
Allen Forte 

agree: 

May I venture to say in my belief, even works of my third as, 
for the Three Piano Pieces, Op. 11, Oi the Five Orchestral Pieces, 

Pierrot Lunaire, 21, are easy to under-
stand today. 1 

song "Am Strande" 
song of Das Buch 

127 

1 Style and Idea, p. 79. Compiete bibliographical data for an citalions in the footnotes 
is given in References. 
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den Gärten, 15. 2 After 

was not completed August 
completing the Five Piecesfor 

In chronology, the song ""Am 
position, for it is a full-fledged 
stmctural processes to be found 

was the first to 

in the press. 

ALLE1\! FORTE 

time he was 

a 
the same 

are no extant for any of the movements 
11, nor are any 

in the 
Brinkmann in the 

of the source documents is 
to the 

are, hovv­
and these are repro-

'''Am Strande" is dated a year earlier by Maegaard. However, Brinkmann is correet in 
assigning it to 1909. See Forte, "Schoenberg's Creative Evolution .... " 

3 However, as demonstrated by David Lewin, the third pieee represents, if anything, an 
intensification of the structural processes of Op. 11/1. 

4"The most decisive steps forward occurred in the Two Songs, Op. 12 [i.e., Op. 14], and 
in the Three Piano Pieces, Op. 11." Style and Idea, p. 110. 
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measures: 

there is no trace. One 
of different tonalities heard ~lHIUl"U"A)U~iY 

(a) has the E, F, G, A, B. The alto part has already been 

Brinkmann H<~'",,"iHS the compass of a 

vague 

There are indications that the E Da! which concludes Schoenberg's Op. 1, 
No. has a function in the as a whole. [213] 

based on of the cel1 as a generator of stmctures 
of larger scale. Ruth Friedberg also 11 as 

And J an Maegaard' s 

of the music. 
in present author's "Sets and Nonsets. 

be made here to any of these 
Suffice It to say existence present artide 

the belief a more comprehensive analytical 
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treatment of this key work is in order. is also the 
eonviction that this not be the last published 
lI/I.) It is hoped that the analysis help dispel some 
misunderstandings about Sehoenberg's atonal music 
abroad for an too many years now. A short example: 

The renunciation of repetitions, even varied repetitions, placed in 
the very fundamentals of the Western musical experience. 5 

ALLEN FORTE 

As will be apparent in the analysis that 
eentral musical proeess in Op. 11! 1. 

repetition is the 

Form 

Unlike the last movement of Opus 11, which is 
atic,' the first movement of the eomposition has clearly '"'-"";"v<H'-'''' 

themes and motives which determine the external form of the work. 
As will be shown, the real internal form is determined by the 
struetures that organize the musie; these present a eontinuum of 
greater subtlety and eomplexity than that indicated in the summary 
of the sueeession of parts (Example 

The large outline of the movement 1S ternary, and resembles a 
short sonata form. Within the large seetions is a rapid suecession of 
short seetions, often ereating strong eontrasts in register, dynamies, 
and rhythm. It is this aspeet of the music that lends it its passionate 
and rhapsodie eharaeter. 

The classical ternary design pervades the work in an extraordinary 
way (Example Within the large A B Aare smaHer A B A forms. 
Indeed, the Exposition includes a varied repetition of the 
A B A, indicated by square braekets in Example 1. And 
the form of the Development is more diffieult to diseern at 
it resolves, onee again, into an A B A, as shown in Example 1. The 
analytieal decisions represented in that reading, however, are based 
not only on the external configurations (motives), but also take 
aeeount the harmonie eomponents. This will beeome clear as 
diseussion proeeeds. 

SStuckenschmidt, H. H., Schoenberg: Leben, Umwelt, Werk, Zürich, 1974. [Der Verzicht 
auj Widerholungen, selbst variierte Wiederholungen, stellte die Grundlagen des abend­
ländischen Musikempjindens in Frage.] 
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A. Exposition 

1-3 4-8 9-11 

A 1-11 a b a' 

Episode ('new 
E 

Transition 

Return of a' 
A 

Return ofb 

[Al 25-27 Canonic episode resembling b, with variant on a 

[El 28-30 Canonic episode related to 12-16 

[Al 31-33 Final statement of a 

B. 

[A] 34-38 

[El 39-41 (39 = 12) 

A. Recapitulation 

53-55 a 

56-58 b 

59-64 a 

131 
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Example 2: 

@; 

& 
@; , 
~ 

, 

6-Z3 [433221] 

0#0 be qe n e 

6-Zl0 [33332l} 

0;;f0 "! 

6-Zl3 [324222} 

«w ~%, hn 
0#0 0 

6-16 [322421] 

IM 1#0\# 0 
0#e-~4e 

6-Z19 [313431J 

~e ~e#u 
\,u 

0 Ölt 

6-21 [242412] 

0#0 01#0 GO e 

6-Z36 

6-Z39 

6-Z42 

ALLEN FORTE 

!9@ 

Es-C- H- S- E- G 
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"ln Op. 23/4, the last atonal eomposition (except for the Variations on a Recitative for 
Organ, Op. 40), Sehoenberg used an even smaller eolleetion of harmonies (sets): three 
hexachords and their complements account for all the piteh configurations in that work. 
Given Schoenberg's numerological bent, the selection of exactly six hexachords for Op. 
11/1 is more than fortuitous. 

'See Allen Forte, The Struclure of Atona! lv1usic, (New Haven and London: Yak Univer­
siry Press, 1973). 

8 As explained in "Schoenberg's Creative Evolution .... " 
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Example 3: The Harmonie Vocabulary 01 Opus 

& 

i 
, 
, 
& 
@) 

, 
, 
, 

The Six Pentachords and Their LAJ'rn,uze:rrH:fli:::', 

The Two Tetrachords and Their 

ltu 
0#e ö e 

5-13 [221311] 

0#e#0 
180> 

e 

5-Z17 [212320] 

0#0 e 4'& e 

5-Z18 [212221] 

%'k 
ltu 

0#0 e 

5-21 [202420J 

0#0 '4} 
itu 

e 

S-Z37 [2123201 

0#0 0 %* 
bIO 

S-Z38 [212221] 

0#& e %'% 

4-7 [201210J 

0#e e#e 

4-19 [101310J 

#e a 4%)4% o 0 ' 

7-13 [443532J 

1+ %% 0#e 0 e n ilu 

7-Z17 [434541J 

0~ 0#0 0#0 0 
7-Zl8 [434442] 

o 4*:0 §)! 0#0 0 . 

7-21 [424641] 

0#0~ 0 n 

7-Z37 [434541J 

0#0 0#0 
8-7 [645652J 

~ k&;: i* *' 0 p.~ 0jl'0 ö . 

8-19 [545752] 
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remaining harmonies of 
and two 

some of the 
For example, 5-Z17 same 

content as 5-Z37; and 5-Z18 has content as 5-Z38. 
And again, some of these coHections or sets, as will be 
in are special favorites of Schoenberg. For example, 
5-21 1S expressed as Five 

16. atonal 

wode 

content. This is 
sonk richness and 

and 6-21: 
6-Z1O: [333321] 
6-21: [242412] 
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Set 6-ZlO occurs as the upper 
while 6-21 1S the upper 
so often cited in analyses of 

respect to interval content. 
intervals of dasses 2 and thus giving it a 
has a much flatter intervallic profile, the same HLnHU'-' 

vals in dasses 1 through 4 and 
5 and 6. 

Readers 

hexachords. 
the fact 
3-3), is 

phrase 
in m. 7, and its complement, 6-Z13 is 
dramatic figure at the beginning the B section in m. 
is the accompaniment of the opening HHOiVUH. 

on 

17-

together 6-ZlO, is a component in the entire movemenL 
Sets 6-Z44 and 6-Z19 occur in somewhat concealed 
in Example 4, but as subcomponents of Cll\.LHUCJ 

MAG!CAL KALElDOSCOPE 

CH'_H.!.ac'.~ exposure as upper 

6-236/3 

[ 433221] 

6~ZlO!39 

[333321} 

6-242/13 
[ 324222] 

6-16 
[322431] 

6-Z44/19 
[313431] 

6-22 
[242412] 

Six and Their 
Initial Thematic Statements 

I 

i t~J?l 

I 
I:); t ~~ 

9& 

G) 

t$-W ~J Ip. #~ 

configurations 
many-faceted object, a of structure 
for the in an extended way, in this 

processes in processes 
unitas in varietate. 

I ! 
I ~:e: 

I t (~ 

a structure 
far transcend 
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Schoenberg never discussed this way of composing, nor would 
he ever have done SO; yet, there are hints of a general sort many 
of his writings-for example, in many of the essays in and Idea. 
These essays also make dear the fact that at the time he 
Op. 11/1 he was not interested in producing tonal 
in some kind of contorted tonal idiom. recalls 
vented on the 'neo-dassicists' Three Satires, 
one can see in the writings Schoenberg was strongly IHIIJ'-HVU 

(probably from about 1903 on) to compose special music, new 
"Because: Art means New Art."9 This historical of Schoen-
berg's atonal music informs the analysis that folIows. 10 

To facilitate discussion of the organization of Op. 11 /1, 
sections are presented below in music and diagrammatic 
At the top of each example 1S the score segment fuH 
and below this are diagrams which give the letter-names of the IJH'-lH_" 

in the fuH notation, together with boxes and brackets delimiting 
musical components. Each of these components set) has 
to it a name, foHowing the convention described above. 
Example 5, the hexachord 6-21 consists of (in letter names): F, 
G, G#, A, A, B, B, D~. With repetitions omitted, this becomes F, 
G#, A, B, Db-a transposition (up five semitones) of referential 
prime form given in Example 2. The principal sets, mainly hexa­
chords, but sometimes five- and seven-note sets, are given first in the 
diagrams, followed by secondary features of interest, induding special 
pitches and trichords. Not everything shown in the examples will 
discussed in the article text; it is suggested that the interested reader 
peruse the examples for further information about structure. 

9From the essay, "New Music, Outmoded Music, Style and Idea," in Style and Idea. 
10 As suggested earlier in this article, with the reference to Op. 23/4, the processes that 

underlie Op. J 1/1 are not unique, in the general sense to this work, but are exemplified in 
every one of Schoenberg's atonal works. Only in so me movements of the Serenade, Op. 24, 
where the crucial factor of the ordered set enters, and the transition to the 12-tone method 
becomes exp!icit, is there a change. 
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5: 

(a) Pr1neipml Sat$~ 
6-Z10/39, 6-16, 6-Z44 
6-21, 5-Z37 9 5-Z38 

(b) 

6-Z10 6-Z44 

i 

I 
I 4-7 

i '-4-19 
L--~-4-19 

4-19 

Example continued on next OQze. 

139 

1-8 

5-238 

\ 

6-Z42 

G 

B 

IVb C ____ C D F# AI 

I 
5-Z38 
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(c) !riehords: 3-3~3-4,3-5, 3-8 
Pentachords: 5-13, 5_21;Tetrachord 4-19 

3-3 
I 

L3- 3 
4-19: Bb-B-D-FI 

4-19: D-F#-A-M 

3-3 

üf course, this opening music is of the utmost 
since here Schoenberg is composing 

ALLEN FORTE 

3-8 3-3 3-3 

tradition. However, this is basic for the 
components extend 
shapes. This concept of organization is 

way in three measures. In the diagram at 
5, the two thematic components are upper 

on in mm. 
6-Z44, the Es-C-H-B-E-G signature, here 

the kaleidoscope 
now be apparent: the harmonic structure the 

to new facets 

Une moves from d to b D to B. 11 Again, there 1S 
As the upper parts come to rest on G and the three notes 
this 3-8) form 5-Z38 once again. most extra-

is the of part, 6-239, to 

"The right-hand part here (5-Z38) consists of the not es C-B-BO-E-G. With the addition 

of H, this would constitute the Schoenberg signature. 
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6-Z391S of 6-ZlO 

structure. The 

relates to 6-16. That is to say, both are 
to 

'20f course, 6-Z39 here is not the 'literal' comp!ement of 6-10 in rnrn 1-' b t - . 
tion ofthe 'literal' complement. .. H ,. - ~, u a Lansposl-
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Example 6: Measures 9-11 

(0) Other FeatuzQa, 
4-19, 5-Z1S, 6-Z10, 6-Z3& 

(a) Principa1 Set.: 6-21, 6-Z36, 6-Z19 

",m.9-11 6-Z36 
i----5-ZlS 

'----G-ZlO 

(cl Trichord.: 3-1, 3-6, 3-8, 3-3 

rm 
I ! 
iE : 

~ 
3-6 

In Example 6 we see the three-measure 'variant' of opening 
theme, about much has been written. Schoenberg retains the 
rhythms of the opening theme, but the intervaHic succession, 
exception the last dyad, is entirely different. How does 
this context relate to 6-2101 The answer: it does not relate to 
directly, to the complement of 6-210, 6-239. 
relates to the first thematic statement of 6-239, in the 
part of mm. 4-5 (Example 5). Not only does 6-239 from 
by only one note but also the thematic shape of 6-21 is so 
ordered that it retains intact the first two dyads of 6-239: at 
the beginning of the 'variant' and A-Bb at the end. To state the 
general relation between 6-21 and 6-239 in another way, share 
a 5-note set of type 5-13, which occurs as the five 
the left-hand part in mm. 4-5. Thus, 6-21 is not a 
theme directly, but a variant on the complement of the 
the variant, the special note G# (special because of 
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and registraHy 
seven attacks, 

in 6-239 in mm. 4-5 it is bass note. Moreover, it is the second 
3-3 (C-G#-A), as in first theme is 
same type of (B-G#-G). 

C-l1<.UIU accompaniment of the 'variant' in mm. 9-11 forms 
6-236, completing basic hexachordal vocabu-

entire movement. Since has the 6-16 
expect 6-236 and 6-16 are strongly asso-

, nor is 6-236 

closure. 



144 

7: Measures 12-13 

(a) p~incipal Sets: 
6-Z13J42~ 6-16~ 6-21~ 6-236 

... 12 

6-213 6-Z42 

G# C' 'E C# Eb A 
1 

\ 
C# C i F# Eb 

\ 
~A D 

i r-lL --------' 

4-6-16 SI'I---------' 
~- 6-21 6-2% 

6-236 

eh) Other Features: 4-19 p 5-Z38. 5-13, 7-Z38 D 7-13 

7.:::.!:2... 4,-19 
7-238 '5 

B C E Eb A D ~'# C E C#I Eb A G# G P# Eb 

'7 
I 

5-13 5-238 

(Cl Trichords end SpeCial Not@s 

ALLEN FORTE 

Since the very first to understand 11 / 1, passage 
has perplexed since it is such a radical in every 
apparent respect from the preceding music. 13 As 
7, the first hexachord in the configmation is 6-Z 13. This is 

13Von der Nül! (op. eil., p. 103) writes: "Measures 12 and 13 show a residue of the har­
monie style, exaggerated with respect to the preceding development and rationally under­
standable only in a few tones." [Die Takte l2 und J 3 zeigen ein Residuum des Klangs/fies, 
gegenüber der voraufgehenden Entwicklung übersteigert und rational nur in wenigen Tönen 

greifbar . ... ] 
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tetrachord 4-

way to 4-19 in m. 14. 

'"AsWebern has pointed out in The Path [Q the New Music, the appearance of H here 
(the lowest note thus far) completes the total chromatic. Eb is also the bass note at the end 
of the movement. Here, as elsewhere in Schoenberg's music, such special Qccurrences of 
Eb have only one meaning: Es (C-H-B-E-G). 
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Example 8: Measures 13-15 

I E 

C# 

A 

F 

/'. 
G# G 

D c# cu D# DU F cu E 

E A 

F 
! 

7 
7-13 

(h) Tatrachorda .nd Trichordm·: 4-1, 4-19& 3-3 
4-19 4-7 

3-3 

_/."'\ 0° CH D# DU? CU E ~ 
A 

? 
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With the appearances of 5-Z17 and its 7-Z17, as weH 
as 5-Z38 and it is dear that second gesture of the episode 

phrases of 
the reading of form 

aspects of the muslC 1) under-

process. '5 

elaborates 
note of the 

4-7: m-D-G-F~, 

15-17 

Example continued on next page. 

8a. 

emer 

15Those familiar with Schoenberg's writings will recall how frequently he used the term 
"developing variation." For example, see the essay "Criteria for the Evaluation of Mllsic" 
in Style and Idea, pp. 129-30. -
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Principal Sets: 

(a) Principal Sets: 4-19, 6-23/36, 6-21, 6-239 
6-244, 7-217 

m.15 m o 16 m.17 

~ 
75,,217 

E~E 
E 

CU I' C# 
C# 

A 
A 

A 

F 

l.'IlI'l o l-2 

lH' 4-19 
4-19 

4-19 

(h) Other Feature!!: 
3-3, 3-61'1 3-8, 4-19, 5-217, 5-237 

E;=ftE 
E 

CU I CH 

A~A 
F kJ F 

F# 

I 
5-237 
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molS 

G# A A G# 

Abi Eh 

E 

@ 

3-6 3-3 

Measures 15-16 comprise the transition from the episode back to 
the restatement of the first theme in the shape of its variant. 
two dyads in the upper part of m. 15 require explanation. The 
G~-G, is a reference to the first theme, specifically to the and 
third notes of the melody in mm. 1-2. The second, F#-D, refers to 
the first two notes of the 'variant' on the first theme in m. 9. 
we have motivic condensations of the two a sections of first 
of the Exposition here in the transition-a procedure 
Schoenberg's roots in 19th century, particularly in 
ofBrahms. 
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'"'6.UHHH6 of m. 15, in to form of 4-19 
there are three other successive forms at a secondary 

bracketed Example 9a, echoes of form that hovers 
They share a single trichord, 3-12: F-A-C~. the 

hexachords formed in mm. 16-17 (Example perhaps the 
most are 6-Z36 its complement, 6-Z3. Hexa-

enters in m. formed the upper 
two references to the first theme its vari-

ant described above. Before form is completed, another is ini-
precisely with the entrance of G#, as shown in Example 9a. 
even more remarkable, the return of on the 

theme, the second of the accompaniment changes 
m. 11 and m. 1 although type of 

remains same. change replaces 6-Z36 of mm. 10-
6-Z3, a striking example the dose 

complement-re1ated hexachords in general. 
Example 9b provides details. the 

upper voke in m. 18 is not m m. 1 
special note in first theme. Also a special 
juxtaposition two re1ated sets 5-Z37 and 5-Z 
comes about when first note of the 

sustained 4-19, and latter is brought in 
the second note of the theme, D. Here we have a 
of delicacy with wh ich Schoenberg's kaleidoscope moves: a 
change of one note creates a new harmony, content 
remains constant. 
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Example 10: Measures 19-24 
sehr langsam 

--=tf 21 

(a) Principa1 Set.: 5-21/7-21, 5-Z37, 
5-Z38/7-Z38, 6-Z42 

m.19 ,..20 

CH E 
1.--1---1 

I 
A Ab 

~5_Z38 
5-21 

-Z38 

m.23 ",.24 

5-21 

\ 

6-242 

riL 

5-21 

(b) Additional Set.: 3-3, 3-12, 4-19, 5-13, 5-217, 5-Z1R 
5-Z37, 5-Z38, 6-21 

6-21 
5-238 

5-Z37 
Bb G 

A A 

CH E 

A Ab 

5-13 
5-13 
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16 

up 
second eighth 
end of m. 23, 

voices in mm. 23-24 
voice Second, 6-21, 

of the 'variant' on theme, occurs as 
in section (Example the LiH_lilUU.'v 

5-Z37, intersects with 5-Z17 (as marked in Example In 
situation they share notes, namely, 4-19: E~-G-Bb-B. These 
three events, again, to Schoenberg's genius a 

musical stmcture. 

16It might be noted that this set, 5-Z37, like 5-Z38 in the fight-hand part of mm. 4-5, 
lacks only one note to complete the Es-C-H-B-E-G signature. In both cases, the derivation 
from set 6-Z44 is demonstrated, however. 
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Example 11: Measures 25-27 

Mäßig 
26 ;;;;;:: 27 --tl 

} v '[-== ~'~ 

( p_ r -,...., 
: 

T~~r·~ ~!>-/r 

(al Prineipal Set., 4-19, 5-Z17 
(Set 6-21 .hown below at (cl) 

m.25 ,..26 m.27 

4 19 -'-

-.:--

qr 

m.28 

~4-19 /-Zl7 -Z17 I 

4-19 

'-!fie Ab Pbl Eb I Eb Gb i 
-! Vb I 

fff 
G Eb eb Ebll 

nl A p 

----Ab Ab 

'p 
I 

IL 4-19 
L 4 - 19 

1 I 
E 

5-Z17 

V 

Vb A 

(b) Secondary Formations: 4-19~ 5-21, 5-217, 5-237, 5-23& 

5-Zl7 

G Eb Cb Bb Vb A 

AbAb Ab 

E 

5-Z37 
5-Z38 
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5-13 5-21 

5-13 5-Z18 

(cl) Porms of 6-21 9 6-Z39 

Eb Gb V V 

Vb A' 

passage is 

of the first theme 
pattern of mm. 2-3. 

content of the strand, 6-21, refers to 
of mm. 9-11, the shapes refer to 6-Z39 
of the antecedent phrase (mm. 4-5), from 
the of canonic refers to from 
which 6-Z39 derived. Moreover, 6-Z39 is formed right in the HHI.iUJ.C 

of the canonic as in Example Id: a brilliant encap-
of opening music of the movement. The v<4H~'Hjl" 

of 6-21 are transpositionally related in such a way 
comes two notes in common the Eb 
the second comes has one note in common 

Example 11c. 
more all of which supports the reading 
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given above of this passage as a replication of specific of 
the opening music. The first four mdodie notes passage 
present 4-19 at the head of the canon, the accompanying note 
creates another form of 4-19, as shown-a 'two-dimensional' struc­
ture. (The two forms are inversionaHy related.) linear forms of 
4-19 in the dux and second comes relate directly back to 4-19 in 
mm. 20-21, since they share three notes form, E~, 
whieh is the first trichord in both and second comes as a 
of the ordered transposition (T4). 

The entire five-note group, whieh 1S rhythmieally 
5-Z 17. This is a very subtle connection 
figure in mm. 4-5 and mm. 20-21, etc., forms 5-Z37, 
5-Z17 and 5-Z37, it will be recaHed, have the same interval content. 

Indeed, 5-Z37 also occurs in this passage in a secondary dimen-
sion, as shown in Example llb, within 6-Z39 (Example 1 just as 
it did in mm. 4-5 (Example 5). Even more remarkable is 
5-Z38, which was the upper component in the antecedent phrase 
in mm. 4-5, also occurs in this passage (Example 1 
Example l1c may be examined for the secondary formations it con­
tains: sets 5-13, 5-Z18, and 5-21. Every one of the six pentachords 
(Example 3) is represented in this passage. 

The passage begins with a striking change to arhythmie 
melodie contour strongly reminiscent of m. 12 (see Example 
However, hexachord 1S 6-16 (Example 12a), the accompani­
ment to the first theme in mm. 2-3. Thus, while the external shapes 
point to the episode that began in m. 12, the harmony refers to 

Example 12: IVffP'OSl,ITPS 28-29 

oJ~ 

p-~======= 

MAGlCAL KALEIDOSCOPE 

to 

(a) 

6-239 
\ 

i \ 
!j . 
je i ~ Eb G ! B F 

I I 
/ 
I 

6-Z39, 6-Z42 

6-239 6-16 

\ ! 

(b) Seccndary Form&tion2~ 4-19~ 5-13~ 5-21~ 5~Z38~ 0=16 
6-16, 

Y~OU"O'h music. As !Wh,,:;WeljJ'" 

end of this passage, 

contenL 

155 
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13: l'vfeasures 30-33 

(a) Principal Sets: 4-19, 5-13, 6-16~ 6-Z19, 
6-21, 6-Z42 

10.30 

6-16 6-Z19 

4-19 

7 
6-21 

(b) Other Features: 4-19, 5-13 0 5-21, 6-Z36, 6-Z42 

---.. 
D D 

Bb 

p_-,-P_#_C-J I'S:::I , I 

He D S" Eb A Ab Cb' 

;

1 E 1,1, 

I Ab 

5-21 
5-13 I 

6-Z36 
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As shown in 
5-21, with its 

At the end of the 
5-21, 5-13, 
6-236 in 

mm.9-
The gesture, in m. 

theme in the eXDCISll:lOn 
cates the first in the upper 

of the same 
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second a trans-
6-16 and 6-219. 

forms of 
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Development 

The Development, compared with the 
complicated! It 1S not possible to discuss 

aspects of structure within an 
certain sections will be covered. It is 
wishes to explore Schoenberg's music more 
to analyze the missing passages. structure is 

those analyzed in the Exposition. 

14: Measures 34-36 

Cs) Pzincipal Sets~ 6-Z10/6-Z39~ 6-23, 
6-16 9 6-Z44~ 7-237 

6-Z3 

ALLEN FORTE 

?I'! 0 36 

B 

D 
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is held in common, one of the 
movement, and the in the comlPOSl 

two forms of 6-Z1O here is an Ar,"",-"" trans-

"chromatic" bass 
it seems to introduce a new anomalous 

structural meaning does not reside in 
rather , its subsegments 

significant, sets. 
G-Ab-A, completes a form of 6-Z44, 

theme. As a 

A-B~-B belongs to 6- first occurrence in "accompani-
hexachord in the Development. Hexachord 6-Z39 intersects 

two forms of 6- sharing 4-19 (E~-m-B-G) with the to create 
a structure combines two thematic sets. 

Example 14 does not show way in passage is orga-
nized the pentachordal harmonies, mainly 5-21, is easily 
read from the score. For instance, the two upper strands ending 
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with Db over A in m. 35 form 5-21, as do the 
ponents beginning Eb over Cb ending 
in m. 36. 

Example 15: Measures 38-39 

Principal Sets: 6-Z3~ 6-16~ 6-Z10!6-Z39~ 4-7 

m.38 

6-16 

[ 

1,--1-1 -

I 

6-23 I 
6-239 

m.39 

6-16 

Ab 

E 

\ 
4-7 6-Z10 
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com- as shown 
in 

with the continuation of 
a condensed reference to the 

is 

chordal is 
is appearance of 

first form of 6-16 in m. 39 and the 

16: IvJeasure 41 

Principal Sets: 6-16, 6-Z19. 7-218, 7-21~ 8-7 

IF Eb E 

8-7 

7-Z1~ 

7-21 
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In of economy in 
mention been made of the large 
ments of music. In this measure, 

and instance 
formation of the large set 8-7, 

the entire measure. is 
4-7 is f ormed by the measured triUs: F#-G, D-Eb, 

The vertieal formation here is 6-Z19, which with 
eomplement, 6-Z44, as in Example 16. Set 6-Z19 returns at 
the end of measure, preeeded in upper 
bor-note" E. As indicated in Example 16, this ereates a 
eoneealed form of 6-16. The two 
note. The shared pentaehord is 5-Z18, one of the basic 
(Example 3). Here it oecurs within its 7-Z18. 

Not shown in Example 16 are multiple forms of 5-21, for 
example, as the top five notes of the vertieal 6-Z19. 
large set 7-21 (5-21's eomplement) is 
first seven notes of the measure. 

Example 17: l'vfeasures 45-46 

"b~ Principal Sets: 5-Z18, 6-Z10, 6-Z13 

6-Z10 5-Z18 

Eh 

'7 

(5-21) 

, """1

/

_-

ÄI (E) 
c~ E0 

E Eh 

5-Z18 6-Z13 
5-Z18 
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18: 50-52 

Example continued on nexl page. 
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Principa1 Sets, 5-Z17, 5-Z37, 6-Z10, 6-16, 6-Z1916-Z44 

1 5- Z17 

I 6-210 

B# 

Eb 

6-Z19 

r:!l. .. 51 

C# E 

5-237 

6-210 

CU 

E 

r 
6-16 

6-210 

Ai F# 

F le D 

6-16 7 
6-244 

This is the apex of the Development, and a clear 
the Recapitulation that foHows m. 53. 
hexachord 6-ZlO 1S presented in 

ALLEN FORTE 

6-210 

as in Example 18. The upper voice, which has contour 
of the theme, is set 5-Z17, which is not closely related to 6-ZlO at 

J 7 This set is a dose relative of 5-Z37, the 
nent of the phrase cited 
appears music here, as shown. The appearance of 

at music serves as a 
tying together the strands of the elaborate 
has been expressed up to point. 

The left-hand consists of three successive the same 
contour, dearly related to the episode in m. 11. last two of 
these are forms of 6-16, the first is more enigmatic. This 1S 
the same as set that begins on m in m. 11 (Example 
that here G replaces G~. The departure from the expected 
has an extra-musical explanation (Example 18): 

Es-A-D-G = A ... D Es ... G 

17The reader wil! recognize 5-Z17 as the primary sonority of the third movement of Op. 16 
("Farben"), a sonority so striking that it was quoted by Berg as the first chord in Ac! 
Scene 2 of Wozzeck. 
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53-55 

b~' 

Principal Sets: 4-19~ 6-Z10/6-Z39~ 6-219/6-Z44 

6-Z10 4-19 

, \ i~ 
it:::\~ ___ I ~ , 

i 0 ~ G G A IF 'F i E! i 

@l D F# .4 A#011 I Dfv ! c# 11 
I ! l!l+ ) ,I, 
, , j" i A f G# I !I 

;/ I ! liF i 11 
! I i i i 
! I 31:1 Vb 

Lm/ / 
6-Z39 

6-Z4L) 

18perhaps this is the time to attempt to lay to rest the question of whether 0 in the right­
hand pan of m. 55 should be B#. The C# is the conee! note hefe for two reasons: first, (the 
analytical reason) it is a eomponent of a significant hexachord, whereas B# is not; second, 
the manuscript clearly shows C# (the musicological reason). 
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Example 20: Afeasures 58-64 

,fdinL -

la· 
q<it:...... ____ ----

62 
, ____.,.1. I 

-r'----------~. 

(a) Forme of 6-Z3 

1!l.59 !'l.60 ",.61 m.62 

A • 

6-21 6-21 

S Sb A C Ab 

~ 
D D ,.---....... 

G% G# 

A--------
E (;"c"""--""G Gr---G# 

1 ....... ---'1 ,--.. ~ 
Eb Eb Eb 

~ __ ß~A 

01.63 

F A .4#1 I! 

, GY 

I: 

o Ea 

G# 

D 

A 

E Eb 

L--! 
5-7 
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of 

statements of 6-21, 
movement has 

next 
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investigation 01 
to be the last. To my own Leichten/ritt was 

the to explore the tonal basis 11 which he did in the third edition 01 
his book on Musical Form (1927). Perhaps the most exponent tonal 
analysis has been Reinhold Brinkmann in his Arnold Schönberg: Drei Klavier-
stücke: Studien zur Frühen Atonalität bei (1969). The competition 
among those 10 venture diverse on the tonality 11 is fively, 
to say the least, while the fed by George Perie and Alan Porte, motivic 

interpretation. 
to this literature since am convinced that 

structurafly in Opus 11. In there is evi-
dence that 23, No. 1 some dozen years later. I have also 

musicians don 't understand simple thematic 
in Opus 11, No. 1 even they concern 

intervallic It is also to read the work 
do not bother to discuss structural relations 
they abstract various note sets. In both 
it seerns to me, a less 

out 

1 

Schoenberg's 
of atonal 

11 even 
resu!ts and, 

than a consideration 01 tonal struc-

11, No. 

IS not 
phrase, 

again into 
proceeds to dose 

expected contrasting 


