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Winter (Schlaf, 1905) ° 1’14
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Im Walde
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(Delle Grazie, 1906) § * 1°04
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Seele, wie bist du schoner 2’41
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Uber die Grenzen des Alls 1’32
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(Storm, 1925) A 1°07
Lied der Lulu
(Wedeking, 1934) A 256

Klagegesang von der edlen Frauen
des Asan-Aga
(Goethe, 1903, melodram) #* 8’26
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Mark Milhofer tenor § - Myung Jae Kho soprano »
Stefanie Kohler speaker #

Filippo Farinelli piano

* world premiere recording (Book 3, UE (20135))



Between 1985 and 1987, Universal Edition (UE) published Christopher Hailey’s
two-volume selection of Alban Berg’s Jugendlieder comprising the 46 songs composed
between 1901 and 1908. 1985 marked the centenary of the composer’s birth, and

for the occasion His Master’s Voice (EMI) released a recording of 22 of the pieces
from the UE collection sung by the baritone Dietrich Fischer-Dieskau, accompanied
by Aribert Reimann on the piano. In 20135, thirty years after the publication of the
first volume of songs, Hailey completed his edition of the third and last volume

for UE, which contains the 25 Jugendlieder that were not included in the previous
two volumes, plus a number of appendices comprising two duets, a melologue on a
translated text by Goethe, two fragmentary Lieder and two spurious ones. According
to the criteria adopted for the UE edition, which is still the only one available,

these volumes cannot claim to be a critical edition. The works in question largely
belong to two volumes of manuscript scores kept in the Nachlass Alban Berg at the
Osterreichische Nationalbibliothek (ONB). The library purchased the entire legacy in
1976, following the death of Helene Berg, the composer’s widow, who hitherto had
prevented the study and publication of the Jugendlieder manuscripts. Prior to 1976
Hans Redlich and Nicholas Chadwick had actually compiled lists of these Lieder with
some hypothetical dates, which sometimes turned up in dissertations and inventories.
However, the first complete catalogue of Berg’s works was only published in 1980,
thanks to the efforts of Rosemary Hilmar, who largely maintained the order provided
by Berg in the index to the two volumes of manuscript scores. At present we are still
awaiting the publication of the critical edition of the Jugendlieder that is currently in
preparation at the Alban Berg Stiftung in Vienna.

Given this state of affairs, our aim here is to provide listeners with a first complete
recording of the Jugendlieder. However the CD set also includes the Sieben friihe
Lieder, the Vier Lieder Op.2, the Altenberg Lieder Op.4 in the version for voice and
piano, the appendices to the third volume of the above-mentioned UE edition with
the exception of the fragmentary and spurious songs, the Lied Schliesse mir die Augen

beide in the 1925 version, and the Lied der Lulu, from the opera of the same name. It
is thus the first complete recording of Berg’s Lieder.

One of the salient problems with the Jugendlieder concerns the relationship
between numeration and dating. While musicologists tend to agree that these youthful
works date back to the 1901 to 1908 period, there is still a degree of uncertainty
regarding precisely when some of the individual pieces were composed. For the
recording we decided not to abide by the temporary opus numbers Berg attributed
to his Lieder, although this was the system adopted by the EMI recording. Instead
we chose to use the numbering proposed by Rosemary Hilmar for the catalogue she
compiled, even if this sometimes means some slight deviation from the chronological
order of the compositions. In the broader spectrum, however, the chronology is all
in place, allowing listeners to appreciate the composer’s gradual emancipation from
tonality and the development of the dodecaphonic method that made Berg one of the
most interesting composers of the 20th century.

Given that most of the hand-written scores are now accessible on the ONB
website, it made sense to cross check these sources with the printed edition. The
comparison brought to light editorial errors and changes that should have been
flagged by the editor of the UE edition, since they regard not only pitch, but also
dynamics, rhythm and articulation, as indicated by the composer. In other cases
we have opted for variants the composer had envisaged, but were not included in
the UE edition. In particular it is evident that in his concept of harmonics Berg was
already seeking highly individual ways of eluding the constraints of tonality back
in the days of the early Lieder. Such expedients were probably misinterpreted by
the editor of the UE edition, who proceeded to fit everything into the tonal system,
largely through enharmonic translation of notes and chords. The outcome is a
sort of “betrayal” of Berg’s efforts to dilute progressively the sphere of tonality.
Granted, his methods were still highly personal and experimental, but by the time
he composed the Sieben friihe Lieder and more markedly in the Vier Lieder and the



Altenberg Lieder he was able to achieve exactly what he had in mind.

Berg only provided opus numbers through to the Lieder composed in 1905. In the
final catalogue of his works all such numeration has been abolished. Only the last
four Lieder of his early years (numbers 82 to 85), composed between 1909 and 1910,
were included in the Vier Lieder Op.2. Conceived from the outset as an anthology,
these latter songs were removed from the second volume of the manuscript scores,
even though they still feature in the index. The remaining Jugendlieder have no opus
numbers, and nor do numbers 45, 59, 71, 73, 77 and 80 that ended up in the Sieben
frithe Lieder, dated 1907 but only published in 1928. That same year he also wrote
an orchestral version of the same collection, first performed in Berlin on 3 May 1929,
and only published by UE in 1959. With respect to the known manuscript versions
(there are several of the same Lieder), Berg also modified certain notes and secondary
lines, which were then changed in the piano version. Similar adjustments were made
to the order of the pieces.

This recording is based on the 1928 edition of the Sieben friihe Lieder, which
Berg conceived as a piano arrangement of the orchestral score. There are numerous
secondary lines, with indications regarding the instrument involved, that the
composer did not intend for the piano, as a note at the end of the score makes clear.
This was also true for the Altenberg Lieder Op.4. Although they were conceived for
voice and orchestral accompaniment, there is also a piano version in which the fifth
and last Lied was unquestionably an arrangement made by Berg himself. Although
there is plentiful evidence to prove this in articles and essays published in magazines
as early as 1948, in the UE edition of 1953 the arrangements are all attributed to
Hans Erich Apostel. The piano version of the Altenberg Lieder has become a regular
feature in the repertoire of many important singers, and the need to rectify this
inaccuracy was one of the reasons for including the cycle in the present recording.

Regarding the appendices to the recent UE third volume of the Jugendlieder, it was
decided to leave out the songs Die Verweisten and Mdrchen, which are unquestionably
spurious despite their inclusion in the volume of Berg manuscripts, and the fragments

Mahomets Gesang and Lauterung, which would have required very arduous and
questionable completion. The melologue Klagegesang von der edlen Frauen des
Asan-Aga of 1903, on the other hand, has been included. It was based on Goethe’s
translation of a Morlach folk poem that already existed in an Italian translation by
Abbot Alberto Fortis, which was probably the basis for Goethe’s German version.

From the stylistic point of view, Berg’s early Lieder vary widely in derivation. In the
songs composed between 1901 and 1902 there is evidence of the influence of Franz
Schubert, Robert Schumann, Richard Wagner and Gustav Mahler. Next came Lieder in
which the use of chromatism and enharmonic procedures unquestionably point in the
direction of Richard Strauss and Hugo Wolf, even if the parallel chords are more French
in orientation. From the autumn of 1904, however, Berg adopted a new approach to
his compositions of songs, adding to the consistency of the piano part and handling his
thematic material with more counterpoint and rhythmic variation. Here the influence is
that of Johannes Brahms, who was a point of reference for the entire school of Arnold
Schonberg. In the following years the Brahms-like counterpoint approach amalgamated
with frequent use of harmonies based on complete whole tone scales and augmented
fourths and fifths, as well as harmonic connections derived from free treatment of
dissonance. This culminated in the cohesive impact of the Sieben friihe Lieder.

With the Vier Lieder Op.2 the composer gradually transcended tonality. Already
the first song, on a text by Friedrich Hebbel, reveals a much wider concept of tonality
even though it is in D minor, a key that was dear to Berg on account of its connection
with his wife Helene. But it is only in the last Lied, on verse by the coeval poet Alfred
Mombert, that Berg achieved something akin to complete suspension of tonality.
There is no key indication, and it contains a glissando passage in which the left
and right hand at the same time respectively play only white and only black notes,
producing complete harmonic saturation. Chromatic completion is also at hand in the
fourth to last beat, where Berg uses an eleven-note chord, mentioned in Schénberg’s
Harmonielehre for its aesthetic value on account of the autonomous sound created
despite its total lack of functional justification.



Suspension of tonality is also the salient feature of the following Altenberg Lieder
Op.4, where the composer uses a system of complex interrelated motifs to invest the
cycle with stricter structural coherence with respect to the earlier collection. This is
also evident from the formal point of view, especially in the way the first four songs
contain elements of a group of motifs that are developed and recapitulated in the fifth
and last Lied, which lasts almost as long as the sum of the previous four.

In 1925, to mark the 25th anniversary of UE, Berg wrote a second version of the
Lied Schliesse mir die Augen beide on verse by Theodor Storm. The first version dated
back to 1907 and was included in the second manuscript volume of the Jugendlieder
as number 75. At a distance of almost twenty years, following the experience of
Wozzek and the Kammerkonzert, Berg had achieved complete mastery of what his
teacher Arnold Schonberg had described as «the method of composing with twelve
notes that relate solely one to another». In its fluidity and expressive freedom, the
second version of this Lied clearly has features in common with the Lyrische Suite,
the composition for string quartet that Berg also began in 1925. Both embody the
underlying numerological structure that Berg was increasingly fond of, and in both he
attributed a functional role to the notes F and B, which in German are F and H, the
initials of Hanna Fuchs, the woman with whom he was secretly in love.

The last composition included in the set is the Lied der Lulu in the version for
voice and piano that Berg wrote and dedicated to his friend Anton Webern for his
fiftieth birthday, on 3 December 1933. It is a short piece, but it plays an essential
role in our appreciation of how Berg’s musical language evolved towards complete
dodecaphony. When the composer dedicated his opera Lulu to Schonberg, he also
wrote to his teacher in a letter dated 28 August 1934 that expresses his conviction in
the dodecaphonic method: “The whole world, including the German world, should
realize from the dedication that this German work — like all my compositions —
belongs to the sphere of true German music that will forever bear your name».
© Filippo Farinelli
Translation by Kate Singleton
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His passion for the French repertoire
has led to various recording projects with
Brilliant Classics, including the complete
chamber vocal catalogue by Maurice
Ravel and André Jolivet, alongside the
complete music for Saxophone and
Piano by Charles Koechlin together with
David Brutti. His interest in the chamber
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for solo piano comprises music by Italian composers such as Donatoni, Sciarrino and
Momi, and he also performs works from the international repertoire for chamber
ensemble including works by Denisov, Messiaen and Williams. He is co-editor of the
critical edition of Guido Alberto Fano’s Fantasia Sonata for SEDM.

He has won several international awards, including the Gaudeamus Interpreters
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Mauro Borgioni studied singing at the Scuola
Civica in Milan and the Conservatoire in
Cesena, later specializing at the Fondation
Royaumont in Paris.

He has worked with various ensembles
and orchestras, including Concerto Italiano,
Orchestra da Camera di Mantova, Orchestra
Sinfonica of the Italian broadcasting company
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La Cappella Reial de Catalunya, Orchestra
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conductors such as Rinaldo Alessandrini,

Jordi Savall, Diego Fasolis, Timothy Brock,
Jurai Valchua, Jonathan Webb, Antonio
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in prominent concert halls and opera houses, including the Konzerthaus in Vienna,
Cité de la Musique in Paris, Teatro Regio in Turin, Kolner Philharmonie, Auditorium
de Madrid, National Centre for Arts and Performing in Beijing and UCLA in Los
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His particular focus on the baroque repertoire has led him to sing the title roles in
Orfeo and Il Ritorno di Ulisse in patria by Monteverdi, Aeneas in Purcell’s Dido &
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His repertoire also includes numerous sacred works: Vespro della Beata Vergine by
Monteverdi; the Christmas Oratorio, the Matthius and the Johannes Passion, and the
B minor Mass by J.S. Bach; Messiah and La Resurrezione by Handel; Haydn’s Pauken
and Nelson Masses, the Mozart and the Fauré Requiem.

He is also involved in contemporary music, his repertoire including The Traveller
in Curlew River and Noe in Noye’s Fludde by Benjamin Britten with the Camerata
Strumentale Citta di Prato conducted by Jonathan Webb, and Aye in Akbnathen
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at the Conservatoire in Turin, Italy. She continued
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thereafter taking part in productions staged in Naples, Parma, Modena, Lucca,
Macerata and many German opera houses.

Elisabetta’s brilliant career in chamber and oratorio music has spread from
Italy to Germany, Austria, Switzerland, Bulgaria, Iceland, USA and China. She
has participated in various festivals, including Ravenna Festival, Sagra Musicale
Umbra, Settembre Musica in Turin, International Piano Festival in Bergamo and
Brescia, Baroque Festival in Viterbo, Music Weeks in Bologna, Concert Season of the
Scarlatti Hall in Naples and the Spanish Academy in Rome, the Berlin and Munich
Philharmonic season, the Ars Festival of Reikjavick, the Tiroler Festspiele of Erl, the
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Elisabetta has recorded programs for the Italian broadcasting company RAI the
English BBC and the German Radio of Berlin.
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Mark Milhofer is equally at home with the music of
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Solennelle. His performances in Orff’s Carmina Burana in St. Etienne, Munich,
Zagreb, Parma, Monte Carlo and most recently in the Royal Albert Hall met with
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Following her move to Italy she took a first class
diploma in singing under Francesca Como and in
2009 a first class degree in chamber music under
Costantino Mastroprimiano at the Conservatoire
in Perugia.
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Siena with Christoph Pregardien. She also specialized with Carmen Gonzales, and
from 2007 to 2012 concentrated on the Lied repertoire (Schumann, Brahms, Tosti,
Wolf and French mélodies from Duparc to Poulenc) under the guidance of Guido
Salvetti and Stelia Doz. She also attended courses in vocal technique led by Antonino
Tagliareni.

Her opera repertoire includes Despina in Cosi fan tutte and the Queen of the Night
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met with huge acclaim on the part of audiences and critics alike.
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At present she teaches voice studies at the Scuola di Musica del Trasimeno and the
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