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THE MAGICAL KALEIDOSCOPE:
Schoenberg’s First Atonal Masterwork,
Opus 11, Number 1

Allen Forte

n a well-known article, Schoenberg expressed an
opinion with which few who have studied his music intensively could
L Y

May 1 venture to say that, in my belief, even works of my third period, as,
for example, the Three Pigno Pieces, Op. 11, or the Five Orchestral Pieces,
Op. 16, and especially Pierros Lunaire, Op. 21, are relatively sasy to under-
stand today.!

Of the works listed by Schoenberg here, the Three Pigno Pieces,
Op. 11, are crucial to his development—in particular, the first pi
of Op. 11, which, as indicated in the subtitle of this article,
regarded as the first atonal masterwork, the first work wéih@u‘
that depends solely upon its a‘i@na‘? musical organization for it
coherence and beauty. Opus 11, Number 1, has challenged analyst:
since it first appeared, in contradiction to the view Schoen
expressed above two years before his death. The present study repr

g
sents a further effort to understand this celebrated, path-breaking
and refractory musical object.

Chronology and Source Documents

Opus 11, Number 1, was completed in Vienna on February 19,
1905. To place this date in proper perspective with respect to Schoen-
berg’s development of atonal techniques, let us consider the two
works that bracket it: the song ‘““‘Am Strande’” (completed February
8, 1909) and the final song (Number XV) of Das Buch der Hingen-

'Style and Idea, p. 79. Complete bibliographical data for all citations in the footnotes
is given in References.
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den Gdrten, Op. 15.% After this time there was apparently a hiatus
of some two months in Schoenberg’s compositional activity. The
next work completed was the first piece of Five Pleces for Orchesira
Op. 16 (particell dated May 23, 1909). The third piece of Op. 11
was not completed until August 7, 1909, about the time he was
completing the Five Pieces for Orchesira.’

In this chronology, the song ‘“‘Am Strande’ occupies a critical
position, for it is a full-fledged atonal work that exhibits the same
structural processes to be found in Op. 11/1. As is now generally
known, this work was the first to use piano harmonics {(not Op.
11/1). Moreover, in general style-use of extreme registers, rapid
thythmic figures, short referential motives—the work strongly
resembles Op. 11/1. Opus 15, Number 15, on the other hand is a
hybrid in style, suggesting that it may have been started at an earlier
date only to be completed after the composing of ““Am Strande”
and @D, 11/1. However that may be, there are strong indi@a‘iéoﬁs

‘the decisive steps.””” ““Am Sirand@ was set aszde after com
and only published posthumously (in the Collected Edition

And anyone who sees the original manuscript of Op. 11/1 cannot
fail to detect in the small pencil handwriting a certain diffidence.
This was, of course, not long after the scandal that attended the first
performance of the Second String Quartet, Op. 10, by the Rose
Quartet at the Bésendorfersaal in Vienna, and the subsequent uproar
in the press.

There are no extant sketches for any of the movements of Opus
11, nor are there any revisions in the manuscript. (There are, how-
ever, revisions in the manuscript of Op. 11/3, and these are repro-
duced by Brinkmann in the Critical Report.) A thorough description

of the source documents is given by Reinhold Brinkmann é“ﬁ the
Critical Report to the Collected Edition.

2¢“Am Strande”’ is dated a year earlier by Maegaard. However, Brinkmann is correct in
assigning it to 1909. See Forte, “‘Schoenberg’s Creative Evolution. . . .7

SHowever, as demonstrated by David Lewin, the third piece represents, if anything, an
intensification of the structurai processes of Op. 11/1.

4““The most decisive steps forward occurred in the Two Songs, Op. 12 fi.e., Op. 14], and
in the Three Piano Pieces, Op. 11.”’ Style and Idea, p. 110.
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Analyses of Opus 11, Number 1

There is a long history of published analyses of this work, begin-
ning scon after the score was published, in October, 1910 (Ré&ti).
T’ﬁosg eﬁﬁ{msd here are listed in the References. Many of them
attempt to place the music in some kind of tonal framework. For
example, L@éc?ﬁz@mziz‘t writes the following about the first eight
measures:

m

Of onaExLy there is no trace. One might possibly speak, however, of poly-

ona /, of different tonalities heard simultaneously. The prmcmai melody
a} has the Phrygian tonality, E, F, G, A, B. The alto part has already been
dentified as B minor. {430}

o

Brinkmann ‘“@ié@ws Leichtentritt in mbﬁasa;zmg the compass of a
fifth traversed by the melodic theme in mm. 1-3 (B-E) and ﬁz@ds
other tonal atir zbu@ in the work. However, Brzﬁkmaﬁﬁ has a
deal more t0 say about the piece, and his study is certainly th

b ished discussion of this music.

on der Niill read the opening three measures in E major-minor,

ym F on the third quarter of m. 2 as lower neighbor noie to Fg,

the A that precedes it as an upward skip of a seventh above B (hence
dominant-related), and so on.

Bven as recently as 1977 {Samson), one finds ref rences to “‘residual
tonality”’ in this music, along with somewhat vague s p@cs’iaﬁ@ns
concerning centric pitch functions:

o

There are indications that the E flat which concludes Schoenberg’s Op. 11,
MNo. 1 has a centralizing function in the piece as a whole. [213]

Perle, however, designates Op. 11/1 as ‘“‘Schoenberg’s earliest
consistently atonal opus’ [12] and includes an extensive analysis
based on his idea of the intervallic cell as a generator of structures
of larger scale. Ruth Friedberg also views Opus 11 as unequivocally
atonal. And Jan Maegaard’s rather detailed analysis assumes non-
tonal structure.

The most interesting published treatment of Opus 11/1 is Witt-
lich’s article, which employs sophisticated analytical technigues to
reveal significant features of the music. Finally, brief mention of
the first piece is made in the present author’s ““Sets and Nonsets. . . .”’

No attempt will be made here to evaluate critically any of these
analyses. Suffice it to say that the existence of the present article
reflects the author’s belief that a more comprehensive analytical
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treatment of this key work is in order. (It is also the author’s firm
conviction that this will not be the last published analysis of Op.
11/1.) It is hoped that the analysis will help dispel some of the gross
misunderstandings about Schoenberg’s atonal music that have been
abroad for all too many years now. A short example:

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

As will be apparent in the analysis that follows, repetition is the
central musical processin Op. 11/1.

Form

Unlike the last movement of Opus 11, which is virtually ‘athem-
atic,’ the first movement of the composition has clearly delineated
themes and motives which determine the external form of the work.
As will be shown, the real internal form is determined by the pitch
structures that organize the music; these present a continuum of far
greater subtlety and complexity than that indicated in the summary
of the succession of parts (Example 1).

The large outline of the movement is ternary, and resembles a
short sonata form. Within the large sections is a rapid succession of
short sections, often creating strong contrasts in register, dynamics,
and rhythm. It is this aspect of the music that lends it its passionate
and rhapsodic character.

The classical ternary design pervades the work in an extraordinary
way (Example 1). Within the large A B A are smaller A B A forms.
Indeed, the Exposition includes a varied repetition of the initial
A B A, indicated by sqguare brackets in Example 1. And although
the form of the Development is more difficult to discern at first,
it resolves, once again, into an A B A, as shown in Example 1. The
analytical decisions represented in that reading, however, are based
not only on the external configurations (motives), but also take into
account the harmonic components. This will become clear as the
discussion proceeds.

SStuckenschmidt, H. H., Schoenberg: Leben, Umwelt, Werk, Zirich, 1974. [Der Verzicht
auf Widerholungen, seibst variierte Wiederholungen, stelite die Grundiaogen des abend-
lindischen Musikempfindens in Frage.}
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Example 1:

A. Exposition

A 1411
[12-14
B |
|15-16
l17-18
A i
|19-24
[A] 25-27
[B] 28-30
[A] 31-33

B. Development

[A]
[B]

[A]

34-38
39-41
[42-43
46-49
[50-52

A. Recapitulation

53-55
56-38
56-64

Overview of Form

-3 4-8 9-11

a b a’

Episode (‘new material’)

Transition

Returnofa’

Returnofb

Canonic episode resembling b, with variantona
Canonic episode related to 12-16

Final statement of a

(39=12)
{49=29)
b
a
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Example 2: The Harmonic Vocabulary of Opus 11, Number 1; The Harmonic Yocabulary of Opus 11, Number ]
The Six Hexachords and Their Complements The harmonic vocabulary selected by Schoenbere for this extra-

=

ordinary work is quite restricted. It consists of six hexachords and

n their complements, six pentachords and their complements, and two
T = — ? — tetrachords and their complements. Example 2 displays the six hexa-
T T eye T chords (and their complements) and establishes the nomenclature
6-23 [433221] 6-736 that will be ; spd in this article.” A few words of explanation will
help the uninitiated reader follow the discussion.
{? ' e — Fach mxag ord has a unique name, consist ting of the numeral 6
¥ SieToRe & &7 (which designates the number of elements in the ¢ hexachord) followed
6-210 [333321] 6-739 by a hyphen, followed by a number. The aipiﬂa‘% gtic character Z
preceding that number indicates ma there s another hexachord
ﬁ : = — which has the same interval conten (hence is i ‘
A A I @ﬁ@ TPET d «f'&:"fe"ﬁ referential pitch form. T%@s A Eexac_,
4 6-213 [324222] 6-242 in Example 2, so that 6-73 ic Opposite its comple
\ is opp 0 ite its cs:f;f“e ement 6-739, and so on. T}
' ;;? : not of the ‘77 ss&f—wmgiememazy 6-1
J@j >ie FEE S@r ¢ of these hexachords were special favorites o
6-16 [322421] ' For example, 6- ZE /39 occur in Op. 23/4. T}
6-713/42 is fz_:fzé msnzaa fm J:e fakmﬁ&e’z‘%
4 ‘ — —— occur in
: S ®§®f : = St o 7 ? + chord of DZ@?‘?“O? iwzaz; re, O:} 23 S*m«e th
’ 6-719 [313431] 6-244 EsC-H-B-E-G Opus 11, a’ﬁ_d9 in general, precompositional sketcl
works are ex e?y carce, we do not know “ﬁ@'
Sczz@m%em explored the properties of the hexachords.
::z 2\7 ot x}»"’“’ from the ava%y cai evidence, it is clear that the intri
! 6-21 [242412] tion of these hexachordal materials was com gi t@éy
The hexachordal pair 6-719/44 occupies a ,i S

)

Schoenberg’s oeuvre because 6-7Z44 is his music

H-B-E~-G.* Often it Ocaurs in a very concealed way ,
§ tal flourish. In Op. 11/1, h however, both hexam@r is are important
i structural components throughout,

81n Op. 2374, the last atonal composition {except for the Variations on a Recitative for
Organ, Op. 40), Schoenberg used an even smaller collection of harmonies {sets): three
hexachords and their complements account for all the pitch configurations in that work.
Given Schoenberg’s numerological bent, the selection of exactly six hexachords for Op.
11/1is more than fortuitous.

"See Allen Forte, The Structure of Atonal Music, (New Haven and London: Yale Univer-
sity Press, 1973).

¥ As explained in “Schoenberg’s Creative Evolution. . . .
I g
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Example 3: The Harmonic Vocabulary of Opus 11, Number 1; Example 3 displays the remaining harmonies of Op. 11/1: the six
The Six Pentachords and Their Complements; pentachords and their complements and the two tetrachords and
The Two Tetrachords and Their Complements their complements. Like the hexachords, some of the pentachords

have special attributes. For example, 5-Z17 has the same interval

A content as 5-737; and 5-Z18 has the same interval content as 5-738.
I — m— And again, some of these collections or sets, as they will be called
T ote T 3 A in this article, are special favorites of Schoenberg. For example,
5-13 [221311} 7-13 [443532] 5-21 is expressed as the opening melodic theme of the Five Pieces
R Jor Orchestra, Op. 16. And 4-19 is found so frequently in his atonal
s b —— music that it almost acquires the status of a consonant triad in a tonal
& SteET Ry work.
5-217 [212320] 7-217 [434541] These harmonies, or sets, are displayed in Examples 2 and 3 in
a basic abstract referential form, called Prime Form. In the actual
£ — = music, they have many different pitch zepfssemaﬁ@ns and assume
T ofe = sie THST various musical shapes. Unlike such collections in the 12-tone music
5-718 [212221] 7-218 [434442) of Schoenberg, there is no fundamental ordering EEESOS»@ upon or
deducible from the set: these are unordered sets, which is not to say
f = — hai: order of the components of the sets is unimportant, but that
;3 = ® sie © B : there is no canonical ordering to which other permuiations must
5-21 202420} 7-21 {424641] refer if they are to be properly interpreted in an a‘nai} sis, as is the
case in 12-tone music,
: " Although successive occurrences of the same set may vary with
;; — - el o S respect to pitch content, order, and musical configuration, one f”. -
5-737 [212320] 7-137 [434541] ?Lre of the set always remains fixed: total interval content. In the
displays of Examples 2 and 3, interval content is indicated by the
o] { array of numbers end@sed within square brackets: the interval vector.
o — LS ' — Thi h the fi ftmost) digit specifies
SE=SS sie o his is an ordered array in which the first (leftmos
5338 (2122211 7-738 [434442] the number of intervals Gf class 1 (minor seconds, major sevenths,
minor ninths), the second digit specifies the number of intervals of
n class 2, and so on, until the rightmost digit gives the numbez of inter-
s : S e vals of class 6 (tritones). Evidently Schoenberg selected hexachords
N ?—-%@{20}2103 8-7 [645652] of considerable diversity as well as similarity with respect to interval
content. This is only one of several technical features responsible
A : for ‘she sonic richness and subtlety of the work. Consider, for exam-
s : o E— Uﬁ;@ﬁ@ : ple, hexachords 6-Z10 and 6-21:
2, ) : . ]
¥ i [101310] 8-19 [545752] ] 6-210: [333321]

6-21:  [242412]
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Set 6-7Z10 occurs as the upper voice melodic theme in mm. 1-3,
while 6-21 is the upper voice of mm. 9-11, the ‘variant’ on the theme
so often cited in analyses of Op. 11/1. Yet, they are totally different
with respect to interval content. Whereas 6-21 has a large number of
intervals of classes 2 and 4, thus giving it a ‘whole-tone’ cast, 6-210
has a much flatter intervallic profile, with the same number of inter-
vals in classes 1 through 4 and the same number of intervals in classes
5and 6.

Readers who are familiar with Op. 11/1 and with analytical studies
of the work may wonder why trichords are not included as part ©
the basic harmonic vocabulary. Trichords will indeed be included in
the analysis below, but they lie always at the surface of the music and
require no analytical skill to ferret out—hence must be obvious to
any reader. In general, trichords are ubiquitous in atonal music and
play a role analogous to dyadic motives in tonal music, while the
basic structural components are larger sets, in the case of Op. 11/1,
hexachords. Just how pervasive trichords are will be suggested by
the fact that the first melodic trichord in Op. 11/1, B-G#-G (type
3-3), is found at least once in each of the hexachords of Example 2.

oy

Thematic Statements of the Hexachords

TBach of the structural hexachords either comprises 2 thematic
component in the music or (in the case of 6-744 and 6-Z19) is a
somewhat concealed subcomponent of a thematic statement. Exam-
ple 4 provides specifics.

Qet 6-736 is the left-hand accompaniment of the variant on t
first theme in mm. 10-11. Its complement then occurs as the left-
nand accompaniment when that melodic theme returns in mm, 1
18—a remarkable transformation. In m. 18 the trichord is not iden
cal to its counterpart in m. 11, but it is of the same type. Set 6-710,
one of the most important hexachords in the movement, is intro-
duced, not surprisingly, as the melodic theme at the very opening of
the music. Its complement is the left-hand part of the antecedent
phrase in mm. 4-5. Set 6-Z42 is the content of the contrasting phrase
in m. 7, and its complement, 6-Z13 is the first hexachord in the
dramatic figure at the beginning of the B section in m. 12. Set 6-16
is the left-hand accompaniment of the opening melodic theme, and,
together with 6-Z10, is a major component in the entire movement.
Sets 6-744 and 6-Z19 occur in somewhat concealed form, as shown
in Example 4, but as subcomponents of thematic configurations.
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And, finally, set 6-21 receives its thematic exposure as the upper
voice of m. 9. )

Example 4:  The Six Hexachords and Their Complements;
Initial Thematic Statements

6-236/3 e Pl -
[433221) ' : =
o
6-210/3¢ — :
1333321} > 1 : = :
)
6-242/13 ; ,
1324222) :
& (‘ub?-, ’g;g
: :
e
4 2
§-15 ; 2
[322431] -
® ®
6-244/19 = '
313431 o : = :
¢ e e E
i Je |
J
O]
6-21 = i 5
[242412) T = : 7

The coherence of Op. 11/1 as well as its special elusive quality
are provided by the dynamic and kaleidoscopic transformations be-
neath what appears to be a conventional musical surface composed
of themes and motives. These transformations create an interlocking
of protean musical configurations that forms a multi-leveled and
many-faceted object, a kind of structure that Schoenberg introduced
for the first time, in an extended way, in this composition, a structure
determined by processes unique in music, processes that far transcend
the venerable principle unitas in varietate.
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Schoenberg never discussed this way of composing, nor would Example 5:  Measures 1-8
he ever have done so; yet, there are hints of a general sort in many )
of his writings—for example, in many of the essays in Style and Idea. MaBig(d-es)
These essays also make clear the fact that at the time he composed ‘g = _ S
Op. 11/1 he was not interested in producing tonal music, especiaily i@ = ;t; 3 T = : = =
in some kind of contorted tonal idiom. {One recalls the scorn he later % s ::mj &7 g q'w\w—;ﬁ g
|

vented on the ‘neo-classicists’ in Three Satires, Op. 28 [19251.) Also
one can se¢ in the writings that Schoenberg was strongly impelled ,
(probably from about 1903 on) to compose special music, new music,
““‘Because: Art means New Art.””? This historical view of Schoen-
berg’s atonal music informs the analysis that follows.!°

To facilitate discussion of the organization of Op. 11/1, short
sections are presented below in music and diagrammatic notation.
At the top of each example is the score segment in full notation,
and below this are diagrams which give the letter-names of the pitches
in the full notation, together with boxes and brackets delimiting the

{2} Priacipal Sezs:

musical components. Each of these components {a set) has attached §-210733, 615, ouid

to it a name, following the convention described above. Thus, in

Example 5, the hexachord 6-21 consists of (in letter names): F, T, ' =1 =4 .7 =8

G, G#, A, A, B, B, Db. With repetitions omitted, this becomes F, G, o216 6244 o235 s-z38 sozss

G#, A, B, Db—a transposition {(up five semitones) of the referential ] | \ |

prime form given in Example 2. The principal sets, mainly hexa- j J; e ‘E o = - —

chords, but sometimes five- and seven-note sets, are given first in the ; 5 = ¢ s 3 L/YB 3 ; . ,

diagrams, followed by secondary features of interest, including special g { > P A s | » e o 722 225
pitches and trichords. Not everything shown in the examples will be v o " M es | os ;7;;—”;*"‘
discussed in the article text; it is suggested that the interested reader 3 A\ 5 L — N e |
peruse the examples for further information about structure. B=21 6-16 i__ g:ggg_J 6-242 r_g—;gzggg

{b) Other Features:
4-7, 4-19, 6-210/39,
§=16, 6-21

—

°From the essay, ‘‘New Music, Outmoded Music, Style and Idea,”” in Style and Idea. Im’ O € D F# 4
10As suggested earlier in this article, with the reference to Op. 23/4, the processes that /

underlie Op. 11/1 are not unique, in the general sense to this work, but are exemplified in

every one of Schoenberg’s atonal works. Only in some movements of the Serenade, Op. 24, 5-238

where the crucial factor of the ordered set enters, and the transition to the 12-tone method
becomes explicit, is there a change.

xample continued on next pase.
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Trichords:
Pentachords:

Of course, this opening music is of the utmost importance for what
follows, since here Schoenberg is still composing in the thematic
iradition. However, and this is basic for the analysis, the structural
components extend beyond those that assume specific thematic
shapes. This concept of multi-level organization is represented ina
lucid way in the first three measures. In the diagram at (a) in Example
5, the two thematic components are upper voice (6-Z10) and accom-
paniment (6-16). However, two other hexachords, which subse-
quently become important, are also stated here: 6-21, which is the
variant on the melodic theme in mm. 9-11 (see Example 6), and
&-744, the BEs-C-H-B-E-G signature, here transposed six semitones.

The appropriateness of the kaleidoscope metaphor used in the title
of this article should now be apparent: the harmonic structure of the
music is constantly in flux, constantly shifting, to reveal new facets
created by the interlocking of its components. Here, in the opening
three measures, four of the six basic hexachords of the piece are
stated.

In the consequent phrase, mm. 4-5 (Example 5), the upper parts
form the pentachord 5-738 (which is related to 6-Z42 and 6-Z44,
as will be explained below), while the lower parts bring in a ‘new’
structural hexachord, 6-Z39, within which 5-Z37 is formed by the
line that moves from d to b D to B." Again, there is another facet.
As the upper parts come to rest on G and B, the three notes below
this dyad (trichord 3-8) form 5738 once again. Perhaps most extra-
ordinary, however, is the relation of the left-hand part, 6-7Z39, t0 the

With the addition

i1The right-hand part here (5-238) consists of the notes C-B-Bh-E-G. Wi h the
of Bb, this would constitute the Schoenberg signature.
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the previous phrase, for 6-739 is the complement of 6-Z10

? In {nm ’?‘:—8: following the modified repetition of mm. 4-35, a new
hexachord is formed with the introduction of Db and C in the bass:
é—Z@EE Here the dyad Db-C replicates the final dyad of the opening
theme, F-E. Now five of the six basic hexachords have been 8}(2}1‘885@@0
gither as thematic shapes or in more subtle ways. o

In a‘gxam?ies 5b and 3¢, further details of the organization of the
?penmg Qmaszic are shown. In particular, observe 6-16 in the pitch
form of its first occurrence in mm. 2-3. Also there are two ‘f@rr;ss of
6-21 and another form of 6-739: the two inner voices of the Uas;;zas

Tetrachord 4-7 appears here as the combination of the @;/@ 30!:/‘»2;
dyads in the left-hand accompaniment: F-Gb-A-Bb. When@v% ﬁ’:’g?’
a‘g\)pea.rs in the movement, it is a direct reference to the first tﬁeme
imce it contains only trichords of types 3-3 (B-G#-G) and 3-4 ( ﬁxi
F-EB), a property unigue to this tetrachord. .

Examgés 5S¢ offers an even closer look af the set struciure.
four :@am trichords (3-3, 3-4, 3-5, and 3-8) are designated. Special
attention is drawn to the trichord B-G#-G at the @né of the COQSZ'&:
guent phrase in m. 5. This, of course, replicates the motivic Uigﬁ_@zd
Gf mm. 1-2. aﬁﬁd another means of local association is provided by
tﬁg upper voice of mm, 4-5, where the dyad E-G refers to the end
points of the thematic trichords in mm. 1-3. (In the sequel, detailed
references to such features will not be made, on the ass{zngzien éi;aaz
the reader will understand them easily. Rather, attention wzﬁ% be given
to aspects of the music that are not obvious and that need s;@ciaé
analytical explication.)

Perhaps the most important aspect of structure shown in Example
3¢, however, is the appearance of the two new pentachords 5-13 a_n‘d
35-21, both of which have important roles to play in the music that
follows. Set 5-13 relates to 6-16 and 6-21 by iaciusisnﬁ and 5:23
relates to 6-16. That is o say, both are derived from hexachords
basic to this composition. -

"]
=
b

120f course, 6-Z3 i ‘i
. ! irse, & ’2_79 here is not the ‘literal’ complement of 6-10 in mm. 1-3, but a transposi-
tion of the ‘literal’ complement. o




Example 6: Measures 9-11

A langsamer 5

{b) Other Peatures:

e ] 5219, 5218, 6-210, 6-236
[ =
~2 g gé LR o190

P == T _— :

e :é% & 1 c A b
vl
/e
4

(a) Principal Sets: 6-21, 6-236, 6-Z19

29-11 b 5-236
e 5-218
6-21 L g-z10

{e) Trichozds: 3=1, 3=-6, 3-8 3=3

3-8 3=3 3=1

(2o jc] (o2 a4l 23]

%E? B!x
i
.
b
38 3-8

In Example 6 we see the three-measure ‘yariant’ of the o?ening
theme, about which much has been written. Schoenberg retains the
rhythms of the opening theme, but the intervallic succession, with ﬁ.ze
exception of the last dyad, is entirely different. How does 6-21 in
this context relate to 6-Z107 The answer: it does not relate to 6—23@
directly, but to the complement of 6-710, 6-7.39. Specifically, 1‘3
relates to the first thematic statement of 6-739, in the left-hand
part of mm. 4-5 (Example 5). Not only does 6-739 differ from 5—21
by only one note (B), but also the thematic shape of 6-21 is sO
ordered that it retains intact the first two dyads of 6-739: D-F¥ at
the beginning of the ‘variant’ and A-Bb at the end. Teﬂstate the
general relation between 6-21 and 6-739 in another way, they sha;r?
a 5-note set of type 5-13, which occurs as the first ﬁ.ve notes of
the left-hand part in mm. 4-5. Thus, 6-21 is not a ‘variant’ on the
theme directly, but a variant on the complement of the themeeﬁ In
the variant, the special note G# (special because of its association
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with the opening theme) is highlighted rhythmically and registrally
and occupies the middle position in the series of seven attacks, while
in 6-739 in mm. 4-5 it is the bass note. Moreover, it is the second
note in the trichord 3-3 (C-G#-A), just as G# in the first theme is
the second note in the same type of trichord (B-G#-G).

The left-hand accompaniment of the ‘variant’ in mm. 9-11 forms
the new hexachord 6-736, completing the basic hexachordal vocabu-
lary for the entire movement. Since this has the rhythm of 6-16 in
mm. 2-3, one might expect that 6-736 and 6-16 are strongly asso-
ciated. This is not the case, however, nor is 6-736 {or its complement
6-7Z3) closely associated with any of the other basic hexachords.
Its role as an integral structural element of Op. 11/1 is quite attenu-
ated, and its appearance as a prominent component of the Coda
(Example 20a) remains enigmatic,

Example 6a shows two additional features of the segment in mm.
G-11. First, there is a second form of 6-21 beginning with the third
note of the upper voice melody. Even more interesting, however, is
the appearance of 6-Z19, the complement of 6-7Z44, alsc beginning
with the third note of the upper voice melody and incorporating
the four upper notes of the accompaniment. This is a direct link,
by complement relation, back to the opening theme, where 6-744
occurred at a secondary level of structure (Example 5).

Examples 6b and 6¢ show additional features of the variant on
the theme, including a concealed form of 6-Z10 (at b), but one that
has the same pitches as the opening theme, and the set 5-Z18, which
occurs for the first time here. Pentachord 35-Z18 is structurally
important here because it is closely related to 5-Z38, the upper part
of mm. 4-5 (Example 5). Specifically, as remarked above, it has the
same interval content as 5-Z38. Both sets are significant harmonic
components of the music. Example 6¢ shows the variegated tri-
chordal organization of the passage. As in the opening theme, the
first trichord of the melodic theme is of the same type as the last
trichord of the accompaniment, a means of local association and
closure.
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Example 7: Measures 12-13

2 viel schaeller e 2 be 3
I
\ 7eP : D
( 5
5 T —
b B k] LT
it Dimpfungl5.Pedal). . . - - ¥
{2} Principal Sets:
6-213/42, 6=16, 6-21, 65-236
™12 m,13

5-213 6~Z52

\

5 ¢ 5 b4 D cRC ' CiBb4 cf G FE Eb

i r—iM__._J
L eess r—
T 2L 8-~238
5-Z356

{5} Dther Festures: 4~19, 3=-238, 513, 7-%238, 7=13

=13 5-19
7-738
s ¢ 2 Ep4 Dlec z cilmpa cre v B
5-13 5238

{e} Trichords and Sgecial Notes
3-3 3 3

-

@c E'.ﬁ P ete ch EiC%BnA k¢ Fﬁ@
I

3w
-8

Since the very first attempts to understand Op. 11/1, this passage
has perplexed analysts, since it is such a radical departure in every
apparent respect from the preceding music.'’ As shown in Example
7, the first hexachord in the configuration is 6-Z13. This is the com-

13yon der Nall (op. cit., p. 103) writes: ““Measures 12 and 13 show a residue of the har-
monic style, exaggerated with respect to the preceding development and rationally under-
standable only in a few tones.” [Die Takte 12 und 13 zeigen ein Residuum des Xlangstiles,
gegeniiber der voraufgehenden Entwicklung iibersteigert und rational nur in wenigen Ténen

greifbar . . . .]
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plement of 6-742, the total content of m. 7. Indeed, it is followed
immediately by 6-7Z42, as indicated, so that the two complement-

related hexachords bisect the pattern. Other hexachords formed as
contiguous segments are 6-16, 6-21, and 6-736. Thus, in terms of
hexachordal content, the passage is a reference to all the major
segments of music that have preceded it. With the appearance of
6-Z213 here, all the hexachords listed on Exampie 4, @%{C@g}’{ 6-73,
have been stated.

The passage {(mm. 12-13) is organized over other spans as well,
as shown in Examples 7b and 7¢. The large set 7-7Z38 {complement
of 5-738 from mm. 4-5} is formed by the first seven notes az;d inter-
sects with 5-738, as indicated. Set 7-13 is f@rmea beginning with D,
and it contains its complement 5-13. The trichordal structure shown
in Example 7¢ is self-explanatory. HOW» ver, it should be pointed
out that the initial 3-3; B-C-B-Eb, is an ordered inversion of the
first melodic form of 3-3 in mm. 1-3 about the special axis-plich B,

One final feature of this passage {mm. 12-13) deserves comment,
It was noted above that 6-713 and 6-742 bisect the confi '

Ag shown in BExample 7b, they are joined by a form o
—_—?9 The occurrence of 4-19 “@re looks ahead tc o

riking aﬁd 1ovel occurrences in the piece, 4-19 as fs

1 mm. 14-17 {Example 8). The two forms are sv:

1V erzed acowﬁ Chand B, the peak notesin m. 1
4-191n its harmonics manifestation in m. 14.

€

ih

tire movement one of the most difficult |
e kaleidoscopic configuration in mm. 13-15
upper part forms 7-13, complement of one of the basic pents
The six upper notes, excluding Fb, form &365 and this s
four notes with the original 6-16 in mm. 2-3: Cé-A-F¥-F, the basic
tetrachord 4-19, a further preparation for ‘me coming 4-19 in har-
monics {(m. 14). Within 6-16in m. 13 as the five upper notes iexciud-
ing G) i3 5-21, and this is composed of two forms of 4-19
just listed, v‘ A-FE-F and one that intersects and U*@ngﬁ it:
F-D-C8-A. As Sh@s}% nin E ample 8, the peak notes of 5-21 here
form 3 12 (the *‘augmented triad’’), and refer specifically in this
way t04-19inm. 14.

‘”ASWED“YH has pointed out in The Path to the New Music, the appearance of Eb here
) f her
lowest note thus far) completes the total chromatic. Eb is also the bass note at the end

xx.e mo]vemem. Here, as elsewhers in Schoenberg’s music, such special occurrences of
ave only one meaning: Es (C-H-B-E-G).
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With the appearances of 5-Z17 and its complement 7-717, as well
as 5-Z38 and 6-744, it is clear that this second gesture of the episode
is a development of both antecedent and consequent phrases of the
opening music {mm. 1-5). Thus, although the reading of the form
based entirely on surface aspects of the music (Example 1) under-
stood this as a part of a B section based on ‘new material,” a deeper
analysis in terms of harmonic content (sets) reveals a different kind
of variational and developmental process.'?

Example 8: Measures 13-15

B Die Tasten tonlos niederdsicken! | langsamer Example 8b refines and elaborates the analysis in HExample 8a.
e U o . -
2 ‘ For instance, every other note of the right-hand part forms the
{ S g important tetrachord 4-7: Eb-D-G-F#, always a compressed refer-
S . - .
| it ence to the trichordal structure of the first theme, as remarked above.
f'rr#qé };<? In m. 14 the harmonics form 4-19, the specific pitch structure of
:ﬁgﬁ‘:{ o which is identical to 4-19 as it occurs as the upper four notes in
(8) Principsl Sets: 7-13, 7-217, 6=16, 6-236, 6-24b, 5-217, 5-21, 5-I38 m. 3 (Example 5), hence a clear reference to the end of the first
1 n.15 subject. This form of 4-19 occurs with 5-13, as indicated in Hxample
.13 e " } . . M
® 8b, and when the first two new notes, G#-G, enter in m. 13 the
s-18 P complement 7-13 is created.
7-13 5 -

e

Example 9: Measures 15-17

/ ! “a 18—
5.317 -238 T
7-13 ———

7217 Dk = = o=

Ls-zsﬁ = N =@
e - -

{b) Tetrachords and Trichordss &-7, 4-19, 3-3 ,(‘ ‘] RE ”7 :

4=19 b7 O e El

5-19 1 3-22 Y /5'13
A 3
Y
C# F . .
FExample continued on next page.
F A
D F#
ED G Lo ce © i 15 ays . - s e : 1
. > = \c'\ b s ci i oglF CE E Those familiar with Schoenberg’s writings will recall how freguently he used the term
3 o C ““developing variation.” For example, see the essay “‘Criteria for the Evaluation of Music”
@ zb E B A in Style and Idea, pp. 129-30.
7 :
3-3 $-3
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Principal Sets:

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

=13 .16 .17 n.18
7-217
™~
c#
4
S
7
G# ¢ ¢ F#%?#in cT T |68 A 4 G#
== b )
A
6-236 E
105 F
——i—ﬁ |
6-239 6-23
6-21
6-244

{b) Other Features: i
3-3, 3-6, 3-8, 4-19, 5-217, 5-2Z37

F#
g

5-237
323 3-8 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. The
two dyads in the upper part of m. 15 require explanation. The first,
G#-G, is a reference to the first theme, specifically to the second 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. Thus,
we have motivic condensations of the two a sections of the first part
of the Exposition here in the transition—a procedure which reflects
Schoenberg’s roots in the 19th century, particularly in the music
of Brahms.
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At the beginning of m. 15, in addition to the main form of 4-19
in harmonics, there are three other successive forms at a secondary
level, bracketed in Example 9a, echoes of the form that hovers
above them. They all share a single trichord, 3-12: F~A-C#. Of the
other hexachords formed in mm. 16-17 (Example 9a), perhaps the
most extraordinary are 6-7Z36 and its complement, 6-7Z3. Hexa-
chord/Set 6-736 first enters in m. 16, formed by the upper trichord
of 4-19 and the two dyadic references to the first theme and its vari-
ant described above. Before this form is completed, another is ini-
tiated, precisely with the entrance of G#, as shown in Example 9a.
Then, even more remarkable, with the return of the variant on the
first theme, the second trichord of the accompaniment changes
{compare m. 1! and m. 1&), although the fype of trichord (3-8}
remains the same. This change replaces 6-7236 of mm. 10-11 with its
complement 6-73, a striking example of the close association of
complement-related hexachords in general.

Example 9b provides additional details. The final note of the
upper voice in m. 18 is not Bb {cf. m. 11), but G¥, a reference to that
special note in the first theme. Also a special circumstance is the
juxtaposition of the two related sets 5-737 and 3-Z17; the former
comes about when F#, the first note of the theme, enters against
the sustained 4-19, and the latter is brought in with the entrance of
the second note of the theme, D. Here we have a beautiful example
of the delicacy with which Schoenberg’s kaleidoscope moves: a
change of one note creates a new harmony, but the interval content
remains constant.
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The section begins with the large set 7-738 and its complement
o

le 10: Measures 19-24 , ; . . .
Examp 5~738 as the basic harmonic components. The most obvious melodic

sehr langsam . - . . . .
» — y 2 = feature of the section is the upper voice eighth-note figure, Eb-G-Bb-
g S == = ﬁ =: iz? ‘ i ,,fv e B-{Ej an ordered iransp@sit%on of the pattern in mm. 4-3 {Exampie 6).1°
5o \3>Z_p\——' PN However, set 5-21, which has not been especially prominent up
ig = ": :"s. e = to this point, now comes into its own, beginning on the second eighth
T i ~T— note of m. 20. With the new phrase that begins at the end of m. 23,
there are multiple forms of 5-21 at the surface level of the music,
Iy A Pk as shown in Example 10a. Most apparent of these is the eighth-note
configuration in the upper voice in m. 24. But, as indicated in Exam-
2,19 .20 n.21 2,23 .24 ple 10a, four successive forms of 5-21 interlock in linear fashion,
yozss 721 Sez37 so21 s-21 beginning with Bb in m. 23: a canon or structural stretto in which
\ | =& the motto set 4-19 plays a significant role (Example 10b).
- ! R Set 5-21 is a logical successor to 5-Z37 in this upper-voice pattern,
£b Gleb 5 Cl. . . [z s el o]az}” since both contain the motto set 4-19. Moreover, both can be ex-
Bpe SR 1 = ¢ tracted from 6-Z44, one of the principal hexachords.
AL 4D e A A?/\A Three remarkable features of this section require attention. First,
c#| .- R as shown in Example 10a, 6-Z42, the total content of m. 7 (Example
{‘ S ° 4 A2 “e : 5) reappears here, formed by the lower voices in mm. 23-24 {i.e.,
/ Ls—.—sz excluding the thematic upper voice 5-21). Second, 6-21, the hexa-
L soz3 s-zaz chord of the ‘variant’” on the first theme, occurs as the last hexachord
- in the section (Example 10b). Finally, the thematic component here,
——5-238 5-737, intersects with 5-Z17 (as marked in Example 10b). In this
. situation they share four notes, namely, 4-19: Eb~G-Bb-B. These
() dastonal gotgl, i ST 038 ST, semd, sl three events, again, testify to Schoenberg’s genius in composing a
5-217 4-19 . multi-level musical structure.
lzalle = 8] E
T
/ R
T
o
/ / 621
L ls.13 5-Z38
5-218 !
4-19 4=19
g Zi#\y ik 5-Z37
b % /_\\17 ’
4 Abl AR 1t might be noted that this set, 5-Z37, like 5-738 in the right-hand part of mm. 4-3,
c¥ 5 T lacks only one note to complete the Es-C-H-B-E-G signature. In both cases, the derivation
. o 5 from set 6-Z44 is demonstrated, however.
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Exampie i1 Measures25—27 {c} Speeisl ped, 5-13, 3-I18, 5=21
5413 5-21
A 25 27 '/_\
i@—“ i e g ¢ 4b FZ? cp| |5 D
— . Y3 55|15 1Ep) cb |3p] 25 4
{ S P o v e S FEpTS
== ;,r." - ﬁrj' k] r’Lvr 'qﬁ . crle 4 7 T z
—TT T I j
5-13 7
5-13 5-218

{d) Forms of $-21, 6-Z39
{a) Principal Sets: 4-19, 5-217 B

(Set 6-21 shown balow at {43) P— = —— li
®.25 w,26 m.27 n,28 G’Y Eb Cbh|Bb Db A
2:;2 <217 I Zb ¢b ¢ F# 4 7l A7
( L / 621 5-21 6-21
N IR ACE P §-239
= Ttz 75 ich 55l DM 4 This passage is canonic. thimd ﬁ?is traditional wsuiface f@at};rsg
4-19 e however, Hes a wealth of relations. First, as shown in Example 114,
; b ¢| ¥ 4 7 7 \ P each of the three strands of the canon is a form of 6-21; hence the
. L‘“'w . passage relates back harmonically to the variant on the first theme
= 4-19 in mm. 9-11. Each strand begins with a descending four-note succes-
w1 seEd sion which retains the rhythm but reverses the contour of the voice
(v) Secoudary Formetions: 4-19, 5-21, 5-217, 5-Z37, 5-238 above the bass in mm. 4-5: 5-Z37, a component of 6-239, from
5217 which 6-21 derived, as explained in connection with Example 6.

The last three notes of the canonic strand, in addition, have the
rhythm of the middle of the first theme (m. 2). Indeed, the first
oo ¢ ,\Eb/f:% vb 4 strand, has the total rhythmic pattern of mm. 2-3. Thus, the set
Ab b jab content of the canonic strand, 6-21, refers to the thematic variant
LA of mm. 9-11, while the rhythmic shapes refer to 6-7Z39 (and 5-237)
1"195/: a1 53-237 5-238 of the antecedent phrase (mm. 4-3), from which 6-21 derived, and
the tail of the canonic strand refers to the first theme, 6-210, from
which 6-739 derived. Moreover, 6-7390 is formed right in the middle
of the canonic structure, as shown in Example 11d: a brilliant encap-
sulation of the opening music of the movement. The canonic forms
of 6-21 are transpositionally related in such a way that the first
comes has two notes in common with the dux, Eb and F# (Gh), and
the second comes has one note in common with the first comes,
Eb. The special role of this note is shown in Example 11c.
Example 11a shows more detail, all of which supports the reading

P
) b Gb
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given above of this passage as a replication of specific portions of
the opening music. The first four melodic notes of the passage
present 4-19 at the head of the canon, while the accompanying note
creates another form of 4-19, as shown—a ‘two-dimensional’ struc-
ture. (The two forms are inversionally related.) The 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 with that form, Eb, G, B,
which is the first trichord in both dux and second comes as a result
of the ordered transposition (T4).

The entire five-note group, which is rhythmically delimited, is
5-7Z17. This is a very subtle connection with the ascending five-note
figure in mm. 4-5 and mm. 20-21, etc., which forms 5-Z37, since
5-7Z17 and 5-237, it will be recalled, have the same interval content.

Indeed, 5-737 also occurs in this passage in a secondary dimen-
sion, as shown in Example 11b, within 6-739 (Example 11d), just as
it did in mm. 4-5 (Example 5). Even more remarkable is the fact that
5-7Z38, which was the upper component in the antecedent phrase
in mm. 4-5, alsc occurs in this passage (Example 11d). Finally,
Example 11c 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 a rhythmic and
melodic contour strongly reminiscent of m. 12 (see Example 1}.
However, the first hexachord is 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 the

Example 12: Measures 28-29

e

Yy
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|

{2} Principal Sets: 6-186, §=233, 6-242
6=Z19/ 624k, 4u1B

lo¥ 4 2bln 4 —6=-219

2,28 2.29
§-239 §~239 §-18
] .
g?‘—fzb ¢z r &8 & o5l | ?Exi §~———6‘=Zé£s
| f g 4D C%EC?E }
] | e
i H
H

-16
=16,

opening music. As Example 12a shows, the principal sets up
i assage, in addition to 6-16, are 6-739 and 6-742.

in a secondary dimension, while th
o 2 A
rom mm. 25-27) forms 4-19 with the sustained I

Atthee I
strongly represented in the music, compared 1o the other hexachords,
are interlocked. In fact, they share five notes, differing only

Of the secondary formations shown in Example 12b, perhaps
special attention should be drawn to 5-13, which is the 3-note set
hared by 6-16 and 6-Z39 (Example 12a). The fact that these funda-

hexachords can share five notes indicates how similar they
are with respect to pitch, although they are dissimilar with respect

10 interval content.
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Example 13: Measures 30-33 This final section of the Hxposition begins with a configuration
almost identical to that in m. 29 (Example 12), but lacking the sus-

30 %
gyd L~ tained bass note B. Thus, the reading of sets differs, in that 6-744
R e 3 ; ; 1
= === disappears. ihejwe g.:onﬁgwraf;wns in m. 20—the second g trans-
5 Z $ — position of the first—involve intersecting zefms of 6-16 and 6-7219.
ii P - As shown in Example 13b, they intersect in two successive forms of
Y Trigs— S—Z’i with its multiple forms of 4-19 {bxamﬁie 13a).
/;a. o ”IM‘A 5 At the end of the section, in mm. 31-33, we have the succession
éF === = 5-21, 5 13, and 6-Z36, shown in Example 13b. The occurrence of
|, = = 7P :é 736 in x solation in this way would be enigmatic—in view of the
i"@ = = & ‘ﬁw.., hexachordal-thematic premises of this work—were it not for the
bE: b3 somewhat concealed form of 6-21 shown in Example 13a. Indeed,
the presence of this set is strongly indicated in the left-hand part of
(o) primetoss sace: 415, 5-13, 6-15, 6-219, mm. 31-32, which is reminiscent of the variant on the first theme,
21, mm. 9-11, with the second and last dvads reversed.
The final gesture, in m. 33, of course is a compressed version of
n.30 2,31 2,32 .33 the first theme in the exposition: the first trichord, Ab~Ch~G repli-
cates the first trichord in the upper voice and interlocks, as sh@wﬁ
e oo e eopts ers in Example 13a, with a trichord of the same type (3-4) as the second

trichord in the upper voice.

p” 419
-1
4D e
; 3-4
@] ap Cb G FH
3-3

(b3 Orher Features: 4=19, 5-13, 5-21, 6-236, 6=Z42

‘ . n N
E E ¥ F¥ D Di
{2 c# ¢ ¢ cile 8 |
} 4 4l @ | cl 05 op
[ TN
—} L ! F# PEY G
| / ¢ D BHBb 4 Ab Cb
7
kod
$~242 f N
’] / Ab

s-lzL ! 5-13

5.21 521 5-236
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Development

The Development, compared with the Exposition, is relatively
complicated! It is not possible to discuss all its interesting or even
important aspects of structure within an article. Accordingly, only
certain sections will be covered. It is hoped that the reader who
wishes to explore Schoenberg’s music more deeply will take the time
to analyze the missing passages. Their structure is fully consistent
with those analyzed in the Exposition.

Example 14: Measures 34-36

{lieBender

{a) Principel Sets: 6-210/6~239, 6-23,
§wlb, SwZhb, 7=237

ma 3% m=. 35 me 36

5210 {rwice)
5,

B —

7237
B=Z4h4
b § e 210
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The Development begins with an intensive and completely explicit
statement of the first theme, doubled a major third below—thus,
two concurrent forms of 6-Z210. Comparing the pitch form of the
theme in its first occurrence with the two forms here, only z single
piich is held in common, one of the special pitches throughout the
movement, and the first pitch in the composition, B (Ch). The upper-
most of the tw {hemam forms of 6-Z10 here is an ordered trans-
position, at the tri ﬁeg of the original form of the theme. As a

two tritone-related pitches F and B exchange posi-
s with respect to the original form.
Not only is 6-7Z10 represented by the two thematic forms at the
inning of the Development, but there is also g third form of that
hexachord at the very outset: the first six notes, as shown in Example
14a. This form is inversionally relate di to the other two.

The first trichord of the main theme (3-3) is also elaborated here,
in two dimensions: the obvious f@zms in the subject and the less
obvious 3-note adjacencies (E-F-Db, C#-D-Bb, etc.).

The most striking structural event of this opening gesture, how-
ever, is the total set formed up to and including the first
m. 35, the 7-note set, 7-7237. This is the complement of 5-737, the
by-now familiar component of the consequent phrase in mm. 4-3.
There 5-7Z37 was within 6-739, the complement of 6-710; here
6-7Z10 is within 7-237, the complement of 5-737, a reciprocal rela-
tion of profound implications for all of Schoenberg’s atonal music.

in the remainder of the passage shown in Example 14, there are
additional hexachords. All these engage the problematic (from the
analytical standpoint) ‘‘chromatic’® bass line—problematic because
it seems to introduce a new and anomalous component. However,
its structural meaning does not reside in the configuration taken as
a whole; rather, its subsegments contribute to the formation of other,
structurally significant, sets. Thus, the first chromatic trichord,
G-Ab-A, completes a form of 6-744, while the chromatic trichord
A-Bb-B belongs to 6-16, the first occurrence in this “‘accompani-
mental’ hexachord in the Development. Hexachord 6-7239 intersects
two forms of 6-16, sharing 4-19 (Eb-Bb-B-G) with the first, to create
a structure that combines the two thematic sets.

Example 14 does not show the way in which the passage is orga-
nized by the pentachordal harmonies, mainly 5-21, but this is easily
read from the score. For instance, the two upper sirands ending
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with Db over A in m. 35 form 5-21, as do the corresponding com-
ponents beginning with Eb over Cb and ending with Bb over Gb

inm. 36.

Example 15: Measures 38-39

e B
L~
g
@
@
o
i

n,38 m.39
6-16 6-16 5-16 6-16
I /
i /
/ i

B c# D

¢ F F¥ D# Bb Ab A F#
A# |

ab 4b c clez 3 78
i B
6-23 f b7 §-210
6-239
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This short section begins with 6-16 in the upper parts, as shown
in Example 15, interlocking with 6-73 and 6-239, which are formed
by the entrance of the first dyad in the left-hand part G-Ab. The
first 6-16 is followed by another, transposed up a minor third, and
with the continuation of the left-hand pattern, 4-7 is formed, always
a condensed reference to the first theme, as explained above. Here
the reference is explicit with respect to pitch: the first trichord is
the same as the opening trichord in m. 1, while the second trichord
is derived by inversion about the axis dyad Ab-B.

In m. 39 two forms of 6-16 unfold in the configuration of the
episode, m. 12 (Example 7). The first of these is identical with respect
to pitch with the original form of 6-16 in mm. 2-3. Indeed, the iri-
chordal segmentation is preserved, as well. Most extraordinary,
however, is the appearance of 6-Z10, formed by the last trichord
of the first form of 6-16 in m. 39 and the bass figure, Fi-G-F§-B—
the trichord 3-4, which is of the same type as the second trichord
in the first theme.

Example 16: Measure 41

wm,41
6-25% 6218
5] T E
L H
EFS B85 Bb |
i AT i
B} ; F# D D ;
-
[i lr#lelp zp r7e ojr#lc|F# .
. ot i
B%? i B B/\E i
i { N SN
F 7, 7
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In the interest of economy in the anaiyas only infrequently has
mention been made of the large harmonic sets that span large seg-
ments of music. In this measure, however, there is an exceptionally
lucid and beautiful instance which must be pointed out. That is th
formation of the large set 8-7, the complement of 4-7, over the spar
of the entire measure. This is pamcuza 1y striking in view of the fac
that 4-7 is formed by the measured trills: F4-G, D-Eb, Fé-G.

The vertical formation here is 6-Z19, which interlocks with its
complement, 6-744, as shown in Example 16. Set 6-219 returns at
the end of the measure, preceded in the upper voice, by the “‘neigh-
bor-note”” E. As indicated in Example 16, this creates a somewhat
concealed form of 6-16. The two hexachords differ by only one
note. The shared pentachord is 5-7Z18, one of the basic pentachords
{(Example 3). Here it occurs within its complement 7-Z.18.

Not shown in Example 16 are the muiltiple forms of 5-21, for
example, as the top five notes of the vertical 6-219. However, the
large set 7-21 (5-21’s complement) is indicated. This comprises the
first seven notes of the measure.
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Example 17: Measures 45-46

/ﬂﬁ —
= ﬁfs 5 ] Principal Sets: 5-Z18, 6-210, 6-Z13
. hes S
= me 43
;
e 6-210  5-218
= / /
/
!
z D
DINCE C#
G# E
4 Eb

MAGICAL XALEIDOSCOPE 163

This section recalls the beginning of the Development, with its

multiple statements of the thematic set 6-710. However, 6-Z10 is
ﬁot stated in its thematic shape here, but rather as the totality of
the upper components, as shown in Example 17, The “‘thirds”’ form
a stratum distingct f, om the short upbeat figures, and they constitute
5-Z18, the only five-note set shared by 6-210 and 6-Z19. Two other
forms of 5-718 are indicated in Example 17: the first five notes of
m. 45 and the lef —Aand configuration, within which 4-7 is a2 con-
”p"csmus member, as the first f@“r notes. It will be recalled that
8 is closely related to 5-Z38, the upper part of the consequent

ey Lh

Ly
o

This brief section is an excellent example of the richness whic?
xists in Schoenberg’s atonal music just beneath wh% might be
regarded as a simple, perhaps even trivial surface (taken out of con-
text) by the casual observer. This is not some kind of arbitrary
pattern that contains major and minor thirds and skips of the ninth
but a musical structure representing a developmental process.
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Example 18: Measures 50-32

Example continued on next puge.
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This is the apex of the Development, and a clear preparation for
the Recapitulation that follows in m. 53. However, the thematic
hexachord 6-7Z10 is presented only in the secondary dimension,
as shown in Example 18. The upper voice, which has the contour
of the theme, is set 5-Z17, which is not closely related to 6-Z10 at
all.'” This set is a close relative of 5-Z37, the major thematic compo-
nent of the consequent phrase cited multiple times above, which
appears in the music here, as shown. The appearance of this penta-
chord at this crucial point in the music serves as a musical symbol,
tying together the strands of the elaborate harmonic network which
has been expressed up to this point.

The left-hand part consists of three successive patterns of the same
contour, clearly related to the episode in m. 11. The last two of
these are forms of 6-16, while the first is more enigmatic. This is
the same as the set that begins on Eb in m. 11 (Example 7), except
that here G replaces G#. The departure from the expected repetition
has an extra-musical explanation (Example 18):

Bs-A-D-G=A...D Bs...G

'7The reader will 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 Act I,
Scene 2 of Wozzeck.
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Example 19: Measures 53-55

The left-hand part in m. 54 is a rhythmic retazdaﬁion of the pre-
ceding forms of 6-16 (Example 18). Now, however, the figure ex-
presses 6-739 in the pitch form in which it initially occurred in mm.
4-5 (Example 5), finally uniting 6-710 and its complementary coun-
erpart and dramatizing the relation between 6-16 and 6-739.
Interlocking forms of 6-Z19 and its complem nt, 6-744, follow
this brief recapitulation of the theme.'®

'8Perhaps this is the time to attempt to lay to rest the question of whether C# in the right-
hand part of m. 55 should be Bf. The C# is the correct note here for two reasons: first, (the
analytical reason) it is a component of a significant hexachord, whereas B is not; second,
the manuscript clearly shows C# {the musicological reason).
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Example 20: Measures 58-64
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Example 20z shows how multiple forms of 6-Z3 pervade this
Coda. As indicated elsewhere, the main structural ragison J’étre of
this hexachord is its relation to 4-7, hence to the trichordal content
of the first theme and to 6-Z10.

Hxample 20b shows the structurally more significant hexachords
6-710, 6-21, and 6-719. Note, in particular, the final interlocking
statements of 6-21, the variant on theme 1. The final chord of this
movement has perplexed many analysts. George Perle correctly
points out that this is a segment of the music of m. 11. More impor-
tant, perhaps, is the fact ‘ihai’ this new set, 5-7, points ahead to the
next movement, where the first pentachord is a collection of the
same {ype.

In this first atonal masterwork Schoenberg could not resist in-
is initials A . .. B3 in the lowest strand of the music, as

As remarked earlier, the musical processes that we find in Op. 11/1
nigue to th aﬁ; work. Rather, they are exemplified in every
one of Schoenberg’s atonal wmpcszbo*&s after @;0 11/1, and
indeed, can be found in various incipient szag»s in his music com-
posed prior to Op. 11/1. Op. 11/1 remains, however, the ground-
breaking work and the prototype for all © h@ £x i
that subseguently flowed forth, including two of the maior classics
modern music, Frwartung, Pierrot Lunaire he i
oratorio, Die Jakobsleiter.
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HOW TONALITY FUNCTIONS IN SCHOENBERG’S
OPUS 11, NUMBER 1

Will Ogdon

This is not the first investigation of fonality in the Opus 11 of Arnold Schoen-
berg nor is it fikely to be the lasi. To my own knowledge, Hugo Leichtentritt was
the first fo explore the ional basis of Opus 11 which he did in the third edition of
his book on Musical Form (1927). Perhiaps the most positive exponent of tonal
analysis has been Reinhold Brinkmann in his Arnold Schoénberg: Drei Klavier-
sticke: Studien zur Frithen Atonalitdt bei Schoenberg (1969). The competition
among those willing to venture diverse opinions on the tonality of Opus 11 is lively,
{0 say the least, while the scornful, led by George Perie and Algn Forie, offer motivic
and set analysis in the place of tonal interpretation.

[ intend io offer something fo this literature since I am convinced that tonality
not only exists bui that it funciions structurally in Opus 11, In foct, there is evi-
dence that fonality functions in Opus 23, No. I some dozen years later. I have also
Jound it irritating when reputable musicians don’t undersiand simple thematic
structuring in Opus 11, No. 1 even though they concern themseives with intense
intervailic analysis. 1t is also irritating fo read the work of reputable theorists who
do not bother (o discuss structural relations and functioning in Opus 11 even though
they abstract various note seis. In both cases, partinl understanding results and,
it seems 10 me, o less significont understanding than o consideration of tonal struc-
furing would provide.

it

rnold Schoenberg’s Opus 11, No. 1 is based on 2
traditional conception of a tonal movement: an exposition that
establishes a prime tonal region but introduces 3 rival region before
moving on to a central development that loosens tonal ties to com-
peting tonalities by means of roving harmonies although preparing
for the return of the principal tonal centers in the recapitulation.

Schoenberg’s exposition is defined by a classically structured
theme, articulated into balanced segments that imply the structure
of a parallel period. This parallel period presents a model which,
together with the twice repeating contrasting phrase that follows,
forms the antecedent {mm. 1-8). The consequent’s model is not
followed by the expected contrasting phrase, or a cadential phrase,
but by an episode which, during its course, is transformed again into
the consequent’s first phrase. The consequent then proceeds o close
out the extended thematic structure with the expected contrasting
phrase.




