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CHAPTER ONE

INTRODUCTION
HISTORICAL BACKGROUND AND ANALYTIC PROCEDURE

Arnold Schoenberg first mentioned hié system for

composing with a series of tones to his pupil, Joseph Rufer,

in the summer of 1921, stating "I have made a discovery
thanks to which the supremacy of German music is ensured for

the next hundred years."l Very shortly after this conversa-

tion Schoenberg began working on his Suite for Piano, Op. 25.

It would become the first composition which Schoenberg
would be able to finish in less than a three year period

since Pierrot Lunaire, Op. 21, of 1912. 1In order of comple~

tion Suite for Piano follows Four Songs with Orchestra, Op.

22, written in 1913—-1916.2 Op. 25 also became the first
multi-movement composition written on a single tone row,

employing the newly developed twelve tone serial procedure,

and Schoenberg cites it as such in a letter written to
Nicolas Slonimsky on 3 June, 1937:

«osAfter that (1915) I was always occupied
with the aim to base the structure of my mu-
sic COLBCIVUGLLY on a unifying idea, which
produced not only all the other ideas but
regulated also their accompaniment and the

lWilli Reich, Schoenberg: A Critical Biography,
trans. by L. Black (London: Longman, 1968), p. 130.

2Reich, pp. 256-17.




chords, the "harmonies." There were many
attempts to achieve that. But very little
of it was finished or published.

As an example of such attempts I may
mention the piano pieces Op. 23. Here I
arrived at a technique which I called (for
myself) "composing with tones," a very vague
term, but it meant something to me. Namely:
in contrast to the ordinary way of using a
motive, I used it already almost in the man-
ner of a "basic set of twelve tones."™ I
built other motives and themes from it, and
also accompaniments and other chords--~but the
theme did not consist of twelve tones. An-
other example of this kind of aim for unity
is my Serenade. In this work you can find
many exanples of this kind. But the best one
is "Variationen," the third movement. The
theme consists of a succession of fourteen
tones, but only eleven different ones, and
these fourteen tones are permanently used in
the whole movement. With lesser strictness
still I use the tones of the first two move-
ments in "Tanzscene."

The fourth movement, "Sonett," is a real
"composition with twelve tones." The technique
here is relatively primitive, because it was . v
oneg of the first works written strictly in ®
harmony with this method, though not the very
first one--there were some movements of the
Suite for Piano which I composed in the fall
of 1921. Here I became suddenly conscious of
the real meaning of my aim: unity and regular-
ity, which unconsciously had led me all this
way.

As you see, it was neither a straight way
nor was it caused by mannerism, as it often
happens with revolutions in art. I personally
hate to be called a revolutionist, which I am
not. What I did was neither revolution nor
anarchy. I possessed from the very first
start a thoroughly developed sense of form
and a strong aversion for exaggeration. There
is no falling into order, because there was
never disorder. There is no falling at all,
but on the contrary, there_is an ascending to
a higher and better order.

3Brwin Stein, ed., Arnold Schoenberg Briefe, (Mainz,
1958), p. 178, quoted in Wm. Austin, Music in the 20th Cen-
‘tury (New York: Norton, 1966), pp. 304-5. .
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The last paragraph quoted‘above is of particular in-
terest as it suggests that, in total, neither compositional
goals hor methods of unification were fundamentally changed
by the introduction of serial procedure into Schoenberg's
compositional technique. If any change can be discerned at
all in Schoenberg's attitude toward his work, it may be in

his reference to Suite for Piano, Op. 25, when he writes,

‘"Here I became suddenly conscious of the real meaning of my
~aim: unity and regularity..."4 Considering the nature of
this reference and the chronology ofithe works of this peri-
od, it is interesting to speculate on the degree of influence
which this striving for unity had on the formal structure of
his compositions. A list of Schoenberg's works from Op. 21

through Op. 29 is given here:

Pierrot Lunaire, Op. 21 1912
Four Songs with Orchestra, Op. 22 1913-16

Die Jakobsleiter, oratorio (incomplete) 1917-22

Five Piano Pieces, Op. 23 1920-23
Serenade, Op. 24 1920-24
Suite for Piang, Op. 25 1921

Two Chorale-Preludes by J. S. Bach 1922
transcribed for orchestra

Wind Quintet, Op. 26 ' - 1923-4
Suite for Piano, Three Wind and 1925-6 >

Three String Instruments, Op. 29

4op. cit.

SReich, pp. 256-T.
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A number of things are striking about this list.

Pierrot Lunaire ends a long list of compositions written in
rapid succession, and begins a period of hesitation in
Schoenberg's career. During this span of over eight years,

in which only one composition, Four Songs with Orchestra,

was completed, Schoénberg developed the basic technique of
composing with a series of tones. In 1920, at the point

when his output of music begins once again to pick up,
Schoenberg turns to multi-movement forms, especially the
suite, and to the piano, as vehicles for his new construction-

al ideas. Five Piano Pieces, Op. 23, and Serenade, Op. 24,

written for instrumental ensemble and voice, both contain
several elements of the concept of suite, with their multi-
movement formats which sometimes incorporate dance forms.
Suite for Piano, Op. 25, represents an unprecedented clarity
and economy which comes hand in hand with the fully developed

serial technique. Wind Quintet, Op. 26, may be seen as de-

veloping the "sonata-like" aspects of the "Intermezzo" of
Op. 25, while retaining the multi-movement format. In 1925
Schoenberg returns once again to the suite with his Suite

for Piano, Three Wind and Three String Instruments, Op. 29.

Considering Schoenberg's evident satisfaction with
his compositions of this period, one may speculate as to

what extent the success of these works arises out of the

nevwly invented serial procedure, and what extent from a new
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treatment of form by the composer. One cannot attribute this
new formal direction directly to sérial procedure, although
it may have grown out of the same motivations. But, since
Schoenberg himself chose the fqrmal plans'that we find in the
works of this period to carry out his serial goals, one may
well consider what special features of these forms may have
attracted him to them.

It is the nature of conventional multi—movement
compositions to be made up of individual movements which
serve to contrast with one another. These are differentiat-
ed in rather specific ways, by their tempo, meter, principal
rhythmic patterns, and overall construction and size. 1In
the case of the suite, the differentiation is made more pre-
dictable by the use of rhythmic formulae and traditional con-
struction associated with specific dance types.

In Suite for Piano we have both the first completely

serialized large scale composition and a'perfectly conven-
tional approach to the composition of a suite. The purpose
of this investigation is to examine the strﬁctural function
of all the formal elements of the work which exist outside
the control of serial technique, in order to better evaluate
" Schoenberg's musical objectives in the introduction of this
procedure into his music.‘

A brief review of the 12 note series composed for

this work, and how it is employed in very general terms, may




prove useful.6 The series is

e ()

EFGDV |G EbAN D ' B C A B
! ' cC Qq

Its inversion is:

EEFDPG ! DF C Gb

(;._._J)

A Ab B Bb

- e -
ey -

. The inversion retains the relationship of the third and fourth
tones, reversed (i.e., G - Db becomes DV- G). Although trans—
-positions of the prime series and its inversion are available
at the level of all twelve tones, Schoenberg employs only one

transposition--at the tritone:
(—)

C ADADb

]

By B Db G F GEPF

-
- -

and its inversion:

| !
B> AG Db EbDF E

O -
e o

Ab B Gb C
(—
Not only do all forms retain the same beginning and ending
notes (reversed in the transposition), but all forms retain
the special relationship of G to Db. This is in spite of the
theoretical equality of all pitches in strict serial proce-

7

dure.

6The basic serial procedure employed in Op. 25 is
discussed in a great many sources. This summary parallels
that presented in: Charles Rosen, Arnold Schoenberg, (New
York: Viking, 1975), pp. 79-81.

7 7Rosen, p. 83.
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As one would expect, one finds a special emphasis
on the four pitches E, BP, G, and DF in this work because of
the design of the basic series used. Traditionally, this
special role has been analyzed within a procedure which is
principally concerned with identifying the source of each
indifidual pitch from one of the series forms. The problem
with this method is that it considers no musical parame-
ters other than pitch. And yet, it is very difficult to
imagine any set of chromatic pitch classes which would con-
sistently serve to emphasize only certain pitches regardless
of one's arrangement of them in time, dynamic intensity, or
octave selection. In other words, any pitch which is actual-
ly emphaéized in this composition must be set apart by a
combination of musical factors, and not by pitch selection SR

alone. Precisely what the relative importance of various

musical parameters are in Schoenberg's compositions of this
period is a matter for speculation. Writing about another
one of the very first examples of twelve tone composition,

the "Waltz" from Five Piano Pieces, Op. 23, Charles Rosen,

in his book Arnold Schoenberg, writes:

Everything in this piece depends on
three kinds of variation: different rhythmic
groupings (and the dynamics implied by these), .
octave displacement (playing two contiguous
notes in the series in different registers),
and chordal groupings (playing several con-
tiguous notes simultaneously instead of one
after the other as they are first presented).
While the chordal groups allow for the effect
of harmony, it is upon the rhythm, dynamics
and texture that the main burden for the




variety and development of the music lies.
It is above all the rhythm that8establishes
the character of the piece....

It would seem that a concern for all the audible
parameters of music would be so obviously required that this
investigation would scarcely be necessary. And yet Western
music theory has long had a bias toward matters of pitch re-
lations. Correspondingly, from the very beginning of serial
4procedure there has been a tendency to believe that seriality
is necessarily the primary feature of any serialized composi-
tion. This is evidenced by the freéuency with which Arnold
Schoenberg found it necessary to remind his students, friends,
and colleagues of the dangers implicit in this position, as
in the following excerpt from a letter to Rudolf Kolisch
from Schoenberg, written in 1932:

You have rightly worked out the series in my
string quartet (No. 3, Op. 30).... You must
have gone to a great deal of trouble and I
don't think I'd have had the patience to do
it. But do you think one's any better off

for knowing it? I can't quite see it that
way. My firm belief is that for a composer
who doesn't yet quite know his way about with
the use of series it may give some idea of how
to set about it-a purely technical indication
of the possibility of getting something out of
the series. But this isn't where the esthetic
qualities reveal themselves, or, if so, only
incidentally. I can't utter too many warn-
ings against overrating these analyses, since
after all they only lead to what I have always
been dead against: seeing how it is DONE;
whereas I have always helped people to see
what it IS! I have repeatedly tried to make
Wiesengrund understand this, and also Berg

and Webern. But they won't believe me. I

8Rosen, p. 76.
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can't say it often enough: my works are twelve
note COMPOSITIONS, not TWELVE NOTE compositions...

Because of the limitations of serial analysis in at-
tempts to examine the final form of a work, this analysis
will concentrate on those musical parameters mentioned a-
bove with reference to Op. 23, namely, rhythm, dynamics,
and texture. This is made all the more reasonable by the
fact that these are the same musical parameters which give
the movements cof a suite their most individual character
and create the contrast essentiai fo this form.

Ceftainly, the task of evaluating the structural
function of rhythm, dynamics, texture, and related factors
such as tempo, articulation, etc., is a complex one requir-
ing a simple and direct approach which can be consistent in
its application to small, middle, and large scale dimensions
of the work. For this reason, the methods employed in this
analysis are based oh the ideas of Jan LaRue, and incorporate
a bagic style-analytic framework similar to the model which

he introduced in his book Guidelines for Style Analysis.

- Concerning this procedural outline, LaRue writes:

If there is anything new in this frame-
work...it is the attempt to achieve both
comprehensiveness and simplicity. Toward
these objectives, accordingly, the whole
framework expands from a simple central

9Erwin Stein, ed., Schoenberg Letters, English trans.
by Bithne Wilkins and Ernst Kaiser, (London: Faber & Faber,
1964), pp. 164-5.
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premise that music is a growth process,
combining two aspects: first, the large-
ly momentary impressions that we feel as
movenent; and second, the cumulative ef-
fects of this movement that we retain as
musical shape.lO

Reflecting this position, this analysis of Suite
for Piano, Op. 25, will examine the following features of
the music:

A. Duration Patterns--that is, the organization of
durations on several levels, from specific
pitches (in context of motives) to structur-
ally significant perception of patterned
durations on the larger level of the phrase,
period, etc. This division also considers
rhythmiec patterns implied by articulation
markings.

B. Tempo--related to, but distinct from, considera-
tion of duration patterns, tempo will be observed
both as marked and as resulting from durational
alteration of basic rhythmic context.

C. Texture-—-involves consideration of the number
of voices, voice leading (including octave selec-
tion) instrumental register employed, etc.

D. Dynamics--both as marked and resulting from tex-
ture.

These parameters will be examined in Chapters 1 through 6
as they affect the perception of the following small scale
dimensions: |
| 1. Motive (smallest division of movement)
2. Subphrase
3.'Phrase
4. Period

5. Relation of music to form of movement (e.g. Gigue)

loJan LaRue, Guidelines for Style Analysis (New
York: Norton, 1970) p. viii.
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Chapter 7 of this analysis will consider musical

features which are uniquely involved in perception of the
entire work. This will involve examination of the parameters

A through D, above, as they are perceived on the level of
the period (smallest divisidn of entire work), the paragraph

or section, and the movement (largest division of work).




CHAPTER TWO ‘ -15-
PRAELUDIUM

The "Praeludium" of Op. 25 is consistent with the
tradition of "Prelude" movements which were written, begin—v
ning in the mid-17th century, as introductions tollarger
works with which they were, more or less, integrally con-
nected. An improvisatory rhythmic character is an early
feature of this type of prelude. Louis Couperin and Jean-
Henri d'Anglebért, for example, wrote suites which contained
preludes notated without conventiénal note values, emphasiz-

11 An excerpt from

ing the intended improvisatory style.
such a piece is given here:

Jean-Henvi dAnglebert
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A similar feeling of spontaneity, although notated

conventionally, is characteristic of the preludes in the
suites of G. F. Handel énd Henry Purcell, for example, while

J. 5. Bach's preludes are generally complete concerto-grosso

forms.13 Schoenberg's "Praeludium" has much in common with

the Handel-Purcell type.

The opening and closing measures

of the "Prelude" from Purcell's Suite No. 2 are given below.

Features which it shares with

schoenberg's movement are: a

bright tempo, a usual subdivision of the beat into sixteenth

notes, use of instrumental registers to create brilliant, at-

tention~getting contrasts, and increasing complexity approach-

ing a strong final cadence.

Allegro
£ 20 W o - ‘ S e
i SSAaS s O € ¢ Yy — P AN T
3 L% A © o ———¢ - o -
Tt i
2 R o 1 L v 1= soe wom w8 Y _
o e i e e e | EE====o
L8 LA 7 py 1t ! ,
7 ~T ¥ Y = o i 7
7 A ' B T ¢ S T L A . —— yi
JTe T TN K -

_ 12Hermann Beck, The Suite, trans. by R. Kolben,
from Anthology of Music, K. G. Fellerer, ed., (Cologne: Arno

Volk Verlag, 1966),

1>

p. 35.

Apel, pp. 692-3.
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Schoenberg's "Préeludium,“ then, is a brief (24
measure) introduction to the Suite. As such, its chief func-
tions are to gain the attention of the listener and to pre-
sent thematic and motivic materials for later variation and
development. (Preparation of the listener and presentation
of structural materials may certainly be related functions,
as they are in this case.) Not only is the twelve tone row

‘ presented immediately (the first 12 pitches in the right hand
melody), but also important rhythmiq motives and an immediéte
indication of what are to become the important pitch emphases.
The amount of structurally important information which is -

presented in the first 4 measures alone is remarkable:

)
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lskfndld Schoenberg, Suite fur Klavier, Op. 25,
(Universal Edition, 1925), p. 4.
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Observe in the above example that the circled pitch-
es—which receive special emphasis as notes which begin the
entrance of a voice, occur on a primary beat, or serve as
pickup notes to a primary beat—are the pitches E, Bb, G,
and Db, and with lesser emphasis, the tritone Ab and D.
These, of course, are the pitches discussed earlier with re-
spect to their special positions in the 12 tone series. The
rhythmic motives isolated in the opening measures are given
below, written in agreement with an eighth note pulse, though
fhey appear frequently in augmentation and‘diminution{

Pr-l1 —- 71 § ]

prz - [

Pr-3 -~ | D

prog — L1 1 1 (e FTT1)

Pr-5 —- m b

Pr-6 -- r—T_j

("Pr" is an abbreviateion of "Praeludium.")
Although the relationship of the rhythmic mofives from various
movements is discussed at length in Chapter 7, it may be men-
tioned here that the rhythmic motives of all the other move-
ments will bear considerable resemblance to the ones given
above . when they are not exactly the same. It_is-interesting
to obserﬁe, as an illustfétion of Schoenberg's econdmy in
this work, that, if one considers the-first appearance of the
motive Pr-6 as implicit in Pr-4 (since after all, the serial

justification of pitch repetition is the continuation of a




ed in less than two measures.
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pitch event), all six rhythmic motives are actually present-

The overall formal organization of "Praeludium" is

that of a throughcomposed piece with three symmetrically ar-

ranged periods of 8%, 7, and 8} measures in length.

These

three periods will be discussed with respect to the role

piayed by rhythm, dynamics, and texture in the perception

of their structures.

The first period is quoted below:
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The first period can be seen as consisting of two
phrases, the first lasting nearly 5 measures, and the second
beginning with the pickup sixteenth notes to measure 6 and
continuing to the second primary beat of measure 9.

The first phrase is given much of its strong direc-~
tion by a gradual increase in rhythmic density over the
course of its length, especially as a result of the tremolo
device which begins in measure 3. The mid-point of measure
3 mafks the beginningrof developméntai alterations and combi;
nations of rhythmic-motives~on,several levels. The- tremolo

’ dévice,'begdn'at'fhié point, is carefully notated to clearly

16Schoenberg, P. 4.
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show the desired groups of three sixteenth notes. In addi-
tion to the function of these groubs as one version of the
Pr-6 motive, the sixteenths in measures 3 and 4 also func-
tion on the larger level of IT_—I_—ﬂL I::l I? . The
middle voice in measure 4 (pitches eb, d, f, and e) also con-
tfibutes toAthe perception of rhythmic complexity, as it pre-
sents the same rhythm'as the upper voice of measure 1, but
shiftedlby one eighth no#e. In addition, a multi-measure
structureﬂ involving the uppermost voice, begins af the mid-
point of measure 3, in whichla duple rhythm of A r-3 is
setl against the 6/8 meter. The three repetitions of this -
rhythm shown below add to the feeling of syncopation toward

the end of phrase 1:

.;- — — — — — — —_— — ‘
: implied | .
p- 2 4 \' ‘\ ! T3
e e e e L
L ¥yv p
')6 9
g $
as weitten

The final syncopation in phrase 1l occurs when the usual I-TT
~rhythmic pattern is postponed by a sixteenth rest at measure
5. Notice that articulation markings play an important role
in the designatién of rhythmic motives. For example, the

" recognition of the motive Pr-4 is aided by articulation mark-
iﬁgs in meaéures 1-2, 3-4, and measure 9. Articulation,
though not always specifically cited, continues to contributé»
to the cléar perception of rhythmic strﬁdture throughout
the Suite. | |
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The beginning of phrase 2 offers the first
example of what is, rerhaps, the\simplest and most common
type of structural function resulting from dynamics, as a
new dynanmic aids the perception of a new phrase beginning.
Once again, a progression toward greater rhythmic activity
unifies the phrase and draws it toward the cadence in measure (

9. The rhythmic complexity in phrase 2 ig of a different
type, however, from that found in phrase 1. From its initial
measure, phrase 1 developed rhythmiq syncopation of motivic

materials. Phrase 2 begins with pickup notes to the strong

downbeat of measure 6 and Successive .measures contain a clear.

duple division of the 6/8 meter. Phrase 2 begins a progres-

sion, continued throughout the movement, toward g "squarer"

sort of rhythmic development. Rather than the careful mani-

pulation of two or three motives through syncopation, as

seen in measures 3 and 4, for example, we now observe the

addition of more simultaneous voices (or implied voices) to
create rhythmic complexity. Increasing numbers of simulta- g
. neous rhythmlc motives occur in succe551ve measures of phrase |
2, and by measures 8 and 9 as many as four rhythmic motives
may be heard (or seen) at once. This stacking of motivic
duration patterns;.and’the related'shortening of note values
‘create the tension necessary for resolution iﬁ measure 9,

Perception of this four measure phrase may also be aided by

the appearance, at the mid-point of measure 7 (roughly midway

through the phrase),of a variant of the second measure mate-
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rial, presented here in the upper two voices, and retaining

the tritone relationship between the last two notes:
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The beginning of this period is distinguiéhed by not onlyva
- new dynamic, but also a new tempo and a new performance
"character"” of "dolce." This is typical of the functional
hierarchy of performance directions, not involving pitch, *
meter, or specific note durations, set up by Schdenberg.
That is, while it is common for a phrase or sub-phrase to
be set off by a new dynamic élone, important themes or peri-
ods tend to be set apart by a new dynamic with a new tempo
‘and/or "expression" marking. While tempo changes occur in-
dependentiy of dynamic variation with some frequency, it is
very seldom that a new "expression" direction will appear
without a new dynamic. |

The density of motivic rhythmic development in
L"Praeludium”. reaches its peak in the first four measures of

this period. This climactic feeling is reinforced by a grad-

ual increase in-dynamic level from P to ff . In these measures,

10 to 13, both types of rhythmic complexity observed in peri-

od 1, i.e., syncopation of motives and simultaneous combina-

17Schoenberg, p. 5.
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.tion of motives, contribute to the cumulative effect of a
peak at measure 14. Examples of syncopation include, for
example, the lowest voice in measures 10 and 11, while the
vertical combination_of motives can besﬁ be seen in measures
12 and 13, where a progression toward as many as four simul-
taneous motives occurs.

At measure 14, following a brief diminuendo at the
close of measure 13, the "sound" of the music changes radical-
1y. _This may be considered a second phrase, or perhaps more
appropriately, an extension of the material of méasures 10
‘to 13. ‘In any event, the combined effect of the slower tem-
po, beginning in measure 14, followed by a "ritardando”
which continues to the end of the period, and the fermatas
in measure 15, make the ﬁrincipal perception of the passage
one of gradually released tension through a kind of "Gestalt"
effect. .Thé greatly diminished note values of measures 12
and 13 are continued into measure 14, but are there regular-
izéd, quieted, and slowed, and gradually begin .to be per-
ceived as a single iérger unit 6f acfivity,.rather'than the
severai layers which previously occurred. Of course, all
this takes place very-quickly. And yet, Schoenberg takes
much more time with his material at the end of period 2 than
he has previously in thelmovement, using "empty" time, like
Schubert, to resolve tension more'effectively than addition-

al notes would be likely to do.
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Period 3 begiﬁs with a suggestion of a return to A
(in the context of viewing the three periods as an A-B—Al
form) as the opening pitches (including the Bp which pre-
vceeds what I have called the start of period 3) contain the
same consecutive intervals as the opening right hand melody
in measure 1. This similarity is simply the result of
Schoenberg's opening of period 3 with the transposed row,

and, since this resemblance to the opening is isolated, it

does not justify calling the prelude an A—B-Al form. Period

3 is mueh more clearly'perceived within a metric sChemevthaﬁ

1 or 2 (although éhanges in meter occur for the first time),
with generally more obviously differentiated phrases and
sub-phfases. This, in part, is due to the fact that the per-
iod tends to be heard as a series of paired measures. . These
measure grbups, as they occur ini the two phrases of the per-:

jod are 13 + 2, and 2 + 2 + 1 measures lohg,ﬁrespeétively.

18

Schoenberg, pp. 5-6.
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The "character" of phrase 1, which extends through

measure 19, is quite similar to measures 6 through 9 in per-
iod 1. A clear duple division of the 6/8 meter is retained

throughout phrase 1, and the principal directional impulse

comes from the rhythmic sequence, suggested by the upper part
in measure 17, but most clearly audible in measure 18 and 19.
Instrumental regisfer plays a critical role in creating the
perception of these paired measures as a uﬁit, rather than

as single measures with the same rhythm. The end of’phrase

1 is distinct as Schoenberg interrupts the sequence with one
of the few silences in the movement.

Phrase 2 may be considered a "coda" and, as éuch,
introduces new treatment of rhythmic material. Following
the_fF rest which ended phrase l, the new phrase begins sever- | -
al different types of development which gradually evolve
over éeveral measures. These include: the new pp dynamic
which begins to be increased in a gradual crescendo which
continues through measure 23, an "accelerando" which, in

. various ways,contlnues to the final note of the movement

.and the introduction of new metric organizations related to

the continuation of an "accelerando" effect. Although writ-

ten inv6/8 meter, measures 20 and 21 are heard, I think, as
3/4; these measures afeyessentially in. rhythmic sequence with
a slight transitional variant which leads to the second sub-

phrase beginning at measure 22, Although the written "accel-

.erando" marking stops at this point, the aural effect of in-

+
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creasing tempo continues through the use of carefully placed
accents which create quasi-triplet groupings in the upper
voice. In measure 23 the effect of increased tension results
from the parameter of texture, as the'numbér of simultaneous
voices is increased to four, changing pitch at every six-
teenth note. The extremely high register which has been
- reached by the end of measure 23 also helps define the down~-
beat of measure 24 as the climax of the pefiod. At this
point tension is resolved in part by the return to 6/8 meter,
although the accelerando effect continues through the now
real triplets in the upper voice. The return to the basic
texture of two Qoices also Helps to-dissipate the tension
of the preceeding meaéure. Finally, observe Schoenberg's
use of the tritone relationship of G - Db as a substitute
for V - I diatonic function, as G is held as a pedal (and
restated in three octaves) through measure 24 prior to the
final Db . This relationship, which will be called "T - I",

functions in this way throughout the Suite.
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CHAPTER THREE
GAVOTTE AND MUSETTE

Because of the repétition of the "Gavotte" after
thel"Musette" in the traditional manner of paired dances
in Baroque keyboard suites, the second and third movements
of Schoenberg's Suite should properly be treated as a single
unit in the same fashion that minuets are conventionally
analyzed with their trios, or second minuets. This is es-
especially true in this work sincé "Gavotte" and "Musette"
occupy a position which is symmetrical with "Menuett" (and
"Trio") in a number of ways.19 This chapter will, therefore,
discuss both the second and third movements.

The "Gavotte-Musette" portion of Schoenberg's Suite
seems to owe the greatest debt,}with respeét to specific de~
tail, to J. 5. Bach. Two of the best known examples of the
"Musette" style in the Baroque keyboard suite are in pairs
of gavottes, with the sécondbin the style of a musette, in

the English Suites; Numbers 3 and 6, by Bach. The'muéette

was an elegant type of bagpipe which had two chanters, or
melodic pipes, and several available drones. As befits its
popularity in the.courps of Louis XIV (1643-1715).and Louis
XV (1715-74) ianrance, it had the advantage over the better

197his issue is discussed in much greater detail
in Chapter 7. See also Schoenberg quote, concerning paired
dances in Chapter 5, "Menuett and Trio."
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known type of bagpipe in that an arm operated bellows pro-
vided the air supply, allowing thelinstrument to be played
with somewhat less exertion and perhaps more grace than would
otherwise have been possible.zo
In considering the éonventionality of Schoenberg's
paired gavottes, it may prove useful to compare the formal

structure of "Gavotte-Musette" from Op. 25 with the gavotte

pairs from the Bach English Suites mentioned above:

English Suite No. 3:

"Gavotte I" ' "Gavotte (ou la Musette)"

4 measure phrase 4 measure phrase

meas
4, easure phrase 4 measure phrase

10 measure period 4 measure phrase
8 measure period 4 measure phrase
8 measure period

English Suite No. 6:

“*Gavotte I "Gavotte II"

4 measure phrase 4 measure phrase
4 measure phrase 4 measure phrase
12 measure period 8 measure period
12 measure period 8 measure periodZI
20

Apel,vp. 548.

alJohann vebastian Bach, Six English Suites, Hans
Bischoff, ed., (New York: Kulmus, 1945), The movements cited

above in order of their mention on this page, appear on pages.

43, 44, 84, and 85. (The Kalmus edition is reprinted from
Clavierwerke von J. S. Bach, "English Suites," ed. Bischoff,
{Leipzig: Steingrliber Verlag, 188L).) -
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suite for Piano, Op. 25

"Gavotte"

8 measure period (5 plus 3 measures)
8 measure period (4 plus 4 measures)

12 measure period (5 plus 7 measures)

"Musette"

5 measure phrase (4 measures plus 1 measure extension)
4 measure phrase

11 measure period (7 plus 4 measures)
11 measure period (4 plus 7 measﬁres)

It is appareﬁt from the above charting of gavotte
structures in Bach and Schoenberg thét a conceptual similari-
ty of form exists in common anong these movements.v Schoen-
berg's "Gavotte" is very similar fo Bach's D minor "Gavotte
I" from Suite No. 6. Schoenberg's second eight measure per-
iod,fundtions in place of a repeat, and the somewhat extend-
ed second‘secfion could be coﬁpared to Bach's 12 méasure ?3“
section, although'Schqenberg's is not repeated. The Op. 25
"Musette" bears some structufal similarity to each of the
Bach mﬁsette—style gavottes, as it contains‘a'repeated WAM
section simiiar in length to Bach's "Gavotte II" of Suite
No. 6, and also an 1l measure repeated "B" section, compara-’
ble to the second section of Bach's "Gavotte (ou la Musette)"
from Suite No. 3.

The basic style of the gavotte is described in the

Harvard Dictionary of Music as follows:




-3~

The dance is a moderate 4/4 time, with an
upbeat of two quarter notes, and with the
phrases usually ending and beginning in
the middle of a measure.?

The following quote, from the opening of Bach's D minor "Ga-

votte I," discussed above, will serve to clarify this defi-

nition:
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“Although Bach does employ register changes and rhythmic de-

velopmeht to aid in phrase differentiation, he relies pri-
marily on harmonic function for this purpose, as can be seen
~even in the very brief example cited above. Since’fhe'option

of functional harmony, at least in an immediately familiar

_ %2apel, p. 341

23Bach, p. 84.
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style, is ruled out by Schoenberg's approach to seriality

in this work, he must rely on manipulation of rhythm, dyna-

mics, and texture to convey his structure to the listener.

The use of these parameters, as they contribute to the per-

ception of form in these dances, will be discussed over the

next several pages.

Period 1 of "Gavotte" is quoted below:
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Thé ﬁfincipai fhythmié ﬁotives deféioped in "Gavotte" are
given below:

61 - 3 )
G-2 -~ [T}
@3 --) b
¢-4 — 17 |

6-5 == [TT1

a6 -1 J J

(@ is an abbreviation of "Gavotte")
These motives are traced throughout the movement. As in the
other movenents, the generation of virtualiy all rhythmic
ideas from a few simple motives greatly aids Schoenberg's
ability to set up the'listéner's expectations, and then con;
firm or deny them‘according to fhe requirements of the nmusic-
al situation.

Period 1 consists of tWO-phrases of five measgres'
énd thrée measures iﬁ lengfh,}respectivély. The first phrase,
which seems complete aftérffour'méasures, is extended by one

measure at an increased dynamic level. This f? level is con-

24Schoenberg, p. 7.
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tinued in phrasé 2, which consists of three measures, to the

middle of measure 8.

The appearance of a single half note (db, d, db)
on the downbeat of measures 1, 2, and 3 (and an accented 4
on the downbeat of measure 4) helps to unify the first four
measures, which end with a very striking staccato reitera-
tion of EP in low register (the lowest pitch of phrase 1).
The one measure extension is then associated with the pre;
vious four measures by its variant of this low repeated
tone, this time as a pitch one half step higher. The per-
ceptioh of a phrase ending is aided by the change of meter
to 5/4, which essentially serves as an extreme ritardando
of the low E repetitidns.

A new instrumental register and dynamic mark the
beginning of phrase 2. An increase in the rapidity of regi-
ster changes, as well as a gradually widening interval be-
fweeg the highest and lowest notes being sounded simulta-
neously, help create a peak of tension in the second half‘
of measure 6, which is resol&ed by a simpler rhythm sequenced
at the half meaéure (in measure 7), a decreasing dynamic,.
and repetitién of the half notes in measures 7 and 8, in
progressively lower registers..

‘Period 2 is quoted:
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Period 2, which begins with a new dynamic and a re-

turn to the original tempo, develops a single rhythmic mo-
tive to a much_greater degree than any others, to the eitent
that this period is a kind of brief variation form on the
motive G-4, arranged in a series of 4 two measure sections,
each treating it in a neﬁ way. Primarily because the "ear-
line" ascends through two sub-phrases in a series of sequences
to the highest instrumental register employed in the period
and then descends through the last two sub-phrases, one may
consider this period to be divided into two four measure

phrases. The period ends with a "double function" ritardan-

@o. That is, the "ritardando" marking is accompanied by a
"written out” lengthening of durations resulting in a cumu-
lative effect of hesitation in the musical direction.
Following the silence which ends period 2, the in-
structed "ritardando" coeontinues into what I have called the
beginning of period 3. The function of the first 13 mea-

sures of this period is something of an enigma. A number of

possible views exist and will be discussed. These measures

are quoted belowé
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Schoenberg, p. 8.
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In spite of the connection of the second half of
measure 16 with the second phrase of period 2, through the
"zJ dolce" direction and the continued "ritardando,".there
seems to be a strong feeling that something new is beginning
with the music quoted above, in performance of this piece.
Nonetheless, one could possibiy call this passage a brief
"codetta" following the A section of the "Gavotte." DBecause
a codetta should prdperlyvboth develop previous material and
sefve as a conclusion of an interior section, and because
these functions seem lacking in this passage, I choose to’
cail it an "introduction® to the "B" section, i.e., Period
3. As such, its function is also partly transitional.
Choice of a term is further complicated by the fact that
the rhythms in the passage have less to do with characterié—
tic gavotte rhythm patterns and, moreover; do not seem es-
pecially well suited to the 5/4 meter in which they appear.
My view is that all these problems are related, fhat Schoen-~
berg intends a multiple function for the passage, and that
the.5/4 neter is a compromise chosen in order to prevent a
single function from being overemphasized. | |

The first of these possible functiohs,‘which has
.more of a cénnection’witﬁ period 2, is that.thé passage in.
question serves to exfend the "ritardando" by creating an

impression of "additive" meters, as shown below:
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This would be consistent with calling the passage a "codetta"

to the A section.

Another function which seems implicit in this pas-

sage is that of a metric mirror, serving as a transition be-

tween the A and B sections:
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The unusual naturé of the

is in some ways continued into the

opposition of tHe B section to the

neasures just discussed

B section.

The principal

A section is that the

final 10% measures are divided into three phrases of 3%

measures each, with the obvious result that some phrases

will begin on the downbeat of‘a'measure, which is quite un-

characteristic in gavottes, generally, and therefore unlike

the very conventional organization of the first two periods.

The first phruse of section B is quoted:
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Phrase 1 of section B is divided into 3 sub-phrases
each of which develop the same musical idea; beginning each
time with the pitches G - Dp (or C#). Direction is given to
thié phrase by the gradually’increasing dynamic level, the

gradually expanding instrumental range, and the earlier de-

scribed harmonic function of "T - I". In this case, the
first and third sub-phrases end on a descending motive to A,

‘while the middlelsub-phrase ends on the pitch D. (Recall

that the tritone D - Ab receives a secohdary emphasis within

27Schoenberg, p. 9.
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Phrases 2 and 3 are quoted together because they are unified

by an "overlapping" of rhythmic material. A new dynamic and

strong syncopated rhythm (with a ecrescendo tOJF ) begin

phrase 2 which increases its functional dynamic beyond the

written.one, tnrough the increased number of voices in mea-—

sure 22. The conventional mid-measure ending of this 2 mea-

sure sub~phrése foreshadows the end of the "GaVotte."

"Rolled" triads (similar to those heard in measure 4) begiﬁ

a~condensed version of the first'sub—phrase which ends with

a similar descending eighth note version of rhythmic motive

- G=5, played at a quieter dynamic. - The last one fourth of

measure 24 (sixteenth notes) bégins phrase 3., These sixteenth
notes ultimately provide the rhythmic source for the final,
stronger version of the descending pattern observed in mea- .
sure 23. Another "double function" ritardando, with greatly

expanded instrumental register exploitation and a crescendo

to 5}; gives great strength to this cadence, which must serve
as the final cadence after "Musette" is performed and "Gavotte"
repeated.

‘Phrase 1 of "Musette" is quoted below:
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It is impdrtant_to Observe that, although the "Musette" is a
second gavotte which is to be immediately begun with no pause
between dances, and which answers the final E of "Gavotte"
with an opening E minor triad, there is no doubt that.séme-
thing new has begun. This is the result of a new texture,
dynamic, and tempo, as well as the relative rhythmic abnor-
mality of the B section of "Gavotte" which is contrasted
with near-absolute regularity in "Musette."

The most striking feature of the above excerpt, in
fact, may be the extremely static rhythm, which. continues
throughout the "Musette." The function of the rhythm here
is to "disappear," allowing other subtle features normally

subjugatéd‘by rhythmic force to exert themselves. Octave

selection in the "drone" G (lower voice) plays a remarkably
strong role in aiding perception of the phrase, for instance.
The sllghtly higher v01c1ng of the chord on the downbeat of
measure 5 (as compdred w1th the correspondlng chord in mea—

sure 4) comblned with the effect of the_gp in measure 4 to

9“choenberg, p. 10
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further emphasize the ﬁﬁ in measure 5, reinforces the percep-
“tion of the first five measures as a four measure unit plus

a one nmeasure extension.

The second phrase of period 1 is quoted:
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By this time it is quite apparent that the rhythm
patterns in "lMusette" are derived from the rhythms of "Ga-
votte." The fact that}no’néw rhythmic motives are introduced
in "Musette" strengthens the theory that the two movements

" should be considered'bpe unit. Consistent with that theory,
the "Gavotte" mdtives, G-1 through G-6, arevemployed for the

designation of rhythmic material in the above excerpt.

3OSchoenberg, p. 10.
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Phrase 2 of period 1 (or section A) begins in a
way which sounds very much like the beginning of phrase 1.
The slightly more detached character, resulting from new ar--
ticulation markings, suggests a sub-division of the beat ta
an eighth note pulse. This supports phrase‘2's independeﬁt
material, a syncopated inner melodic voice. The syncopation
‘begun in measure 6 is developed by a slightly altered rhyth-
mic treatment of the pedal G in measure 7.» The diminuendo
and the interruption of the consistent eighth note pulse by
means of the "accelerando...ritardando" indication help to
clarify the ending of phrase 2 and the beginning of either
the repeat of the A section or the start of section B.

The B section consists of two 11 measure passages,
symmetricaily arranged into a 7 (or 5 + 2) measure period
with an additional 4 measure phrase, and a four measure
phrase followed by a 7 (or 2 + 5) measure period. These two
eleven measure passages will be called "divisions" 1 and 2

of the B section. The first phrase of division 1 is quoted:
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Once again, a new section begins with a tempo direc-
tion and a change in instrumental register. Also new in the
opening of the B section is the use of both G and D as
"drones" where only G had this function in section A. This
is, no doubt, another example of the "T - I" function, as
Schbenberg,imitates the most common drone notes of I and V
iﬁ the scale being used. Dynamics are used in the passage
cited to aid perception of sub—phraseé, each of which beginé
with éjzg d&namic,.untillﬁhé final 1% measure sub-phrase
which is marked j:'. Ffunctioning hand in hand with dynamics

are the articulation markings which contribute greatly to

31Schoenberg, pp. 10-11.
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the effect of a "breaking up" of conventional mid-measure
gavotte phrase division in measures 11 and 12. The fact that
the one half measure sub-phrases in measuré 12 employ the
lowest instrumental register in the period contributes tob
their perception as the point of least directional clarity.

The ambiguity of measure 12 and the upward sweep in pitch

and increased dynamics and tempo of measure 13 create tension
which is only partially resolved by the silence in measure
14.

The remaining 2 measure phrase of the 7 measure

period is quoted:
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These two measures continue the rhythmic shape of measure

13 (in the earlier excerpt). The restoration of conven-

tional gavotte phrasing, symmetrical melodic contour between
the right and left hand parts, and reduced dynamic level
(which increases as the phrase's exfremes of register are
approached), result in an orderly resolution of tension re-

maining from the preceeding phrase.

The 4 measure phrase which ends the 11l measure

division 1 of section B is quoted:
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This phrase, which begins a gradual reduction of'tempo to thé
end of division 1, presents a completely new "melody-accompan-
iment" texture, exploiting the distinctive rhythmic motive
G-l in a melodic fragment which is played twice and then re-
peated two times in inversion. The phrase is a good example
of Bchoenberg's subtle‘variation techniQue, which he frequent-
ly employs in dividing four measure phrases into two measure
sub-phrases. Here, in addition to inverting the meiodic sub-
ject, he compresses the measure-long left hand accompéniment
figures of the first sub-phrase to half their o:iginal value
invthe second sub-phrase, while introducing a new "sound"
device in the rollied diads on the downbeat of measures 19
and 20.

- Division 2 of section B, which presents a return to
matérial from section A in several ways, begins with a four

measure phrase, quoted below:
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The'principal rhythmic idea of this Phrase is derived from
meaéures 14-15 of "Gavotte." Schoenberg's treatment of this
idea is another example of his two measure variation tech~
nique, as evi¢enced by the modification of the left hand ac-
companimgnt, the addition of another independent upper‘voice,
and the inereased frequency of the appearance of the six-
teenth note mctivé, all of which begin after two measures
“and continue for two measures. Still, the strong chromatic

rise of the upper voices over the four measures quoted, as

34Schoenberg, p. 12
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G-2

2Ly

The last seven measure period, quoted below, is

cause the phrase to be clearly felt as one unit.
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Tﬁé first two measures of this period are unified by rhyth-
mic, dynamic, and textural sequence, while the melodic shape
6f the first measure quoted is roughly the opposite of the
second. The remaining measures are united by "analogy."
Compare these five measures with measures 5% to 9 in section
A. The similarity of pitch choice, including voicing, regi-
stration, and rhythmic arrangement is seemingly beyond coin-
cidehce. One assumes that Schoenberg is creating a variation
of the ending of section A at the close of "Musette." And
yet, in terms of dynamics and registers employed, etc., these
final 5 measures. do not create a break with the first 2 mea-
sure phrase in the reriod. In féct, the}rhythmic structure
of measufes 24 and 25 may be compéred to that of measures

Bl and'4-51in section A.  It is because of the evidently
‘econscious suggestion of specific earlier material in these

7 measures that I have considered them a unit. The result

35Schoenberg, p. 12.
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6f this view is extremely interesting, as it results in a
sectional pattern within the final 22 measures of (5 + 2 +

4) and (4 + 2 + 5). This is not, however, the first mirror

structure which has been observed in Op. 25, and it will

not be the last.

Viewed as a whole, the "Gavotte-Musette" is, of

-eourse, a large A - B - A form, divided as follows:

A B A
"Gavotte" "Musette" . "Gavotte"
a —,al - b a-a->» a - al - b

Although this is the first "movement-wide" A - B — A form

observed in the Suite so far, this form, or variations of it,

will become the norm for the remaining movements,
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CHAPTER FOUR

INTERMEZZ0

Analysis of "Intermezzo," in a way consistent with

the basic framework employed thus far,_presents‘certain prob-
lens which do not occur with»any of the other moVements.
These stem from two related factors. First, Schoenberg bases
the style of this movement on a very different historical
practice than that of any other movement. Second, all the
other movements are dance forms.

AtAthis point, any possible confusion which might
arise out of familiarity with the term "Intermezzo" or "In;
termezzi," in connection with the Baroque keyboard suite

should be removed. While these terms do appear in the con-

text of the Baroque suite, they refer to groups of short
pieces (also called "Galanterien") consisting of dance move-
ments taken from French forms, such as the minuet, gavotte,

36 Thus, while Schoenberg could have conceivably had a

ete.
double meaning in mind, in surrounding his central "Inter-

mezzo" with pairs of gavottes and minuets, it is clear that
the central movement itself has no connection with the "In-

termezzi" in Baroque keyboard suites.

705, 4. Fuller-Maitland, The Keyboard Suites of
J. S. Bach, (London: Oxford University Press, 1925), pp. 9-10.
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Schoenberg's Op. 25 "Intermezzo" has been called by

Charles Rosen, "a Romantic meditation of almost Brahmsian
w37

character. Certainly, given Schoenberg's great admiration.
for the music of Johannes Brahms and his ties to the Viennese

musical tradition, this is a plausible theory and one which

is supported quite strongly by the music. The tradition of

Brahms' Intermezzos and the Baroque keyboard suite remain.

seperated, nonetheless, by a considerable historical and styl-

istic distance. Most basic in this separation is the fact

that the Baroque suite is conventionally a series of dances.
Dance forms traditionally rely on certain character-

istic patterns of rhythm, phrase structure, dynamic patterns,

and formal organization. Because there can be some general
agreement on what is expected, there can be easier identifi-
cation of the unexpected. In particular, any excessive vari-
ance from.norms, with respect to rhythm, tempo, meter, etc.
will cause the dance-like character of the music to be dimi-
nished.

Because "Intermezzo" does not come out of the dance-

form tradition, but ratner the tradition of the 19th century

character piece for piano, in which a more impﬁlsive charac—
ter is in the realm of the expected, certain bassages may
be considered stylistically usual which would have been seen

as highly unusual in a dance form. For this reason there is

37Rosen, p. 79.
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a greater potential for the inclusion of varying rhythms,

meters, dynamics, tempi, phrase lengths, etc., since there

is less agreement on a stylistically representative set.
This potential is illustrated in this movement by the nearly

equal number of measures in duple and triple meters. Still,

as will be seen, Schoenberg seems to set out to write a

movement which is queled on a historical type, and thus em-
ploys a number of techniques consistently to convey an “ap-
propriate" atmosphere, as well as a "conventional® form.
Beforé examining the movement in detail for non-
éerialized features, it would seen inferesting to consider

the effectiveness of the most usual analytic technique used

with this music, serial analysis, since "Intermezzo" was

Schoenberg's starting point for Suite for Piano, and is in

some ways the most difficult structure of all the movements.38
The first 10 measufes of "Intermezzo" are quoted below with
designation for the serial source of each pitch. All num-

bers refer to form P-0:
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v 58\m. Austin, Music in the 20th Century, (New York:
Norton, 1966), p. 300.
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The first thing that may be noticed is that serial

techhique is being used rather loosely in the excerpt quoted,
notwithstanding the fact that this work is a very early exam- |
ple of seriality. Not only are the pitches used in non-con- |
secutive order very frequently, but the extent to which
Schoenberg allows himself to consider repeated notes as re-
~iterations or continuations of a single event, which is theo-
retically admissable, creates an aural effect of emphasizing
certain pitches over others, which would seem to be against
the basic motivations for the creation of serial technique,

and may be considered a "distortion" of it--for musical rea-

sons. (Far from being a criticism of Schoenberg, I mention

this partly as an illustration of the extent to which musical

considerations always take precedence over technical ones , ST

in this work.) While the identification of the source in

the row of each pitch in the above excerpt does not, in it- |

self, reveal any structure which is not otherwise recogniza-
ble through rhythm, dynamics, or other aspects of the music
(i.e., there is a constant connection between the employment

of the series and non-serial features of the music), the

general "looseness" of the serial procedure here might well
motivate several questions. For example, why does Schoenberg
find itbnecessary or apéropriate to "distort" the original
series to achieve his musical ends in this movement, when he
does not in others to nearly the same ektent? More specific-

ally, what sorts of textures tend to require the greatest
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deviation from strict serial procedure?

The answer to both of these qdestions seems to lie
in the fact that, while Schoenberg employs a quasi-Baroque
contrapuntal style in the dance movements, in "Intermezzo,"®
which-isbbased on a 19th century style, he creates an im-
pression of harmonic function, i.e. melody with subsidiary
chordal accompaniment, and largely abandons obvious.contra-
punfal procedures. Thié is done by consisteﬁt exploitation
of the interval of the third, both major and minor, especial-
ly in specific chord constructions which suggest, largely
through repetition and juxtaposition with melodic material,
an accompaniment function, while having no conventional har-

monic implication.

The most common form of Brahms’ Intermezzos is a
large A - B - A ~ Coda. Schoenberg's "Intermezzo" is a
complex structure and does not wear any simplé formal reduc-
tion well. However, after many attempts to consider all pos-
sible forms, the large A - B - At - Coda (with sonata charac-
teristics) does seem the best and most logical choice. 1In
order to discuss formal construction and small scale aspects
bbf the music in detail, each section will be quoted and dis-—

cussed. Section A consists of the first 10+ measures:
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Before turning to the extremely interesting formal
implications of this section, the basic motivic materials may
be mentioned. The rhythmic motives, given below, continue
to resemble the basic duration patterns observed in the open-
ing measures of "Praeludium.ﬁ All rhythmic motives which

are developed in sections B, Al, and Coda, are present in

section A.
-1 -- [T) ]
-2 ==} D
1-3 — [ 3D
-4 - ) | I}
-5 -- v []
-6 -~ ['T7]

40.5choenberg, pp. 13-14.
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Texture and dynamics are in almost constant flux in this
»movemenf.v'It will be seen thét theée parameters, as well as
development of rhythmic motives, serve to emphasize thematic
materials which are of prime importance in the movement.

Section A, which may seem on the surface to be some-
what rhapsodic with its frequent changes of tempo, meter,
dynamics, and textufe, actually lays the groﬁndwork for a
very carefully balanced structure. In fact, one may observe
a "sonata~like" exposition evolving within these first 10
measures, perception of which is greatly aided by precisely
those sudden changes in "sound" which first seem most "Roman-
tic,ﬁ The "espressivo" melody and accompaniment which is
‘preéented,fr@m the opening measure through the first half of
measufe 2 will be called theme "a". The repeated chord which
accompanies the left hand melody reappears with the same
melodic material at several other points in the piece, and

will, therefore, be called the a-type chord:

, _ Intervals
a-type chord M3
B , e
m 9
P5— , T
m 7
M3

The principal melody itself (the middle voice) is played with

a countersubject (lowest voice) which has been associated

with this melody, derived from measure 2 of "Praeludium."
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The melody and countersubject together emphasize a progres-
sion from a major to a minor third, or vice versa. - Observe

that this type of progression occurs several times in measures

1 through 6 of "Praeludium."

41Schoenberg, p. 4.
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A second theme "b" begins in the second half of
measure 2 and continues through measure 3. Although written
in the left hand part, the melody is for the most part higher
in register than the accompaniment, a chord which recurs
with this melody in the AT section (recapitulation). This

chord will be called b-type and has the following construc-

tion:
Intervals
b-type chord
P 5
M6
0 ' m 9
?iﬂb 2 M 2
i .
M 3
After a "poco ritardando,” three full beats of tran-
sition occur, marked "etwas rascher, pesante..." The new

lower register, at a new.f dynamic level which increases
to.-gﬂ at measure 5 and - decreases to P at the return to
original tempo, aids the effectiveness of this péssage as.a
transition. Perhaps as important are thé dotted sixteenth
notes at the end of measure 4 which are the first 3:2 rhyth-
mic events iﬁ the movement and prépare:the sixteenth note
triplets which follow.

The return to the original tempo and dynamic and
the appearance of a new type of chord mark the begimning of
a closing (c) theme. Interestingly, the new c-type chord

accompanies the same melody notes ( Gb, Ep, Ap, D ) that
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occurred in measures 1-2. What is new here (in addition to
the c-type chordal accompaniment) is that the melody has a
new countersubject, one which exploits the interval of the

second rather than the third, as in the a-theme.

c~type chord Intervals
m 9
M7
S 7
yo - m 3
m 2
M2

Reiteration of the c-type chord, with gradually diminishing

tempo and dynamics, closes the c-theme section.
The "etwas langsamer" direction at measure 9

coincides with the beginning of the "codetta," so called be-

cause it developsyeach of the theme areas without introauc~
ing new thematic material. (Codettas are not, of course,
prohibited from introducing new material, though it is not
usual, but given the extreme brevity of this séction, the
fact that it does not do so reinforces its function.)

The B section of this A - B - A - Coda form is essen—
tially a development section, and consists of measures 11

through 20:
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Sections which develop specifically a, b, or ¢ ma-
terial from the "exposition" are bracketed. The a/c theme -
melody appears transposed in measures 12 and 13 with c-type

harmony and countersubject. Measures 14 and 15 contain

principally b material. The b-chord appears at the "poco
ritardando" in measure 14. The pickup to measure 15 and
half of measure 15 itself contain a‘brief reference to theme
a, with the a-type chord in'the right handvand the major-
minor third ideé in the left. The second beat of measuré
.15,‘réturning to "Temﬁo I, édﬁtéins fhe b-theme in'fetfo-

grade. Although ﬁicking this theme out of such a texture

4ZSchoenberg, p. 13.
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may seem somewhat artificial, it is felt that the subitolﬁg
dynamic, the return to original tempo, and the radical

change in rhythm and texture serve to emphaS1ze”this passage -
aurally. The most striking feature of the passage in verform-
ance is the wide leaps through several octaves, i.e. the most
singular feature of the b-theme. What actually serves to ob-

scure the b-theme here is the simultaneous development'of

the a-thene meiody and countersubject in measure 16. Mea-

sures 17 and 18 restate the three theme-related chord types,
develop rhythmic motives, and expand the texture, creating
greater fension and contrast with the suddenly new character
at measure 19.

Measure 19 and half of 20 serve as a transition
leadlng to the recapltulatlon. The sudden changes from f;
tolzz « from accelerando to "Tempo I", from a dramatic-ener-
getic character to "espressivo" melody with simple accompani-

ment require a brief passage to bridge this extreme change

of "sound" for the listener. Thematically, the material in
this passage is indirectly related to the basic a-theme
material. The recapitulation begins in the second half of

measure 20 w1th the a-type chord in the left hand and the

"espressivo" malody in the rlght.
While not a "text-book" format, the recapitulation
in this movement is no more unusual in its presentation of

themes than several of the sonata movements of, for example,

Franz Schubert--another Viennese composer greatly admired
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and avidly studied by Schoenberg. After conventional re-

statement of themes a and b, the c-theme idea is delayed by
a brief second development section after which a-theme ma-
terial is combined with certain features of the c-theme.
The large Al section (from measures 20 to 35) wili be}di-
videdlinto three parts for discussion: the statements of
themes a and b, the second development, and the final a/c

theme presentation. Measures 20 through 24 are quoted:
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Aside from the redistribution of octave placement

in melody and accompaniment, the above passage is identical
to the exposition with respect to chord types used to accom-
pany the melodicAthemes, the‘intervallic relation of the
melodies to their accompanying chords, and details of rhythm,
dynamics, etc. Measure 24 is rhythmically identical to the
corresponding measure 4 in the exposition which also was
marked "etwas rascher" and subito JF .

Measures 25 through 30 constitute the second develop-

ment section:
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The thematic material being developed in the above
excerpt is bracketed and labeled. Several points may be men-
tioned, however. The return to original tempo is the last
tempo change in the movement. That is, while thé first 24

measures contained 17 tempo directions, the last 20 have

only this one. The reason for this seems connected to

Schoenberg's use of tempo fluctuation to emphasize presenta-

tion of thematic materials. Here, nearly to the end of the
recapitulation, no new thematic material critical to the
structure of the piece needs to be introduced and, perhaps
for this reason, no further tempo changes are required.
Rhythmic motives continue to be significant in this

section, It is interesting that these six measures are

paired into three 2 measure phrases which are in sequence.

. Schoenberg is here using rhythmic, dynamic, and textural

.structure for contrast rather than tempo changes. The dy-

namic expansion of the first 2 measure phrase gives force

44Schoenberg, p. 15.
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to the dramatic character of the second phrase, marked Jﬁ »
while the return to p in the third phrase (with the reintro-
duction of a 2:3 rhythm) aids the transition fo the following
section. Typical of Schoénberg's use of harmonic materials
in this movement is his use of thematic chords in inversion.
For example, while measure 29 contains the original form of
the a-type chord, measure 30 cohtains an inverted form.

These are compéred below:

a-tvpe original ' Intervals a~-type inverted
m3 m3
M6 M6
m9 M7 —45
E T a——
m7 | M2 o
M3 |{m6é ‘ N

The remainder of the recapitulation, measures 31 to

34, is quoted:
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The passége Just cited is, perhaps, the least clear
with respect to the "sonata-like" aspects being traced in
the movenent. What seems to occur in this passage 1s, in
part, an attempt to reconcile the similar aspects of the a
and ¢ themes by combining them in a single statement. The
result is that neither théme emerges cléarly from the tex~-
ture. And although it is possible to isolate brief fragments
of both themes in this context, by considering retrograde
poséibilities, this is ultimately unconvineing unless one
éctually thinks that one is hearing familiar material. Still,
there is certainly room to argue that the presence of several
important features of the original c-theme section success-
fully creates the illusion of a c-theme statement.

/First, the dynamids'(2§>), rhythm, and texture du-~
plicate the original c-theme presentatién. - The right hand .
‘chord however, 1s an a-type which has been rev01ced to re-
semble the "sound" of the c-type chord. Moreover, when

this revoiced a~chord is altered to, seemingly, resemble

4sschoenberg, pp. 15-16.




-T4-

the c~type even more, in measure 51, this change merely re-

sults in a new inversion of the a-type chord. These chords

are isolated below:

sl

|4
meas, 5-6: —4 beror ot
s S— e —

o
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0 %%L};? ey 1*bmf
— i y ama—
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meas, %O:A 0 - f?v meas, |4 j\%.}_%.m L

:My view of the "problem" observed in measures 31
to 33 is that, seeking to write an "Intermezzo" of the
Brahmsian type, Schoenberg may have sought to clarify the
large A - B - Al -~ Coda format in this movement by an addi-
tional restatement of a-type harmonic material and a sugges-
tion of a-theme melodic material, but disguised as c-theme
material, which would complete the.implication of sonata
characteristics. '

Foliowing a very striking cadence in measure 34,

a progression from P tojf and back_to P occurs over 6%
measufeé. These measures have been called "Coda" and are

quoted below:
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The "Coda" functions as a dramatic conclusion to
this complex form and in the conventional manner of codas
offers a new deveiopment of thematic material, principally
themes a and b. The harmonic materials of the themes are

primarily found, and are isolated in the above excerpt. The

melodic materlal conulsts of rather free, episodic frag-
ments of the structural naterials of the Suite. For exam-
ple, at the high point of the crescendo to'fﬁ, the melody
found in measure‘2 of "Praeludium" appears, transposed down

a minor second and harmonized.

46“choenberg,, Pp. 15-16.
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In the final measures one again“finds theme chords
as indicated above. Of special interest, however, is the:
quasi~tonal cadence. thice that the downbeat of measure
44 consists of a dominant 7th chord (with the minor 9th voiced
an octave higher), and that the movement ends on an almost
simultaneous G minor triad. Betweén the D 9th chord and the
final G is a very condensed restatement of the a-theme melo-
dy and counteréubject one octave higher than originally pre-
seﬁted.

The view which has evolved from this analysis, then,
is that "Intermezzo," which is generaliy characterized in
terms similar to Charles Rosen's description of it as a
"Romantic meditation," is that indeed. But it also contains
the unmistakable Schoenberg stamp of}musical~intellectual,

structure.
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CHAPTER FIVE
MENUBTT - TRIO

In the case of the minuet, we have a concise sum-

mary of formal principles by Schoenberg, intended for begin-

ing students of composition, from his book Fundamentals of

Musical Composition. In Chapter XV of that book, "The Minuet,"

Schoenberg writes:

Minuet, scherzo, etec. appear as independent
pPieces or as middle movements in cyvelic forms
such as the suite, symphony, or sonata....The
only specific rhythmic feature of a minuet is
the meter, 3/4 (or rarely 3/8)....The charac-
ter of the minuet may range from the unpreten-
tiously singable...to the stubbornly insistent...
but in general the character, like the tempo,
is moderate. 1

The minuet is an A-B-A" form, quite simi-~
lar to the small ternary form....Many minuets
in the literature differ from the practice
form. There are structural deviations in all
three parts: unusual length of phrases; ex-
tensions (often provoked by deceptive pro-
gressions); or codettas added to the A sec-
tion and its recapitulation.

Most of the dance forms are followed by a
Trio, and it is usual after the trio to re-
peat the original dance. As a matter of fact,
the trio is nothing else than a second minuet,
(...or--as in the suites of Bach--a second

~courante, bouree, or gavotte). It is evident
that this trio has %o constitute a contrast.
One assumes that there should also be some
thematic connection. In former times the
tric was either in the same tonality, or in
- the reiation MAGGIORE~MINORE, or vice versa.
Later the contrast between relative major
and minor was used....The contrast in charac-
ter might bve, e.g. lyrical~rhythmical; melo—47
dious~contrapuntal;...etc. and vice versa.

‘ 47Schoenberg, G. Strang, ed., Fundamentals of
Musical Composition, (London: Faber & Faber, 1967), pp. 141-3.
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In "Menuett" of Op. 25, we may observe Schoenberg's
observance of his own formal outline in several specific fea-
tures, described as both normal practices and deviations from |
the norm. "Menuett" is an A-B-AT form with "codettas added
to the A section and its reoapitulétion."48 The contrast be-
'tween "Menuett" and "Trio" exempiifies both of the types of
character contrast mentioned by Schoenberg, i.e., lyrical-.
rhythmical, and melodious-contrapuntal. The A section con-
sists of two 4 measure phrases with codetta. °The;B_ééction
lasts from measure 12 through'measure.ls. Section Al is ex-
tended, possibly to replace the missing repetition of B—Al;

Section A is quoted:
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Phrases, periods, and rhythmic motives are bracketed.

Rhythmic motives found in "Menuett-Trio" are given below:
w1 -- ) b |
M2 - [ 3D
w-3 - [ T1 )
M4 - U171
M-5 -~ vy []

Beyond the motives, which areé once again extremely similar
to those presented in the opening of "Praeludium," the basic

character of "Menuett" seems to stem from the first movement.

4980hoenberg, suite for Piano, p. 17.
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Compare the right hand parts of measure 2 from "Praeludium,"

below left, and measure 1 of "Menuett," below right:
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'Another clear borrowing is the 32nd note tremolo effect
in measures 5 and 6 of "Menuett." Compare these (see p. 75

above) with the following excerpt of measures 12 and 1% from

"Praeludium."
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It is largely the strength of the rhythmic sequence in mea-
sures 556 of "Menuett" which creates the perception of a new
phrase beginning at measure 5. The resolution of this second
phrase results from a lengthening of written note values aé |
well as thé descéﬁding "ear-line" of the lower parts and a

"ritardando" direction. More rhythmic sequences in

5OSchoenberg, Pe 5.
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measures 9 and 10 create a sixteenth note pulse which charac-
terizeé the three measure codetta, which ends with a brief
rhythmic transition to the beginning of A and/or the develop-
ment of similar rhythm in secfion B.

Section B is quoted below:
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A new dynamic, a sudden change of register, and a simplifica-
tion of rhythm distinguish the beginning of the B section.

Internal rhythmic repetition is alSQ4important, as the rhythm

5lSchoenberg, p. 17
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sequenced in measures 13, 14, and 15 is essentially intro-
duced in measure 1l2. Measure 16 utilizes the transposed ver-
sion of the row's. retrograde “B—a—c—h" motive to cadence on
an E chord (enharmonically: e - g# — b - bb). A significant
feature of this B section is that while the basic rhythmic
materials are the same as in section A,.neither the degree of
- rhythmic repetition nor the specific rhythmic configurations
contained within B are found at any point in either A or Al.

| A more open texture, and a return to the original

tempo and dynamic level reinforce the opening of section Al

quoted below:
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Section Al functions as a varied repeat of A. It also con-
sists of two phrases, but much greater tension is created by
the extension of each of the sub-phrases of phrase 2, accom-
panied by a crescendo toj% . It is interesting to observe
.that following the "climactic" point in measure 24, Schoenberg
resolves tension through a diminuendo to p , while retaining
it through a series of chromatically rising diminished triads

0 L0
y G

in measures 25 and 26: F#°, F# >, -and (incomplete) G#°.

The varied recapitulation of the codetta to A, be-

ginning at measure 27, is quoted below:

52Schoenberg, pp. 17-18.
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An interruption of the rhythmic pulse (poco ritardando...

témpo) in measure 26 emphasizes the strong (subitoj?) return

of the codetta's sixteenth note pulse. Another "inserted"

2/4 measure (measure 28) functions as an éxtreme durational

elongation of the rhythm of measure 10 in section A. Note

SBSchoenberg, p. 18.
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that neasures 10 and 11 are sequenced, and that measure 31

is an exact repeat of measure 1l1. Measures 32 and 33,

however, introduce a multiple voice texture and rhythm which,
.although common in "Intermezzo," is not heard elsewhere in
"Menuett." The function of fhisvborrowing, designated
"calando," is a relaxing of the "insistent" character of the
codetta which serves as a transition from "Menuett" to "Trio."

The "Trio" is perhaps the simplest form in the

Suite and can be discussed as a whole:
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The‘"Trid," perhaps along with the "Gigue," comes closest to
the most elementary understanding of a "serial" composition.
That is, the consecutive intervals in the row, the number of
pitch claéses in it, etc. exert a much greater impact on

the finished "sound" of these movements than in a composition
writteﬁ with the "freer" serial procedure of "Intermezzo,"

or for thgt matter "Menuett." Thé’entire "Trio," which be-

" gins with a Simple statement‘of the original series, is a
canon by inversion with the conventional interruption of

the imitation at the final cadence, which serves as a tran-

54Schoenberg, p. 19.
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sitiqn to "Menuett." The "Trio" retains, nonetheless, minuet
characteristics including 3/4 meter and the division into re-
peated A and B sectioné; emphasized by dynamics.

The entire "Menuett-Trio" movement, like the "Ga-
votte-Musette," is necessarily a large A-B-A form, due to

repetition of the first dance.
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CHAPTER SIX
GIGUE

As mentioned in the last chapter, "Gigue" and "Trio"

- are the two movements of the Suite which are most immediately
recognizable as serial compositions. One need only observe
the large number of measures which contain 12 notes, or one
complete statement of the series, to understand this point.
It may seem a paradox that in music which is most clearly
shaped by the nature of the row,éarameters other than pitch
such as rhythm, dynamics, and texture, play the greatest

role in clarifying the structure of the music. Discussion,
for example, of "Intermezzo," which is much more ldosely
serialized than "Gigue," required considerable evaluation of
melodié material, chord types, etc. Howe#er, once one ob-
serves in "Gigue" that rather long passages of music consist
of consecutive repetitions of the basic serialized pitch
classes;'one nust realize that non-pitch parameters are then
most critical to comprehensibility of phrase, period, ete.
Put another way, "Intermezzo" would retain some kind of
recognizable structure if rhythmic variation were greatly
decreased. .Absence of rhythmic,_dynamic, or textural varie-
ty in "Trio“ or."Gigue",would result in virtual elimination

of the characteristic structure of these movements.
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Discussion of the large scale structure of Suite

is left for Chapter 7. It is enough to mention here that,

Just as "Praeludium" had a mirrored period structure of

8% - 7 - 8% measures, "Gigue" has a basically symmetrical

sectional structure, organized into measure groups as

follows: 13 4+ 12 + 1 +6 +4 -6 + 4 == 13 + 13
T e T

Because perception of a movement-wide symnpetrical
'structure seems clearly 1ntended and because of the extreme-
.ly fast tempo, large sectlons of the piece will be discussed
at one time. The following rhythmic motives are developed:

Gg-1 — } 3 3 Gg-4 -- 1 1
ce-2 - [T cg-s —- [T1 B
Gg-3 —— |} j? . (Gg abbreviates "Gigue")

Measures 1 - 13 are quoted below:
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Two basic types of gigue were common in Barogue key-

board suites: the French type, characterized by compound du--

ple meter, dotted rhythms, wide intervals, and fugal prdce--

dure (the type usually used by J. S. Bach) and the Italian

55Schoenberg, p. 20.
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type, which is faster, not fugal, and conventionally contains

56 ochoenberg's

running passéges over a given harnmony.
"Gigue" haé a surging rhythmic tension which makes it very
difficult to hear in any neter, aﬁd yet there are suggestions .
of fugal procedure. Schoenberg séems'to aim in thié movenent
to combine elements of both gigue types, with perhaps greater
emphasis on the Italian features. |

The interior structure of the first 13 measure sec-
tion is 4 + (4 + 1) + 4 measures. The first four measures,
marked;f,cOnstitute ene phrase, characterized by the statement
of the complete series in each measure. The role of the tfi-
tones E ~,Bb, and Db- G is interesting here, and typical of
tritone emphasis in the movement. Recalling the series and
the single transposition at the tritone, it is obvious that
statements of@the series will always begih and end on E or
Bb. By arranging one statement of the row. in each measure
Schoenberg guarantees that each measure will begin and end -
with those pitches. Further, the constant appearance of the
tritonefDV— G as the thirdvand fourth pitches of all forms
of the series allows Schoenberg a certain harmonic stability
as each nmeasure of the first phrase contains DkandvG on thé
thifd'eighth note. Given the‘obsefvation'in other movements
of a substitute "V - I" relation, called "T - I%, it seems

likely that Schoenberg intends both a motivic and a harmonic

56ppel, p. 346.
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function for the tritone pairs in this movement.

The four measure phrase, from measure 5 through 8,
in which the last pair of measures are the intervallic inver-
sion of the first pair, is extended by one measure. The ad-
dition of this measure 9 creates tension by its interruption
of the régulaf four measufe phrase pattern, introduction of
a new meter, hemiola rhythm, and increased dynamic level.

All these features also serve to increase the degree 6f con-
trast with the next phrase.

With its subito Pp dynamic and return to the
character of the opening measures, the four measure phraseA
from measure 10 through 13 dissipates the tension of the
second phrase while creating new interest through introduc-

- tion of tempo changes and new "sound" material, such as the
rolled diads in the exact mid-point of each 2 measure sub-
phrase. Observe that this phraée mirrors itsélf, rhythmically,
from its center point at the "rit....tempo" indication at the
downbeat of measure 12.

The second major section is essentially 12 measures
long, e#tending to the double bar. When repeated, however,
it seems to continue the crescendo through one additional
measure before a sudden drop in dynamic to P . Upon closer
examination this’"extraa measure (measure 26) can be seen as
having a double function. since it is parallel to measure 37,
which begins the second 10 measure period in the B section.

Thus, while measure 26 does upset the otherwise "orderly"
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The.section Just cited begins with two 3 measure
phrases. Measure 14 introduces a completely new idea in the
movenment, that of a melody with accompaniment. The melody
is remarkablebinvits suggestion of B major tonality. it

could be written, enharmohically, as follows:

_ - 3
» 2 =] <
PV | N DS AP (S QU STV S e 3 1
4 R S &= S
e o
) ,3

In spite of its suggestion of B major, which is not complete~

5TSchoenberg y P. 21
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the melody al-

1y finished until the end of the second phrase,

S0 serves to emphasize DY against the pedal G in measures 14
and 15. This tritone pedal idea is repeated in measures 17
and 18 with the pitches APand D as pedal tones.

The remaining six measures prior to the repeat

function as one period, distinguished from the Preceding

_phrases by a complex rhythm which is not clearly set in any
single meter. In spite of similar note values and rhythmlc
‘patterns, this sectlon differs from the opening of the move-
ment by the absence of repeated pitches which differentiate
measures, and the addition of longer note values set in thé‘
middle of the texture. One possible interpretétion of the

implied meters of this section, arrived at by treating the

longer note values as downbeats, is given below:

—f) J— i
. ! 14 - ]
& - E b — SE= RIS
—E : ,
2% hie ¥ e . g
47 8 8
b !

2. M 3 - — 17§t - T M T
b e p et
ri - . ST W . i : ) :

_‘— ‘J)— . LV h

. 2 o r @t b:ﬂ:
b 3 b > N v - n. - o e B
] 7 1 | P Y R  A— —F tia ¥
J T — == i
7 A | S § - »?
T ] ') @ 3
_ 2 5 2
8 #2 14 2 &2
1, ~— q:f o
e e e i e
1 y + i1 " s ¥ 17
¥ 1%} 1 L4 il ' i
! g b




I
5

ﬂ..
€
)
PRl

=
N

S
by
Bl

Sh
:
=
|-
n_%,

|

s oy
3 |

LI
B S

]
1

b Lol & =t
bd E

It is, of course, interesting to speculate as to the signifi-
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cance of the metric mirroring which occurs in the above re-

ordering: ' ; ‘ _ |
A 11 S
2 5 4 3 3 3 4 5 2
4 8 8 8 8 8 8 8 4 |

“Ifbthis structure were, indeed, intentional, it may have L .
functioned simply as a written out aécelerando and ritardan-

do for the "interior" melody which results from the longer

note values in the texture.

The entire B section, measures 26 - 46, is quoted:
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The first period of the B section, measures 26 to 36 is di{
visible into two phrases of 7 (or 3 + 4) and 4 measures. |
These are differentiated by clearvchéngés-in fhythmic orga
zation, texture, dynamics, and tempo. The second period 
the B section (measures 37'~ 47) is divisible into phrasé
of 6 (or 2 + 4) and 4 measures in length. The overall fuﬁ

tion of these peridds, generally stated, is one of creatin

tension and gradually resolving it. Tension is increased

in the first period by the gradual increase in dynamic lev

from‘p tof&‘, and by a progressive shortening of note va

which is further emphasized by a faster tempo beginning

measure 33. The second period sustains an extreme slowing

of tempo through the successive directions "poco ritardando v

"etwas langsamer," "noch etwas langsamer," and "ritardandQ
before a return to original tempo at measure 43. Measurééjz; 
43 through 46 contain a progression from the loudest dynamiéf
of the period,i} , to PP and a gradual lengthening of |
note values from eighth note triplets to eighth notes, em-
phasized by directions of "subito ritardando," and "molto
ritardando.™

HMeasures 47 - 72 are quoted:
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This entire bpassage 1s quoted and will be discussed as a

unit because, to a great extent, the determination of -the

function of each 13 measure section is dependent on its re-

lation to various features of the other 13 measures. Since

this passage employs pitches and rhythmic material in ways

that are basically consistent throughout its length, consi-

deration of two distinct sections must arise out of treat-
ment of other parameters.- Several graphs representing
tréatment of dynamics, vertical texture, and instrumental
register in the 26 measure section are given .

Graph number 1 shows the average dynamic level of
each measure in the first 13 measures (designated "x") and

the second 13 measures (designated "y"),

r—--- B v A e o

mp ¢ -
¢ » -

7 o #//N

PP 4 ST

A2 S 7 S, 2 /5’ /7,202/22_.23 2¢

$;-:=;;~—-—---C/3nam:csxbl:f;

; ;.....-- o/fjnam:'cs j . R o

L T




~104-

The most significant feature illustrated by the above graph
is the extent to which the two 13 measure sections progress
toward opposite dynamic goals. |

Graphs numbers 2 and 3 show the relationship, in
each period, between the vertical texture (i.e. the average
number of pitches sounding during each rhythmic event in each 
measure) and instrumental register (i.e. the mean tone
between the extreme high and low pitches in each measure).
Due to radiéai}changes in texturé in the last two meaéures
of section "y", two points are plotted for each of these
measures. Graph number 2 concerns section "x" and graph

number 3 concerns section "y".
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Especially significant in these graphs is the con-
parison of registers in the two periods. While section "x"
ends with an upward sweep, simultaneous with a thickening of
texture and a decreased dynamic level, section "y" closes
with a thinning texture and a massive descent in register,
with an increased dynamic (7{%)e All of these observations
together seem to support the view that 2 symmetricél periods,
in an anteéedent~consequent relationship, do exist in the
final Al section.

The sudden increase in dynamic level at measure 69
and descending register in measures 71 and 72 create a power-
ful drive toward resolution of tension which has been build-

ing throughout the Al section. The final measures are quoted:

b %é :
g g e b
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The 5/4 measure, usually observed in this work as
a written elongation of tempo, here functions with deliberate

ambiguity, as both an elongated 4/4 measure and as two mea-

6OSchoenberg, p. 24.
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sures of 5/8. The rhythm of the right hand chords graduaily
evolves into a 5/8 context, though this implication would
probably not be felt until the eighth rest which begins
measure 74. The downbeat rest relays the E-F diad in the
left hand, placing it on a weak beat. The accents among the
last 5 eighth notes result in a restatement of the synco-

pated rhythm of measure 73:

gl““‘lf“lv

now completed:

2 1
8

The harmonic implications of the triads in the right
hand part of measure 73 suggest a summation of the tritone
function as it existed in this work,és well as the motivically
significant progression from magor to minor third and v1ce
versae The chord progression, enharmonically, is:

Bm, BM, FM( : AbM, Ab+, Dm, DM
7

The final three measures can be considered a very
condensed "coda" since they serve to conclude the work through
new development of materlal and reso¢ut10n of dccumuldted
tension gradually through repetition of a single rhythmic
figure which is perceived within a shifting metric conteXt
until the accents of the final statement confirm the implied

nmeter.
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CHAPTER SEVEN
LARGE SCALE FORMAL STRUCTURE

In the Introduction to this study, on page 12,
the following sentence appéared: "Chapter 7 of this analysis
will consider musical features which are uniquely involved
in percepﬁion of the entire work." There are a great many
ﬁays in which one could go about this task. In keeping
‘with the analytic framework set up at the outset, however,
the large scale consideration of structure will examine no
division of the entire work smaller than a complete pericod,
as that division affects perception of form. The principal
goal here is to consider the question: What sort of large
scale formai shape results from the formal structure of indi-
vidual movements?

Prior to consideration of this question, however,
one may ask: What evidence is there within the work to justi-
fy»anaiysis offtheée movements as a large scale structure?
Ultimately, the only valid reason for considering a piece of
music a’Single entity is that it sounds like a unified form.
However, many tangible factors exist in common among move-
-ments, some of which have been cited already. Certainly one
element significant to the comprehensibility of the work is
Schoenberg's derivation of rhythmic Raterials for . .each move-
ment out of ohly a few basic rhythmic motives. The rhythmic

motives used in each chapter have been discussed in preced=

8
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The following chart illustrates the remark-
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Beyond the fact of basic materials common to many
‘oi allvmovements is the question of how the unique features.
of various movements contribute to the large scale form.

To discuss this issue it will be helpful to return to the
four basic parameters of our analytic framework: duration
patterns, tempo, texture, and dynamics. Observations con-
cerning each of thése parameters will be summarized before
all the information is evaluated and a large scale structure
for thisvwdrk proposed.

The general heading of "duration patterns" contains
several distinct levels of organization, involving the sever-
al levels on which we perceive musical time. Specifically,
we may consider periodic structure in each movement, dura-
tions‘of structural "sections" in each movement, the meter
and the performance duration of each movement. Examination
of each of these levels of duration patterning, in all move=
ments, provides insight into large scale structure. The

following chart summarizes the information so far observed:
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Performance duration of each movement is based on

61
a recorded performance (Columbi

Edwvard Steuermann, Schoenb

a Masterworks ML-5216) by
erg's student and colleague, who

premiered all of Schoenberg's piano music.
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Tempo can easily be evaluated as a structural
force by comparing the tempos of various movements, as in

the chart below:

PRAELUDIUM @A\JOTS‘E/MUSEH& INTERMEZ20  [MENVET/TRIO | GrlGUR

Guyotte
Raseh Eiuéi Langsan Aﬂodﬁfﬁ+o Raseh
Ps20 | P72 P=40 P=83 P=91
Musetie '
Rasehe

P= 88

P= rhj"fhmig Pu\‘iﬁ

The subject of texture is considerably more diffi-
cult to summarize than suck things as performance duration,
metef, or tempo. And yet, texture seems to play a critical
role in perception of large scale function. The inclusion
of a large graph attempting to show period level averages
of vertical texture was considered. Howe?er, this seems fo
be one of those situations in which the best "graph" is the
score itself. That is, a graph which would begin to show
' the subtlety of textural function would need to be too large
to be practical. Therefore, a summary of textural treat-

pent in each movement will be presented.
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The general topic of texture is complex because
it includes severél semi-independent levels of function:
the number of vertical or simultaneous voices, the number
of contrapuntal voices, instrumental register, and implied
harmonic function. (The lérger the view of the work the
more dynamic function is the result of texture rather than
‘individual dynamic markings. A general large scale dynamic
function will be implied in the summary of large scale tex-
ture.) In discussing the basic vertical texture of a move-
ment one may speak of textural "norms" as opposed to exfreme
usage. This concept is similar to that of tessitura. And
while it has an obvious application to discussion of instru-
mental register, it also pertains to the number of voices
which are Set up as a norm in a musical work or passage.

In "Praeludium" the normal number of voices is
2 to 3. This number is established clearly at the beginning
of each period and at the end of the movement. Period 1 pro-
ceeds very gradually from a 2 voice texture in middle regi-
ster tox3 voices in slightly lower register. Period 2,
which begins.in 2 voice texture, expands quickly to 3 and
implies as many as 4, in measure 13, in high register. The
" final period begins with 3 voices, moves to a vertical tex-
ture of 4 and the highest register of the piece before
ending with a return to middle register. Although the final
measure implies as many as 4 voices, no more than 3 (and

normally 2) are actually pliayed simultaneously.
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Vertical sonorities of 3 to 5 voices occur in
"Gavotte" in positions of relatively low tension and at low
dynamic levels; 3 to 4 voices may be determined as a norm
in this movement. The eaf—line resulting from instrumental
regiéter suggests an . arch shape in both sections A and B,
with a rather extreme decline in register at the end of the
dance. '"Musette" continues a consistent 3 - 4 voice verti-
cal texture, and although suddén contrasts of register‘are
few, the entire dance imitates the musette pipes with a very
high register.

"Intermezzo" presents a further increase in the
average number of voices, with a norm of 4 to 5. Deviations
from middle register occur at points of structural emphasis,
such as the higher register which begins the récapitulatidn
at measure 20, the lower register at the end of the 2nd de-
velopmental section, and the low register wnich begins the
coda.

~Th§ "Menuett" opens with material which greatly
reSembles the opening of "Praeludium" in sound, but'which
is writfen in 3 voices rather than 2. This is typical of
the movement's texture, which resembles the character of
"Praeludiuﬁ"'in-the first dance, but generally increased by
one voice, resulting iﬁ é norm of 3 - 4 voices. An arched
ear-line is clearly heard in both the A and B sections.

M"Trio" has a constant texture of 2 contrapuntal voices.

Although no more than 2 voices are heard simultaneously in
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"Trio," it would seem that the extremely wide melodic leaps
occasionally imply as many as 3 to'4 voices. The obvious
norm, however, is 2 voices.

The ﬁormal vertical texture in "Gigue" is 2 to 3
voices. DEspecially characteristic is the succession of "melo-
dic" diads, or the inclusion of several diads in a melodic
outline of predominéntly single notes. ZEach period of the
mdvement employs register contrast of the type discussed in
Chapter 6. The first 13 measure period progresses from high
to low register, the second 13 measures doing likewise, re-
sulting in marked contrast bétween periods, even when re-
peated. EBach of the two 10 measure periods Qf the B section
outlines an ihverted arch, from high to low and back to high
register. The last two 1% measure sections, graphed in
Chapter 6, consist of a progression from low to high regi—
ster, and a corresponding return from high to low. The
three measure coda re-establishes middie register before
closing with a rapid upward gesture.

The structure which emerges from alli of the observa-
tions presented so far in this chapter is that of a large
scale "bogen" or arch form. This is the result of: first,

"a clear perception of the central movement, "Intermezzo,"
as distinct from the other movenments, and second, shared

characteristics of the outer movements according to their
position with respect to "Intermezzo." "Gavotte-Musette"

and "Menuett-Trio" thus share many stylistic characteristics
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as do "Praeludium" and "GigueM

The perception of "Intermézzo" as distinct from the
othér movements is the result of many individual features of
style, As mentioned earlier, the most immediate difference
between "Intermezzo" and all the other movements is that it
alone is based on an historical style other than Baroque
dance forms. This.fact allows for several others. The
"Intermezzo" is by far the least stable movement with re-
spect to meter. VWhile maintaining a uniform pulse, the move-
ment contains 24 measures in triple meter and 21 in duple.
This metric fluctuation is reinforced by the presence of the
slowesf temporal pulse in the suite, nearly twice as slow
~as any other movement, which contributes to the fact that
"Intermezzo" is the longest of all the movements in perfor-
mance. Partly due to the slow pulse, the movement presents
a basic sonority, or sound ideal, not found in other move-
ments. As observed in earlier discussion, this sonority is
also the result of a conscious structural use of harmonic
function of a type which was quite remarkéble for 1921 and
an interesting outgrowth of the serial experimentation that
Schoenberg was carrying out at that time. Finally, the
‘movement marks a definite break with Baroque models.through
the presence of clear sonata characteristics.

The most immediate similarity between "Gavotte-
Musette" and "Menuett-Trio" is that both are Baroque dance

pairs . In this respect they share the unavoidable A-B-A
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form resulting from repetition of the first dance., Both are
of moderate character and tempo and have nearly identical
performance durations. More Specifically, the interior
structures of the dances are related, employing a hasic
pattern of a - a(l)~— b - (b). In addition, the normal
vertical texture of 3 to 4 voices and common use of an arch-~
shaped ear-line within s single period are Similar, as also
is the moderate dynamic level found in each pair.

The principal shared features of "Praeludium“ and
"Gigue" are: a Symmetrical period structure of almost precise-
ly the same proportions (the 8%:7 periodic ratio of "Praelu-
dium" and the 26:21 ratio of "Gigue" reduce to 1.21 and 1.23,
respectively), a 2 - 3 voice average texture, and real or
implied compound meter. Whereas a motivic device of "Prae~kv
ludium" is the use of ITITTT}O hemiola rhythms against the
basic 6/8 neter, the use of triplets and sextuplets is a
basic motivic device in"Gigue," written in a basic 2/2 meter.
The performance durations of the two movements are quite
different; this is thought to be the result of the nature of
historicél models rather than an intentional'differentiation
by the conmposer.

- The symmetriéa; structural resemblances ambhg ﬁove—
ments in Suite and the Special emphasis given to the central
movement clearly support the designatién of this work as a
"bogen" form. Lven more support for this view comes from

consideration of the prominence of small scale "bogen" struc-—
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tures in this work. As it happens, every movement in Suite
“has clearkbogen’Characteristics.» As mentioned, "Praeiudium"
and "Gigue" have symmetrical periodic structﬁre, while "Ga-
votte-Musette" and "Menuett-Trio" result in A-B-A forms.
"Intermezzo" itself, though containing a less obvious small-
scale bogen form, certainly sﬁggests one type of bogen format
~through its sonata characteristics.

As conclusive as this large-scale assessment of struce

ture in Suite for Pisno appears, it must be remembered that

this view reéults Irom consideration of only hon-Serialized
aspects of the work. It seems likely that the integration
of serial aspects into the anlysis given here would not only
reinforce the basic assumptions presehted, but would suggest
other small and middle scale structurés, providing an even

better cbncept of the total work.
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CONCLUSION

Arnold Schoenberg's Suite for Piano, Op. 25 is far

from being an obscure work. It is frequently treated in both
discussions of Schoenberg specifically and 20th century music
generally. It is no doubt largely because of the position of
this work as the first large scale serial composition that
Virtually all these-discussions concentrate entirely or
primarily on serial treatment in the work. There was, no
doubt, a time when this kind of discussion could be uéeful
for almost any musician, as people were first coming into
contact with the radical technique of deriving entire compo-
sitions from relationships implicit in a series of pitch
classes. The'importance of serial analysis as a craftsman's
reference for the potential of serial composition was ad-
mitted even by Schoenberg. It is now clear, however, that
Schoenberg's system of composing with a series, in the way

he understood it, at least, is not going to "ensure the su-
premacy of German music" through the year 2021.6l And yet,
Arnold Schoenberg the composer and teacher remains a signifi-
cant infiuénce on contemporary music, while Schoenberg the
inventor of serial technique is less and less an issue.
'It-is'my view that such a turn of events would have been wel-

comed by Schoenberg personally, as he himself "always

6lSee page 2, introductory chapter.
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helped people to see what it IS!" rather than "how it is

DONE."62,.Nonetheless, the existence of Schoenberg's dodeca«k
phonic style has provided many with a great deal of diffi-
culty in approaching Schoenberg's music. This problem is
not alleviated by more reiterated serial analyses of his
works. |

The‘motivation for this study was theridea that an
analysis of perhaps the most famous of all serial composi-
tions with respect to all musical parameters except seriality
would serve as a bridge between Schoenberg the composer and
the Western musical tradition generally. The fact that this
could potentially result in the type of analysis which
Schoenberg himself wished to have his music subjected to
was a further encouragenent.

This analysis has been an attempt to reveal basic

levels of structure in Suite for Piano, Op. 25 independent

of any consideration of serial treatment. The fact that 50
clear a formal design has emerged which is supported by so

large and varied a body of data upholds, I believe, the
validity of this study.

62See pages 9 and 10, above.
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