A~ ,Bt> ,B,E) 

BC I variant (B,E,F,C) over­
lapped by inverted BC II (F,C, 
At,A; Eis provided by hn 1) 

P. T. TI-9 : Q) 
~G) 
® 

canrron notes 
1,4,7,10 
exploited in 

Schon P-2 1-7 Act II's 
tumultuoso 

Alwa P-2 2-6 Sections, e.g. 

Schon P-4 1-10 

Alwa vJOOing 
Lulu end b.273-
27 4 (P-3 trbns 
_,, str - see 
pp. "8-~9 above.. 

Schon P-4 11,12 overlapped 
by first four notes of P-7 

Schon P-6: 1-9 
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- BAR INSTRUM.FNI' MUSICAL t-'1ATERIAL 

end 1213--end 3rd 
beat 1214 

pf Schon P-3, minus notes 4 and 10 

1215-1217 

1215-1218 

1216-1218 

1216-end 3rd 
beat 1218 

1219, after tied Gq 
- 2nd last J> 1220 

mid. 1219-3rd 
beat 1220 

mid. 1220 

1221-beg. 1223 

Schon, va 

asax 

bn 1 

fl l 

Lulu 

db 

hns 2.3 

Schon 

Schon P-2, overlap.i;:ied by P-5 
<l-9) 

Schon P-1 

Schon P-11 

Schon P-10 

Schon P-4 10-12,2,3,5-8 

Schon P-4 1,4,11 

Schon P-4 9,10,12 

Schon P-9 1-12,1,2 

end 2nd beat 1221 
-1223 

fl 1, doubled rrostly Schon P-9 8-11,2,1-4 [5 in 
by solo vn 1 and in fls 2.3 and solo vn land 6,7 
part by rest of fls in fl 2J 

1222-1224 pf 

1224-1225 - bn 1 

1228, after tied F~ asax, doubled 
-1230 later by bcl 

1228 pf 

end 1237-mid. 1238 solo vc 2 

1241-2nd beat 1243 solo vn 1 

mid. 1243-beg. 1245 

1244-1246 

1245-beg. 1246 

3rd i 1248-1251 

1250-1252 

1252-1253 

enghn 

vc 

Schon 

vc 

btuba 

vc, doubled in 
part by db 

Schon P-8 8-12,1-6 
Repeated A9 forms hannonic 
BC III 

Schon P-7: 9-12,1-6 

Schigolch TI-2: Z; TI-3 : Y 

Schon P-8 : 1-6 

Schigolch TI-3: Z 

Schon I-2 

Lulu P-7 : 4-12, preceded by 
twisted variant {11,12,11) 

Schon I-3: 1-5, added C; 
I-5: 2,1-8,1 

Schon I-3 : 5-10 

Schon I-10 : 2,1,3-12,1,2, 
overlapped by I-5: 1-10,12 

Coda theme 

Ccda thffile 
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1252-beg. 1254 

end 1253-1255 

1255-1256 

last three beats 
1256 

1257 

1256-beg. 1259 

end 1256-1258 

end 1257-1259 

1258-1259 

2nd J'> 1260-beg. 
1261 

1268-1270 

end 2rrl beat 1269-
1270 

1270-3rd beat 1271 

1277-mid. 1278 

2nd-4th beat 1277 

beg. 1278 

1278--mid. 1279 

1278-end 3rd beat 
1279 

1278-2nd last P 
1279 

mid. 3rd beat 1279-
1280 

end 3rd beat 1279-
1280 

INSTRUMEN'I' 

hn 1 

btuba 

vc 

Schon 

Lulu 

asax 

btuba 

hp 

vc 

solo vn 1 

Schon 

trbns 1.2 

LUlu 

vn 2, va 

vc 

db 

Schon 
Lulu 
between ob and cl, 
doubled mostly by 
pf 

trbns 2.3 

hns 

els 

vn 1 

MUSICAL /v'ATERI/.IL 

Schon I-0: 1-10,12 

Coda therre 

Ccx:1a theme 

Schon P-5 1-4 

Schon P-5 5-9 

Ccda theme 

Cooa therre 
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Ascending tritones evolve into 
rrelcxHc BC V (Schon' s reference 
to bell) 

Cooa therre 

coo.a thane 

Schon I-7: 1-12 (with 3-5 
repeat), 1,2 

Schon I-5 : 1-9 

Lulu P-2 

Lulu P-6 

Schon P-1 1-5 

Schon P-1: 6,7 

Schon P-1 8-11 
Schon P-1 12 
Second Sonata theme 

Schon I-11 1-4; I-2 1-4 

Coda thane 

Schon I-2: 1-5,7,6,8,10,9,11 
(12 in bclJ 

Schon I-9: 4-11 (12,1,2, in val 



end 1279-1280 

until mid. 1280 

1280 

1280--mid. 1281 

1281-beg. 1282 

end 1281-1282 

1282-beg. 1283 

1283 

1284-mid. 1286 

mid. 1286~d. 1288 

mid. 1286-Jrd beat 
1287 

1287--mid. 1290 

1289-1290 

1290-mid. 1292 

1291-beg. 1292 

1292-beg. 1295 

mid. 1292-1294 

up to 3rd beat 1294 

mid. 1294 

INS'l'ROMr.J,j"T 

fls 1. 2 

bns 1.2 

vc, doubled by bns 
and mostly by dbn 

db 

trbns 1. 2. 3 

vc 

hns 

Schon 

Lulu, doubled by 
solo vn 1 

vc (upper stave) 
doubled by rest of 
str 

enghn 

fl 

hns 1.3, doubled 
rrostly by hns 2.4 

vn 2, doubled by 
vn l➔ ob, enghn 
and Schon 

hns 2. 4 

vc, doubled rrostly 
by va and later by 
Schon 

els 1.2, doubled 
partially by Schon 

00S 1.2 

enghn, asax 

MUSICAL MATERIAL 

Schon I-5 7-12,l,2 

Schon I-5 2-5 

Schon P-1 1,2,3,8,5,6 

Schon P-1 7 and 6 (twice) 
9,10,12 

Schon P-4 1-7 [8 1n asax], 
9,10,12 

Schon P-7: 1-7, doubled by pf 
and rrostly by va+db (8,11 in 
vocal line, 9,10,12 in db]; 
P-10: 1-7 

Schon P-9 1-7, (8 in asaxJ, 
9,10 

Schon P-10 1-7 

Schon P-10 8-12; I-1 

Coo.a thEroe 

Schigolch T-8 Y and first 
pitch of z 

Schigolch T-2: Y and first 
tv.D pitches of Z 

Schon P-8 [l in hns 2.4], 
2-12,1,2 
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Schon P-6 [l in val, 2-12,l, 
2 

Schon I-4 1-4 

Schon I-4 1,5-12; added note 
F~; I-11: 1-9,10,12 

Schon P-11 1-9,10,12,11 

Schon P-11 9,10,12 

Schoo P-11 9,10,12 



BAR 

1296 

mid. 1297-3rd beat 
1298 

1298-beg. 1299 

end 1298 

1299-beg. 1300 

mid. 1302-1303 

first half 1302 

end 1310-beg. 1316 

1318-beg. 1320 

mid. 1320-beg. 1321 

end 1318-beg. 1320 

1321-1323 

end 1321-1323 

1322-1323 

1323-1324 

1324-1325 

1333-beg. 1336 

end 1333--mi.d 1334 

1334-mi.d. 1335 

INSTRUMENT 

pf, doubled by 
cls+asax 

vn 1 doubled in 
part initially by 
cl 1 and Schon, 
later by vn 2 

cl 1 

bns 

cl 1 

solo vn 1 

bn 2 

wlu 

vn 1 (the rest) 
vn 2 

vn 2, va, later 
va, db 

hn 1 

wlu 

MUSICAL MNI'ERIAL 

Sinultaneous Lulu I-10 (1-8), 
I-5 (1-8) and I-1 (3-8, with 
note 2 in asax) , which form 
sr;x:ruence of first inversion 
minor triads (roots in I-10) 

Schon P-6: 5-9,10,12 

Schon I-5 : 1-4 (5 in asax) 

Painter Dyads P-5 (5-11,6-12, 
1-7,9-3) 
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Schon P-9: [1,2 in solo vn 1), 
3-10,12 

Lulu P-1 1-8, [9 in val, 10, 
11 

Schon I-5: 2,1,2,3,4 

Lulu I-10 1-12; repeat of 
notes 7,8,9 (three tirres), 
bridged by added G~ to another 
repeat 

Melodic and harmonic 
BC III (D,F,A~,B) 

Melc<lic BC III (Ab,F,D,B) 
forming sequence of diminished 
triads 

Lulu I-3 1-7 [8,9 in hn 21 

Lulu P-5 1-11 

trnn 1 Coda therre 

enghn Ccda thane, imi t.ated by asax 
(b.1322-1324) 

hn 1 Coda theire 

ob 1, tpt 1 Ced.a theme 

tpts 1.2, trbn 1 P.T. TI-8 

bn 2, vc (the rest) Chrcrnatic descent 

Lulu, fl 1 Chromatic ascent 
solo va and vc Chrcmatic ascent 
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BP.R INSTRlJMl...'-lT MUSICAL MATERIAL 

2nd _i., 1337-1338 Lulu BC I (G,D,Cf,Gi), i.e. fourth-
dyads of Series A 

end 1st beat 1338- solo va, vc BC I (F,C,B,F-lt-) 
beg. 1339 

1345 vib, vn 1, va BC I (Ff,Cl,C,Gl, i.e. fourth-
dyads of Series B 

end 13 45-beg. 1347 rest of vns Incomplete BC N 

13 46--mid. 13 48 tpt 1 BC I (F1f,C-\f,C,G) 



BAR 

Chapter II 

243 

243- beg. 248 

243-247 

end 243-247 

2nd beat 244-
end 1st beat 245 

mid. 245-mid. 247 

249 

mid. 249 

262-265 

262-mid. 264 

263-Jrd beat 268 

mid. 263-265 

INSTRUMENT 

vn 2 Clower part), 
va ( upper part , 
until mid. bar) 

vc 

db 

va 

vn 2 

asa..x 

trbn 2 

hn 1 

I.ulu 

asax 

vc 

hn l 

MUSICAL MATERIAL 

Schigolch TI-3 Y 

Schigolch TI-8: Y,Z; 
Schigolch T-2: RX; over­
lapped by z of 
Schigolch TI-1 

Schigolch TI-10: Y,Z; 
T-4: RX 

Schigolch TI-2: final two 
pitches of Y (concurrent with 
the first tr,,u in vn 2), Z; 
T-8 : RX 

X of Schigolch T-11 and 
TI-10 

X of Schigolch TI-8 and 
TI-2; T-3 : RX 

Schigolch T-9: Y and first 
pitch of Z 

Schigolch T-8 RX 

Schigolch T-0 repetitive Y, 
cyclically pennuted z (or RX 
of T-8, due to tetrachordal 
invariancy # ) twice, RX; 
T-8: RX twice; T-9: 
repetitive Y, unordered Z 
(missing G supplied by ob 1) 

Schigolch T-0; Y twice after 
repeated prefix; T-8: RX 

X of Schigolch T-11 and T-1; 
T-11: Y, unordered Zand 
first note of X; Y of TI-5 
and TI-1; Z of T-4, over­
lapped by Z of TI-11 

Schigolch T-0: unordered z, 
X; T-1 : X 
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BAR 

first half 265 

final beat 265-
3rd beat 268 

end 265-267 

end 267-268 

268-270 

270 

270-272 

2rd beat 272-
2nd beat 273 

275-276 

erd 3rd beat 
275-beg. 276 

beg. 276 

277, until 3rd ~nt 

278-280 

end 278-4th beat 
280 

mid. 280 

281-mid. 284 

281-283 

end 2rrl beat 281 
-284 

284 

INS'IRUMENI' 

ob 1 

va 

vn 2 

db 

Alwa 

vnsl.2 
vc 

Lulu 

pf ( top line) 

Alwa 

asax 

bn 1 
hp 

asax 

Lulu 

cl 1, vn l 
(top line) 

hn 1 

vn 2, va 

vc, db 

els 

vc 

MUSICAL MATERIPL 

Schigolch T-9: X 

Schigolch TI-3 : Y, unordered 
Z; Z of T-10, overlapped by 
Z of TI-5 

Schigolch TI-10 : Y, unordered 
z and first note of X 

z of Schigolch T-6, over­
lapped by Z of TI-1 

Alwa's repetitive P-1 

Schigolch T-11: R.X, twice 
Schigolch T-2: RX 

Alwa P-1: 10-12, overlapped 
by BS P-10, whose note 9 (A) 
is in cl l 

Schigolch TI-2 Y 

Repetitive BS P-7 

Schon P-4: 9-11 

Schon P-4 
Alwa P-10 

12/Alwa P-10 
10,11 

12 
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Schon I-5 9-11, [12 in enghn] 

Repetive BS P-10 

. BS I-8 

Schigolch T-10 : RX 

RX of Schigolch T-10, 
T--0, T-2, T-5, T-8, T-1 
and 'JL-3 

Schigolch T-4: Y, cyclically 
permuted z (or RX of T--0), X, 
y 

Schigolch T-0: Y, cyclically 
pennuted z (or RX of T-6), X; 
Alwa P-4: 1-6,8 

Schigolch T--0: X (trill, 
after tremolo on first t""° 
pitches) 



BAR 

end 301-302 

302 

end 2nd beat 302 
-end of bar 

mid. 302-beg. 304 

end 304-305 

end 305-306 

309 

310-313 

311-313 

313-316 

314 (after initial 
tied E)-316 

end 1st beat 
-324 

323-324 

324-325 

3rd beat 324 

end 324-326 

325 

326-327 

323 

INSTRUMTh'T 

Alwa 

solo vc, hp (lo';>,1E!r 
stave) 

solo va, doubled 
later by fl l 

Lulu 

Alwa 

Lulu 

Lulu 

pf 

trbns 

els 

bcl, bns 

Alwa 

hp, db 

Lulu 

vn 1 

els, bcl • 

Lulu, fl 1, solo 
vn 1 

MUSICAL MATERIAL 

Alwa P-6 12,11,6-10 

Alwa P-6 1,3 oscillation 

Alwa P-6 2,4,5 

Alwa P-3 1-7 

Alwa P-4 1-4 

Alwa P-4 5-8 

Alwa P-9 10-12 

Oscillation between "white­
and black-note" clusters, 
prefixed by BC II (E,A,B,C,F), 
to accompany the Acrobat's 
appearance and retreat 

c t opening of Alwa' s P-7 
(1-3) evolving into Ct open­
ing of Schon's P-7 

Schon P-7: 3-12,* 10-12 
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Alwa P-7: 5,6,8,9,ll,12,11,12 

RBC II (Gf,~1 D,C,G) 

Alwa P-8 : 3, 1-4 

BS P-6: (1 in va], 2-7 

Alwa P-11 : 10-12 (imitation 
of P-8's 10-12, just before) 

P. T. TI-6 : (J) , @ (doubled by 
bns), Q) and@ canpleted by 
bns 1.2 and asax, respectively 

BS P-6 8,7,6 

BS P-6 8-12, 1-4 

* A:\f should be Gf (note 9). See Perle, "The Score of Lulu", p. 132. 



327-328 

327-mid. 329 

328-329 

329-2:id beat 332 

330 

beg. 330 

331-332 

first half 332 

mid. 332-beg. 333 

332-beg. 333 

336-338 

end 338-339 

338-Jrd beat 341 

340-341 

end 3 41-errl 
2nd beat 342 

end 340-343 

INSTRUMENT 

cl and bcl , bns 

Alwa 

Lulu, fl 1, solo 
vn 1 

trbns 

tpts, vn 2 and va 

Lulu 

hns, vn 2 and va 

trbns, va and vc 

fl 1, solo vn 1 

trbns 

pf 

vc 

db 

trbns 

vc 

MUSIO'\L M.1\TERIAL 

P.T. T-1, whose ©is resolved 
after added F;j:j: in cl 2 and 
bn 2, beg. b.327 

BS P-3: 9-12, 1 

BS P-6 

Four statements of P.T. T-2, 
doubled by vc and db, from 
mid. b.330 

P.T. TI-0 with incomplete 
® twice 

First four pitches of Lulu's 
I-7, anticipating their 
source, i.e. P.T. TI-0 
rrentioned above 

203 

Lulu P-7 : 1-4 (from P.T. T-2), 
chrana.tic bridge, and Lulu 
I-1: 1-4 (from P.T. TI-6) 

P.T. TI-6 

P.T. T-8 

Pitches of Lulu's "wn Gottes­
willen! 11 £ran b.330-331, and 
the 4-note figuration antici­
pating the intenzallically 
related (m3-st-m3) setting of 
Lulu I s "Liebst Du mich denn?" 
in b.333 

f-f t-Ff ~ openings of Alwa and 
Schon's P-1 

Acrobat' s Trope 

Schon P-1: [l in db], 2-3 
(hannonic}, 4-11, [12 in db] 
Alwa P-1: 1,5,6,8,9,11 

a~ -A~ openings of Alwa and 
Sch6n's P-4 

Schon P-4: 4-11, [12 in 
dbl, preceded by 1-3 in str, 
which trbns artic.ulate, 2nd 
beat b.341 

Alwa P-4: 1,5,6,8,9,ll,12 



BAR 

end 342-344 

343-344 

end 343-344 

2nd beat 344-
end 1st beat 345 

end 343-346 

345 

end 345-346 

346-347 

347-end 1st 
beat 348 

347-349 

347-348 

348-end 1st 
beat 349 

mid. 348-3rd beat 
349 

348-349 

3 49-beg. 351 

349 

2rrl beat 349-
beg. 353 

INS'I'RUMEl-.11' 

fls 

trbns 

Lulu 

vc 

db 

hns 

va 

trbns 

vn 2 

vc 

hns 

vn 1 

va 
\ 

tpts, trbns 

vn 2 

hns 

va 

MUSICAL MATERIAL 

Lulu I-2: 1-9 

c ~ -C ~ • openings of Alwa and 
Schon's P-7 

Lulu I-2: 7-9 

Schon P-7 : 3-11, (12 in dbl, 
preceded by 1-3 instr, which 
trbns articulate, 2nd beat 
b.344 

Alwa P-7: 1,5 (simultaneous 
with 1), 6,8,9,11,12; Alwa 
P-10: 5,6,8,9,11 (12 in 
trbn 2) 

e~~ -E~ ~ openings of Alwa 
and schon's P-10 

Schon P-10: 3-9,12,11 (last 
five pitches form BC II 
variant) 

g ~ --G ~ openings of Alwa and 
Schon's P-2 

Schon P-2: 3,4, added note 
Gq, (5 in hn 3], added note 
F~, 10,11, (12 in vc] 

Alwa P-2: 5,6,8,9,11,12 

b t. ( incanplete )-B ~ openings 
of Alwa and Schan's P-6 

Schon P-6: 3-11, [12 in val 

Alwa P-6 : 5,6,8,9,11,12 

et -Et openings of Alwa and 
Schon's P-11 
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Schon P-11: 3,4, [5 in va], 
6-8, (9 in vocal line and vc), 
10,11,[12 in cl land vib] 

b~ f'.. -m ~ openings of Alwa and 
Schon I s P-5. The forner is 
repeated by obs and els 

Chrorratic ascent from E~-G#:. 



BAR 

352-353 

353 

end 355-357 

356-beg. 358 

356-357 

356-beg. 3rd beat 
357 

end 357-358 

358-360 

mid. 2nd beat 
358-beg. 359 

359 (after initial 
tied Cf)-360 

mid. 361-beg. 362 

393--end 1st beat 
394 

end 397-400 

398-mid. 400 

398-beg. 399 

end 398-400 

INS'I'RUMENT 

Alwa 

vn 1 

str 

obs 

els 

tpts 

tpt 1 

els 

tpts 

tpt 1 

trbn l 

tpt, trbn 1 

asax 

hn 1 

cl 1 

oo 1 
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MUSICAL MATffiIAL 

Alwa P-4 3,4,1-4 

Alwa P-8 1-7, [8 in cl l], 
9, [10,11 in ob 1), 12, (8,5) 

Schon P-7 : 1-3 (hanronically), 
4-12 (rrelcdically) 

a~t -A~~ openings of Alwa and 
Schon's P-3; Schon P-3 : 4-12 

a'I' ~ -AP~ and eli ~ -E '11 ~ open­
ings of Alwa ;:.111d Schon ' s P-3 
and P-10, respectively 

e~4 -Ev~ openings of Alwa and 
Schon's P-10 

Schon P-10: 4-10, [11 in cbs 
2.3), 12 

at -At openings of Alw--a and 
Schon's P-4 (imitated by str, 
b.360-361), and ePt -Eli~ 
openings of Alwa and Schm's 
P-10 (repeat ccmpleted by 
bcl), which trbns imitate, 
b.360-361 

at -A~ openings of Alwa and 
Schon's P-4 

Schon P-4 4,5, added note 
A~, 7-10, [11 in vn 1 and val, 
12 

RBC II (B,F-if,F,EP,BP) 

Anticipatory chranatic conse­
quent of Schoo's I-2, i.e. 
notes 9,10,12 

lulu P-8 

lulu P-8: 1-6, [7 in 
vocal line], 8-12 

Lulu P-8: first 
hexachord,minus note 
3 (added note cq) 

lulu P-9: 1-8 

IMITA·noN 



BAR 

40 4--mid . 405 

405-beg. 406 

end 405-406 

mid. 407-beg. 408 

end 408-409 

410, until mid. 
2nd beat 

411 

INS1'RUMENI' 

vn 1 

fl 1 

vn l 

bcl,vc 

cl 1, vn 1 

cl 1, vn 1 

els, vn l 

MUSICAL MATERIAL 

Schon I-1: 8, [9 sinultaneous 
in vn 21, 10-12, paired with 
vc's Schon P-8: 8-9 (sirrul­
taneoos), 10-12, to give 
Series A dyads 

Schon I-8: 8, [9 simultaneous 
in fl 3], 10-12, paired with 
bcl's Schon P-1: 8, [9 simul­
taneous in els], 10-12, to 
give Series A dyads 
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Schon I-3: 8, (9 simultaneous 
in vn 2), 10-12,1,2, paired 
with vc's Schon P-6 : 8, [9 
simultaneous in val, 10-12,1,2 
to give Series A dyads 

BC I (B,E,F,Bl:i) 

BC II (G,C,D,E~,A~) 

BC II variant (A,O,E,Ff,B) 

Schon I-9: 6-10; notes 11 and 
12 are simultaneous with notes 
10 and 9, respectively; notes 
1,2,3 and 5 are sustained by 
brass, and 4(B) bridges Schon 
(end b.410) and Lulu's (b.412) 
vocal lines 

The presentation of Schon's I-9 is reminiscent of its division into notes 
1-5 and 6-12 in his Arietta. 

411-414 pf Triads: " " c >t- ,E '+- , augmented on 
F and Bl:> 

412-413 wlu First hexachord of BS P-11 

413 va, vc Painter Dyads P-8, minus final 
Dyad 6-12 

414 els, wlu, vn 1 First hexachord of BS_P-8 



BAR 

end 414.:-415 

415 

419-421 

end 1st beat 426-
beg. 427 

428-429 

end 428-431 

430-431 

431-432 

end 431-beg. 433 

432-beg. 433 

final beat 432-
lst beat 434 

final beat 433-
lst beat 435 

436 

final beat 436-
440 

INSTRUMEN'l' 

vc, doubled later 
by bn 1 (end 1st 
beat b.415) 

asax, trbn 1, 
upper va 
tpt 1, vn 2 
els, vn 1 

Lulu, doubled in 
part by vib 

vns 

Schoo, va 

vc 

Schon, va 

vc 

trbn 1 

trbn 2 

vn 1, doubled 
by Lulu_ 

V!l 2 

vc 

va 

tpt 1, Geschwitz 

Schoo (first half 
doubled by va , 
second half by 
asax) 

MUSICAL Ml-1.'I'ERJ.AL 

Schon P-7: 8-12,1,2, 
overlapped by Schon P--0 
1-7, [8 in hn and lower 
va's BC I variant), 9 

Schon P--0: 8,* 9-12, 
{10-12) 
Schon P-10 : 8-12,(11) 
Schon P-8: 8-12 

Lulu P-8: 12,1-12 

Schon P-6: 8-12 and P-11 
8-11, paired with vc and 

-::r: 
1 , 
0 z. 

db's I-1: 8-12 and I-8 : 
8-11, to give Series B dyads 

Geschwitz TI-7 : retrograded 
segrrent C [segrrent A (G-C) in 
ww-chordJ 
Geschwitz TI-7: RB 

Geschwitz T-0: C,RC (segment 
A ( G--C) in v.W] 

Geschwitz T-0 RB 

Geschwitz T-1 C [segment A 
(Al,-D!i) in Ww) 
Geschwitz T-1: B 

Geschwitz T-11: RB [segment 
A ( 8-F:lf) in Ww) 

Geschwitz T-11: RC 

Geschwitz T-5: C 

Geschwitz T-5 B [segment A 
{C-F) in r.w.] 

Geschwitz T-5: RC [segrrent 
A (C-F) in ww; no segrrent BJ. 
RC is cyclically permuted by 
tpt 2 (b.436-beg. b.437) and 
can be interpreted as C of 
TI-7 [segrrent A (G-C) in w-w; 
no B] 

Geschwitz T-4: B,C [segment 
A (E-B) in ww] 

* Initial C~in asax should be Bq as in the vocal score and instrurrents it 
doubles. 
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BAR 

437-438 

439 

440 

end 440-444 

end 440-441 

441-beg. 442 

end 455-beg. 457 

456-458 

456-457 

end 456-458 

475-478 

480-482 

481 

mid. 498-mid. 499 

errl 498-beg. 500 

INSTRUMENT 

vn 2 

vc 

vn 1 

vn 2 
Va 

vn 1 

vn 2 
va 

vc 

tpt 1 

trbn 1 

trbn 2 

tpt 2 

bns 

Lulu, vib 

fl 2 

hn 1 

perc 

fl 1, doubling 
Schon 

bns, doubled later 
by vc 

vn 2 

hn l 

MUSICAL MATPwRIAL 

Geschwi.tz T-8 : B [segrrent A 
(E~-Ali) in ....w] 
Geschwitz T-8 C 

Geschwitz T-3 C paired with 
C of TI-4 {vc) to form Series 
B dyads [segrrents A (Bl>-Et1 and 
E-A, respectively) in ww] 
Geschwitz T-3 B 
Geschwitz T-7: RB {no seg­
rrents A or C) 

Geschwitz TI-8 B [segrrent A 
(A'p-o~) in ww] 

Geschwitz TI-8 C 
Geschwitz T-11 complete B, 
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if initial F:W is G-f [ segrrent A 
(F"1f-B) in Ww'] 
Geschwitz T-11: C 

Segments C of Geschwitz T-10 
and TI-3, followed by B of T-6 
and RB of TI-1 - the latter is 
completed by trbn 1 <Bl:ll 
[segrrents A in corresponding 
ww-chords] 
RB of Geschwitz TI-9 (ccrrplete 
if second pitch, A, is 8), B 
of TI-11, and segments C of 
T-6 and TI-1 [segrrents A in 
corresponding W'N-ChordsJ 

Geschwitz TI-9: RC 

Geschwitz T-8: RB [segrrent A 
(Eli-Al?) in wW] 

Lulu P-8 2,1,2; P-7: 2,1,2 

Lulu P-8 3-8,(2),9 

Lulu P-9 first hexachord 

Lulu P-7 1-8 

Fate trotive's rhythm 

BC I CB,~,F ,C) 

BC I (Bv,E~,E,A overlapped. 
by E,A,Bi, ,E~) 

BS I-6 [l in va], 2-4 

BS I-6 4-12,1 



499 I until beg• 
3rd beat 

mid. final beat 
499-lst beat 500 

500-502 

500-501 

end. 499-lst beat 
500 

final beat 500-501 

502-mid. 504 

INS'IROMFNT 

va 

vc 

vn 1 

vn 2 
va 

vc 

vc 

va, vc 

MUSICAL MATERIAL 

BS I-6 : 5-8, [9 in hn], 10 

BS I-6 11,12,l 

Inverted contour of its 
counter-pa.rt, db (b.505); 
strict inversion occurs 
between the vocal line 
doublings: b.501-2 and 
b.506-7, respectively 

Inversion of vn 2, b.505-506 
Transposition of va, end 2nd 
beat b.504-beg. b.505, 
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folloW2<1 by inversion of va, 
final beat b.505-lst beat b.507 

Inversion of vn 1, end b.504-
lst beat b.505 

Inversion of vn 1, final beat 
505-506 

Chromatic convergence; vc 
breaks away to form t-st 
sequence into the cowiterpart­
passage 

Series A and B dyads reinforce the parallels rrentioned above. Regarding 
Series A : Foorth::...ayads I a'1d II, and the semi tone-dyad E-F occur between 
vn 1 and va for the first t,;.,u beats of b.500t vc presents I rrelodically on 
the second and third beats. Dyad I occurs in the vocal line (b.499) and 
between va arrl vc ( end 2nd beat-beg. 3rd beat) . The missing semi tone~yad 
B-B~ is in cl 1 (end b.499-500) and C-A follows in the vocal line. 

Regarding Series B: Fourth-dyad III occurs between vc and db (end b.504), 
vn 1, va and vc (beg. b.505), and between vn 2 and db (end 2nd beat b.505); 
IV is presented by vns and. vc (2nd beat b.505). The semitone-dyad Bv-A is 
in vns and va (mid. final beat b.504); EP-E occurs bet~en vocal line and 
db ( end b. 505) . Dyad A~ -B is betlYeen vn 2 and db (beg. b. 505 l , but the 
other minor third-dyad D-F is missing. 

The strings of strophe tv-.0 anticipate the octatonic scale of strophe three 
with their scale-like rroverrent of the tone and sffilitone, e.g. vn 1 (final 
beat b.499-mid. b.501) and db (b.505-mid. b.506). 

mid final beat 
507-508 

2nd. beat 508-
beg. 509 

str 

tpts 

P.T. T--0 : (D (vn 1, va vc), 
~ Q) (vns, vc), © 
P. T. T-6, whose (D is canpleted 
by pf; P . T. T--0 with @ in pf 



BAR 

509-beg. 511 

511-beg. 512 

mid. final beat 
511-errl 1st beat 
512 

2rrl beat 512-
lst beat 513 

513-515 

errl 517-522 

INS'IRUMlliI' 

WW 

vn 2, va 

str 

tpt.s , trbn 1 

hns 

MUSICAL MATERIAL 

P. T. T--0 : (}, TI -1 : G) ( com­
pl eted by vocal line), Q) , (l) 
(canpleted by hp, added Cq), 
@; TI-7 whose@ (added B in 
enghn) is doubled by str 

Chrorratic convergence 

P.T. TI-1 : G),@ (ccxrpleted 
by hp and vocal line), inccm­
plete <] (added B9, minus D), 
and G) of T-10 
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P.T. R-4; R-10 with incomplete 
@in trbn 2 and pf, beg. b.513 

P . T. RI - 3 : (D , 0 and G) are 
canpleted by trbn 2 (added 
notes G,D and C, respectively), 
and a canplete @ fallows; 
RI -9 whose rep?a te3 © is 
doubled by str. The latter 
alternates (D of P.T. TI-9 with 
Painter Chord(] of P-9/P-3/ 
I-l/I-7 (completed by hp), 
until beg. b.516 

Mixture of rrainly rrelodic 
Series A and B dyads 

Regarding Series B: III betweeri hn 2 and 3 (end b.517-beg. b.518); E-Ev in 
hn 4 (1st half b.518) and hn 2 {mid. b.518-519 and b.521); B-Af in hn 4 
(errl 1st beat b.519-beg. b.520) and hn 1 (2nd beat b.521-522). 
Regarding Series A: Bp-8 in hn 4 (end b.518-519), hn 1 (fran end 1st beat 
b.520) and between hn 1 and !m 4 (from 2nd beat b.520); A-C in lm 1 (b.519-
beg. b.520), hn 3 and l:::etween hn 2 and 3 (beg. b.522); Df-P4f in hn 2 
(b.519-beg. b.520); E-F in hn 2 (end 1st !:::eat b.520-beg. b.521) and between 
hn 2 and 4 (mid. 2nd beat b.522). 

523-rnid. 525 

end 524--beg. 525 

final beat 525-
beg. 529 

WH ( va doubles 
asax) 

solo vn 1 

solo vn 1 

Painter Chords RI-11, with 
repeat of (J)- horns antici­
pated Q) (end 2nd beat-beg. 3rd 
beat b.522) and double ww, 
beg. b. 522; 
RI--0 whose G) has added 09 in 
cl 3 and bn 3, followed by tvJO 
p.ire repeats (except the chro­
matic link, Aq, in cl 2); 
RI-1 with repeat of G) 

Schigolch T-5: RX 

Schigolch T-8: RZ; three 
overlapping statements of 
BC I, underlining those in 

the vocal line 



BAR 

final beat 525-
beg. 526 

end 526-beg. 528 

528, end 1st beat­
beg. final beat 

end 2rd beat 529-
beg. 2nd beat 531 

final beat 530-532 

mid. final beat 
531-beg. 533 

mid. final beat 
533-beg. 535 

end 532-533 

533-535 

final beat 534-
535 

536-537 

553-564 

558-563 

561-562 

INSTRUMENT 

ww (va doubles 
asax) 

WN ( va doubles 
asax) 

ww, str (except 
vn 1) 

str 

fl l 

str, doubled by 
brass 

str, doubled by 
brass 

asax 

fls 

hns 

hns 3.4, hp 

perc 

Schon, doublai 
later by vc 

Lulu 

MUSICAL MATERIAL 

Painter Chord Q) - repeat of 
P-l/P-7/I-5/1-11; Painter 
Chord G) of P-0/P-6/I-4/I-10 

Painter Chord(] of P-4/P-10/ 
I-2/I-8, linked by added Fi 
(cl 3) to Painter Chords RI-6; 
P-10 with incanplete Q) (added 
B17, minus F) and repeat of (D , 
doubled by vn 2 and va 

Painter Chord CD of P-3/I-3; 
Painter Chords RI-9, doubled 
by hns 

Painter Chords R-1; R-8 which 
conclude with G) , @ , Q) ; 
R-2, doubled by brass 

BC I (E,A,BP ,E~) 
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Painter Chords R-6 with repe,at 
of G) ; R-10 with repeat of~ 
and(]) 

Painter Chords R-7 

BS P-9 : 1-10 (11,12 in fls 
and vocal line or fls beg. 
b.534), imitating Lulu 

Lulu I--0: 1-6,9 with repeti­
tive twisted prefix, foll~ 
by 2,1,2-6,9, which is doubled 
by cl 1. The latter's repeat 
of 2,1-4 is doubled by cl 2 
(b.535) and extended by hns 3.4 
and btuba, end b.535-536 
(notes 5,6) 

Alwa P-3: (1 in vn 2], 2-9 
[10 in hns 3.4 and btuba; 11,12 
in els and va, b.536] 

Isolation of pitches EP,BP,G~ 

Fate motive's rhythm under­
lining instnurental stat~nts 

Schon P-4 

Schon P-4 8-12 



BAR 

end 562-563 

558-mid. 561 

558-3rd beat 561 

mid. 561 

561-563 

end. 1st beat 563-
564 

563-564 

564 

565-566 

encl 1st beat 566-
beg. 568 

566-567 

end 566-567 

2nd half 567 

568-576 

INSTRUMENT 

Schoolboy 

db, vc 

hns 

vn 2, va, vc 

vn 2 

hns 1.2 

vn 1 

hns 

WW 

vns 

Lulu, double:i 
(optional) or 
continued later 
by pie, bns and 
lower str 

WW 

str 

els 

hns 

MUSICAL tv'ATERIAL 

Schon P-4: 7-12. 

Overlapping rhythmic fate 
notive on at , i ·.e. Alwa' s 
P-4 opening, egui vale..nt to 
that of Schon 1s I-9 

Rhythmic fate rrotive on tri­
tone F-B, in canon with db 
and WW 

er [ opening of Alwa' s P-10 

Schigolch T-2: Z 

Simultaneous chromatic tails 
(9,10,12) of Schon's I-11 and 
I-5, i.e. tritones 

Al•.va P-7 : 1-8 [9 simultaneous 
in els and hn 1, unordered 10-
12 in Lulu's vocal line, end 
b.564-beg. b.5661 

Diminished triads on D and C 

Alwa P-10: sirrultaneous 4-7 
and 2,3,9,8 [notes 9,1 are in 
els, end b.564) 

Alwa P-1: 1-6 followed by 
sirrultaneous 5,4,6,7 and 
3,2,9,8 

Schon P-8 1-11 

Alwa P-4 : 1-6, follov.'ed by 
simultaneous 4-7 and 2,3,9,8 

Al'wa P-7: 1-6, followed by 
siooltaneous 5,4,6,7 and 
3,2,9,8 

Schoolboy T-2 : (2) 

BS P-4: 1-6, [7 in pf), 9,8, 
(10 in vn lJ, il,12,(7); 
P-10: 1-6, [7 in pf], 9,* 8, 
[10 in vn 1), 11, 12,(7); 
P-4: 1-6,(10); P-10: 1-6, 
(10); P-4: 1-6,(l) 

* B~ should be A9. See Perle, "The Score of Lulu", p. 132. 
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BAH. 

end 568-574 

575-576 

569-574 

575 

567-beg. 577 

INSTRUMTh'T 

vn 2, obs 

va, enghn 

vn 1 

vc 

pf, wnose chords 
are doubled by 
ww and brass 

MUSICAL t,-!ATERIAL 

Schon P-4: 1-8,(2),10-12; 
P-10: 1-8,(2),10-12; 
P-4: 1-5,(8); P-10: 1-5,(8), 
doubled by enghn 

Schon P-6: 1-3; P-4 1-3; 
P-1 : 1-3 

Alwa P-4: 1-3,6,4,7-9, [10 in 
vn 2, 11 in pf], 12,(4); simi­
larly for following Alwa P-10; 
P-4: 1-4; P-11 : 1-4 

Alwa P-4: 1-4, 1-3,1,2 

Alternating trans_positions of 
the sEqU.ence M3-st--M3-m.3 
(perhaps anticipated by els, 
b.564: m3-st-m3-st), stated 
rrelodically and hannonically, 
underline the relationship 
bet~en Schon, Alwa and BS 
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The chords anticipate the start of Schon and Alwa' s P-4 and P-10 in 
str, i.e. At -at (e.g. b.568-569) and E~~ --e~~ (e.g. b.570-571). The 
first three notes of the rrelodic figuration or chord constituents, 
anticipate the start {notes 1-3) of BS P-4 and P-10, respectively. 

574-576 

577-581 

mid. 582-586 

577-583 

578-579 

579-584 

582-583 

581-end 2nd 
beat 583 

vocal lines 

trbns 2,3 doubled 
by str, continued 
by tpts 2.3 and str 
btuba, doubled by 
str, continued by 
trbn l 

tpts 

Alwa, later Schon 

LJ.Ilu 

Schoolboy 

LJ.Ilu 

solo vn 1 

Outline the diminished triad 
on D 

Rhythmic fate motive on ascen­
ding, hannonic minor thirds, 
initiated by a semi-tone dyad. 
Rhythmic fate rrotive on a 
variant of Schigolch's segrrent 
Z (prirre), repeated a major 
seventh higher 

Triads on the chromatic tail 
of Schon's P-2 {EPLE ~ ,F~ ) . 

Alwa P-10 : 1-11 [12 in LJ.Ilu's 
vocal line] 

BS P-10: 1-3, added B~, (4 as 
a grace note in trbn 3 and vc], 
5-7 

BS P-10 8-12 for his three 
repeats "Sie ist unschuldig" 

BS P-10 1-7 

Sonata's second theme 



BAR 

584-beg. 585 

final beat 585-
beg. 587 

587-beg. 588 

598, until 3rd 
beat 

606 

beg. 607, after 
tied fifth-dyad­
mid. 608 

* See p. 118 above. 

INS'IRUMENT 

vn 2 and va, va 
and VC 

va,vc 

trbn 1, lower vc 

els 

upper vn 1 

MUSICAL MATERIJU, 

Fcurth-dyad I of Series A or 
the opening dyad of Schoo's 
P-8, associated with his· 
demanding Sonata m3in therre 

Simultaneous chrorratic tails 
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of Schon's P-1 and P-6, start­
ing witb fourth-dyad II of 
Series A or notes 7 and 8 of 
his P-8 

Chrocratic divergence on 9,10, 
12 of Schon's P-11 and I-5 to 
rreet on D, which is note 4 of 
his P-4 

Schoolboy TI-7 : ~, initiated 
by pf and str (Alwa is asking 
the Schoolboy to help carry 
Schon) 

BC II (E,A,B,C,F) and its 
transposed inversion (E~,B~, 
A~ ,G,D). These staterrents 
were retrograded at the end of 
Schon's strophe tw::i (b.416-
417) and represented the 
Acrobat's P-4.* Here they 
represent Schon's perserution 
(1-5 and 6-10 of his I-9) and 
Geschwitz's segrrents B of T-7 
and TI-0 

Segrrents Band C of Geschwitz's 
TI-4, canpleted by vc CAI:> l, 
from end 2nd beat b.608 [seg­
rrent A is sustained instr, 
final beat b.605-beg. b.607]. 
Lower vn 1 doubles at the 
fifth lower with segrrents B 
and unordered C of TI-9, until 
the corrm::in D~, end b.607; 
segrrent C is canpleted by vn 2, 
end b.607 (Gp)-beg. b.608 (E~) 



BAR 

607, after tie-J 
fifth-dyad, until 
mid. 3rd beat 

end 3rd beat 608-
609 

609 

610-mid. 611 

610, from end 
2nd beat 

613-616 

2nd beat 613-
616 

end 613-616 

final beat 616-
beg. 618 

final beat 616-
617 

INSTRUMENT 

vn 1 

hn 1, va 

solo va 

fls 

cl 1, doubled by 
fl 1 

cl 2, doubled by 
fl 2 

bn 1, doubled by 
cl 3 

bn 2, doubled by 
bcl 

cl 2 

bn 1 

MUSICAL MATERIAL 

Segrren t C of Geschwi. tz 's 
T-9 [segrrent A is sustained in 
str, final be.at b.605-beg. 
b.607). It is doubleci a fifth 
higher by upper db, with 
segrren t C of T- 4. An unordered 
B of T-9 occurs in va, end 
b.607-beg. b.609 

Chromatic tail <9,10,12) of 
Schon's P-8 

Chrorratic tail of Schoo's I-8, 
which is repeated by vc, final 
beat b.610-612 

Chromatic tail of Schon's P-1, 
doubled by hn 2; Schon P-4: 
1-3; Alwa P-4: 1-6 

Chrorratic tail of Schon's I-4 

LUlu P-2 : [l in vaJ, 2-12, 
with twisted prefix belonging 
to I-6 (doubled by cl 2 and 
vn 2) 

Lulu P-10 : fl in vc simulta­
neous with 2 in hn 2], 3-6, 
8-12 (10-12 are also doubled 
by Alwa) 

Lulu P-0 : 1-9, (10, 11 in 
vocal line sirrultaneous with 
11,12 in fl 1 and cl l], with 
twisted prefix in va 

215 

Lulu P-8: 1-6 [7 simultaneous 
in cl 3 and bn l], 8,9 (in 
bn 2 only), [10-12 in cl 3 and 
bn 1] , with augrren ted twisted 
prefix in vc 

Oscillation beti,,;een notes 12 
of Lulu's P-10 and P-2 

Oscillation between notes 12 
and 6 of Lulu's P-8 



BAR 

mid. 658-661 

end 2nd beat 661-
end 1st beat 662 

662-663 

end 3rd beat 667-
669 

end 667-669 

668 

668-bcg. 669 

669-end 3rd beat 
670 

final beat 669-
beg. 670 

mid. 675-678 

mid. 675-676 

errl 676-beg. 3rd 
beat 678 

INSTRUMENT 

upper ww 

tpts, doubled 
initially by vns 
and then by va+vc 

els, doubled by 
fls, cbs and vns 
hns, doubled by 
va+vc 

vn 1 

vn 2 

va 

upper vc 

upper db 

lower db 

els 

bns 

bn 1, doubled by 

bcl 

MUSICl\L t-'.ATIRIAL 

Schoolboy T-7: hannonic first 
three pitches of G): Q) of P.T. 
T-1; segment A of Geschwitz's 
T-5; @of P. T. T-8; oscilla­
tion between Q) of P. T. T-6 and 
@of P.T. T-8 (b.659); a)of 
P.T. T-4; u)of P.T. T-6; P.T. 
TI-11 : (I) , ~ , (I} ; dirnini shed 
triad on F; (Vo£ P.T. T-2/ 
TI -6 ; P . T. TI -11 : G) , {b) , (J} , 
G) r ~ f (j) r @ f e~1 I ® • 

Oscillation between d t and 
Ci , ending on g-:lr ~ . 

al,~ ,G\11 ,al,, I ,B~ ~ ,c~ 1 , 
e 5 ,F ~ 

'lwo sta terren ts of BS I -6, 
followed by notes 1-9, which 
va completes, b.669-beg. b.670 

BSI-6 : 1-12, 1-9, continued 
in upper vc, mid. 1st beat 
b.669-end 3rd beat b.670 
9-12, 1-12, 1-8,10,l 
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BS I-6: 1-12, 1-3, continued in 
lower vc, b.669: 4-12, 1-3 

BS I-6 : 1-9 (doubled and 
canpleted by lower vc) , 1-4 

BS I-6: 1-9 (doubled and 
corrpleted by lower db) , 1-12, 
1-4,11 

BS I-6 1-4 

BS P-6 : 12 (or 11 of BS P-4), 
6;5,6,8,10,4-6,5,6,8,10,11, 
overlapfX=d by the sarre pattern 
for BS P-8, except note 11 
instead of note 4 

Schon P-6 : 11 (or 4 of Schon 
P-4),12,3,4,10-12,3,4 

Schon P-8: sane pattern as 
previous entry 



BAR 

mid. 675-beg. 
final beat 678 

mid. 675, after 
the re:pea ted C ~ 
-beg. 679 

mid. 675, after 
the repeated A'r 
-beg. 679 

mid. 675, after 
the repeated B~ 
-mid. final beat 
676 

end 676-2nd beat 
678 

INSTRUMENT 

asax 

obs 

fls 

dbn 

dbn, doubled 
rrostly by bn 2 

MUSICl\L .r,.,,.ATIBIAL 

AJ.wa P-6: 5 (or 12 of Alwa 
P-4),6,8,10-12,4,(l),*6,8, 
10-12, overlapped by the sarre 
pattern for Alwa P-8, except 
note 6 instead of 11 (3rd Jt 
b.677) and note 9(G)* instead 
of 1 

217 

Schoolboy T-4: 8-11,1,3-5,8-11, 
1,3,4, follo~ by the sane 
pattern for Schoolboy T-6 

Geschwitz XI-7 : 12,3-5**, 6,~ 
10-12,3-7,10, followerl by the 
same pattern for Geschwi tz 
XI-9 

Acrobat P-6 8-12,3,6-12,3 

Acrobat P-8 : sarre pattern 
as previous entry 

* Retention of BC I's extracted pitch (also in vocal score and Lulu Suite) 
is reminiscent of the A9 in the Schoolboy's 8-note ostinato (ob, end 
2nd beat b.673) - seen. 319 above. 

** Ranembering that note 5 is the up[)er note, and note 9 the l0v.1er note of 
the initial perfect fifth segnent. 



Chapter III 

1001--e.rid 3rd 
beat 1002 

1001-2nd beat 1004 

end 3rd beat 1007-
mid. 100.9 

1008-1013 

1009-1010 

1010 until beg. 
3rd beat 

end 2nd beat 1011-
1012 

1011-1013 

end 1011-beg. 1013 

1013-1015 

1015 

1016-1020 

mid. 1016-mid. 1017 

1017 

1017-1020 

em 1011-1018 

I NSTRUMTh"T 

hns 

hp, doubled by 
trbns+vc ~ tpts 2. 3 

. +cb l ----+ bns 

upPQr vn 1, fl 1, 
oo 1 and cl l 

pf 

hns 1.2 

as...;.x doubled 
by Vct 

enghn 

Inlu, doubled by 
obs, els and vns 

asax 

va __,. vn 2 ~ 
vn 1 

ww, later pf, 
doubled by vns 

vocal lines 

tpt 3+trbns 

vn l+va+vc 

hns 

va+vc, later 
Cotnt,\ necJ ..._,,-I\-, 
<.>n I 

MUSICAL /vl.ATERIAL 

Cadential element of Lulu's 
P-2, overlapped by that of 
P-11 

Arpeggiated triads : f{r, 
C( twice), F( twice), A 

BS I-8 12,1-11 

Triads 

Lulu P-9: 5-8 
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BC I (F,BP,B,E), which is trans­
fXJSed a rrajor third higher in 
b.1011 (asax, doubled by enghn 
and later by va) , and over lapped 
by El-' ,A\? ,A,D 

Lulu I-11: 1-8 

Lulu I-11: 1,2 repeat, I-10 
3, I-11: 4-8 

lulu I-11: 1,2 repeat, I-10 
3-8 

Three statements of BC I CD,G, 
Av,Dr) to conclude on BC v. 

Incomplete BC IV 

Isolation and doubling of the 
top line of the accompani­
rrent's Picture Tropes, or the 
first four pitches of Lulu's 
Series. Similarly for b.1022-
1029 

P . T. TI -1, whose <D occurs only 
in tpt 3+trbns 1.2 

P.T. T-4 

P.T. T-9 (twice), T-3 with in­
corrplete@ , TI-3 and U) of 
TI-8 

P.T. T-10 and T-4 



BAR 

end 1018-1020 

end 1019-1020 

1020-1021 

1022-bcg. 1026 

INST.RUM.ENT 

vns+va 

pf 

vc+db, doubled 
by bns+dbn 

str 

MUSICAL MATERIAL 

P.T. TI-2 and TI-8 

P.T. TI-9 

P.T. TI-8, whose incomplete@ 
(B~-F) is doubled by pf, and 
sustained by str to accompany 
the following spoken dialoque; 
it acts as a pedal point in db 
until b.1025, where bns+dbn 
and bcl (BP) take over until 
b.1029 

The chronia.tic descent unfolds 
(D of the Picture Trope's 
descending, successive TI­
forms, frond) of P.T. TI-3 to 

Q)of TI-2 (bEg. b.1023), and 
f rem Q) of TI -9 to (D of TI - 7. 
This is mirrored by a chrona­
tic ascent of T-forms until 
beg. b.1030, i.e. d) of P.T. 
T-8 -CD of T-8 (beg. b .1027 l 
followed by (D of T-1 -d) of 
T-3 
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The above therefore reflects the text it accompanies, viz. Alwa's corrp3.­
rison of Lulu with her portrait, as opposed to Lulu's recognition of the 
differences. 

1022-1026 

1026-lst beat 1030 

1030-1034 

1032 

1035-1037 

1132-1133 

WW 

brass 

vc, ab 

oo, tpts, hp, Al-wa 

pf chords 

els 2.3, doubled 
midway by vn 1 and 
later by Al,;..a 
fls, vn 2 

P. T. TI -3 , TI -9 ( @ in f ls 1. 2 
+cl 3 ) , TI -4 ( (D in els 1. 2+ 
bcl, end b.1023, Q) completed 
SY db' s B\.> , and an incomplete 
@) ) , and TI -10 with an incan­
plete@ (or@of T-9) 

P . T. T-7 with incorrplete (D, 
T-1 overlapp::'d by T-6 (incan­
plete @ ) , and T--0 

. a s ; ~ Tria s on BC I (B 3 ,E 3 ,F 3 , 

B p 1 ) . 

P.T. TI-3 

Sequence of Alwa's first hexa­
chords (P-10, P-3, P-1), which 
corresponds with the Prolo;p.1e, 
b.57-59 

BS P-6: 8-10,1-12 

BS P-6: 11,12,1-4, overlapped 
by 6-12 of P-2 



BAR 

mid. 1134--beg 1135 

1134 

1135-1136 

1135-1136 

1138 

first half 1139 

1139-beg. 1140 

end 1139-1140 

1140, end 1st beat 
-beg. final beat 

first half 1141 

1142-1143 

1142 

end 1st beat 
1143-1144 

1143-1144 

INS'IRliMThJ"'l' 

pf 

Ww, Alwa, str 

Ww, hns, pf, str 

hp 

db ~ rest of vc 
~ rest of va ~ 
vn 2 

pf, doubled by 
va--..+ vn 2 

ww, vn 1 

asax 

fls, vn 1 

fls, els, tpts+ 
asax, str 

Alwa 

tpts 

trbns, vc+db 

hns 

MUSICAL MtYI'ERIAL 

BC II (E,A,B,C,F), twice 

Simultaneous BS P-8, P-4, 
P-1: 1-4, i.e. a sequence 
of minor triads (root) 

Simultaneous BS P-8, P-3, 
P-0, P-7 : 6-12 

Melcdic BC III 

Alwa P-6: trichordal arrange­
ment of the first hexachord, 
followed by 7,8,lO(va}, 9,12, 
8 (vn 2), with 11 (A~) in 
voice (end b.1038-1039), 
doubled by vn 2 

Alwa I-2: first hexachord 

Sirrultaneous BS P--0, P-6, P-2, 
P-8, P-4: 6-9 

BC II variant (E~,A,B,C,F) -
initial tritone instead of 
perfect fourth 

BC I (C,F ,Ff ,B} 

P.T. TI-4 

BC I 
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P.T. TI-4, with displaced (D, (Ii 
(corrpleted by G~ in bcl and 
bns), d), and P.T. TI-10, 
whose Q) and © are ca-npleted by 
trbn l 

Displaced P.T. TI-3 (perhaps 
related to Alwa's state of 
mind), with aligned repeat of 
(j) and@ 

Simultaneous Lulu I--0 (1-8) 
and I-9 (2-8), forming a 
Se:JUence of minor thirds, 
which are perpetuated in the 
oscillation (b.1144-1147, els, 
pf) and as rrelodic BC III in 
asax, doubled later by vn 2 
and va (b.1145-beg. b.1148) 
and bns, doobled initially by 



final beat 1146-1148 pf 

1148-beg. 1149 els, doubled by 
hp ~ str 

1144 vib 

end 1144-1145 tinp, hp 

1147-1148 tpts, trbns, 
doubled rrostly 
by btuba 

1148 fran second} asax, doubled 
by vns 

1149-1150 tpts - trbns+ 
btuba 

dbn, completely by hp, and 
later by bcl (b.1146-mid. 
b.1148). 

Melodic BC III, i.e. the 
pitches of the oscillation, 
which hns sustain hanronically 
until 2nd teat b.1149 

Melodic BC III evolving into 
BC I (D,G,Ab,DP), whose con­
clusive, rrelodic BCV is 
stated hanronically in fls 1.2 
and vns Cerrl 1st beat b.1149) 

BCV 

BC I (G,C,Dp ,G~) 

BC I (E,A,Bv ,E~) 

BC I (A,D,Ev,AP), overlapped 
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by BC I (E,A,BP,E~) in obs and 
lower str 

Descending BC I (E,B,Bv,F). 
In terms of Trope III, this 
would be (2) of T-2, as it 
follows (D in els and str, but 
segrrentd} is the only dimini­
shed seventh chord not soonded 
in the final bars of Act II -
the closest is the diminished 
triad A-C-Ev in fls and str, 
3rd beat b.1149 

-------000------
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