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Chapter One introduces the problem that existed 
in music

and logic-psychology at the end of the 19th century. Both

music and logic-psychology were in the cul-de-sac of rela-

tivism,which had led to obscurity of method and language.

Asthetics!criticism is seen to be in the same relativistic

position. It is postulated that phenomenological method

could aid in music criticism and aesthetic awareness.

The second chapter presents a motivic, or Idea, analysis

of Schoenberg's second and third string quartets,,showing

how the twelve-tone method was developed as a way of curin&

musical composition of the tonal obscurity of late-Romanticism.

The third chapter is a short exposition of Husserl's

development of phenomenological method from his initial work

in logic and mathematics to transcendental phenomenology.

Chapter Four discusses some of the methodological parat-

lels. between Schoenberg and Husserl. Parallels are drawn from

all creative periods of their respective work.

Chapter Five focuses on similar problems raised in con-

temporary aestheticsgcriticism and their relationship to 
the

methods of Husserl and Schoenberg. Showing how both men solved

their problems, a solution is projected for aesthetics

criticism.

1



John A. Kimmey, Jr. 1973



TABLE OF CONTENTS

Page

LIST OF TABLES. . . . . . . . . - . * *iv

LIST OF ILLUSTRATIONS. . . . . . . . . . . . . v

Chapter

I.INTRODUCTION0. . . . . . . . . - .. I

II. ARNOLD SCHOENBERG: THE DISCOVERY OF THE
EIDOS OF MUSICAL COMPOSITION . . . . . . * 8

III. EDMUND HUSSERL: THE WAY TO THE TRANSCENDENTAL EGO. 124

Introduct ion
Pre-phenomenological eriod
The Beginnings of Phenomenology
"First Philosophy"
Phenomenology and the Transcendental
Transcendental Monadology and the Lebenswelt

IV. PARALLELS IN METHODOLOGIES . . . .- * . * e159

V. SYNTHESIS TOWARDS A PHENOMENOLOGY OF MUSIC . . . 173

GLOSSARY0. . .*. -00 * * * * * * * * * * 182

APPENDIX . . . . . * * -* * * * * . . . 186

BIBLIOGRAPHY. . . . . . . . . . . . . . . . 189

iii



LIST OF TABLES

Table Page

I. Correspondences Between Schoenberg and HusserL . . . 165

iv



LIST OF EXAMPLES

ampleE

V

1. Schoenberg, String Quartet, Op. 10, 1st mov., in. 1.

2. Schoenberg, Strng Quartet, Op. 10, 1st mov., iM. 1.

3. Schoenberg, Stri g quartet, Op. 10, 1st mov., M. 2 .

4. Schoenberg, Stri Quartet, Op. 10, 1st mov., m. 2

5. Schoenberg, String Quartet, Op. 10, 1st mov.,
mm. 3-m5 ... s .... o, ...

6. Schoenberg, Str g Quartet, Op. 10, 1st mov., M. 3

7. Schoenberg, StrA g 2uartet, Op. 10, st mov.,
mm.3-4 .............-

8. Schoenberg, String Quartet, Op. 10, 1st mov.,
mm,3-4 . . . . 9 . . 9 . . * * a

9. Schoenber , Strn Quartet, Op. 10, lst mov.
mm. 2- . . . .0 . . . .0..0 .0 .1

10. Schoenber, Strin Quartet, Op. 10, 1st mov.,
mm.2-s, 34>i2-16 . . . . . . ..

11. Schoenberg, Strig 2_rtet, Op. 10, 1st mov.
mm. 9-10, 12 . . . . . . . . .

12. Schoenber , Strin Quartet, Op. 10, 1st mov.,
mm. 3 30 .. 0 .. 0.. .. .

13. SchoenbergString Quartet, Op. 10, 1st mov.,
mm.S3- . . . . . . . . . . .0

14. Schoenberg,aStringSartet, Op. 10, 1stnmov.,
mm. 43-5 . .0. ... . ......

15. Schoenberg, fString aritet, Op. 10, 1st mov.,
mm. 12-16,+3-46 . . . . . . . .

16. Schoenber fstrln Quartet, Op. 10, let mov.,
mm. 51*-57 .. .. .. ..

age

10

10

10

10

U.

12

12

12

12

13

13

14

14

15

15



LIST OF EXAMPLESmContinued

Example

vi

Page

16-

* 16

* 17

* 17

17

* 17

17. Schoenberg String Quartet, Op. 10, 1st mov.,
mm. 53039 . . . . . - * *

18. Schoenberg String Quartet, Op. 10, 1st mov.,
mm. 54-36 . . . . . . * 

19. Schoenberg, Stf Quartet, Op. 10, 1st mov.,

mm. 58-59 . . . . . . . . .

20. Schoeaber String Quartet, Op. 10, 1st mov.,
... 12- . . . . . . . . . --

21. Schoenberg, Str gQuartet, Op. 10, 1st mov., m.

22. Schoenberg .J Quartet, Op. 10, 1st mov.,,
mm. 61-&2 . . . . . . . .-- . *.0*1

23. Schoenberg, Strin Quartet, Op. 10, 1st mov.,
mm. 62-65; Brams Quartet, Op. , No.
4th mov., mm. 109 -Ir1V. .. 0.0-0 .

24. Schoenberg, String Quartet, Op. 10, 1st mov.,

M. 67cr . . O. 10, 1 mov.,

25. Schoenberg trng Quartet, Op. 10, 1st mov.,
m. 68 . . 0 ..-1-. .0*

26. Schoenberg String Quartet, Op. 10, 1st mov.,

mm. 70-71 . . ....- e **27. Schoenberg , StrinaQuartet, Op. 10, lst mov.,
Mm. is,.75 . ......-- *-

28. Schoenberg Str Quartet, Op. 10, lst mov.,
mm. 7090f1 0.0. . 0 .0 .6 -0e1*0* 1*

29. Schoenberg String Quartet, Op. 10, 1st mov.,
mm. 77-hB . . . . . .. . . .

30. Schoenberg1 String Quartet, Op. 10,1st mov.,
mm. 87- 9*. . .. .. .0

18

* 18

. 18

. 19

19

. 20

. 20

' 20

2,
*0



LIST OF EXAMPLES--Continued

Example

31.

32.

33.

34.

35.

36.

37.

38.

39.

40.

41.

42.

43.

44.

45.

vii

Page

Schoenber SIlQuartet, 0P. 10, lst mov.,.

Schoenbe 4 SS.fl2 uartet, Op. 10, 1st mov., .

Schoenberg, String 2yartet, Op. 10, 1st mov., m. 1

Schoenberg, String quartet, Op. 10, 1st mov., m. 90

Schoenber, Strin Quartet, Op. 10, 1st mov.,.

me. 9 z9 . , .o.p . . . .

Schoenberg, Quartet, Op. 10, lst mov.,

m. t96t9... ,s,

Schoenber, Strn Quartet, Op. 10, 1st mov.,
mm. 90-lu. . . . . . . -- .

Schoenberg Strin Quartet, Op. 10, lst mov.,

mm. 9,-90 ..... .

Schoenberg, Strng artet, Op. 10, 1st mov.,
mm. 7104 . . . . . . . . . .

SchoenbergQString quartet, Op. 10, 1st mov.,

Schoenberg, Strin ... t, Op. 10, .lstmov.,
a. 115.. * 0 . . .

Schoenberg, flAa Qartet, Op. .10, 1st move,
m. 119)-1T9--12U0 .. 10..

Schoenberg, St IarttOp. 10, 1st may.,P
mm 7 9-8*0' 0 .0 .0. 4.0

Schoenberg, St. Quartet,, Op. 10, lstmov.,
MM. 10 -1 3 . .

21

21

21

22

22

22

23

23

23

24

24

24

25

25

26

.e



LIST OF EXAMPLES--Continued

Example

46. SchoeberQiurtjt, Op. 10, 1st mov.,

47. Schoenbergg Quartet, Op. 10,1st mov.,

48. Beethoven, Str Quartet, Op. 133, mm. 40-41

49. Schoenber jting Qutrtet, Op. 10, 1st mov.,
.

6.w 

SM 00 0 90 NO0 9

.50. Schoenber s, ruAg& %artet, Op. 10,1st mov.,

51. SchoenbergS Quartet, Op. 10, 1st mov.,
m.146 4 . ... .9.*.s- --

52. SchoenberQuartet, Op. 10,1st mov.,

53rmhe 1 6Quartet, o o p.o1o o st0 0 .,.
52. Schoenberg Strinig Quartet, Op. 10,1st mov.,

mm. 186-.1.7. . . . .- *-.

53. SchoenberString Quartet, Op. 10, 1st mov.,
m 187 .. . 9 9 - * 9 0

55. Schoenberi, String Quartet, Op. 10, 1st mov.,

57. Schoenberg, Strin Quartet, Op. 10, 1st mov.,Mme. 9- .0 . -0- -0 * .0 *

58. Schoenber 1 tjP&Quartet, Op. 10, 1st mov.,
m e 0 ..-. 0.0 0 0 50

59. schoenberg, StrinQuartet, Op. 10, 1st mov.,
mm. 219-r0 . . . . . . . . -

Page

. . 26

. . 27

. * 28

. . 28

. . 28

- 29

. 30.

. . 30

31

* . 31

31

32

32

32

viii



LIST OF EXAMPLES-aContinued

P
Example

60.

61.

62.

63.

64.

65.

66.

67.

68.

69.

70.

71.

72.

73.

74.

Schoenber 0 4t Suartet, Op. 10, 1st mov.
9mm.** ...2

Schoenberg, String Quartet Op. 10, 2nd mov., mi. 4

Schoenberg, String Quartet, Op. 10, 2nd mov.,
mm. 5-06 . . to.- - * * *0

Schoenberg, Strinz Quartet, Op. 10, 2nd mov., m. 5

Schoenberg, St g Quartet, Op. 10, 2nd mov., m. 7.

Schoenberg, StinwQartet, Op. 10, 2ndimov.,

Schoenber QSul.2Artet, Op. 10, 2nd lflV.0m0m 0 19

Schoenberg, String Quartet, Op. 10, 2nd mov.,

Schoenberg, StringqurtetOp. 10,. 2nd may.,m. 12. . . . . 0 * * * * * *

Schoenberg, i .tfii Quartet, Op. 10, 2nd mov.,

MM. 171. ..
Schoenberg, Str g Quartet, Op. 10, 2nd mov.,

mmhe17,19 . .uartet p. 10, 2 *ov

Schoenberg, jtlW Quartet, Op. 10, 2nd mov.,
i. 20 . . . . ** 0 * *

Schoenberg, String Quartet, Op. 10, 2nd mov.,
m.22 , . - - . - - * '

Schoenberg, String Quartet, Op. 10, 2nd mov.,
m.21 . .0 .0 .0 -0 *0 * 0

Schoenberg String , Op. 10,2nd mov.,
.mm 7 i-i. , . . 0 - S 0

Schoenber t n uart et, Op. 10, 2nd mov.,

ix

6e
age

33

33

34

34

34

35

35

35

36

36

37

38

38

38

39



LIST OF EXAMPLES-SContinued

Example

75.

76.

77.

78.

79.

80.

81.

82.

83.

84.

85.

86.

87.

".

89.

Schoenbers, hn uartet, Op. 10, 2nd mov.,
mm. 44, -952. . . . . . . . .

Schoenberg, String artet Op. 10, 2nd mov.,
m..63 . . . . . . . . * * * 4

Schoenberg, jtflng Quartet, Op.. 10, 2nd mov.,
m..67 . . . . * - * *

Schoenberg, String Quartet, Op. 10, 1st mov., m.

Schoenberg, ingQuartet, Op. 10, 2ndmov.,

mm. 717 24. ..

Schoenberg, Strn 2ilartet, Op. 10, 2nd mov.,
mm. 85,B .7 . . . . . . . .

Schoenberg, String Quartet, Op. 10, 2nd mov.,
m. 98 .......... **

Schoenberg, StringQartet, Op. 10, 2ndmov.,
mm. 101 .....-

Schoenberg, StriniQuartet, Op. 10, 2ndmov.,
mm.

Schoenberg, jtrin Quartet, Op. 10, 2ndmov.,

mmom

Schoenberg, String Quartet, Op. 10, 2nd mov.,
m. 127 . .* .

schoenber SQuartet, Op. 10, 2nd mov.,
mm. . . . .

Schoenber tAaQuartet, Op. 10, 2nd mov.,
1.. . .

Schoenberg, Strin Quartet, Op. 10, 2nd mov.,
m.100-m=~. 0..

x

e Page

- . 39

S. -40

40

2 * 40

* . 41

* .41

42

* 42

--43

. . 43

0 -0* 43

e - 44

. .. 44

* ~ 45



LIST OF EXAMPLES--Continued

Example

90. Schoenber Ag&Quartet, Op. 10, 2nd mov.,

91. Schoenber StrAng&Quartet, Op. 10, 2nd mov.,
mm*000 *'0 0*0*

92. SchoenbeIfl+ .&Quartet, Op., 10, 2nd mov.,

93. Schoenber ,rA &Quartet, Op. 10, 2nd mov.,

94. Schoenberg, String Quartet, Op. 10, 2nd mov.
mm. 1881. . . . .

95. Schoenberf, 4 trk a tt, Op. 10, lstmov.,

96. Schoenber Qartet Op. 10, Znd mov.,mm. 1 1-5----0-- -

97. Schoenberg, Strin artet, Op. 10, 2nd mov.,
mm. 197-1 . . . * . . . .

98. Schoenberg,O.Quartet,op,10, 2nd mov.

99. Schoenber$ 2Quartet, Op. 10, 2ndnmov.,

100. Schoeber 4 art2SMt,2OP 10, Zndrnov.,

101. Schoenberg, String Quartet, Op. 10, 2nd mov.,
mm. 2222 .. . . . -. -

102. Schoenberg, Strin Quartet, Op. 10, 2nd mov.,
mm. 226-228.. . . . . . . .-

103. Schoenber, EigQartet, Op. 10, 2nd mo.,mm. 232336.8.0.0.0*.0

Page

. . 45

. . 46

. 46

* - 47

* * 47

* 547

* . 48

* . 48

* . 49

* 0 49

* - 50

- . 50

. . 51

xi



LIST OF EXAMPLES-Continued

Example

104. Schoenber, Str Quartet, Op. 10, 2nd mov.,
m.248 .. 0..0.- 0- 0* *

105. Schoenber String artet, Op. 10, 2nd mov.,.

106. Schoenberg, Qfi art , Op. 10, 2nd mov.,

107. Schoenber a rLtet, Op. 10, 2nd mov.,.

108. Schoenberg Strin Quartet, Op. 10, 3rd mov.,
mm. 1-4 . . . . * 0 . . . * * -0

109. Schoenberg, Quartet, Op. 10, 3rd mov.,
mm. 5-10. . . . . . . . -

110. Schoenberg, ,.i2artet, Op. 10, lst mov.,

111. Schoenber Sgg flSartet, Op. 10, 3rd mov.,

112. Schoenberg, iL tE ,l Op. 10, 3rdmov.,

113. Schoenbergu, StringQuartet, Op. 10, 3rd mov.,

114. Schoenberg, String Quartet, Op. 10, 3rd mov.,M. 174 ---- **

115. Schoenberg, $t nQartet, Op. 10, 3rdmov.,m. 17 lW 0...

116. Schoenber Sfl& Quartet, Op. 10, 3rd mov.,

117. Schoenber Strina Quartet, Op. 10, 3rd mov.,
MM 1 . .

Page

* . 51

.- . 52

. . 52

* . 53

* 0 54

* 0 54

. . 54

* 0 55

* .. 55

55

* * 56

. . 56

* . 56

* 57

xii



LIST OF EXAMPLES--Continued

Example

118. Schoenber2 t - i Quartet, Op. 10, 3rdimov.,
mm. 2 2 1.....

119. Schoenberg, rin quartet, Op. 10, 3rdumov.,
nun, 22-2 . ... . . ....

120. Schoenberg, Strl Quartet, Op. 10, 3rd Mov.,
in 24. . . . . . . . . .

121. Schoenber, String Qartet, Op. 10, 3rd mov.,
mm. 24-26. . . . . . . . . .

122. Schoenberg, String Quartet, Op. 10, 3rd mov.,
m.326.oneg .S. . .O.. 10 3r mo

123. Schoenberg, String Qgartet, Op. 10, 3rd mov.,
me2925.g jf Q et .O .10 3r .o

124. Schoenberg, Quartet, Op. 10, 3rd mov.,
m. 29, 0.0...... . . . .

125. Schoenberg, String Quartet, Op. 10, 3rd mov.,
Me. 29. . . . . . . .. . . .

126. Schoenberg, String Quartet, Op. 10, 3rd. mov.,

mm. 1-3 . .. .. . . . . .

127. Schoenberg, fS h Quartet, Op. 10, 3rd mov.,.

128. Schoenberg,.Stringz Quartet, Op. 10, 3rd mov.,
m. 34. . . . .0... 0..

129. Schoenberg, StrinR Quartet, Op. 10, 3rd,,mov.,
un. 3 -3r . .. .. .. .. .

130. Schoenberg, Strin Qguartet,, Op. 10, 3rd mov.,
M. 370 . 0. 0.0. 0 .0. .. . .

131. Schoenberg, StrIn Quartet, Op. 10, 3rd mov.,
mm. 4u-4r . . . . . . . .

Page

. S 57

. . 58

* . 59

* . 59

9 . 59

- . 60

S. -60

* . 60

. . 61

. . 61

S. -61

. . 62

* . 62

. . 63

xiii



LIST OF EXAMPLES--Contifnued

Example

132. Schoenber 4 Strin luartetp Op. 10, 3rdimov.,
.MM. 4 -4T". . ... s *.*

133. Schoenberg: Strin Quartet, Op.10, 3rd mov.,
mm414. *

134. SchoenberL &fl9Quartet, Op. 10, 3rd mov.,

135. Schoenberij4S.EAD. Quartet, Op. 10, 3rd mav.,

SQu tet . 10 3rd mov.,

137. Schoenberg sStrng Quartet, Op. 10, 2nd mov.,
m. 14i z. . . . . . . ' .

138. Schoenberg . flg9zQuart, Op. 10, 3rd mov.,
138 Shonbr 4 AE2I4Sts.OP61 3dmv.

139. SchoenberQjjf 2 2artet, Op. 10, 1st mov.,
.7 0 00 0 50 0

140. Schoenberg, Quartet, Op. 10, 3rd iov.,

141. choebe;. . .~ . .le. . 10, 3rdmov.,
142. Schoenberg, j Quartet, Op. 10, 3rd mov.,Mm. 5 , . .. - 0'-0- t- - -

143. Schoenber, StringUartet, Op. 10, 3rd mov.,
M 58. .. . 0 .0 . - * .

144. Schoenber ,.Strin artt, Op. 10, 3rd mov.,

144.Schoenbe -5 .. Quartet, Op. 10., 3rd mov, .

145. Schoenber Stri Quartet, Op. 10, 1st mov.,

Page

* . 63

* . 63

. . 64

. . 64

* . 64

. . 65

* . 65

* . 65

* . 66

*.66

* . 67

* * 67

. . 67

. . 68

xiv



LIST OF EXAMPLES--Continued

Example Page

146. Schoenber Sr i Quartet, Op. 10, 3rd mov.,
num. 5 m5r 7 . .. . * * .. 68

147. Schoenberg, Str Quartet, Op. 10, 3rd mov.,
m.57. .... 69 ----

148. Schoenberg, Striniz Quartet, Op. 10, 3rd mov.,6
m,59 . . . . . . . . . . * * * 69

149. Schoenber Str Quartet, Op. 10, 3rd mov.,
mm. 596 Tt mov., mm. 13-15 . . . . . . 69

150. Schoenberg 6.Quartet, Op. 10, 3rd mov.,...7

151. 3choer berg Sti Quartet, Op. 10, 3rd mov.,. 70

152.. Schoenberg, strin Quartet, Op. 10, 3rd mov.,
MM. 73--8.1. . . . . . . . . . . . 70

153. Schoenber St gQuartet, Op. 10, 3rd mov.,

154. Schoenberg, String, Quartet, Op. 10, 4th mov.,

mm. .. . -- - **0

155. The Four Forms of the Idea as Found in the Nine-tone 7
Row . . . . . . . . . - - . . * .*7

156. Schoenberg, String quartet, Op. 10, 4th mov., m. 2 . 72

157. Schoenber string Quartet, Op. 10, 4thmov., .72

158. Schoenberg, String Quartet, Op. 10, 4th mov., m. 4 . 73

159. Schoenberg, Strn Quartet, Op. 10, 4th mov., m. 4 . 73

160. Schoenberg, String Quartet, Op. 10, 4th mov., m. 6 . 73

xv



LIST OF EXAMPLES--Cont inued

Example Page

161. Schoenberg, String Quartet, Op. 10, 4th mov., m. 7 * 74

162. Schoenberg, String Quartet, Op. 10, 4th mov., m. 7 . 74

163. Schoenber, Strin Quartet, Op. 10, 4th mov.,
mm. e ......-74

164. The Idea Extracted From the Viola Passage From
Measures11-12 . . . . . . . . . . . 75

165. Schoenberg, Q quartet, Op. 10, 4th mov.,
m.13..Shoenerg Stn 2 . . .1, 4h m.,75

166. Schoenberg, String Quartet, Op. 10, 4th mov.
m. 13. .0 .0 . 0. 0. 0. 0. 0. 0. 0. 0. 0. a. 0 75

167. Schoenberg, Strig Quarteti, Op. 10, 4th mov.,
m. 216. 2... . . . . . . . . . . . 76

168. Schoenber String Quartet, Op. 10, 4th mov.,
Me. 2 -26 1 . .0.0.0..0.0.a..0.0.0 .76

169. Schoenberg, n Quartet, Op. 10, 2nd mov.,
m. 15. . . . . . . . . . . . . . . 76

170. Schoenberg, Sfrin& Quartet, Op. 10, 4th mov.
m. 24. . . * 0 . . .0.0. .. 1.0.0 -77

171. Schoenberg, Strin Quartet, Op. 10, 4th mov,
mm. 324 h.@4. .1. . . . . . . . . 77

173. Schoenberg, IfligQuartet, Op. 10, 4th mov.,7

174. Schoenberg, String Quartet, Op. 10, 4th mov.,

mm. 330.0. . . . . .. ... 78

175. Schoenberg, String Quartet, Op. 10, 4th mov.,
me 34.0 .0.6. .. -. .0.9 .0.0 .0.78

xvi



LIST OF EXAMPLES--Continued

Example

176. Schoenberg, j n artet, Op. 10, 4th mov.,
mi. 36. . . . , . . . . .

177. Schoenberg, String Qartet, op. 10, 4th mov.
i. 38. * . . . . . . . . .

178. Schoenber Strino Quartet, Op. 10, 4th mov.,
M 304 0 . 0

179. Schoenberg, String Quartet, Op. 10, 4th mav.,
Mi. 42. . . . . . . . . . .

180. Schoenberg, Strin Quartet, Op. 10, 4th mov.,
o . 4 - 4 P.0 .0. . 0. 0 . . .

181. Schoenberg, Stran Quartet, Op. 10, 4th mov.
mo. 45. . . . . . . . . . . .

182. Schoenber4 1 g5fln Quartet, Op. 10, 4th may.,

183. Schoenber ,QStri QutS, Op. 10, 4th mov.,
m 4.. ... 0 0 0 

184. Schoenber,5Sk&.Quartet, Op. 10, 4th mov.,* .40 60 00 ~0 O 0 05

185. Schoenberg, String Quartet, Op. 10, 1st mOV.,
M1. 32; 1st mov., mm. 130-131; 2nd mov., M.

186. Schoenberg StrinR Quartet, Op. 10, 4th mov.,
m1n.56-9 . . . . . . . . ...

187. Haydn, fl Creation, Part 1.1, mm. 85-86 .

188. SchoenberStrin Quartet, Op. 10, 4th mov.,
M0 6 0 .... 0 .o. .

189. Schoenberg StringQuartet, Op. 10, 4th mov.,
mm. 7172 . . . . . . . . . ..0

Page

. . 79

. S 79

. 0 79

. . 80

. . 80

* . 80

* . 81

S. -81

81

19 . 82

. . 82

. . 82

* . 83

. 0 83

xvii



LIST OF EXAMPLES--Continued

Example

190. Schoenberg, StrIng Quartet, Op. 10, 4th mov.,
m. 74. . . . . . . . . . . .

191. Schoenberg, Stringiartet Op. 10, 2nd mov.,
M. 15;' 4th mov.,m8o. . . . . .

192. Schoenberg, Strg jartet, Op. 10, 4th mov.,
mm. 86-87L . . . . . . . . .

193. Schoenberg, Strine Quartet, Op. 10, 4th mov.,
m. 89. . . . . . . . . . . .

194. Schoenberg,- .Qatt Op. 10, 4th mov.,.
194. Schoenberg Strin Quartet., Op. lo, 4th mov.,mm. 85-86.- . . . . . . . . ..

195. Schoenberg, String quartet, Op. 10, 4th mov.,

M.9.91.-honbg S. .a.0 . .1, 4h .

197. Schoenberg, String Quartet, Op. 10, 4th mov.,M'. 4. . . . . . . . . . . . .

198. Schoenberg, Stfrin Quartet,, Op. 10, 4th mov.
m199.Sonb 94 jf g 2f . . ...10,o.

. Schoenberg, String Quartet Op. 10, 4th mov.,

K. 93. . . . . . . . . . . . .
201. Schoenberg, SAtr Op. 10, 4th mov.

at. 93. . . . . . . . . . . .*.

21. Schoenberg, StrinR Quartet, Op. 10, 4th mov.,
M0.93.0 . 0.0. . .0.0.0.0.0. .0.

202. Schoenberg, Strina &artet, Op. 10, 4th mov.,

m. 93 . . . .0. . . . . . . .

203. Schoenberg, String Quartet, Op. 10, 4th mov.,
m. 97. . . . . . . . . . ..

Page

. . 83

. . 84

* . 84

. * 85

* . 85

. . 85

. . 85

. . 86

* . 86

* . 86

. . 87

. . 87

. . 87

* . 88

xviii



LIST OF EXAMPLES--ContiLUed

Example 
Page

204. Schoenber Stri Quartet, Op. 10, 4th mov.,
917 o .. .*0 ..0..0 .88

205. Schoenberg, jfln gjartt, op. 10, 4th mov.,
MU. 99. . . . . . . . . . . . * 88

206. Schoenber 6 fl2Quartet, Op. 10, 4th mov., 89

207, Schonberquartet$Op. 10, 4th mov.9

208. Schoenberg, StringOQuartetOp. 10, 4th mov.,9
. 120- . a . .* . 0 * * * *

209. Schoenber, StrinQuartet, Op. 10, 4th mov.,
mm. 12..r . . . . . . . . . . . .

210. Schoenber ,S4 r1Wg Quartet, Op. 10, 4th mov.,

211. Schoenberg,$Ar9QuartetOp. 10, 4th mov., 90
M0151 ... * . .- * *0

211. Schoenberg iuart&t, Op. 10, 4th may.,

213. Schoenber r ingAQuartets, Op. 10, 4th mov.
213S SSo9 5eg o0*91

214. The Row of the StringQuartet, Op. 30 . . . . . 95

215. Schoenberg, String Quartt, Op. 30, 1st mav., m. 1 * 96

216. Schoenberg String Quartes, Op. 30, 1st mov., 96
mm. 5-12. -. .0.0 . . . it . # *0 *0

217. The Idea Rhythm Superimposed on the Violin Line
at Measures 9-11. . . . . . . . . - . 97

218. Schoenberg, Strin artetS, Op. 30, 1st mov.,

mm. 13, 1-2 . . . . . . . . - - . *0 97

xix



LIST OF EXAMPLESContinued

Example

219. Schoenberg, String Quartet, Op. 30, 1st mov.,
M. 24. . . . . . . . . ....

220. Schoenberg, Str jg Quartet, Op. 30, 1st mov.,
m. 36. . . . . . . . . .

221. Schoenberg, String Quartet, Op. 30, 1st Mov.,
i. 42. . . . . .

222. Schoenberg String quartet, Op. 30, 1st iov.
mm. 8-12. . . . . . . . . ...

223. SchoenberStri.nga Quartet, Op. 30, 1st mov.,
MM... . . . .

224. Schoenberg, String Quartet, Op. 30, 1stimov.,
mm. 191-...... . .

225. -Schoenber Strin uartet, Op. 30, 1st mov.,
mm. 227 . . . . . . . .

226. Schoenberg, StrinQmart%... Op. 30, 1st mov.,
m. 62. . . . . . . . . .

227. Schoenberg, Sfln _Quartet, Op. 30, 1st Mov.,
m. 76. . . . . . . . . 0 .*.0.1

228. Schoenber, QStrin Quartet, Op. 30, 1st mov.,
mm. 9 -9z . . . . . . . ...

229. SchoenberString Qrtet, Op. 30, 1st iov.,
mm. 62-64Z.7. . . . . . .. ..

230. Schoenberg, Strin _Quartet_, Op. 30, 1st mov.,
m. 94. . . . . . . . . . . 6.

231. Schoenberg, Lstrin uartet, Op. 30, 1stiMov.,

232. Schoenber tri:ng Quartet, Op. 30, 1st mov.,
Em. I -3L. . . . . . . . ...

Page

* 0 97

. . 97

. . 98

. . 98

. . 98

* 0 99

. S 99

. . 99

. . 100

. .100

. . 100

* . 101

* . 101

* . 101

xx



LIST OF EXAMPLES--Continued

Examp

233.

234.

235.

236.

237.

238.

239.

240.

241.

242.

243.

244.

245.

246.

247.

Le

Schoenberg, Strin Quartet, Op. 30, 1st mov.,
mm. 170- 171. . . . . . . ..

Schoenberg, Strin Quartet, Op. 30, 1st mov.,
mm. 6-7m -180'18 2- .. . 0 .0 .

SchoenbergStri a Quartet, Op. 30, 1st mov.,
mm. 2-o.0. . . . . . . . . .

Schoenberg StrinJ artet, Op. 30, 1st mov.,
mm. 2 -Us.. . . . . . . ..

Schoenbe r inga92artet, Op. 30, 1st mov.,.
* 9 -3 00 0* *

Schoenber Strini Quartet, Op. 30, 1st mov.,
mm. 219-z . . . . . 0 . . . .

Schoenberg, Srin Quartet, Op. 30, 1st mov.,
wn. 282-283. .*0. . . . . . .

Schoenbers 4trin Quartet, *Op. 30, 1st mov.,
mm* . 0 *

Schoenberg, Str g Luartet, Op. 30, 1st mov.,
mn. 341 . . . . 0 * . * * . *

Schoenberg, String Quartet, Op. 30, 2nd mov., m.

Schoenberg S tri Quartet, Op. 30, 2nd mov.,
mm. 2- 0..0.. . .0. .. .

Schoenberg, Strina Quartet, Op. 30, 2nd mov.,

Schoenber Strin& qartet, Op. 30, 2nd mov.,
mm. 21-227. . . . . . . . . .

Schoenberg, fl4 . JQuartet, Op. 30, 2nd mov.,

Schoenberg, QuStringQartet, Op. 30, 2nd mov.,
m. 32.0..0..0.. 0. 0. .

xxi

Page

102

102

. 103

103

.103

.104

. 104

. 105

. . 105

1 . 106

106

106

* . 107

107

108



LIST OF EXAMPLES-fContinued

eExample

248.

249.

250.

251.

252.

253.

254.

255.

256.

257.

258.

259.

260.

261.

262.

Schoenberg, gSrjg Quartet, Op. 30, 2nd mov.,
m.41........... .

Schoenberg, Strin Quartet, Op. 30, 2nd mov.,
m. 50. . . . . . . . . .

Schoenberg, jj OpQuartet,.p. 30, 2nd mov.,
m. 61. . . . . . . . . . .

Schoenberg, Stringa Quartet, Op. 30, 2nd mov.,
m. 71. . . . . . . . . .

Schoenberg, fjii Quartet, Op. 30, 2nd mov.,
m. 85. . . . . . . . . . .

Schoenberg, rI, Quartet, Op. 30, 3rd mov., m.

Schoenberg String Quartet, Op. 30, 3rd mov.,

Schoenber, 0 Quartet, Op. 30, 3rd may.

Schoenberg,Sfrin Quartet, Op. 30, 3rd mov.,

m. 1 . . . . . . . . . . . . .

Schoenberg, StringzQuartet, Op. 30, 3rd mov.,

Schoenberg, String Quartet, Op. 30, 3rd mov.,mm. 6 -4=*. . . . . . .0 -0 .

Schoenberg, rn urtet. Op. 30, 3rd mov.,
6. 69. . . . . .g lpl.0.0 .0 0 . 0.

Schoenberg, jfln 9gfrtet, Op. 30, 3rd mov.,
m.h88be 4  Stri Qua .0 : 3, 3d m

Schoenberg, String Quartet, op. 30., 3rd mv.,
m. 93., .6 .0 .0 .0 .0. . . . . .

Schoenber, Strinpzg Qartet, Op. 30, 3rd mov.,
m. 07 .. .. . . . Is.

xxii

page

108

* 109

109

. * 110

. -110
* .4101

I * 111

- . 112

. e 112

. . 113

0 . 113

. . 114

. . 114

. . 114



LIST OF EXAMPLES--Continued

PageExample

263.

264.

265.

266.

267.

268.

269.

270.

271.

272.

273.

274.

275.

276.

277.

e

Schoenberg, Str Quartet, Op. 30, 3rd mov.,
mm. l z-io.. . . . p p . ..

Schoenbe rAnguartet, Op. 30, 3rd mov.,
mm. 0- 0 0 0 0.0S S 0 *0 P

Schoenber, String Quartet. Op. 30, 3rd mov.,
M. 141s . . . .... . p . ..

Schoenber String Qartet, Op. 30, 3rd mov.,m
0 

.0 -0. 

.0. .t. a. ... Schoenberg, *LUn Quartet, * Op. 30, 4th mov., m.

Schoenber8,String Quartet, Op. 30, 4th mov.,
mm. 2-24 . . . . . . . . ..

Schoenberg, String Quartet, Op. 30, 4th mov.,
mm, 3 3..o.a.o.o.o.9.0.o 0

Schoenberg, Strin Quartet, Op.. 30, 4th mov'.,
m.S44.hoeberg S. 9 f . .30, 4h m

Schoenberg, j gQuartet, Op. 30, 4th mov.,
m. 62,, . . . o. . . .. . . -

Schoenberg, $Arng Quartet, Op. 30, 4th mov.,
m. 63.2... . . . . . ..

Schoenberg, StringQuartet, Op. 30, 4th mov.,
m. 99.- .0 .0 .0.0.0.0.0.0.0.0

Schoenberg, St iQuartet Op. 30, 4th mov.,Um. 1581I. . . . . . 0 . .. . .

Schoenberg, String Quartet. Op. 30, 4th mov.,
M.18 . . . . . . .

Schoenberjz, 9t Quartet, Op. 30, 4th mov.,

m. 209 . . . . . . . . .0. . .

xxiii

. . 115

* . 115

. . 116

. . 116

1 .117

117

. . 118

* +. 118

118

119

119

120

120

121

121



LIST OF FIGURES

Figure Page

1. Thematic Evolution of the Idea . . . . . . . . 16

2. Genealogy of a Viola Line to the Idea . . . . . . 58

3. Development of a Violoncello Line from the Idea. . . 62

4. Major Cadence Points in the Strink Quartet, Op. 10. . 93

5. Music and the Listener, . . . . . . * . . .174

xxiv



CHAPTER I

INTRODUCTION

All men by nature desire music. This paraphrase of

Aristotle's Metaphysics is deliberate. As men desire to know,

also they want to communicate. Along with language, the most

universal form of communication among all men is music. The

evidence of the desire for music is found in the universal

delight in making music. Owing to this catholic character

of music and its professed ability to take our most subjec-

tive creative thoughts and make them an object for all men

to perceive, it seems only natural that music would be the

best understood and most systematically surveyed of the arts.

That this is not the case is evident when one carouses with

the many extant works on music appreciation and aesthetics.

Everyman is his own aesthetician and everyman is "correct"

in his world of aesthetic solipsism. This beautiful solip-

sism has led to chaos in the arts and a total lack of under'

standing and ability to judge the many phases of contemporary

as well as older forms of music. Electronic music is judged

"bad" because it does not sound like Beethoven. Such state-

ments attest to a breach of philosophical ethics. In so

judging electronic music, the ethical mistake is in trans-

ferring one set of aesthetic criteria, used for judging tonal

music, to a non-tonal situation. The question is never asked

1



2

"Can the rules used in aesthetic judgements be used indis-

criminately for all musics?" Of course, that is not to say

that everyone so judges electronic music. It would seem

obvious that there are people, in the field of electronic

composition, who believe that that medium of expression is

just as valid as any other form of musical expression. There

are those, who profess to be musicians, who will not even

countenance the existence of electronic music. Most often

this disregard for their own times is not due to stupidity

but merely to ignorance. The antinomy, Beethoven-Electronic,

need not be the only example cited to show the fractured

nature of aesthetics-appreciation; the Brahms-Wagner or

Schoenberg-StravinskiY controversy will serve such a pur-

pose and with styles that have more in common than the

Beethoven-Electronic dichotomy.

Hidden in the excesses of aesthetic verbiage is that

tacit assumption that some music is good and some bad. Such

an assumption must be critically analyzed. The critical task

is to disclose the ground of our taste and our aesthetic

judgements. It must be conceded that it is a belief founded

on intuition that music possesses and communicates the

Universal. That it is the Universal which we partake of

when we so blindly say it is good or it is bad, yet no one

can say with clear vision, "tj~fl is the Universal!" The

aim of a phenomenology of music must be an attempt to dis-

close the Universal in music by suspending belief in and



3

disregarding all possible obstacles to music. Through

bracketing we must suspend all value and aesthetic judg-

ments about music; we must, as far as is possible, dis-

associate ourselves from all knowledge and opinion about

music so that we may perceive music with a clear mind and

a clean ear.

Edmund .Husserl felt that our ability to judge and

understand our existence had become so out of focus because

of logical and scientific models that a radical revolution

was needed to shock us back into our "real" egological position.

The science and psychology of Husserl's day had retreated

into models and the study of mere physical facts that took

them deeper and deeper into ever more complicated models.

The Swedenborg (Kant-Laplace) nebular theory is a model that

attempted to describe certain aspects of the universe just as

the Steady State theory and the Expanding Universe theory

attempt the same explanation in more contemporary terms.

These models come in a variety of subjects: Darwinism, almost

all psychological theories, linguistics, historical concepts,

and even musicology. They all try to "explain" existence

from the macroscopic to the microscopic. As science advanced

in age these models became so complicated that any reference

to reality was lost, viz., atomic theory or quantum mechanics.

The nexus between theory and essence had been broken when the

theory-model took on the role and the characteristics of

things-in-themselves. Psychology is in the same cul-de-sac
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as physical science by claiming that all experiential states

are psychological in origin. Such a model makes logical and

mathematical truths dependent upon and indeed created by

mental states. Also, science has not been able to cope with

such concepts as absolute truth, freedom, value, etc. Models

have obscured the view to the point of total darkness. Hussert's

war cry T the things themselves (Zu den Schen) was the

beginning of the destruction of these models and psycholo-

gisms that encrusted Reality and the Ego.

Music at the end of the 19th century had turned to its

models, too. The music drama and tone poem were rampant.

Even symphonic and some chamber music had to have a program-

model before there could be any musical creation. All music

written at the close of the 19th century was not by any means

programmatic. Much of the music of Brahms is non-programmatic

in the sense that Wagner or Mahler's music is programmatic.

Critics and writers on music at that time were caught in the

battle between pure music and program music; all one has to

do is read Eduard Hanslick's Vom eg ikalisch-schbnen (1) for

a vivid description of this war. It was a time when orches-

tral color was more desired than clear lines. Much of Mahler

and Wagner is color through orchestration. To produce these

hues orchestras had grown to enormous proportions. The musi-

cal forces needed to perform Schoenberg's Gurrelieder are

among the largest ever called for by any composer. Schoenberg

was no foreigner to the musical trends of his time. Husserl
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too was caught in the Zeitgeist in his early work Philosophy

of A rithmeticwhich is a psychologistic study of the idea of

number. These two works are similar in that they pay homage

to the orthodox. One hears whispers of the coming revolution

in both works, in which classical solutions were found un-

acceptable and both men struck out into unexplored territory.

Arnold Schoenberg realized that musical language had

been developed to the point that our ability to understand

and judge musical content was obscured by many musical cliches.

The models of tonality, dissonance-consonance had to be over-

come in order to regain music qua music. Schoenberg went

back to the idea of music as Husserl went back to the idea

of philosophy. Music no longer was treated in terms of its

structure (models) but in an epistemological sense-as an

idea. Schoenberg was in quest of the musical symbol, a

symbol devoid of extramusical realities but pure and lucid

in itself (2). Such a symbol is very close to Musserl's

Transcendental Egowhich is "beyond this world", and is de-

void of all extraphysical realities, and is pure and lucid

in itself.

Husserl solved his problem by developing transcendental

phenomenology; Schoenberg through the twelve-tone method.

Both men radicalized philosophical and musical materials,

these materials being the Ego and Sound. The connection be-

tween the two should be obvious. How else does the Ego co-

mmunicate with itself and its encompassing world of experience

(Lebenswelt) other than through the Logos?
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It is hoped that through this systematic and critical

study of Schoenberg's and Husserl's methods and philosophies,

some kind of synthesis will emerge whereby a phenomenology

of music may be attempted. The phenomenological method should

help us obtain a new and fresh hearing and understanding of

older music and guide us in the chaotic flux of contemporary

music. Where Husserl's phenomenology of consciousness is

epistemological, knowledge-oriented (how we know); and Schoenberg's

pantonalism is a sort of musical ontology, that is directed

towards the being of music and its existence; a- phenomenology

of music will be axiological, an investigation into the in-

trinsic value of music.
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CHAPTER.II

ARNOLD SCHOENBERG: THE DISCOVERY OF THE

EIDOS OF MUSICAL COMPOSITIONi

Arnold Schoenberg's development of the method of composing

with twelve tones related only one to another can be followed

in a number of ways. In an unpublished master's thesis (1)

Ruth George has shown such a development using the piano

works (Op. 11, Op. 19, and Op. 23). The works chosen for

analysis here, Op. 10 and Op. 30, the second and third string

quartets, represent an homogenous medium, as the piano works

do, and will serve adequately in demonstrating the development

from tonality into twelve-tone method. The string quartet in

f-sharp is most admirable in this respect as its last movement

is "quasi-tonal-pre-atonal", written without key signature and

based on a theme that cannot be placed in an orthodox tonal

pigeonhole.

The method of analysis used in this study is somewhat

unorthodox in itself. The analysis can best be called an Idea

analysis. A master of variation, Schoenberg carried this art

to its ultimate in basing all musical material in a movement

or work on an initial motive.

The motive generally appears in a characteristic and
impressive manner at the beginning of a piece. The fea-

tures of a motive are intervals and rhythms, combined

to produce a memorable shape or contour which usually

8
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implies an inherent harmony. Inasmuch as almost every
figure within a piece reveals some relationship to it,
the basic motive is often considered the 'germ' of the

idea. Since it includes elements, at least, of every
subsequent musical figure one could consider it the
'smallest common multiple. And since it is included
in every subsequent figure, it could be considered the
'greatest common factor'. (3, p. o8)

The f-sharp string quartet is such a work and the Idea anal-

ysis will show how the work is built on a germ motive. The

consequences of using a germ motive in a tonal idiom have a

direct bearing on the twelve-tone row as it becomes the germ

motive in the dodecaphonic style. Dodecaphonic techniques

are already adumbrated in the last movement of the "tonal"

second string quartet.

From a musico-phenomenological standpoint the analysis

is a second-level analysis in a four-layered analytical

technique. These four kinds of analysis are description of

perceived phenomena on a rudimentary level, eidetic analysis,,

which is an investigation into the basic structure of a phe-

nomenon, aesthetic-axiological analysis,,which delves into

questions of beauty and value, and ontological analysis,which

strikes at the very transcendental ground of music. Both

axiological and ontological questions and musings will be

avoided at this time.

The fundamental Idea or germ motive of the first move-

ment of the second string quartet is stated by the first

violin in measure one. The initial tonality of the quartet

is also outlined i# the Idea- A - F-sharp - C-sharp.
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Ex. 1--Schoenberg, String Quartet, Op. 10, first mov.,
measure 1.

With the rhythmic cell smoothed to the second violin

states the inversion of the first three notes of the Idea.

Ex. 2--Schoenberg, Quartet, Op. 10, first mov.,
measure 1.

The first violin continues the Idea with rhythmic changes and

the addition, or evolution, of an interval of a major second.

Ex. 3--Schoenberg, rg Quartet, Op. 10, first mov.,
measure 2.

In measure two the second violin states a slightly altered

version of the inversion of the first three notes of the Idea.

Ex. 4--Schoenberg, String Quartet, Op. 10, first mov.,
measure 2.
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In measure three the f irst violin continues the initial down-

ward motion of the Idea but with expanded intervals ending,

the theme in almost the same note values as the 
second violin's

inverted answer. The dotted rhythm in meqsure 4 (ex. 5) is

an augmentation of the dotted rhythms in the Idea. The viola,

Ex. 5--Schoenberg, Strn Quartet, Op. 10, first mov.,

measures 3-5.

in measure three, picks up the same inversion with which the

second violin started the movement, adding a dotted half

note as in the first measure of the lower strings. At the

Ex. 6--Schoenberg, j rig Quartet, Op. 10, first mov.,
measure 3.

same time the violoncello states the Idea rhythmically changed.

Ex. 7--Schoenberg, Si Quartet, Op. 10, first mov.,

measures 3-4.



12

The second violin figure in measures three and four

Ex. 8--Schoenberg, String Qartet, Op. 10, first mov.,
measures 3-4.

could have been generated by the inversion of the following

bracketed fragment. This small motivic cell is the foundation

Ex. 9--Schoenberg, r Quartet, Op. 10, first mov.,
measures 2-3.

of the second theme as it appears in measures twelve through

twenty-three.

At the taascher (measure 8) the Idea is repeated

with octave changes and in the key area of the minor mediant.

At hauptzeitmass (measure 12) we come to the second thematic

area,,whose evolution from the Idea is thus:

1.

20

3.

_wjw _vp - M I a
VAK.
V-L A m A-I a

A AM -MIL7-

It

-w- v 1 -1
I m1 L v-I AMLI I~1

Ex. 10--Schoenberg, Strin OQuartet, Op. 10, first mov.,
measures 2-3, 3-4, 12-16
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The accompaniment at this point is also a development from the

germ Idea. The second violin figure has its immediate ances-

tor in the same instrument at measures 9-14 which is the

Ex. 11-- Schoenberg, String r Op. 10, first mov.,
measures 9-10, 12.

same half-step figure at measures 2-3, transposed of course,

but again from the Idea. The violoncello figure at this point

could easily be from the half-step germ at measure ten. This

same three-part texture is continued until measure 24 where

the first violin takes the theme previously in the viola

(measure 12). The accompaniment figure first heard in measure

12 is now reinforced at the octave by the second violin and

viola, the violoncello keeping the previous downward chroma-

tic line. In the second violin at measure 33 the Idea returns

in the minor submediant (sm).

-I " I F 1 A

Ex. 12--Schoenberg, String Quartet, Op. 10, first mov.,
measures 33-34.



14

This leads into a return 6f the Idea starting on a 16

(measure 35) to close the first section before the entrance

of the secondary thematic group. But, again this return has

undergone an evolution which is so characteristic of Schoenberg's

style. His rule is, when the form demands a repeat, repeat

with variation; do not parrot. The Idea has now become

Ex. 13--Schoenberg, Stin Quartet, Op. 10, f irst mov.,
measures 35-42.

The changes made will be significant in the development section.

jeijmss (measure 43) brings us to the second section of

the exposition, where the theme is stated in the f irst violin.

Ex. 14--Schoenberg, Strrtet, Op. 10, f irst mov.,
measures 43-51.

This theme bears a close resemblance to the viola part from

the previous sect ion. Schoenberg' a penchant f or developing
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r -A * '%*I

Ex. 15--Schoenberg, String Quartet, Op. 10, first mov.,
measures 12-16, 43-46.-

variation, as shown in the above example, is not surprising

but only shows the development of the Idea, which held su-

preme importance for him in compositional technique. Measures

52-57 constitute a transition to the section marked Belebend.

This transition section is composed of previously used material,

all related to the Idea, yet in a constant process of evolution.

The first violin part contains elements from the viola theme

Ex. 16--Schoenberg, jtfng quartet, Op. 10, first mov.,
measures 52-57.

in measures 12-16 in the use of the rhythmic cells J and

. The second violin and viola reiterate the accom-

paniment figure established in measures 12-24 but developed

to its present statewhich the viola answers a measure later.

The violoncello, at measure 51, has taken up the violin theme

from measure 43 an octave lower.
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Ex. 17--Schoenberg, String Quartet, Op. 10, first mov.,
measures 53-59..

Ex. 18--Schoenberg, StrinQuartet Op. 10, first mov.,
measures 54-56.

For a moment let us retrace our steps and see how the

theme at zeitmass (measures 43-51) is related to the Idea.

2.

2..

3.#

4.

50

)IA
T A

GL I
I AL I I a
0 I it.

'too

91

VL AL 

Wo mm

m . 1

we . 4 q am MWOMMOMM -

WF

.)JA

rh IL ALV

Aw qp

Volk I A -Wlik Ar a

FiS. 1--Thematic evolution of the Idea.
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The melodic line at measure 58 (Belebend)

Ex. 19--Schoenberg, t Quartet, Op. 10, first mov.,

measures 58-59.

has a double ancestry;

Ex. 20--Schoenberg, quartet, Op. 10, first mov.,
measures 51-52.

and, the germ motive or Idea.

Ex. 21--Schoenberg, r " Quartet, Op. 10, first mov.,
measure 1.

In Ex. 19 the last four notes are a quasi-inversion of the 
Idea.

The theme at measure 58 is then given to the second violin,

whose accompaniment figure is taken by the giver. The violon-

cello has a turn at the melody but inverts it freely.

Ex. 22--Schoenberg, String Quaret, Op. 10, first mov.
measures 61-62.
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These figurations begin to chase each other, some inverted,,

some not inverted. The influence of Johannes Brahms on

Schoenberg can be perceived in measure 62-65, where the beat

is obscured in the following manner.

Ex. 23--Schoenberg, String Quartet, Op. 10, first mov.,

measures 62-65; Brahms, String Quartet. Op. 51, No. 2, fourth%
mov., measures 109-111.

Measure 64-69 could be said to constitute a transition to

yet another step in the evolution of the Idea. The musical

material of this transition is in part a continuation of the

previous (measures 58-59) musical stuf f. One point of change

has occurred:

Ex. 24--Schoenberg, String Quartet, Op. 10, first mov.,
measure :,67.

has become,

Ex. 25--Schoenberg, String Quartet, Op. 10, first mov.,
measure 68.
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by a process of verticalization, and stretching the interval to

encompass an octave, the melodic element has become

; a process which is to become important in 12-tone

harmony--verticalization of the row or fragments of the row.

At measure 70 the first violin states the third theme

of the second section of the exposition.

-e

Ex. 26--Schoenberg, String Quartet, Op. 10, first mov.,
measures 70-76.

The third measure of the third theme closely resembles the

contour of the Idea, the resemblance becomes closer in the

sixth and seventh measures.

Ex. 27--Schoenberg, Quartet, Op. 10, first mov.,

measures 1, 75..

The theme at measure 70 is then repeated in the same instrument

transposed up a half step. The second violin and viola figure
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at measure 70:

in -

Ex. 28--Schoenberg, ting artet, Op. 10, first mov.,
measures 70-71.

has metamorphized into:

Ex. 29--Schoenberg, Opartet, . 10, first mov.,
measures 77-78.

The violoncello, at measures 75-76, takes the triplet phrases

at measures 73-74 two octaves lower. Through a Breiter we

(measure 82) and a rmolorit.(measure 85) we come to the

development section. The ritard is not only called for in

an Italian term but is notated in the music, where the Idea

presents itself in this guise.

Ex. 30--Schoenberg, g Quartet, Op. 10, first mov.,
measures 87-89.

The fermata in the score might be Schoenberg' substitute for

the classical double bar at the end of the exposition. This

whole section (measures 80-89) is composed mainly of.downward

tending scaLe passages.
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Ex. 31--Schoenberg, Strg Quartet, Op. 10, first mov.,
measures 80-81.

The notes marked off in brackets in the above example show

that the Idea is still acting as the motivating force behind

the forward movement of the music. All this is set against

a scale in the violoncello that is an augmentation of the

second violin part found in the same measure.

Ex. 32--Schoenberg, in Qartet, Op. 10, first mov.,
measures 79-82.

This scale could be an extension of the second violin part

in measure one, which is the Idea inverted.

Ex. 33--Schoenberg, String r Op. 10, first mov.,
measure 1.

Melodic material in the development section comes from

the initial motive.
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Ex. 34--Schoenberg, St Quartet, Op. 10, first mov.,
measure 90.

It is then developed by the second violin in which the in-

terval of a fifth is expanded to an octave. The line at mea-

sure 94 is a smoothed-out version of the original melody at

;easures three and four.

Ex. 35--Schoenberg, Quart t, Op. 10, first mov.,
measures 92-95.

In measures 96-97 the Idea appears again in the same form

as in measures 88-89, only here it is transposed down a major

third and the rhythm altered.

Ex. 36--Schoenberg, r Quartet, Op. 10, first mov.,
measures 96-97.

This same configuration is used in the vocal part of the

third movement. At measure 98-101 the violoncello takes up

the motive and treats it in a similar manner as before (second

violin, measures 92-94; Ex.35).
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Ex. 37--Schoenberg, String Quartet,Op. 10, first mov.,
measures 98-101.

We find the first violin-violoncello combination in measures

95-97 being immediately transposed to the two violins in

98-99, with the rests omitted.

Ex. 38--Schoenberg Stri Quartet Op. 10, first mov.,
measures 95-97, 98-99.

There occurs a stretto-like version of the Idea here (measures

95-97) that returns in more elaborate form in measures 186-191.

Ex. 39--Schoenberg, String t, Op. 10, first mov.,
measures 95-97.

The last measure of the preceding violoncello part (measure

100) becomes the dominating thematic influence in measures

101-105,where it is then broken into three-note fragments

by the second violin (see Ex. 40). The theme found in measures
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Ex. 40--Schoenberg, string Quartet, Op. 10, first mov.,
measures 104-106.

43-46 is then set up for development. The violoncello begins

in measure 106, where the theme is inverted and is answered

by the first violin in measure 107 in the original form.

x. 41--Schoenberg, r r Op. 10, first mov.,
measures 106-110.

This is a canon at the augmented second, the violoncello part

the inversion of the subject. The genealogy of this fragment

of development goes directly to the Idea itself (see Fig. 1).

Measures 114-119 are taken from the theme as found at measures

58-62 and also contain elements of measures 43-46.

Ex. 42--Schoenberg, String quartet, Op. 10, first mov.,
measure 115.
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The next theme taken up for development comes from the second

violin and viola parts in measures 77 et seq. This line is

first given to the violoncello in measure 119 and immediately

answered by the first violin in canonic fashion.

Ex. 43--Schoenberg, g t Op. 10, first mov.,
measures 119, 119-120.

The inner voice figure (second violin and viola), measures

120-123, is not dissimilar to the extended violoncello scale

in measures 79-84; as a matter of fact, it is from this section

that the development figure is taken. Thus, the violoncello

scale at measures 79-84,

Ex. 44-Schoenberg, trjn Quartet, Op. 10, first mov.,
measures 79-80.

which was seen to be the Idea inverted, has become in the second

violin and viola a multiple scale pattern with doubling at

the 6th and contrary motion.
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Ex. 45--Schoenberg Quartet Op. 10, first mov.,
measures 120-123.

Schoenberg returns to use of melodic material from the

theme at measures 43 et g., at measure 123 and into the

wieder ruhiger. This material has been used before in the

development section at measures 107-113. Again we have an

inverted canon between the viola and the first violin.

x. 46--Schoenberg, quartet, Op. 10, first mov.,
measures 123-128.

This section of the development comes to a close (measures

130-131) using material from measures 58-61 that is related

to the opening motive. From measures 132-140 the viola and

violoncello develop material based on the theme at measure 43,
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whose genesis is the Idea. The two violins use thematic

elements (measures 137-140) that are traceable to measures

58-59; a metamorphosis produces the following.

'000

Ex. 47--Schoenberg, Strim Quartet, Op. 10, first mov.,
measures 137-140.

The last measure of the above example exhibits the theme from

measure 58 which becomes the object of development in an

imitative manner, a kind of layered writing one finds in so

many Beethoven string quartets. n the example below, the

first violin and viola constitute one layer and the second

violin and violoncello the other. In the Schoenberg example

(Ex. 47) the layers occur between the violins and the viola

and violoncello. In this metamorphosis the rhythmic cell

is smoothed to

__AL

10 3 E

ik ro
A A

AN w 0

-7r 4k -!r

67.iTo 7

f

aim

JKL 'MRF

If.
9FV -



28

-All

(WON" ~~MZE
T AM AL -i~

Ex. 48--Beethoven, String quartet , Op. 133, measures 40-41.

At noch breiter (measure 146) the figure changes to the Idea

in the viola.
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Ex. 49--Schoenberg, trig artet, Op. 10, first mov.,
measures 146-151.

Here Schoenberg shows us in f ive measures the transformation

of thematic material from the Idea. It must be noted that

while this change is taking place the violoncello is stating

the same Idea in a new guise.

Ex. 50--Schoenberg, String,9uartet, Op. 10, first mov.,
measures 146-149.
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At measure 148 the second violin has its original (measure 1)

inversion of the Idea, lowered a whole step, with a 
chromatic

extension.

Ex. 51--Schoenberg, Quartet, Op. 10, first mov.,
measure 148.

At the Zeitmass (measure 160) we reach the recapitulation,

but it is a recapitulation beginning, not with the initial

theme, but with the subsequent theme as found in measure 12.

Schoenberg possibly began the recapitulation in such a manner

because he felt that to begin with the opening theme he would

be driving a point to the absurd. The development section

begins with the initial motive and to begin the recapitulation

with the same Idea might appear redundant. To obviate such a

possibility the third major section starts with a 
derivation

of the germ motive.. In the recapitulation this theme appears

in the violoncello instead of the viola as in the exposition.

Also, the parts have been switched around; the exposition

second violin part is now relegated to the viola and the ori-

ginal violoncello part is now in the first and second violins

in an imitative fashion. This same type of figuration con-

tinues up to measure 186 where the main theme returns in the

violoncello in a minor. This theme is immediately answered
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Ex. 52--Schoenberg, Strins Quartet, Op. 10, first Mwv.,
measures 186-187.

by the second violin a tenth higher, then follows the viola

a sixth higher than the violoncello. There occurs an obvious

tightening of the contrapuntal texture in a stretto that lends

much impetus to the movement as it moves toward the final close.

Ex. 53--Schoenberg, Strii Qartet,9 Op. 10, f irst mov.,
measyres 186-191.
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For the first time in the movement (measure 187 ,groups of

sixteenth notes occur; here they are in the first violin.

Ex. 54--Schoenberg, String Quartet, Op. 10, first mov.,
measure 187.

This pattern is repeated in various forms up to the closing

section at measure 196, where melodic material comes from the

theme at measure 43. These abovementioned sixteenth note

figures could have their origin in a number of places, but the

most obvious derivation is that they are a diminution of the

second violin's accompaniment motive in measure 12. Thus,

Ex. 55 comes from Ex. 56,which originates in the Idea.

Ex. 55--Schoenberg, Srn Quartet, Op. 10, first mov.,
measure 187.

Ex. 56--Schoenberg, Itring Quartet, Op. 10, first mov.,
measures 12-13.
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There are several familiar themes in the closing section,

the first being in the violoncello.

Ex. 57--Schoenberg, Quartet, Op. 10, first mov.,
measures 196-199.

This fragment is taken from the theme at measure 43. Continuing

in the violoncello we find the scale passage of measures 79-82,

repeated here in measures 211-213 after a pedal point F-sharp

of nine measures.

Ex,. 58--Schoenberg, Str Qartet, op. 10, first mov.,

measures 211-213.

In measure 218 the theme as found at measure 58 reappears in

the viola and is answered in the first violin and violon-

cello, accompanied by the inversion of part of the theme

from measure 43. A similar passage occurs at measures 114-119,

only here (measures 219-220) the parts are inverted.

Ex. 59--Schoenberg, ring artet, Op. 10, first mov.,

measures 219-220.
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This texture continues with slight rhythmic alterations where

becomes as before in measure 146. The movement comes

to a close with an indication of the Idea,

4'4. 7

4 LJ

Ex. 60--Schoenberg, rng Quartet, Op. 10, first mov.,
measures 230, 2-3.

The final half step Brsharp to C-sharp in the viola reiter-

ates the important half step B to C-sharp in the opening theme.

The second movement opens with a violoncello solo which

is a pedal point on D and continues until measure 10. This

pedal point is interupted only once, at measure 4, when the

violoncello plays the lower neighbor C-sharp.

Ex. 61--Schoenberg, RinIg Quartet, Op. 10, second mov.,
measure 4.

This could be the interval of a second from the first. move-

ment (see Ex. 60).. This interval of a second is immediately

taken up by the second violin,. and then expanded ( first to a

fourth, then to a minor seventh).
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Ex.. 62--schoenberg, Str ing Quartet, Op. 10, second mov.,
measures 5-6.

At the same time the viola plays the Idea from the first

movement, but with a smoothed rhythm.

Ex.. 63--Schoenberg, String Quartet, Op. 10, second mov.,
measure 5.

At measure 7 we finally have the Idea in full, but it is so

changed and developed that its role has become more hidden.

than before (see the enclosed notes).

Ex. 64--Schoenberg, rin Quartet, Op. 10, second mov.,
measure 7.

This in the Idea: A - G-sharp - F-sharp - C-sharp with the

C-sharp in octave displacement. Octave displacement will
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become important in the twelve-tone method. It should be

noted. that the second violin, has the same fragment of the 
Idea

as the first violin. At measure 10-11 the Idea returns,

transposed (note change from a minor second to a major second).

Ex..65--Schoenberg, Strin Qurtt Op., 10, second mov.,
measures 10-il.

Also in measure 10 the violoncello states a tine that will

shortly become the second theme of the exposition.

Ex. 66--Schoenberg, Stin Quartet, Op. 10, second mov.,
measure s 10-11.

A taste is given here (measure 12) of theme C.

Ex. 67--Schoenberg, i Quartet, Op. 10, second mov.,

measure 12.
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The Idea is heard again in measure 13 just before the entrance

of the secondary theme; as a matter of fact, the Idea forms

an elision with the secondary theme.

Ex. 68--Schoenberg, String Quartet, Op. 10, second mov.,
measure s 13-17.

The f irst interval, F - A, of the second theme is the same

cello interval at measure 10, only in the major mode. Measures

15-16 are a developed version of the above mentioned violon-

cello melody. The similarity of this theme and a melodic

fragment from the f irst movement cannot be overlooked. Measures

61-62, violoncello, f irst movement (Lx. 22), which originated

in the Idea, is very mulch like the secondary theme in the

second movement. The third theme is announced immediately

with no trans it ion or deve topment into it of any sort.

Ex. 69--Schoenberg, Stin Quartet, Op. 10, second mov.,
measures 17-19.
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This theme's immediate ancestor is the viola motive in measure

12. This theme exhibits a characteristic of a succession

of minor seconds, except for the A in measure 19. The inter-

val of a minor second seems to play an extremely important

role in the development of the quartet. The Idea opens the

development section with a minor second A - G-sharp, the first

movement closes with a minor second B-sharp - C-sharp, nearly

all the major sections begin with that interval. It is, then,

not surprising that we find the second major formal division

of the Scherzo (measure 20) beginning with a minor second and

the Idea, again developed rhythmically from its first state-

ment in measure 7.

Ex. 70--Schoenberg, rin Quartet, Op. 10, second mov.,
measure 20.

This is repeated in measure 22, with changed instrumentation,

but not transposed as in measures 10-11. In the previous and

in the following example, it will be noticed that the first

three notes of the Idea are doubled at the octave.
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Ex. 71--Schoenberg, String _Qartet; Op. 10, second mov.,
measure 22.

A "new" melodic fragment has been introduced in section B.

Ex. 72--Schoenberg, String Quartet, Op. 10, second mov.,
measure 21.

This fragment, which is the sequence of minor half-steps,

could have its origin in a number of places:

Ex. 73--Schoenberg, it r Quartet,, Op. 10, second mov.,
measures 7, 18.

This small motive (measure 21, first and second violins)

forms the major portion of section B for the next ten measures.

In Schoenbergian fashion these motives are strung together,

and sometimes inverted. Generally they are played by the

second violin and violoncello. The remaining parts are de-

veloping the f irst theme (measures 5-6).
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At Zeitmus (measure 35) we are in the second portion

of the B section. The second theme (measures 14-17) is now

set up for a lengthy development. There are three variations

that are immediately recognizable. In the following example

the theme is given firs; then the three developments.

Ex. 74--Schoenberg, String Quartet, Op. 10, second mov.,
measures 35, 38-39, 54, 577

This last example is given the most extensive treatment in

all instruments. This treatment is canonic-like and in stretti

up to measure 62. The extensive scikle passages in measures

43-51 are similar to scale passages in the first movement

(see Examples 32 and 45).
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Etwas langsamer (measure 62) brings us to a short develop-

ment of the third theme (measures 17-19). The development

is accomplished mostly through changes in instrumentation and

through use of part of the developed material from theme B.

Ex. 76--Schoenberg, String Quartet, Op. 10, second mov.,
measure 63.

After a ritardando and a fermatwe are in a quieter section

whose principal musical stuff is from their first violin part

at measure 7 where the Idea was much disguised. The evolution-

ary character of the Idea is once again most evident in the

bracketed fragment in the following example.

Ex. 77--Schoenberg, uartet, Op. 10, second mov.,
measure 67.

As a matter of f act, this fragment from measure 7

could be an evolutionary product of the second measure of the

main theme found in the first movement.

Ex. 78--Schoenberg, Quartet,Op. 10, first mov.,
measure 2.
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The fifth has been expanded to an octave--a typical evolu-

tionary development. Another motive used in the section under

question (measures 71ff.) is the line that first was heard in

measure 21 (violins). Here it is most generally heard as,

Ex. 79--Schoenberg, Strjiy Quartet, Op. 10, second mov.,
measures 71-72.

Zeitmass (measure 85) brings us to the closing section

before the "Trio" at measure 98. The Idea is used twice in

explicit form here.

Ex. 80--Schoenberg, Stri Quartet, Op. 10, second mov.,
measures 85, 87.

During this closing section the violoncello has a quasi-pedal

point as at the beginning of the movement, but capitalizes

more on the minor second interval (D-- C-sharp) than it did

at the beginning. After a written-out ritardando (measures

95-97), a double bar, a change of key signatures (to two

sharps), and a meter change (to 2/4) we are in the "Trio" of

the Scherzo.
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Immediately we are confronted with a very compact version

of the Idea.

Ex. 81--Schoenberg, Quartet, Op. 10, second mov.,
measure 98.

This version of the Idea is spun out in alternating quadruplets

and triplets from L'S" to middle C. In measure 100 we have a

relatively slow violoncello line that is an augmentation of

the violoncello line at measure 10 which became the secondary

theme.

Ex. 82--Schoenberg, String uartet,Op. 10, second mov.,
measures 10-14.

Measures 104-106 are a somewhat static chordal section that

reflects similar passages in the first movement (see measures

6-7, 40-42, 214-216). The Zeitmass (measure 110) is the

same material as at measure 100 with octave doublings between

the violins. Again, it is followed by a static section similar

to the one in measures 104-106. In the section immediately

at hand the top line of the first violin is a rhythmically

different and transposed form of the Idea as presented at the

beginning of the Trio.



43

Ex. 83--Schoenberg, String Quartet ,Op. 10, second mov.,
measures 116-119.

Measure 3123 starts the middle section of the Trio. This

section's musical material is the same as the A section trans-

posed to the subtonic region.

Ex. 84--Schoenberg, String Quartet, Op. 10, second mov.,
measures 123-125.

This figure forms the major portion of the middle section

until we come to measure 139 where the triplet figure dom-

inates until the return of the Trio theme at measure 150.

The violoncello melody at measure 100 is introduced by the

second violin in measure 136 of the middle section.

Ex. 85--Schoenberg, n Quartet, Op. 10, second mov.,

measures 136-137.

Another short motive (measure 127) in the first violin is

the first four notes of the B theme (measures 123-124),

rhythmically changed. This is also in the Trio theme, which

came from the Idea.
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Ex. 86--Schoenberg, Sring Quartet, Op. 10, second mov.,

measure 127.

The "middle section" of the Trio (measures 140-147) is in a

two-part texture, the two violins being one part and the viola

and violoncello being the other part. The two violins evolve

to a greater extent the triplet figure from the theme of the

Trio.

I I

Ex. 87--Schoenberg, stin Quartet, Op. 10, second mov.,
measures 139-140.

The viola and violoncello have a syncopated line in parallel

motion as the bottom part of this two-part texture.

Ex. 88--Schoenberg, Strin artet, Op. 10, second mov.,
measures 140-142.

At measure 151 we come to the recapitulation of the Trio theme,

this time in the flat supertonic region (I+). The Trio theme

is in parallel motion here, between the two violins. The

viola and violoncello take the melody as found in the violon-

cello at measure 100.
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Ex. 89--Schoenberg, String Quartet, Op. 10, second mov.,
measures 100-104.

It is then treated in canonic fashion for five measures.

Immediately after sehr zuruckhaltend there comes an extremely

important transition section (measures 164-194). At Lansamer

(measure 165) there is a meter change from 2/4 to 3/4,

The second violin introduces a melody that is foreign to

the Idea of the quartet. It is the Viennese street-ballad

"0 du lieber Augustin,"

p+

Ex. 90--Schoenberg, n Quartet, Op. 10, second mov.,
measures 165-167.

At first hearing, this intrusion of an extraneous element is

nothing short of a puzzle. Such a departure must have a meaning,

for Schoenberg, other than just its mere presentation. In

1906, just one year before the second string quartet was

written, Hermann Hesse published Beneaththe heel. At the

end of the book the main character, Hans, becomes a man in

the traditional manner and finds himself wandering home late

one night very drunk. As Hesse puts it, "Suddenly a touch

of his former gaiety returned fleetingly; he made a grimace

and sang:



46

0 du lieber Augustin,
AugustinAugust in,
0 u lieber Augustin,
Alles ist hin."

Musically, Schoenberg becomes a man in this string quartet.

Is he not remembering his former life in the knowledge of his

future direction? "Alles ist hin" (Everything is gone) in a

traditional sense, and just as surely "Ich fUhle luft von

anderem planeten" (I feel an air from other planets blowing).

The other musical materials of this transition section come

from the violins theme at measure 7. Here it takes this form.

Ex. 91--Schoenberg, String artet Op. 10, second mov.,
measures 165-167.

The violoncello plays an accompanying role reminiscent of an

"older" style.

404

Ex. 92--Schoenberg, String Quartet, Op. 10, second mov.,
measures 171-174.

At measure 180 we lose sight of Augustin and the first violin

takes up a melody built on the halff-step motiv that first was

heard in the first movement in the viola at measures 12-13.

Here it has become:
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Ex. 93--Schoenberg, Quartet, Op. 10, second mov.,
measures 180-183.

This is also the same half-step with which we began the move-

ment (see measure 4). The viola-violoncello line at measures

188-189

Ex. 94--Schoenberg, n Quartet, Op. 10, second mov.,
measures 188-189.

is a direct quote from the viola theme at Hauptzeitmass in

the first movement (measures 14-15).

Ex. 95--Schoenberg, t Quartet, Op. 10, first mov.,
measures 14-15.

I. Zeitmass (measure 195) brings us to the recapitulation;

of the Scherzo. The recapitulation differs from the exposition

in that the violoncello pedal point is missing, instead the

cello is occupied with a variation of the Idea and a duple

meter version of the triplets in the previous section.
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Ex. 96--Schoenberg, _String Quartet, Op. 10, second mov.,
measures 195-196.

The two violins answer this duet, the f irst violin two oc-

taves higher than the violoncello, the second violin oxne

octave above the viola.

Ex. 97--Schoenberg, Stn Qurtt Op. 10, second mov.,

measures 197-198.

With the return of the second theme of the Scherzo the key

signature returns to one f lat. This theme is now going to

receive a deveLopment that did not occur in the exposition,

as a matter of fact the exposition theme in sixteenth notes

will not be heard again, at least in that f orm. It will be

remembered that the melody under question received a rather

extensive development from measures 53-61.
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Ex. 98--Schoenberg, String Quartet, Op. 10, second mov.,
measures 203-205.

It receives similar treatment in the recapitulation, but in

eighth note values instead of the previous sixteenths. A

two measure example should be enough to show what occurs here.
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Ex. 99--Schoenberg, String Qurtet, Op. 10, second mov.,
measures 208-209.

Soon the three bottom instruments give way to the familiar

scale passages in contrary motion (measures 211-214).

At Zeitmass (measure 219) the "10 du lieber Augustin"

accompaniment returns, this time an octave lower and notated

Q-f lat instead of F-sharp.

1
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Ex. 100--Schoenberg, String Quartet, Op. 10, second mov.,
measures 219-221.

From measure 221 to 223 the predominant motivic figure is

taken from measure 21,where it occurs in the violins (this

figure was shown to be from the Idea). In the recapitulation

Schoenberg uses them in the original form and inverted.

Ex. 101--Schoenberg Quartet, Op. 10, second mov.,
measures 222-223.

The violin accompaniment figure at "0 du lieber Augustin"

(measure 165) returns at measure 226 in augmentation and

rhythmically changed.

Ex. 102--Schoenberg, Quartt, Op. 10, second mov.,

measures 226-228.

This figure is to be found at the beginning of the movement
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and embodies the Idea as its generating force. In many eso-

teric ways the Idea is still the foundation of musical stuff

of this movement. The following two examples illustrate the

hidden ways of the Idea. The first example shows the Idea in

partial inversion and the last note 
in octave displacement

(since the line moves up and not down)---two 
fundamental

concepts in serial technique. The second is not so hidden,

but displays a still different rhythmic treatment 
and inter-

val changes.

Ex. 103--Schoenberg, Quartet, Op. 10, second mov.,

measures 231, 233-234.

At t langmer (measure 238) the principal theme

returns again, this time in the violoncello, to be repeated

in the first violin at measure 240. The Idea occurs again,

between the viola and the first violin. From measure 240

Ex. 104--Schoenberg, n Quartet, Op. 10, second mov.,

measure 240.
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to the coda (measure 259) the main driving force is the opening

them$ which at measure 250 is slightly metamorphized 
and written

in a stretto-like passage the violoncello being in 
augmentation.

Ex. 105--Schoenberg, Quartet, Op. 10, second mov.,

measures 250-251.

The violoncello fulfills a two-f old purpose in measures 
253-254:

a reflection of "Augustin",and the tail of the first 
Idea

development is heard (first movement, measures 3-4).

Ex. 106--Schoenberg, r Quartet, Op. 10, second mov.,

measures 253-254.

This is repeated again in the violoncello as the forward

movement slows and the texture thins to the cello in the 
lower

register (measures 255-258). After an eighth rest the move-

ment rushes to a boisterous close in parallel octaves 
in all

instruments on the opening theme. The final two measures are

as at the beginning, the cello on its low D.
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Ex. 107--Schoenberg, Strig Quartet, Op. 10, second mos.,
measures 274-275.

The third movement, Litanei, uses a poem by Stefan

George for the soprano part. The translation given below is

by Dika Newlin.

LITANY

Deep is the sorrow/which now surrounds me,
Once more I enter, /Lord I in thy house.

Long was the journey,/weary the limbs now,

Empty the altars,/full is but grief.

Tongue ever thirsting/longs for thy wine-cups,
Hard was the struggle,/stiff is my arm.

Grant sweet repose/to faltering footsreps--
Mouths that are hungry/call for thy bread--I

Weak is my breath now/calling the dream forth,
Empty the hands/and fevered the mouth.

Lend me Thy coolness,/quench the dread burning,
Cancel all hope,/but send me the Light!

Deep in the heart/the flames are yet glowing,

Deep from within me/wakens a cry...

Kill all the longing,/heal thou the heart-wounds,
Take from me Love/and give me Thy joy!

The opening four measures of the third movement presents the

listener with a compact array of Idea juxtapositions.

The first violin speaks again the important half-step motive

in slow time. The viola opens with the Idea in eighth note
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Ex. 108--Schoenberg, Str Qartet, Op. 10, third mov.,
measures 1-4.

values followed by the same in diminution. The Idea is then

juxtaposed with the second part of the second theme of the

Scherzo (movement II, measures 15-16). A melody in octaves

(second viotlin-violonceflo) follows.

Vb

Ex. 109--Schoenberg, Strintg Quartet, Op. 10, third mov.,
measures 5-10.

This is an augmented version of a secondary theme from the

first movement (measures 58-59).
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Ex. 110--Schoenberg, String Quartet, Op. 10, first mov.,
measures 58-59.

Interval changes do occur in this line in the first movement,
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for examples see measures 140, 142, 218, 219, etc. Starting

at measures 9-10,,the beginning part of, the theme is repeated

with the parts switched, viola to first violin, first violin

to second violin and violoncello to viola. The theme of the

following set of seven variations is complete at measure 13.

Variation I opens with a note-exact repetition 
of the

violoncello-second violin line at measures 
5-10. In this

variation it is rhythmically changed.

Ex. 11--Schoenberg, Quartet, Op. 10, third mov.,

measures 13-17.

The violins and soprano open this variation 
at the octave

on a line that is composed of a highly metamorphized 
Idea

(measure 14) and an augmented version 
of the thirty-second

note motive from measure thcap.

Ex. 112--Schoenberg, Strin Quartet, Op. 10, third mov.,

measures 14-15.

At the same time the viola reiterates over 
and over the in-

terval of a second

Ex. 113--Schoenberg, String Quartet, Op. 10, third mov..,.

measure 14.
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which continues for two more measures before the viola breaks

into straight triplets

Ex, 114--Schoenberg, Str i quartet. Op. 10, third mov.,
measure 17.

which contain, in the brackets, a transformation of the Idea.

The second violin figure now becomes very similar to that of the

viola as at the beginning of the movement.

Ex. 115--Schoenberg, Strig t, Op. 10, third mov.,,
measures 17-19..

Em i we beweitt (measure 18) begins the second variation,

at least for the soprano. It is difficult to determine where

one variation begins and the other finishes as they all mesh

together. Any clear division is therefore impossible and

somewhat arbitrary. The soprano's opening here (measures 18-19),

is the familiar half-step motive.

Ex. 116--Schoenberg, string Quartet, Op. 10, third mov.,

measures 18-19.
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On her F-sharp the violoncello begins the instrumental variation

II with a sixteenth note version of the viola's thirty-second

note motive in measure three.

Ex., 117--Schoenberg, Strng Qartet, Op. 10, third mov.,
measures 19-20.

The viola answers this inverted, the theme is then thrown back

and forth between the two instruments for the next five measures.

Ex. 118--Schoenberg, String Quartet, Op. 10, third mov.,

measures 20-21.

Let us pause for a moment and reconstruct a genealogy of this

viola melody back to the Idea.

. III Mov., mm 19-20:

2. III Mov., mm.3-4:

3. 1I Mov., mm, 15-16:

4. II Mov., mm. 10-11:
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6. I Mov., mm. 58-59:

7.. I-Mov., mm. 50-51:

8.0. I1 mov., mm, 1-v2:
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Fi&.. 2--Genealogy of a viola line to the Idea

The first violin in variation II is taken. from the half-step

motive which,,it expands to an octave then a ninth in measure

24. The second violin remains silent until measure 22. It

enters here with two more versions of the thirty-second note

figure from measure three. Here (measures 22-23) the rela-

tionship is more closely kin to the viola and violoncello

passage in measure 21.

Ex. 119--Schoenberg, String Quartet, Op. 10, third mov.,
measures 22-23.

At Peane (measure 24), we have a stretto-like passage, the

viola inverted and the second violin in augmentation. Against

it must be stated, from the IdealI
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Ex. 120--Schoenberg, Stin Quartet, Op. 10, third mov.,2
measure 24.

The soprano ends this variation with a new f orm of the Idea

with octave displacement, the notes in brackets contain the Idea.

Ex. 121--Schoenberg, Quate Op. 10, third mov.,
measureS 24-26.

Variat ion III beginse in the middle of measure 26 and

is quit obviously built of the Idea as it is announced in all

f our instruments in varying f orms of the viola line which

first speaks the Idea.

Ex. 122--Schoenberg, String Quartet, Op. 10, third mov.,
measure 26.
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At j.. zass (measure 29) the voice enters with another

version of the Idea, the last interval greatly expanded.

gP 0  T9N f

Ex. 123--Schoenberg, String Quartet, Op. 10, third mov.,
measure 29.

Also in this measure, the first violin introduces a version of

the Idea that is familiar to us from the first movement (see

measures 58-59).

Ex. 124--Schoenberg, Quartet, Op. 10, third mov.,.
measure 29.

This is played against the thirty-second note viola line

(measure 3), here reduced to sixteenths.

Ex. 125--Schoenberg, String Quartet, Op. 10, third mov.,
measure 29.

In measure 30 the voice part sings again the Idea, in much

the same form as in measure 29 except this time the final

interval has been widened from an E-flat - D-f lat to an

E-f lat - F-flat. Another evolutionary juxtaposition occurs
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in the viola at measures 31-32. The motive from measure three

has now evolved to this state, which must be considered an

Idea development.

Ex. 126--Schoenberg, Quartet, Op. 10, third mov.,
measures 31-33.

While the viola is finishing this line the first violin is

starting the fourth variation with a theme that is the same

as the soprano-violin theme from measure 16-17 in variation I.

Ex. 127--Schoenberg, String Quartet, Op. 10, third mov.,
measures 32-33.

The Idea occurs almost immediately in the second violin (mea-

sure 34).

Ex. 128--Schoenberg, Quartet, Op. 10, third mov.,
measure 34.

This happens againgtransposed up a major second and then up

a minor third.- At the same time the viola is echoing the
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the second violin one beat behind. This chromatic linein

triplets, is then sung by the soprano 
in quarters.

X g gA ,4- 1 Z:CdW121

Ex. 129--Schoenberg, Quartet, Op. 10, third mov.,

measures 36-37.

In measure 37, the viola varies its thirty-second note melody

in the following manner.
S

Ex. 130--Schoenberg, Quartet, Op. 10, third mov.,

measure 37.

The first movement melody (measure 58) is heard from again,

this time in the violoncello. This is another Idea development.

Fig. 3--Development of a violoncello line from 
the Idea.
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In measures 40-41 the Idea can be seen to evolve into another

form in the second violin, the last interval having been

filled in by the two sixteenth-notes.

Ex. 131--Schoenberg, _St~rgr Quartet, Op. 10, third mov.,
measures 40-41.

At the same time the soprano sings the familiar viola motive.

Ex. 132--Schoenberg, String Quartet, Op. 10, third mov.,
measures 40-41.

The violoncello enters with the Idea at the end of this last

measure.

Ex. 133-Schoenberg, String Quartet, Op. 10, third mov.,
measures 41-42.

At measure 43,we find ourselves in the fifth variation. There

is quite a change in ote values from the previous variation.

Most musical material in tis variation is from the viola part

from measure three. The vocal part, throughout most of this
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variation is still caught in the descending chromatic line so

prominent in the fourth variation, except that here the

rhythms have been changed.
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Ex. 134--Schoenberg, String Qlartet, Op. 10, third mov.,
measures 45-46.

The interval of a third becomes important in this variation

in the following form.

'p

Ex. 135--Schoenberg, Strini Quartet, Op. 10, third mov.,
measures 45-46.

Thirds have been used in two other prominent places in this

movement, in the first and second violins at measures 41-42.
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Ex. 136--wSchoenberg, trn Quartiet, Op. 10, third mov.,
measures 41-42.

Another important third interval occurs near the beginning
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of the second movement (measure 14).

Ex. 137--Schoenberg, String artet Op. 10, second mov.,,
measure 14.

The Idea also contains a third relationship, A - F-sharp,

used in outlining the tonality of the Quartet. Another i-

portant figuration in variation V is first heard in the violins

and soprano (measures 44-45).

Ex. 138--Schoenberg, StrinQuartet Op. 10, third mov.,
measures 44-45.,

A similar line, of which the violin motive quote above is the

inversion, occurs in the first movement in the violoncello and

is a direct outgrowth of the Idea,

. - .. - h I

Ex. 139--Schoenberg, String rtet, Op. 10, first mov.,
measures 98-101.
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After a short pause (measure 50), we move into variation

six. The f irst two measures of this variation are a kind of

"duet", the voice and violins forming one member of the duet

and the lower strings the other. The upper three voices

carry on with a chromatic line in contrary motion somewhat

similar to the chromatics at measure 35, except that here,

measures 50-51, the lines are in augmentation.

Ex. 140--Schoenberg, Quartet, Op. 10, third mov.,
measure 50.

The viola takes up a theme that was used in the f irst var-

iation which is immediately answered by the violoncello.

I UJ T 12D-9-

Ex. 141--Schoenberg, Quartet,Op. 10, third mov.,

measures 50, 14.

In variation six this viola line undergoes immediate evolution.
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Ex., 142--Schoenberg, Quartet, Op. 10, third mov.,
measure 50.

In measure 52 both the first violin and the voice part vary

the initial viola motive (measure 3), which came f rom the

second movement measures 36-37, generated by the Idea. The

parallel vocal-violin passage is as follows.
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Ex. 143--Schoenberg, Strn Quartet, Op. 10, third mov.,
measures 52-53.

At the same time the, viola parallels the violin, an octave

lower, against which is set a violoncello pizzicato in con-

trary motion. The second violin plays the following variation.

Ex. 144--Schoenberg, String Quartet, Op. 10, third mov.,,
measures 52-53.
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There is a similar passage in the first movement just before

the closing section (measures 194-195).

Ex. 145--Schoenberg, tn Quartet, Op. 10, first mov.,

measures 194-195.

Another serial technique, that of retrograde inversion, is

adumbrated here. This f igure is the transposed

retrograde (not exact as the 6th is substituted by a 5th)

of this figure: . The soprano, in measure 53, sings

a varied retrograde version of the Idea (notes in brackets).

$#Pt4 - -D4 CA$ LWoo-(

Ex. 146--Schoenberg, Quartet, Op. 10, third mov..,
measures 53-54.

At Beschleunigend (measure 54) the texture, as found at the

beginning of the variation, is again presented for two measures

where the pace begins to slow and become heavier (measure 57).

In measure 57 there occur two statements of the Idea, in the

viola and first violin in Octaves. Here is the Idea as found

in the viola.
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Ex. 147--Schoenberg, String artet, Op. 10, third mov.,
measure 57.

In the coda or seventh variation the figure first heard

in variation I returns, this time in octaves and triple forte.

Ex. 148--Schoenberg, String Quartet, Op. 10, third mov.,
measure 59.

The soprano sings a melody that reminds one of the theme,

in the viola, found at measure 13 of the first movement.

Ex. 149 shows them juxtaposed.

)L~~ ~ ~~f i 2 zz+z~

Ex. 149--Schoenberg, String Q rtet, Op. 10, third mov.,
measures 59-60; first mov., measures -15.

The remainder of the string parts is mainly variations on the

triplet motive- from measure 57. The soprano, as her last

word in this movement, sings the Idea on the words "Give me

Thy joy."
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Ex. 150--Schoenberg, String Quartet, Op. 10, third mov.,
measures 66-68.

The violoncello immediately repeats its initial theme.

Ex. 151--Schoenberg, String Oartet .Op 10, third mov.,
measures 68-72.

The other strings reiterate, in augmented triplets,,the theme

as in the first variation.
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Ex. 152--Schoenberg, String O.Quartet, Op. 10, third mov.,
measures 73-74.

The movement ends with the first violin and violoncello speaking

the important interval of a minor second.

Ex. 153--Schoenberg, Strn Quartet, Op. 10, third mov.,
measures 75-77.
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The fourth movement, Entruckung, uses a poem by Stefan

George far the soprano part. The translation given below is

by Dika Newlin.

TRANSCENDENCE

I feel an air from other planets blowing;
The faces that once turned to me in friendship
Are now in darkness strangely, palely glowing.

And trees and paths that I so loved are paling
Until I scarcely know them; and thou, light-borne
Beloved shadow---cause of all my wailing---

Art now dissolved quite in flames deep-burning,
After the struggle and the wild confusion
To come once more in holy awe and yearning.

Dissolvin into tones, I'm circling, weaving,
In groundless thanks and nameless praises, will-less
My soul unto the mighty World-Breath giving.

A mighty wind o'.rwhelms me, rushing, sweeping
0'er consecrated ground, where, spent with passion,
The praying women in the dust are weeping.

Ah, then I see how misty clouds are rising
Into the sun-filled brightly glowing heavens
Beyond the distant mountain passes shining.

The ground beneath me, white and soft as curds,
Shudders;o'er chasms vast I climb,
And, soaring now above the furthest clouds,

Through crystalline infinity I rise.
I am an ember of the Holy Fire,
Am but an echo of the Holy Voice.

The fourth movement opens with an eighteen measure introduction,

in which Schoenberg uses many anticipations of twelve-tone

technique. The introduction starts in the violoncello with a

nine-note row (the ninth note, taken by the viola, forms an

elision with the next statement of the row).
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Ex. 154--Schoenberg, M Quartet, Op. 10, fourth mov.,
measures 1-2.

The last four notes comprise the Idea, much changed, and 
in

much the same form as the theme of the Trio secion of the

second movement, with rhythmic changes of course (see Ex. 81).

Ex. 155--Four forms of the Idea as found in the nine-
tone row.

The nine-tone row immediately undergoes three transpositions:

Ex. 156--Schoenberg, Quartet, Op. 10, fourth mov.,
measure 2.

Each of these contains the Idea. A five note fragment of the

row is then thrown back and forth by the two violins.

Ex. 157--Schoenberg, Strng Quartet, Op. 10, fourth mov.,

measures 3ff.
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Against. this "non-tonal" background, the chords being used

are and Schoenberg juxtaposes a

partial circle of fifths.

Ex. 158--Schoenberg, StigQuartet, Op. 10, fourth uiov.,
measure 4.

When reduced to their essentials these tines, viola and violon-

cello respectively, appear as these f ifths.

19~

Ex. 159--Schoenberg, g artet, Op. 10, fourth mov.,
measure 4.

In measure five,the row segments appear in whoie tone trans-

positions,until a quasi-inversion of the Last seven notes of

the nine-tone row occurs in measure six.

Ex. 160--Schoenberg, t Quartet,Op. 10, fourth mov.,
measure 6.
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Measure seven contains the fifths again, this time in an

extremely compact form.

Ex. 161--Schoenberg, g Qartet, Op. 10, fourth mov.,
measure 7.

The f irst violin part in measure seven could be a variant of

the first inversion of the row.

Ex. 162--Schoenberg, String Quartet, Op. 10, fourth mov.,
measure 7.

The D-sharp - G intervalfrom the third transposition of the row,.

now receives a two measure treatment in the form originally

heard at the end of measure four. At measure 10 this inter-

val undergoes a variation that embodies the Idea inverted and

transposed up4aa minor second.

Ex. 163--Schoenberg, String quartet, Op. 10, fourth mov.,
measure 11-12.
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With the extraneous notes bracketed we obtain the Idea.

Ex. 1640-The Idea extracted from the viola passage from

measures 11-12.

In measure 13 the horizontal f if ths return, this time ver-

ticalized, in both the viola and violoncello.

-1La

Ex. 165uSchoenberg, Quartet, Op. 10, fourth mov.,
measure 13.

In the same measure (13) Schoenberg combines the viola motive

(D-sharp - G) from measure four and the first violin line from

measure seven.

Ex. 166--Schoenberg String quartet, Op. 10, fourth mov.,
measure 13,
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At measure 16 the viola D-sharp - G returns, except in di-

minution, as we move out of the introduction and toward the

first formal division.

Ex. 167--Schoenberg, Quartet, Op. 10, fourth mov.,
measure 16.

It will be remembered that this interval (D-sharp - G) comes

from the last segment of the nine-tone rowwhich evolved from

the Idea.

Thro-.gh a five measure transition, where intervals are

expanded, we arrive at section A.

k LI L T VON AV, Pt AM P144 At-WI .'a,

Ex. 168--Schoenberg, Quartet, Op. 10, fourth mov.,
measures 21-:26.

The above theme comes ultimately from the Idea,. but its most

obvious point of origin is the secondary theme from the

Scherzo (measure 15).

Ex. 169--Schoenberg, String Quartet, Op. 10, second mov.,
measure 15.
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For a complete genealogy of both these lines see Fig. 2.

An important serial technique is adymbrated in the accompan-

iment at measure 24.

Ex.i170--Schoenberg, String Quartet, Op. 10, fourth mov.,
measure 24.

The first chord of this measure is a verticalization of a

varied transposition of the nine-tone row. The transposition

is not exact but is close enough to warrant mention.

Ex. 171--Schoenberg, g Quartet, Op. 10, fourth mov.,
measure 24, 1.

At measure 25 the half-step motive returns, again in the

violoncello, as it was at the beginning of the Scherzo. Mea-

sure 27 contains musical material that is very much like the

triplet patterns from the third variation of movement III.

Ex. 172--Schoenberg, String artet, Op. 10, third mov.,.

measure 32; fourth mov., measure 27.
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The violoncello, in measure 29, speaks the "Ich fUhle luft"

theme, but extends it to cover two octaves and in diminution.

Ex.. 173--Schoenberg, Qurtet, Op. 10, fourth mov.,
measures 29-31.

The continuation of this cello line (measures 30-31) is the

half-step motive. Measures 32-33 (first violin) contain the

quarter note portion of the "Ich fdhle luft" theme.

Ex. 174--Schoenberg, Quartet., Op. 10, fourth mov.,
measures 32-33.

This violin line continues chromatically against which is set,

in the soprano, the Idea (now in major) in eighth-note values.

Ex. 175--Schoenberg, String Quartet, Op. 10, fouth mov.,
measure 34.

The next soprano phrase is set against a line in the viola,

which is the secondary theme of the second movement.
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Ex. 176--Schoenberg, Strn Quartet, Op. 10, fourth mov.,
measure 36.

The Idea, somewhat changed, occurs at measure 38 set against

the half-step motive.

31
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Ex. 177--Schoenberg, String quartet, Op. 10, fourth mov.,
measure 38.

I AL

measure 39-41
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Lx.,178--Schoenberg, jtrin Quartet, Op. 10, fourth mov.,
measures 39-41.

These three measures present us with an array of contrapuntal

devices that are important for serial music; stretto, dimi-

nution, and transposition. Keeping the nine-tone row in mind:

the first violin is the row transposed (the first two notes)
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and then the original in triplets instead of thirty-seconds;

the second violin is the row up an octave with rhythmic changes;

the viola has the first six notes of the row in repeated

triplets. All of the manifestations of the row are in a three-

part stretto.

In measure 42 the Idea appears in the viola.

Ex. 179--Schoenberg, fg artet, Op. 10, fourth mov.,
measure 42.

An inversion of a permutation of the Idea,related to the sub-

sidiary theme in the first movement (measures 58-59), occurs in

the violoncello.

Ex. 180--Schoenberg, jt4jnj Quartet, Op. 10, fourth mov.,
measure s 44-45.

Immediately the viola speaks a retrograde version of the Idea,

in even note values.

Ex. 181--Schoenberg, String Quartet, op. 10, fourth mov.,
measure 45.
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A third version of the D-sharp - G interval now takes over the

texture. At measure 48 these thirds are combined with a

chromatic scale in the second violin and viola. Measure

49 sees a return of the first six notes of the row. Use of

the Idea lies hidden in these four repetitions of the row.

Ex. 182--Schoenberg, String artet, Op. 10, fourth mov.,
measures 49-50.

The arrows point to both manifestations of the Idea. The form

of the Idea, as presented here,,is as at the beginning of the

Trio of the Scherzo.

ANO NO V# i~k~ mfz

Ex. 183-Schoenberg, r Quartet, Op. 10, fourth mov.,
measures 49-50.

The soprano and first violin announce the secondary theme in

measure 51.

Ex. 184--Schoenberg, _rn Quartet, Op.10, fourth mov.,
measures 51-55.
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There are three readily recognizable places from which this

theme could have its origin, two in the first movement and

one in the second movement.

Ex. 185--Schoenberg, r quartet, Op. 10, first mov.,
measure 32; first mov., measures T3-13I; second mov., measure
19.

The final measures of the third movement provide musical

material for measures 56ff here in the fourth movement.
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Ex. 186--Schoenberg, String Quartet, Op. 10, fourth mov.,
measures 56-59.

These triplets, as found here and, in the third movement, are

a transformed Idea. Just before the B section, on the words

"S . .the mighty World-Breath giving", occurs a startling C

Major chord that makes one wonder at a little word painting.

The breath of the Logos and C major had such a connection for

Haydn and his Creation.
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Ex. 187--Haydn, The Creat on, Part I.1, measures 85-86.
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The first four measures of the development section are

a canon, viola and violoncello on the "Ich 1"se mich" melody,

and the major third from the viola part at measure 4. The

canon looks like this:

Ex. 188--Schoenberg, r quartet, Op. 10, fourth mov.,
measures 65-71.

The first violin then picks up "Ich lbse mich" in quarters

arid eighths.

Ex. 189--Schoenberg, String artet, Op. 10, fourth mov.,,
measures 71-72.

At Be ter (measure 74), Schoenberg puts in counterpoint a

fragment of the nine-tone row and the "Ich lose mich" tine.

4M101S1

Ex. 190-r-Schoenberg, String Quartet, Op. 10, fourth mov.,
measure 74.
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The row then undergoes a four-measure development. At mea-

sure 81 the sextuplet figures from measure 10-12 return, this

time in triplets notated in eighths instead of sixteenths.

At measure 85 the first violin brings in a theme that goes

back through the nine-tone row to the subsidiary theme of the

first movement (measures 58-59). One manifestation of this

sixty-fourth note theme bears a close resemblance 
to theme

B of the Scherzo.

x. 191--Schoenberg, Quartet, Op. 10, second mov.,

measure 15; fourth mov., measure 88.

While the first violin is playing with these motives, as in

the above example, the second violin continues with the tri-

plet figure. The viola throws this triplet figure into

diminution.

Ex. 192--Schoenberg, String Quartet, Op. 10, fourth mov.,

measures 86-87.

The violoncello, up to the end of measure 89, is caught re-

iterating major and minor seconds. At measure 89 the violon-

cello speaks the first part of the "Ich fihle luft" theme.
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Ex. 193--Schoenberg, g Quartet, Op. 10, fourth mov.,
measure 89.

This is repeated two more times, each time transposed higher

than the time before. The Idea occurs in the voice part in

inversion and the last interval in octave displacement.
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Ex. 194--Schoenberg, String Quartet, Op. 10, fourth mov.,
measures 85-86.

The initial four notes of "Ich fithle luft" are in the voice

part at measure 88, transposed and rhythmically changed.
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Ex.. 195-.-Schoenberg, String rtet, Op. 10, fourth mov.,
measures 88-89.

This motive occurs twice, once on "die nur umfingt" and on

"auf. fernsten ber-". Measure 91 has the first violin playing

a theme much like the first violin line in measure 27.

Ex. 196--Schoenberg, StrIn artet, Op. 10, fourth mov.,
measure 91.
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The last set of eighth notes look like the inversion of the

last three notes of the Idea. The viola plays four four-note

whole tone fragments in measure 92. Another such passage

occurs, in this movement, at measure 45 in the second violin.

Ex. 197--Schoenberg, String Quartet, Op. 10, fourth mov.,
measure 45.

Zeitmass (measure 93) brings us to a new figuration, at

least new in their appearance. The violoncello has the most

striking figuration in this passage (measures 93-96). The

first 4 sets of thirty-second notes embody the Idea in a

terse form but highly figured (the arrows point to the Idea).

Ex. 198--Schoenberg, Quartet, Op. 10, fourth mov.,
measures 93-94.

This whole arpeggiated figure has many antecedents in the

quartet, Fig. 2 shows how many of them are related to the Idea.

While the violoncello is so occupied the second violin is

playing on another arpeggiated figure.

Ex. 199--Schoenberg, String Quartet, Op. 10, fourth mov.,
measure 93.
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The f irst violin and viola play a canon that lasts for five

measures. The viola starts the canon with a four-note slide

which is nearly the same as the violoncello's first arpeggi-

ated figure. The first three notes of both the viola slide

and the violoncello arpeggiation remind one of "Ich fihle Luft."

Ex..200--Schoenberg, String Quartet, Op. 10, fourth mov.,
measure 93.

The subject of this canon is a varied form of the Idea and then

variations on that varied form.

Ex. 201--Schoenberg, nQuartet, Op. 10, fourth mov.,
measure 93.

The soprano hints at the "Ich fUhle luft" melody in measure

95 on the words "Ich ffhle,' except the intervening A is

omitted.

Ex. 202--Schoenberg, g quartet, Op. 10, fourth mov.,

measure 95.

As we move toward the recapitulation, the first six notes of
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the row return in the second violin.

Ex. 203--Schoenberg, String Quartet, Op. 10, fourth mov.,
measure 97.

In the previous measure the violoncello has already started

the triplet figure we first found in measure 11 and then

again in measure 83. In measure 97, the violoncello adds a

pedal-point Gto this triplet figure.

Ex. 204--Schoenberg, Stri quartet, Op. 10, fourth mov.,
measures 96-97.

In measure 9% the viola augments these above mentioned tri-

plets in the f blowing manner.

Ex. 205--Schoenberg, r Quartet, Op. 10, fourth mov.,
measure 99.
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The return of the A theme (measure 100) has the "Ich

fiihle luft" melody in this changed form.
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Ex. 206--Schoenberg, String Quartet, Op. 10, fourth mov.,
measures 100-105.

This recapitulation not only contains theme A but the qgarter-

triplets found in theme B at measures 56 and 59. The bass

line from 100 to 110 is chromatic from F-sharp to a. Over

this chromatic line the other parts play on the last measure

of the soprano's recapitulation line.

Ex. 207--Schoenberg, String Quartet, Op. 10, fourth mov.,
measures 104-105.

This last example contains another hint, at least in line

contour, at the Idea, the triplet followed by the half-note.

Measure 110 sees a change in texture and intensity: tremolos,

arpeggios (second violin), extreme ranges (D - a'''), and

everyone double forte as the soprano sings, "Am but an echo

o the Holy Voice." This gradualy dies away and, at measure

120 (Sjehr jg),,we return to this planet and its familiar
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air of F-sharp. The coda section is occupied mostly with this

figure and its transformations and transpositions.

2k1 1 -011

Ex. 208--Schoenberg, String artt, Op. 10, fourth mov.,
measures 120-121.

This triplet figuration has been heard many places, the nearest

is in measure 109. Measure 120's relationship to the Idea is

more harmonic than melodic, f-sharp being outlined in the last

triplet (measure 120). "Ich ftihle luft" returns at measure 135

and then in diminution.

Ex. 209--Schoenberg, r Quartet, Op. 10, fourth mov.,
measures 135-139.

The half-step motive returns at 146 in the violoncello.

%.0

Ex. 210--Schoenberg, String artet, Op. 10, fourth mov.,,
measure 146-147.

Measure 151 has "Ich fihle luft" in triplets.
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EX. 211--Schoenberg, String Quartet, Op. 10, fourth mov.,
measure 151.

The quartet closes with two statements of a portion of the

nine-tone row in augmentation.

Ex. 212--Schoenberg, Strfng Quartet, Op. 10, fourth mov.,
measures 152-153.

Verticalization of fifths returns at the end, which were

horizontal at the beginning of the quartet. The half-step

motive returns again in the viola as it effects a mode change.

Ex. 213--Schoenberg, String Quartet, Op. 10, fourth mov.,
measures 154-156.

The need for the 12-tone method grew out of tonality't

increasing ambiguity. As composers began adding more and more

"free tones" or non-harmonic tones to a tonality, that tonality

grew more hazy. In the second string quartet there is an F-

natural in the third measure which does not belong to the key

of the quartet, f-sharp. Already the ear has been thrown off

tonal balance. The strength of the tonal system lies in clear
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cadential formulas. The more ambiguous a cadence, the less

strong the key feeling. Eventually, as in this quartet's last

movement, an atonical situation will result. Free tones become

as prevalent as harmonic tones; thus any distinguishing charac-

teristics between keys become obliterated and key feeling

disappears. Formal aspects depend on tonal juxtapositions.

The divisions between sections are marked by strong and clear

cadences and contrasting tonal regions. As cadences become

less functional, so the form becomes more amorphous. It is

a close scrutiny of major cadence points (formal division lines)

that will show the collapse of the tonal idiom. The twelve-

tone method was developed out of the need for another organ-

izing factor.

Let us look at the cadential formulas at the major formal

divisions of the f-sharp string quartet. These cadences,

numbered 1-8, occur in the following places: 1. First Mov.,

exposition-development, measures 89-90; 2. First Mov., develop-

ment-recapitulation, measures 158-160; 3. First Mov., final

cadence, measures 230-233; 4. Second Mov., exposition-dev-

elopment, measures 19-20; 5. Second Mov., scherzo-trio, mea-

suces 97-98; 6. Second Mov., final cadence, measures 273-275;

7. Third Mov., final cadence, measures 74-77; 8. Fourth Mov.,

final cadence, measures 153-156.
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All of these cadences are self-explanatory except 
numbers

one and eight. Number one, is not a cadence at alleven though

it comes at a major sectional change. Instead of a definite

close we have a deceptive situation where we are led 
into the

minor submediant (si) region of f-sharp (measure 90), 
to make

matters more ambiguous this sm is preceded by an altered super-

tonic.

Cadence number eight, which is the final cadence 
of the

quartet, is a supertonic going to a minor dominant going to

the tonic major. All the while,,the first measure has a pedal

D, which gives a strong submediant feeling. 
It could be said

that, stretching the system to the breaking 
point, the first

two measures function as a dominant, and the last two measures

are tonic.

It will be noticed in the following analysis of the

StringSQ&artet, Op. 30 that there is no pitch counting, no

making of elaborate percentage tables, there is no great

concern shown when free tones appear or the composer chose

not to follow the row absolutely. The purpose of the analysis

is to show how an Idea is still the binding force in 12-tone

composition. After all, the quartet is a musical compost ion

and that is far more important than the 12-tone method. In a

letter to Rudolf Kolisch Schoenberg says: "Meine Werke sind

Zwblfton-Kompositionen, nicht Zwofton-Kompositionen. . ."

(My works are 12-tone compositions, not 12-tone compositions)

(2, p. 131).
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The third string quartet is one of those 12-tone comp-

ositions for which the second string quartet paved the way.

Where the basic organizing factor of the second quartet is

the tonality of f-sharp, the basic organizing factor of the

third string quartet is the following set.

Ex, 214--The row of the Strinf Quartet, Op. 30.

The tonal and 12-tone situations are analogous. Where

the tonality of f-sharp furnishes all musical stuff, through

transpositions, triads (for harmony), and scale patterns; so

the row, through transpositions, verticalization (for harmony),

and many -contrapuntal devices that have been part of the

musical language since the renaissance, furnishes all musical

material. The basic difference is as follows: in tonal music

there developed an overload of non-harmonic tones, or free tones;

in twelve-tone the use of free tones is almost eliminated as

the row, in all its forms, accounts for all the tones. Thus,

12-tone music is more concise and less extravagant than most

late-tonal music. The analysis of the second string quartet

is long and drawn out-the tonal idiom is long and drawn

out and somewhat extravagant. With the third quartet,, the

analysis will be proportionately less verbose as the medium

has become less "wordy". The analysis of the second quartet
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showed that the next logical step was to free pitches 
from

the bonds of a disintegrating tonal system. 
The third quartet

is a full-blown product of that freedom. Once again, an Idea

is the generating force in the quartet.

The Idea of the third quartet is first announced by the

second violin in measure one.

Ex. 215--Schoenberg, r Quartet, Op. 30, first mov.,

measure 1.

The rhythmic pattern set up in this line forms a 
thread that

connects all the parts of the first movement. There is an-

other layer of sound, in longer note values, first spoken by

the first violin. Schoenberg has marked this line Nr (Hauj-

stimme- Principal voice).

Ex. 216--Schoenberg, Quartet, Op. 30, first mov.,

measures 5-12.

There are several points of comparison between this first

violin melody and the Idea: 1. the first five notes of the

melody bear the same Idea contour; 2. the next five notes are

in a similar contour relationship to the Idea, a superimposition

of the Idea rhythm will show this relationship:
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Ex. 217--The Idea rhythm superimposd on the violin line

at measures 9-11.

3. theilast interval of the melody, D - A-shapp is a chro-

matic alteration of the Ideas D-sharp .- A interval. All mu-

sical material in this movement comes from 
these two melo-

dies, the Idea in shorter note values 
and the first variation

of the Idea in longer note values. The pattern at measure i

takes on many forms of which the following are a 
few.

Ex. 218--Schoenberg, trrg 9Quartet, Op. 30, first mov.,

measures 13; 19-20.

It appears in shorter fragments,

Ex. 219--Schoenberg, String Quartet,, Op. 30, first mov.,

measure 24.

or with rests replacing one of the notes,

Ex. 220--Schoenberg, Quartet, Op. 30, first mov.,

measure 36.
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or the two eighths as one quarter.

10N.

Ex. 221--Schoenberg, r Quartet, Op. 30, first mov.,

measure 42.

The melody at measure 5 is taken through as many changes.

Let us not forget that this first Hauptstimme is a permu-

tation of the Idea so that when we show variants of that

first violin melody we are showing Idea evolution.

Ex. 222--Schoenberg, Str Quartet, Op. 30, first mov.,
measure 8-12.

Tho half-step E-sharp to F-sharp is a transposed inversion of

the initial Ba to Brflat; the final G-sharp to C-sharp is a

retrograde of the C-sharp to G-sharp in measure 7. The next

Hauptstimme marking encloses this line.

Ex. 223--Schoenberg, String Quartet, Op. 30, first mov.,
measures 13-18.

In note values, this line exhibits a closeness to the violin-

melody at measure 5. In pitches, the first five notes are
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the Idea. A rhythmically augmented version of the Idea can

be found in the last segment of the violoncello line.

Ex. 224--Schoenberg, i quartet, Op. 30, first mov.,
measures 16-18.

The Idea occurs again, in longer note values, at measures 25-27.

Ex. 225--Schoenberg, Strin Quartet, Op. 30, first mov.,
measures 25-27.

This same kind of treatment continues up to measure 62, Etwas

ruhiger, mo1, cantabile, where the secondary theme occurs.

The similarity between this "new" melody and the Idea is far

from abstruce.

Ex. 226--Schoenberg, Strin Quartet, Op. 30, first mov.,

measure 62.
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There are one or two instances of verticalization in this

secondary section,of which measure 76 is the most obvious.

Ex. 227--Schoenberg, String Quartet, Op. 30, first mov.,
measure 76.

In measures 91-92 the Idea is fragmented into two-note seg-

ments.

Ex. 228--Schoenberg, Quartet, Op. 30, first mov.,
measures 91-92.

While these variations and evolutions are taking place the

first violin has a long principal voice line (measures 62-93).

Its rhythmic relationship to the theme at measure five will

be obvious with a few measures q~ote.

Ex. 229--Schoenberg, String Quartet, Op. 30, first mov.,
measures 62-64.

The interval skips are wider but the relationship is clear.

The development section starts in measure 94 with a return

to the Idea that occurred in the exposition.. Articulation is
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again as in the exposition.

Ex. 230--Schoenberg, t Quartet, Op. 30, first mov.,
measure 94.

The repetition is exact except for the eighth rest where a

D-sharp "shotild be". The Idea comes again (measure 96) in

augmentation, the viola taking the final C. Again we see

verticalization, A - C.

Ex. 231--Schoenberg, trinQuartet, Op. 30, first mov.,
measures 96-97.

The development section, up to measure 123, consists mostly

of variants of the Idea. At 123 we start hearing portions

of the other long-note themes.

Ex. 232--schoenberg, trin Qartet, Op. 30, first mov.

measures 123-131.
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The development section ends on a new variation of the Idea,

all the pitches are here but in a different configuration.
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Ex. 233--Schoenberg, Str Quartet, Op. 30, first mov.,
measures 170-171.

At measure 174 we are in the recapitulation which begins

with theme B. The parts are switched around here. The ex-

tended violin line is now in the violoncello and the eighth

note figures have gone to the high strings. To illustrate

the kind of metamorphosis that occurs in a Schoenbergian

recapitulation the first three measures of the cello entrance

in theme B (measures 68-70) will be juxtaposed with their

recapitulation (viola measures 180-182).
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Ex. 234--Schoenberg, String Quartet, Op. 30, first mov.,
measures 68-70; 180-182.
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At measure 207 the Idea returns, transposed up a sixth and

rhythmically changed. The viola part is also a transposed

inversion of the Idea.

Ex. 235--Schoenberg, Str Quartet, Op. 30, first mov.,
measures 207-208.

Many familiar variations of the Idea are encountered in the

recapitulations augmentation and inversion being quite pre-

valent.

w
Ex. 236--Schoenberg, Str Quartet, Op. 30, first mov.,

measures 231-233.

There are a few instances of variants of the line from measure

five being used in the recapitulation, but they are in the form

closer to the first violin passage as at measures 43-45.

Ex. 237--Schoenberg, String Quartet., Op. 30, first mov.,
measures 235-238.
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At measure 239 we come the closest to the original Hautstmme,

but this time it is inverted and transposed as is the Idea,

which occurs in the viola and violoncello.
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Ex. 238--Schoenberg, StrIng quartet. Op. 30, first mov.,
measures 239-244.

Basically the texture does not change until we come to

the coda, measure 278. At 282 the texture changes completely

to a more vertical oriented writing which occurs in five

two-measure segments. Each segement contains the f ive pitches

of the Idea (the notes with arrows).
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Ex. 239-mSchoenberg, Str g Quartet, Op. 30, first mov.,
measures 282-283.
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At measure 291 Schoenberg returns to his eighth-note patterns

and deviates from them at measures 311-320 where rhythmic

changes move to quarter and half note triplets (9/4 and 6/4

time). In measures 314-315, in the violoncello,the Idea returns

in changed rhythm.

Ex. 240--Schoenberg, r Quartet, Op. 30, first mov.,

measures 314-315.

From 320 to 341 eighths predominate and the movement closes

on a chord that contains all the pitches of the Idea except

E and it occurstwo beats before the close.

Ex. 241--Schoenberg, Quartet, Op. 30, first mov.,
measure 341.

The second movement is cast in the form of a theme and

Variations. There are two themes, each with three variations.

The first theme presents the Idea in two ways, horizontal and

vertical.
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Ex. 242--Schoenberg, String Qurtt Op. 30, second mov.,
measure 1.

The f irst entrance of the viola is also the Idea.
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Ex. 243--Schoenberg, String Quartet, Op. 30, second mov.,
measures 2-3.

In theme B the Idea's f irst appearance is a little more hidden,

as this example shows.

Ex., 244--Schoenberg, Strn quartet, Op. 30, second mov.,
measure 11.

These two themes contrast with each other basically in rhythm

and note values used. The rhythm of theme A is more even,

there are fewer rests. Theme B has a greater forward drive

in the use of longer rhythmic patterns. In theme A the smallest
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note value is the sixteenth and the longest the quarter. In

theme B thirty-seconds abound and sixteenths are common fare,

the longest note value is one dotted quarter in measure 20.

The common factor between them is that they are both built on

the Idea.

Variation 1A opens with the Idea hidden in the two upper

voices.

Ex. 245--Schoenberg, String Qua~~e Op. 30, second tnov.,
measures 21-22.

The lower strings also contain the Idea.

Ex.. 246--Schoenberg, Sin Qurtt Op. 30, second mov.,
measures 21-23.

Variation lB opens with the Idea stated in all voices and

several pitches are duplicated in various parts of the mea-

sure. The Idea occurs f irst in the high strings and viola.
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Ex. 247--Schoenberg Quartet, Op. 30, second mov.
measure 32.

This variation continues with much the same texture up to

measure 41, where we encounter Var iat ion 2A, where the violins

embody the Idea.

Ex. 248--Schoenberg, r , Op. 30, second mov.,
measure 41.

PaSt A of the second variation comes to a close in the middle

of measure 50.

Variation 23, as might be expected, opens with the Idea

distributed among three instruments.
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Ex. 249--Schoenberg, String QuArtet, Op. 30, second mov.,
measure 50.

Variation 3A starts at the a tpo in measure 61 with a

viola pick-up in measure 60. The Idea appears in the first

measure.

Ex. 250--Schoenberg, String Quartett, Op. 30, second mov.,
measure 61.

Variation 3B begins in measure 71. The violins speak the Idea

in the first half of measure 71.
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Ex. 251--Schoenberg, String Quartet, Op. 30, second mov.,
measure 71.

The coda (measures 85-110) is in many ways a recapitu-

lation of the themes, while there are no exact repetitions,

one would not expect that, the texture and pace is much as at

the opening statements. The Idea is immediately encountered.

Ex. 252--Schoenberg, . Quartet, Op. 30, second mov.,
measure 85.

The coda is divided into four sections: 85-91, 92-97, 98-

101, and 105-110. Each section presents the hearer with an

abbreviated variation of the Idea, restating the motives and

variants found in each of the longer variations.

The third movement is in the form of a minuet and trio.

The viola states the Idea in the pick-up to measure one and

in the first measure.
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Ex. 253--Schoenberg, Strin Quartet, Op. 30, third mov.,
measure 1.

Almost immediately the Idea undergoes development as it comes

in measure six rhythmically changed and in retrograde.

Ex. 254--Schoenberg, Quartet, Op. 30, third mov.,
measures 6-7.

In this form the Idea is functioning as the second theme of

the A section of the Minuet. The Idea is scattered, at least

in its original pitch form, between the second violin and

violoncello to form the third theme group of section A.

Ex..255--Schoenberg, String Quartet, Op. 30, third mov.,
measures 9-10.

This texture remains three-part from measure 1 to measure 19

where the B section of the Minuet enters and the texture
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becomes four-part. The time signature changes to 12/8 and

there is a continuous eighth-note rhythm in the cello for

four measures (measures 19-221 where this pattern then

(measure 23) moves back and forth between the two violins.

The Idea occurs in measure 19, in a partially vertical aspect,

between the two violins and the viola.

Ex. 256--Schoenberg, String Qurtt op. 30, third mov.,
measure 19.

Measures 20-22 sees this same configuration in transpositions

and octave displacements. The primary thematic group returns

in measure 39 where the first violin speaks the Idea in its

original form.

Ex. 257--Schoenberg, Strin Quartet, Op. 30, third mov.,
measures 39-40.

At the beginning of the movement the Idea has a two-part

accompaniment, at its recapitulation the accompaniment has
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grown to five-parts. The Idea comes again, not transposed,

close to the end of this recapitulation (measures 63-64).

Ex. 258--Schoenberg, Str Quartet, Op. 30, third mov.,
measures 63-64.

This occurs six measures before the Trio (measure 69).

The Trio (measures 69-132) is in two sections with a

return of the A section at measure 107. An abbreviated Idea

is in the first measure of the Trio missing its A-natural.

1*

Ex. 259--Schoenberg, Quartet, Op. 30, third mov.,
measure 69.

The Idea does not seem to appear at the B section of the Trio

(measure 88), at least not in explicit form. The Hauptstimme

maintains a close resemblance to the minuet form of the Idea

from measure one.
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Ex. 260--Schoenberg, St Quartet Op. 30, third mov.,
measure 88.

From measure 92 to 99 note values become smaller, giving one

tha feeling of acceleration. Measure 93 has the Idea between

the violins and the violoncello, this time complete.

Ex. 261--Schoenberg, String Quartet, Op. 30, third mov.,
measure 93.

The Trio's A section returns at measure 107, with the Idea

functioning with its A-natural this time.

sumu e ie h e a

Ex. 262--Schoenberg, Strin Quartet Op. 30, third mov.,
measure 107.
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The minuet return; beginning with the latter part of

measure 132, with the Idea in the violoncello. One rhythmic

alteration has occurred; the D-sharp and A-natural are now

dotted quarters whereas in measure one they are eighth notes.

Ex. 263--Schoenberg, i Quartt, Op. 30, third mov.,
measures 132-133.

After eight measures the Idea returns in the retrograde 
form

as in the exposition. As could be expected this occurrence of

the Idea is rhythmically changed and in the violoncello in-

stead of the viola (measures 6-7).

Ex..264--Schoenberg, Quart t, Op. 30, third mov.,
measure 141-142.

At measure 145,we see the Idea in its original pitch form,

except that the notes are spread among the two violins 
and

violoncello in another permutation. The first violin part is

a partial presentation of the Idea transposed a minor third,

both C and Abeing common pitches in the original and this

transposition. The C, A, and G-sharp in the second violin

part are another transposition (a fourth) of the original

Idea.
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Ex. 265--Schoenberg, String Quartet, Op. 30, third mov.,
measure 145.

Such manipulations of the Idea occur consistently throughout

the quartet. Any complete codification of these Idea var-

iations would belabor the present analysis and make it so

long as to be cumbersome.

The Coda (measures 167-1831 opens with the Idea in a

familiar guise.

Ex. 266--Schoenberg, String Qartet Op. 30, third mov.,
measures 167-168.

The form of the fourth movement is cast in a Rondo of

A B_ A C A B A. The Idea is present in the first measure in

vertical form. Not only does this measure contain the Idea,

but also, the entire row in its original form. The first

violin part in the example below comprises the thematic

elements for section A of the Rondo.,
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Ex. 267--Schoenberg, String Qartet, Op. 30, fourth mov.,
measure 1.

Section B of the Rondo starts at measure 22 and lasts

until A returns at measure 44. The Idea appears verticalized

(C, E, A) at the beginning of part B. The missing D-sharp

and G come in the next two measures.

A

Ex. 268--Schoenberg, t Quartet, Op. 30, fourth mov.,
measures 22-24.

The character of the B section changes drastically at mea-

sure 33,where longer note values are encountered and triplet

figures enter where none have been found in the movement

before now. The Idea in its original form is found distri-

buted between the cello, viola, and first violin.
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Ex. 269--Schoenberg, Striny Quartet, Op. 30, fourth mov.,
measures 33-34.

A returns at measure 44 with the theme in the form shown

in Ex. 270 with the Idea present in its originaL form.

Ex. 270--Schoenberg, triry Quartet, Op. 30, fourth mov.,

measure 44.

After a short pause theme C enters at measure 62.

Ex. 271--Schoenberg, String Quartet, Op. 30, fourth mov.,

measure 62.
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This theme, marked Uaup;sae, contains (F, G-sharp, A)

a transposed inversion of part of the Idea. This leap of

a minor tenth is capitalized on in this section as it quickly

evolves to an inversion and in diminution.

Ex. 272--Schoenberg, String Quartet, Op. 30, fourth mov.,
measure 63.

These sixteenths appear throughout section C as thirds, ver-

ticalized, and rhythmically changed to

Theme A is recapitulated at measure 99 in new dress.

Ex. 273--Schoenberg, Striry Quartet, Op. 30, fourth mov.,
measure 99.
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The first beat of the preceding example is the Idea totally

verticalized. Section B is recapitulated beginning in measure

128.

IF I -- A F F_ _O_

I M If FE1
itG

Ex. 274--Schoenberg, r Quartet, Op. 30, fourth mov.,
measures 128-130.

As one pitch was missing in the B exposition, so now another

(D-sharp) is missing in the recapitulation. The texture

remains generally the same until the transition to A, from

measure 144 to measure 150, where triplets abound. This

section is quite similar to measures 33-37 in section B.

Theme A returns in the following form.

- I--- -

Ex. 275--Schoenberg, String Quartet, Op. 30, fourth mov.,
measure 151.
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The Idea is again in its original form in the first half of

the measure. The triplet patterns return from measures 173-

184. The coda, measures 186-209, starts with theme A in in-

version, with the Idea verticalized on the first beat.

- I f I|

Ex. 276--Schoenberg, Strin Quartet, Op. 30, fourth mov.,
measure 186.

At 192, the rhythms found in the C section (measures 68-72)

return in the first violin. These continue until the A theme

returns in the viola (measure 202). Juxtaposed with theme A

is a sequence of half steps, D - C-sharp, F - F-sharp, B. -

A-sharp, and G-sharp - A, in half notes. The Idea contains

one such half step as the row contains three half steps in

all. The quartet ends with the f irst violin playing the

same original half step found in the Idea.

Ex. 277--Schoenberg, r Quartet, Op. 30, fourth mov.,
measure 209.
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In the essay "Criteria for the Evaluation of Music",

Schoenberg, in speaking of composition, states clearly what

the consequences of analysis of this sort done in this work

are to be, ". . .of connecting, ideas through developing

variation, thus showing consequences derived from the basic

idea. * *" (4, p. 186).
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CHAPTER III

EDMUND HUSSERL: THE WAY TO THE TRANSCENDENTAL EGO

Introduction

Edmund Husserl's philosophical development into trans-

cendental phenomenology has been divided into three phases

(16, p. 74). The first phase or pre-phenomenological con-

stitutes Husserl as the mathematician seeking the ground 
of

his art in psychology. His first published work, Obe rden

Begriff der (Q a d(4t e of umbe) follows the psych-

ological trends of the times. Husserl argues that number

would be impossible without concrete experience. Number then

becomes contingent on experience and therefore has a purely

psychological foundation (15, p. 61). His second published

work, fhe Phlosoph of Arithmetic (1891), sounds a similar

note. In this book he ". . .argued that the principles of

arithmetic were essentially truths of psychology. . ." (15, p. 59).

Husserl's psychologistic grounding of the idea of number

underwent vigorous criticism by the mathematician Gottlob

Frege (1848-1925). In the foreword to the 1900 edition of

Logical investigations Husserl states clearly his, and Frege's,

consternation with the psychologistic approach.

But once one had assed from the psychological connection
of thinking, to the logical unity of the thought-content

(the unity of theory), no true continuity and unity 
could

be established. I became more and more disquieted by

124
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doubts of principle, as to how to reconcile the objec-
tivity of mathematics and of all science in general,
with a psychological foundation for logic. In this

manner my whole method, which I had taken over from the

conviction of the reigning logic, that sought to illum-

inate the given science through psycholoical anal ses,
became shakn, and I felt myself more and more pushed

towards general critical reflection on the essence of

logic, and on the relationship, in particular, between
the subjectivity of knowing and the objectivity of the

content known. Logic left me in the lurch wherever I

hoped it would give me definite answers to the 
definite

questions I put to it, and I was eventually compelled to

lay aside my philosophical-mathematical investigations,
until I had succeded in reaching a certain clearness on

the basic questions of epistemology and in the critical
understanding of logic as a science (7, pp. 42-43).

This work on logic, which attempts to formulate an objective

basis for logic that is free from psychology, takes us into

the second phase of Husserl's work. This phase places equal

emphasis ". . *on both the subjective and objective aspects

of experience in their essential correlations" (16, p. 74).

The third major phase in Husserl's phenomenology is a kind

of return to the subjective, but it is a subjective that has

been raised to the transcendental level and is not just the

subjective of empirical psychology.

There are four ideas that seem to remain constant through-

out Husserl's development, the idea of philosophy being a

rigorous science, philosophic radicalism, what Herbert Spiegel-

berg calls the "ethos of radical autonomy" (16, p. 84), and

the preponderance of subjectivity.

From Husserl's fundamental questions concerning the ground

of mathematical truths to his entrance into transcendental

egology his demand for the methods of a rigorous science are
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evident. It must be pointed out that the concepts of jssen-

schaft are more encompassing to the German than the Anglo-

American. Science here is not only the inductive natural

sciences but the deductive science of mathematics. It is a

deductive science of philosophy that Husserl was searching

for-which must become the foundation even of the inductive

sciences. Husserl did not criticize inductive science from

the standpoint of an anti-escientific attitude, his criticism

was one of foundations. Science, by the end of the 19th

century, had degenerated into the study of fact. This factual

bent is exemplified in all forms of naturalism and positivism.

To Husserl naturalism is the doctrine that sees the physical

as the only real. In such a doctrine the ideal is excluded or

admitted by making it a physical reality. In this natural-

ization process, psychology had naturalized consciousness and

ideas. Husserl shows that the objectivity to which naturalism

lays claim is ideal and thus contradicts naturalism's own

principles (9, p. 9). The new science toward which Husserl

was working will be rigorous in the sense that the knowledge

gained is to be built upon reason and not metaphysical spec-

ulations. In such a rigor there is a natural sequence of

steps. It is to be a constantly critical rigor, not the

rigor of the "exact sciences" whose foundations are not flaw-

less. A letter of Husserl's attests that ultimate clarity is

the objective.
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I have been through enough torments ( alen) from lack

of clarity and from doubtthat wavers bac nd forth

Only one need absorbs me:. I must win clarity, else
I cannot live; I cannot bear life unless I can believe

that I shall achieve it (16, p. 82).

Philosophic radicalism is one of the characteristics of

Husserl's phenomenology that set it apart from other trends

of his day. While science and psychology were thrusting

knowledge and human experience into models and pigeonholes

and discarding that which would not fit the presupposed,

Husserl radicalized thought in trying to grasp its very essence

and that of consciousness. The radicalism consists in a going

to the roots of knowledge---to its ultimate foundation. Such

a thoroughgoing philosophizing had not been attempted since

Decartes' Meditatonl. To discover the ultimate roots of our

knowledge we must turn to that of which we have knowledge

.... ,.things-in -themselves--or phenomena. In using the epoche

and reduction, Husserl dug deeper and deeper into things known,

continually trying to give a completely honest and rigorous

account of "things". He became aware that the roots of the

known world lay deeper than in the phenomena themselves; this

led him to turn to consciousness as the root of our knowledge.

The initial "turn to the object" was supplanted by a "turn

to the subject." Such a turn led to a presuppositionless

philosophy (Voraussetzgs2). A presuppositionless program

does not mean a "total rejection of any beliefs whatsoever"

(16, p. 83). For Husseri, presuppositionlessness meant merely

to eliminate all presuppositions that have not been rigorously
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examined. "It is thus not freedom from all presuppositions,

but merely freedom from unclarified, unverified, and unveri-

fiable presuppositions that is involved"-(16, p..83). In

Logical InvestigationsHusserl says this of the principle of

freedom from presuppositions: "This principle, we think, only

seeks to express the strict exclusion of all statements 
not

permitting of a comprehensive phenomenoloical 
realization"

(7, p. 263).

The third constant in Husserl's philosophy is the ethical

motive. Spiegelberg calls this the "ethos of radical autonomy"

(16, p. 84). In 1934 Husserl wrote in these terms on the

ethical character of philosophy.

Philosophy is the expressive tool (2Lga) of a new type
of historical existence of mankind, namely existence
based on the spirit of autonomy. The genuine shape of

autonomy is that of scientific responsibility to one-

self. The prime shape of cultural products coming from
such a spirit is the sciences, which in turn are de-

pendent members of the one full and complete science,
philosophy (16, p. 84).

"Scientific responsibility to oneself" starts with self-

knowledge and responsibility to oneself. Husserl calls this

a "universal self -examination and at the end of the Cartesian

Meditations quotes St. Augustine, "Do not wish to go out;

go back into yourself. Truth dwells in the inner man" (3, p. 157).

This affair with the self is not a personal affair. The

philosopher, illuminated through self-knowledge, becomes the

agent (Funktionr) of all mankind. Through a social and

cultural self-examination there must emerge a reconstructed

humanity. The spirit of Sokrates and Plato loom on the



129

phenomenological horizon. Talk of ethics, self-examination,

reconstructings of humanity smacks of theology, religions 
and

dogmata. Husserl's attitude toward theology is somewhat hazy

because he rejected, on moral grounds, all territory that he

had not examined himself. There are three areas of contact

with theology: he hoped that phenomenology could in some way

be helpful in theological insight, he repudiated any kind 
of

theological dogma, and he disclaimed theism. Quoting exten-

sively from unpublished Husserl manuscripts, Carlos Astrada,

in Fenomenogiay Prxi 1 maintains the idea that Husserl-

ian phenomenology is nothing but teleological theism (jeleo-

logismo tj ico) (1). Phenomenology is described as "a

teleological philosophy, as a non-confessional road towards

God" (MS, E III 10, pp. 18-19) (1, p. 41). "Teleology guides

us to know that God speaks in us, that God speaks in the

evidence of the decisions that, through all the manifestations

and aspects of the finite world, point to infinity" (MS, K

III 10, p. 106.) (1, p. 44). The relationship between Husserl-

ian phenomenology and theology will remain a moot point until

all Husserl's manuscripts are published and available to the

general public.

The fourth constant has probably had the most far reaching

effects on subsequent philosophy, and is a constant thorn in

lTranslations are by the author of the present study.
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the side of some phenomenological heretics and the uninitiated.

"The wonder of all wonders" is subjectivity (ideen1 tf).

The rigorous quest among objectivities led Husserl 
to the

I A&-..the subjectivity through which fL objectivities are

known. Subjectivity is the primal stuff out of which the

cosmos has its Being.

Whether convenient or inconvenient, and even though

(because of no matter what prejudices) it may sound

monstrous to me, it is the primal matter-of-fact to
which I u hold fast whicWhasT 1itloso~Wermust
notaisregarfFoa"'iI n gle instant. For children in

philosophy this may be the dark corner haunted by the

spectres of solipsism and, perhaps, of psychologism, of
relativism. The true philosopher, instead of running

away, will prefer to fill the dark corner with light
(5, p. 237).

This "dark corner" is the starting place of each individual

in quest of self-knowledge. Illumination of the self through

knowledge will bring the knower into pure and lucid contact

with the transcendental self and radically reconstruct his

whole life-style. Understanding of subjectivity and the

consequent individual ethical renewal cannot help but spill

over into the Lebenswelt. The very nature of transcendental

subjectivity excludes the possibility of ethical 
solipsism.

The wonder of all wonders truly is subjectivity.

Pre-phenomenological Period

In this period of Hussdrl's development the main shift

was from logical-psychologism to a middle ground between

psychologism and anti-psychologism. While abandoning the

psychologistic cam Husserl would not go as far as Frege in
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making logic completely normative and thus into a completely

anti-psychologistic stance (14, p. 56). Initially psycholo-

gism was limited to making psychology 
both a necessary and

a sufficient foundation for logic. LaterHusserl's concept

was widened to include any attempt to convert 
objects of any.

type into psychological experience. 
Psychologism is seen as

finally leading to sceptical relativism 
which in itself is

an absurdity. Sceptical relativism denies the possibility of

knowledge while asserting its own truth. 
The consequences of

a complete psychologism are succinctly put 
by John Wild in

the essay "Husserl's Critique of Psychologism."

t. To speak of what is true for a certain species 
or

kind of being implies that the very same 
content is

false for another species or kind of 
being. But the

same content cannot be both true and false.

ii1 To make truth .depele-rt upon the constitution 
of a

certain species is to base 'it upon a fact which 
is in-

dividual and temporally determined. The truth about a

fact must not, of course, be confused with 
the fact.

III. if truth is essentiall qualified by the human

constitution, it f -that should this factual con-

stitution cease to exist, truth would cease to exist.

It would thus hold true that no truth holds true.

IV. If the factual existence of a species (for example

man) causes its own existence, we are 
led to conclude

Efs f actual being is cuasi
We cannot subject iv t et ithwithout subjectiviting

all that which such truth intends (2, pp. 22-23).

Husserl attacked psychologisms on the assumptions: 
that all

thinking is derived from psychology; the subject matter of

logic is nothing but psychological phenomena; 
and, that logic

is the proper study of psychology. Russerl's answers to the

above assumptions were that any truth could 
be relevant for

rules of thinking; logic is not "concerned with the operations
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in which we form concepts, judgements," but with the products

of these operations; logic does not concern itself with feelings

of self-evidence qua feelings (16, p. 95).

Out of this critique of logical-psychologism there 
evolved

a concept of pure logic. The idea of a pure logic was not

original with Husserl. Kant, Herbart, Lotze, Leibniz, and

Bolzano must be counted among the advocates of pure logic

(16, pp. 95-96). The appellation "pure" simply means that it

is a logic that is unmixed with anything sensuous or empirical

as psychology would have it be. To this older concept of pure

logic Husserl added several original features. The main

addition is a two-layered logic. The first layer is that of

apophantics (the theory of predicative judgements). 
The

statements studied by logic are composed of meanings that 
are

there before logic "judges" them. The second layer is the

"things" to which these meaning-full statements refer. The

study of these "things" Husserl termed formal ontoloiy. Later,

in ffjand Transcendental Logic, Husserl added another

important third concept to pure logic: the ideal, transcen-

dental structure of speech, i.e., "identical sentences that

express propositional meanings: ideal because when spoken

at different times the meaning does not change" (16, p. 97).

They are transcendental in that the meaning transcends 
the

limitations of time and space. The meaning of the statement:

"The cat is on the mat" is the same whether spoken by Husserl

in German or by Plato in Greek--the meaning transcends.
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The Beginnings of Phenomenology

Phenomenology began as a search and a "descriptive study

of the processes in which the entities studied in pure logic

are presented" to consciousness (16, p. 102). Husserl wanted

to found pure logic in experience, albeit experience of a

special nature; whereas pure logic in an orthodox 
sense had

always separated logic from psychic phenomena and from psy-

chology. What was needed was a psychology of thinking. The

initial thrust of "phenomenology" was not descriptive psy-

chology in a new suit of clothes. Phenomenology was not to

be a description of the actual objects of experience but a

radical study of the "ideal types of. logical experience cor-

responding to the ideal logical laws" (16, p. 102). Whether

or not such types of logical experience had an objective

counterpart has no bearing on the case. The fact that they

exist in consciousness is enough to warrant phenomenological

scrutiny. Thus, phenomenological insight will be a riorl.

"Phenomenological statements are a priori because they are

true independently of facts of this world. . ." They are

a giori "to the extent that the statement's truth is logically

independent of the truth or falsity of empirical statements."

"These statements will be non-empirical because they are

statements about appearances of objects and not the object

itself" (11, p. 25). This a priorism is not a pie-in-the-sky

metaphysics that forgets the object intended through conscious-

ness. The objects intended become better illuminated by a
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complete phenomenological understanding of their conscious

parallel. The parallelism between the subjective act 
and its

objective referent must never be lost in analysis.

This parallelism forms the basis for a correlative in-

vestigation under which both aspects of any phenomenon

are to be studied and described in conjunction. To

study one without the other would be an artificial 
ab-

straction which may have its uses, but which ultimately

requires reintegration into the context of the 
concrete

experience from which they have been isolated. 
This is

what Husserl later on came to call the parallelism be-

tween the "noetic" (act) and the "noematic" (content)
(16, p. 103).

The concepts of noesis and noema are extremely important 
in

that they stand in direct relation to the two layers of lo-

gical thought. They also allow the phenomenologist to keep

seperate his act of thinking (noesis) and the content 
of his

thought (noema). Phenomenological illumination would be

impossible without the basic distinction between 
the act of

thinking and the thought-content. The distinction between

the thing perceived and the act of perception then and only

then .becomes clear. It is through this clarification that one

can back away from phenomena and view them-as-they-are

(6, pp. 255-281).

Having reached the grounding of pure logic in conscious-

ness it might be a good idea to look at some of the concrete

investigations in the areas of semantics, universals, inten-

tionality, and intuition.

Husserl distinguished four areas in his study of seman-

tics. The manifestation of meaning or what an expression
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signifies can change from person to person.

The presentation I have of Greenland's icy wastes cer-

tainly differs from the presentation Nansen has of it,

yet tne object is the same. Just so the ideal objects
straight line and shortest line are identical, but
thepresentations - straighrtmeing suitably defined -
different (7, p. 590).

Different meaningful statements can refer to the same object,

for example "Husserl," "a phenomenologist," "a mathematician,"

"the father of Gerhard," etc. There are also self-contra-

dictory meanings; that is, statements that are not matched

by an object meant: a square circle. There are also symbolic

meanings and intuitive meanings. The statement 'This tree is

green' is an intuitive statement because the statement in-

cludes its contents---the tree and its greenness. This same

intuitive statement can be made symbolic: 'This S is P,'

"an ideal form whose range of values consists solely of in-

dependent propositionall) meanings" .(7, p. 511). This sym-

bolic statement points to its object and does not contain

the object. Finally, the one ideal meaning that a multiple

of meaningful statements points toward is an ideal entity and

not just a psychological datum (16, p. 105). The integer

4 is an ideal entity at which one may arrive through various

meaningful statements, for example, 2 + 2; 1 + 3; 6 - 2; etc.

From such numerical expressions, as those above, it is easy

to be lead to the problem of universals. These universals come

from "identical meanings for numerically seperate expressions..

(16, p. 105). The essences thus apprehended are brought to

light through a process called ideation. Ideation becomes a
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referral from concreteness to the idea of that concreteness.

Thus, "we rise to the inwardly evident recognition of the

identity of these ideal unities which are meant in our single

acts" (7, p,. 149). Ideation and abstraction from particulars

are a cornerstone in the totality of phenomenological method.

Without the act of ideation "the adequate survey of conceptual

essences, and of the universal validity rooted in those essen-

ces" would be impossible (7, p. 833). Ideation allows us to

go beyond the "thatness" of an object and contemplate its

"whatness". Universals not only can be derived from concrete

objects but also from objects of our fantasies. No judgemen-

tal priorities as to reality can be drawn when confronted

with experience. I can, in fantasy, experience a unicorn.

The validity of that unicorn is in no way compromised, nor

are its universal qualities prejudiced, by there being no

physical teferent.

The Red, the Triangle exemplified in mere phantasy is
speclElcally the same as the Red, the Triangle exemplified
in our percepts. Our consciousness of the universal
has as satisfactory a basis in perception as it has
in parallel imagination, and, wherever it arises, the
idea Red, the idea Trianle, is itself apprehended, is
intuitfl in the one unique way wtEEcermits no dis-
tinction between image and original (44, p. 801).

That these universals apprehended are entities of their own

does not imply that they are real, eternal, or changeless as

Plato thought them to be (see Phaedo, 78). Universals are not

superior in any way to the particulars from which they are

intuited. No hierarchy is ever set up upon which great meta-

physical theories could be spun. Such non-judgemental action
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is part of the phenomenologist's credo to accept things as

they are without demanding credentials of relative value 
from

experience.. These universals are not discovered and 'cleared'

by objective consciousness but through the agency of the 
sub-

jective side of consciousness. The universal is derived from

the objective perceptual experience of particulars. Ideation

then distills the essence from these particular experiences.

Intentionality, the next of Husserl's concrete investi-

gations, is a dark corner for all non-phenomenologists. With-

a little concentration maybe we can light that dark corner

and help dispel its chimeras. Quite simply, intentionality

means that consciousness is always conscious of something.

Consciousness is object-directed whether that object be intra-

or extramental. In this sense of directedness towards, con-

sciousness intends the object. The act of creation is in-

extricably bound with the mind's intentionality. Such a

concept is in direct line to Husserl from Brentano back to

St. Thomas. We participate in the being of other objects

through the mind (13, p. 52). In reality, this intentionality

goes back to Aristotle where he states that "the soul is in

a way all existing things" (De Ani III, 8, 431b, 21). The

mind is the matrix out of which all existing things become

knowable. Things are intended by the mind--extended from

consciousness. Existence is in a real sense objectivated

subjectivity, but in such a way that things fold back on the

intender. Subjective thought becomes object which is in turn
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synthetically subjectivated to essences. Subject-object

becomes a meaningless tautology in the transcendental nature

of consciousness. The most apt example is that of the cycle

of musical composition, performance, and reintegration into

the subjective life of the listener:.

Franz Brentano, in his reintroduction of the concept

of intentionality, made it the distinguishing mark between

physical phenomena and psychical phenomena, physical pheno-

mena being non-intentional and psychical phenomena being

intentional. Husserl maintained that a clear distinction

between physical and psychical phenomena is not always possible.

Intentionality was not the distinguishing characteristic of

all psychical phenomena (7, pp. 552-556).

Through intention we are able to connect the parts of

an object to make it a whole. In looking at any object the

sides not within my perceptual horizon arouse expectations

as to their composition. Intentionality will synthesize

into a whole object a series of seemingly unconnected per-

ceptual stances. There occurs in consciousness a concat-

enation of perceptions which produces knowledge of all the

perceptual aspects of an object, either concrete or fanciful.

Intention also constitutes the intentional object.

"Hence the intentional object is no longer conceived as the

pre-existent referent to which the intending act refers as

already given, but as something which originates in the

act" (16, p. 110). This gets us into the realm of phenomenological
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constitution which will be considered later when we discuss

transcendental phenomenology and time consciousness.

The final area of investigation in this early period

of phenomenology is intuition. Spiegelberg rightly labors

over a correct translation of Anschauung (the German word for

intuition), for intuition in English has many connotations

that are in no way connected with phenomenological intuiting.

Intuition is not something that women are supposed to have

in abundance. Intuition in not used in "the sense of an

inspirational idea or an instinctive anticipation" (16, p.. 117).

Intuition is a mode of viewing objects, that mode being

phenomenological. Looking at objects, studying their con-

figuration, synthesizing various intuitions, varying these

Anschauungen in imagination in order to gain insight into the

limits to which a phenomenon can be varied before it loses

its character; then and only then will one have Wesensschau,

that glance at the universal aspects of a class of phenomena.

From the previous consideration of ideation it should be obvious

that intuiting general essences is closely allied to ideation.

Genuine verifiable knowledge is only possible after intuition

of phenomena occurs on both the particular and the universal

levels.

"First Philosophy"

So f a; the function of phenomenology has been to rebuild

pure logic. Husserl became aware of the possibilities of a

much wider application of phenomenology other than just to
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logic. He began a new philosophical approach by a repudiation

of phenomenology as descriptive psychology in the style of

Franz Brentano. "Now it became the study of the essential

structures of the acts and contents of consciousness, a study

to be based not on mere empirical generalizations but on the

intuitive grasping. of the essences of the phenomena, the Sachen"'

(16, pp. 118-119). The main areas of consciousness that came

to interest Husserl phenomenologically were perception, imag-

ination, image consciousness, memory, and the consciousness of

time, It is this last area of study that Husserl developed

most fully his ideas on intentionality (10).

Through his spiritual espousal of Descartes and Kant

and an intensive critique of consciousness, Husserl came to

see phenomenology as the only way to knowledge.

The insight will be awakened that genuine philosophy,
the idea of which is to realize the idea of Absolute
Knowledge, has its roots in pure phenomenology, and
this is so earnest a sense that the systematically
rigorous grounding and development of this first of
all .philosophies remains the perceptual precondition
of all metaphysics and other philosophy "which would
aspire to he a science" (6, pp. 45-46).

At this time Husserl introducted a new method of securing,

pure and lucid intuitions of phenomena. He called it

"epistemological reduction." It is suspension of belief

in the phenomena to help free them from all transcendent

preconceptions and interpretations. It is a way of getting

back to things themselves. Husserl closed his essay on a

rigorous science (9) with the battle-cry Z uden Sachen se lat.
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In returning to things, it is not to the objective correlate

that we return, but to their appearance in consciousness.

It is a subjective reflection that is called for.

What the phrase does mean is the refusal to make
philosophical theories and the critique of such theories
the rimary and, at times, the all-absorbing concern
of philosoph tYs does much linguistic analysis and
criticism (16, p. 122).

It would not be a distortion of the meaning of Zu den Sachen

if one were to substitute for "philosophical", "musical" in

the above quote. A phenomenology of music will make "music"

the primary concern, not musical theories nor "the critique

of such theories."

Phenomenology and the Transcendental

Eve type of first-hand intuiting (originr ebende:
Anschayg) forms a legitimate source of owledge
t st Uelle); whatever presents itself to us by
"htUti on" irst hand, in its authentic reality, as
it were (sozusa en in seiner leibhaften Wirklichkeit),
is to be acceted sp1yTE th thing ai-wh-ichTT
presents itself, yet merely within the limits within
which it presents itself (6, p. 92; 16, p. 128).

Whatever presents itself is the given. This is not the first

time givenness has been proclaimed in philosophy. Empiri-

cism and positivism would not exist without presupposing a

well developed concept of what the given is and is not.

Where roads diverge between empiricism and phenomenology is

in the interpretation of the given. The fight turns out to

be, not over particular 'givens', but over the possibility

of universals as being genuinely given in perception.

Positivism and empiricism say that universals are not given in
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the sense that experiences are given, that is, as sense data.

Husserl says that these two schools are guilty of 
a negative

prejudice which does not allow them to see beyond 
particular

sense data (6, pp. 85-87). Husserl used mathematical insights

as a primary example of universal givenness. Phenomenology

has no real fight with positivism other than the latter's

restriction of givenness to sense data. "If by 'Positivism'

we are to mean the absolute unbiased grounding of all science

on what is 'positive', i.e., on what can be primordially

apprehended, then it is we who are the genuine positivists"

(6, p. 86).

The principle of givenness, as Husserl seems to advocate

it, remains dubitable. It seems that preceptions are to be

accepted at face value at the risk of there being no illusion.

Later steps in the transcendental will show that such a

fundamentalistic interpretation of givenness is probably not

what Husserl had in mind.

Whatever Husserl'S own final meaning is, I submit
that it would be unsafe to claim for the given more

than a arent authenticity. It would certainly be
uncritLtaI, not to say unphenomenological, to accept
phenomena at their face value. Such an interpretation
of the elliptical expression "self-givenness" would

prejudge the issue, if not beg the question (16,. p. 130).

There are four areas in self-givenness that remain

ambiguous. Phenomenology has not yet clarified the distinguishing

features between "(1) the total object given, (2) its sides

confronting the subject face to face, (3) the perspective

aspects which these sides present from different positions
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(frontal, lateral, close, or removed), and (4) the sense

data (Husserl's 'hyletic data'). . ." (16, pp. 130-131).

In spite of the furor that the concept of self-givenness

always raises, there are several points that cannot be over-

looked. Givenness is seen as being the view that the world

is made up of items just waiting to be perceived. In the

transcendental Husserl, such an ac-cusation does not fit in

view of the idea of tracing "the given to certain constituting

acts" (16, p. 131) by consciousness. There are elements in

the objective perception of the concrete over which we seem

to have no control. Givenness, then, is meant to draw

attention to these non-subjective elements in perception.

The given is not the only philosophical concept 
which

has remained ambiguous over the centuries. The act by which

we perceive the given, whether it be particular 
or universal

or a combination of both, has received as much verbiage as

the given. This act is, of course, perception. There are

several places where Husserl defines perception: "That which

is self-evidently given is, in perception, experienced as

'the thing itself,' in immediate presence, or, in memory,

remembered as the thing itself. . ." (4, pp. 127-128);

"* ..it is to see it, to touch it, to smell it, to hear it,

etc.. * * (4, p. 157). Perception is an act which gives us

mere presentations of objects (7, p. 712). Husserl's paradigm

object was always the three-dimensional thing in space. 
Modal-

ity in the perception of objects in space becomes important
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in phenomenological description. Objects are known face to

face but the mode of appearance becomes more shaded as parts

of the object recede from view as corners are rounded 
until

the back of an object can be known only in imagination 
or

memory. Modes of clarity and modes of vagueness will emerge

in phenomenological description of perceived 
objects. It is

necessary to be cognizant of the limits of such shadings if

particular object-knowledge is desired 
and is even more im-

portant when intuiting essences. Such modality and perceptual

shadings do not seem to exist when considering objects 
of

purely inner perception.

In Erfahrung und yrteLl,HUsserl distinguishes 
three

steps in perception which usually occur in one unified 
act,

but nevertheless make up the totality of perceptual acts.

These steps are plain seizing and retention, explicating

contemplation and explicative synthesis, and seizing the

percept in relation to other objects (16, p. 132).

For Husserlthe highest criterion for knowledge is

that it be selfo-evidfnt. In writing about knowledge in

Logical InvestiatiOns he says this about evidence: ". * .if

it is to be called 'knowledge' in the narrowest, strictest

sense, it requires to be evident, to have the luminous

certainty that what we have acknowledged is. * *" (7, p. 60).

At the time of writing LogiIcal investigations, self-evidence

was -for Husserl a fool-proof guarantee of truth; however,

towards the end of his life he felt the need for a new critique
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of self-evidence, having abandoned the fool-proofness of

self-evidence. Working out the nuances of self-evidence in

regard to its adequateness or inadequateness allows us to

decide how fully an object is represented to us by its self-

evidence (16, p. 133).

The central concept around which ideation, intuition

of universals, and perception turns is that of reduction or

epochs. There are basically two kinds of reduction, philoso-

phical and phenomenological, the latter also goes under the

synonymous terms "transcendental reduction" and "intentional

analysis." Of philosophic reduction Husserl writes:

The philosophic iroJ, which we propose to adopt, should
consist, when exlicitly formulated, in this, that in

respect of the theoretical content of allprevious
Phl os ~we shall abstain .rom Passingan ir-
menta ,ta our oha~discussion a res-

t e rir js impose YttShl bstnt ion (6, ppTW80-81).

Husserl came to apply this abstention "from passing any judge-

ment at all", in respect to past philosophy, to the whole range

of phenomena, formulating what is termed the phenomenological

reduction. "What it does imply is best indicated by the

literal meaning of the term: a leading back to the origins

of which our all too hasty everyday thought has lost sight"

(16, p. 133). Husserl took as his philosophical mentor Des-

cartes and Descartes' radical return, but does not doubt#

as Descartes doubted, the existence of the things reduced.

"The primary function of all reduction is to prepare us for

a critical stock-taking of what is indubitably given, before
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our interpreting beliefs rush in" (16, p. 134). "The purpose

of such a stance is to enable the perceiver to 
obtain un-

clouded and unprejudiced perceptions-to accept 
phenomena

on their terms instead of prejudging them and forcing them

to fit preconceived models" (11, p. 23). At another place,

Husserl termed the phenomenological reduction as "this 
ubi-

quitous detachment from any point of view 
regarding the ob-

jective world. . ." (8, p. 8). In the same work, Paris Lectures,

he describes the man before epochJ as living "immersed naively

in the world" (8, p. 14); whereas, after epoch4 "I become

the disinterested spectator of my natural and worldly ego

and its life" (8, p. 15).

In performing the reduction Husserl distinguished 
two

stages, eidtic reduction, and the ghenomenoloical reduction

2roper.. These two stages are to be distinguished from philo-

sophical reductionwhich is an historical 
reduction in that it

brackets past philosophy and philosophical systems. Eidetic

reduction involves the previous concept of "ideation" as it

is the intuiting of essences, thus the use of the Platonic

term ejios. The most that eidetic reduction accomplishes

is to purify phenomena from the cloudiness that 
can result

in reflecting on a multiplicity of phenomena. Phenomenological

reduction involves a suspended belief in the existence 
of the

object and indeed our everyday life. It asks that you intuit

essences, analyse and describe without ever giving thought 
to

the reality of the phenomena. Husserl uses the mathematical
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term "bracketing" for this suspended belief. Bracketing does

not mean we suspend completely our consciousness of the exis-

tence of phenomena and our beliefs in phenomena. What we must

do is to stop attaching so much weight to such beliefs. "We

are merely to stop identifying ourselves with such beliefs

in the sense of a definite commitment" (16, p. 135). At this

point in the development of bracketing techniques Husserl grew

more obscure in just what the subsequent steps were to involve.

He often referred to it as "the most difficult thing ever

attempted in philosophy" (16, p. 135). Increasingly epoche

became a reduction toward something (Redukt ion auf. .

rather than a movement away from the whole natural world.

"The goal of this movement is none other than transcendental

subjectivity"' (16, p. 136). Transcendental reduction becomes

the preferred term for phenomenological reduction. It seems

to imply that its purpose is to inhibit all references to the

"'transcendent' as the intentional correlate of our acts and

to trace them back to the immanent or 'transcendental' acts

in which they have their source" (16, p. 136). In Crisi

Husserl explains the results of the transcnedental reduction:

And there results finally, taken in the broadest
sense, the absolute correlation between being of every

sort and every meaning, on the one hand, and absolute

subjectivity, as constituting meaning and ontic va-

lidity in the broadest manner, on the other hand

(4, p. 151-152).

The ethical renewal spoken of earlier is possible only after

the individual has experienced and lived in a phenomenological

stance and done transcendental epoch&. The religious overtones
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become increasingly louder the deeper into phenomenological

reflection one delves, and phenomenological reflection amounts

to a kind of conversion. In Husserl's words:

Perhaps it will even become apparent that the total
phenomenological attitude and the corresponding epoch4
is called upon to bring about a complete personaF
transformation (Wandlung) which might be compared to
a religious conversion, but which even beyond it has
the significance of the greatest existential conversion
that is expected of mankind (Husserliana VI, 140; 16,
p. 136).

It is not a sterile bleak universe that we are left with

after epochS, it is a clear, lucid and well-illuminated con-

sciousness in all its rich facets that remains. Believing

consciousness is not affected during the reduction; it is the

content of consciousness that remains suspended. This phenom-

enological residue Husserl liked to term the "ego cogito co-

gitata," I QtL4nthoughts

The phenomenological ego characterized in the state-

ment gO gto cogitata was at first rejected by Husserl

(see the first edition of Logical Investigations). When he

published Idejas (1913) there had been an about face on his

part.

The Ego appears to be permanently, even necessarily,
there, and this permanence is obviously not that of a
stolid unshifting experience, of a "fixed idea". On
the contrary, it belongs to every experience that comes
and streams past, its "glance" goes "through" every
actual gs)4o, and towards the object. . .But the Ego
remainsfse identical. . . The pure Ego appears to be
necessary in principle, and as that which remains ab-
iuT~ey self -identical in all real and possible changes
of experience, it can in no sense be reckoned as a real
Af ogbphase of the expeiTenceWthemselves (6,~p.'1727
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This ego is not a substance a la Descartes. There is a

strict distinction between the Ego and any psychological

self which has not been scrutinized under the phenomenological

eye (16, p. 140-141). Husserl finally adopted Leibniz's

term "monad" for the phenomenological Ego. The monad comprises

not only the immediate "vividly streaming present", 
but also

transcendental characteristics comprising its past, 
future

and all potentialities (Husserl quoted in 16, p. 141).

The absolute cogitations are the same as those enumer-

ated by Descartes in the second Meditation. They comprise

doubting, understanding, affirming, denying, willing, re-

fusing, imagining,and feeling. Husserl added to these

all intentional acts and parts of acts that have been 
un-

covered and clarified phenomenologically. One example is

the shades and nuances uncovered in djg. (implied beliefs).

Such cogitations are made of two parts, the hyletic data

(its raw material) and the intention that gives 
it "life".

It is here that Husserl distinguishes between noesis and

noema, noesis being the act of cogitating and noema 
being

the content of such cogitations (6, pp. 255-281).

The cogitata, or the noematic content, are the "inten-

tional objects of our cogitations in their capacity of being

referred to: for instance, the perceived page as being per-

ceived, the imagined author as being imagined, etc." (16,

p. 142). What, if any, is the connection between the cogitata

and its cogitations? In a manner of speaking they have an
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indubitable being. Continuing Spiegelberg's example, the

reader being faced with a white page with black marks on it

is being faced with something the being of which he cannot

doubt. Again, it is important to remember that it makes no

difference whether the reader be in a sleeping or waking

state or hallucinating. Such a phenomenon is pure and cannot

be endangered by questions of physical reality. There is

another sense in which a cogitatum refers to a real object.

This page is .a reality which exists in and of itself and is

potentially capable of being written. upon or converted into

smoke. From these thoughts on cogitata we are lead to another

perennial philosophical problem: Idealism.

Traditionally, idealism is any philosophical concept

that emphasizes the mind, soulor spirit as the pre-eminent

reality. This concept of idealism is completely subjective

and makes "all being dependent on psychological consciousness"

(16, p. 143). As early as the Logical Investigations Husserl

disavowed this subjectivistic-psychologistic interpretation

of idealism.

To talk of 'idealism' is of course not to talk of
a metaphysical doctrine, but of a theory of knowledge
which recognizes the 'ideal' as a condition for the
possibility of objective knowledge in general, and does
not 'interpret it away' in psychological fashion
(7, p* 338).

Husserlian idealismnot being a psychological entity, is in-

timately tied to transcendental consciousness. Once the

reduction has been performed it will become immediately
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evident that all that is and exists for the pure ego is con-

stituted by that reduced consciousness "and that transcendency

is nothing but an immanent existential characteristic, con-

stituted within the ego itself" (12, p. 223). The world

and consciousness belong together in essence, they are con-

cretely one, and this concretion is effected through the

agency of transcendental subjectivity. Thus, phenomenology

is eo ipso transcendental idealism. This idealism is not

psychological idealism which would construct a meaningful

world from sensuous data. Nor is it a Kantian idealsim which

splits the world into the concrete and things-in-themselves

(12, p. 224).

Husserl's two basic arguments for transcendental ideal-

ism are the deductive, that is the self-contradictory nature

of materialism, and, "direct phenomenological evidence,

supplied by analysis of transcendental constitution" (16,

p. 144).

"Phenomenological constitution has been for us, up to

now, constitution of any intentional object whatever. It

has embraced the full breath of the topic, cogito -- cogi-

tatum" (3, p. 56). Initially, constitution meant the static

structure of an object. In this sense, the constitution of

a cat is that formal, hyletic structure, seemingly unchanging

that makes "cat" recognizable as "cat" and not "mountain

goat". As Husserl delved deeper into the structure of con-

sciousness he was led to conclude that constitution was not
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a static state but a "dynamic process by which it is built

up as an object with a static 'constitution' of its own"

(16, p. 146). Here constitution is taking on a transitive

nature to the point that our intentional consciousness is

what creates the constitution. There is a sharp distinction

within constitution between the active and passive. Active

constitution involves perceptual experience, passive con-

stitution is one of judgement. Passive constitution is de-

pendent upon the active for its judgemental synthesis as it

depends on hyle for the synthetic process of judgement.

(Judgement is not being used in an evaluative sense.)

Husserl felt that the key to understanding constitution

could be found in our consciousness of time and it is in this

area that he did his most extensive constitutional analyses.

His thoughts on time-consciousness are contained in the book

Phenomenoloy sL TInternalTime-Consciousness (10) which was

highly edited by the then pupil of Husserl, Martin Heidegger.2

A rough structure of time-consciousness can be reconstructed

as

A primal impression (Urimpression) of a streaming
present surrounded by a horiz n of immediate "retention"
of the past (to be distinguished from active recollec-
tion) and of immediate "protention" of the future
(to be distinguished from active expectation) (16,
p. 148).

Husserl came to believe that a full understanding of the

2The job of editing was not considered satisfactory. by
Husserl.



153

constitution of inner time-consciousness would help in

understanding the constitution of all other objectivities.

Hussert wanted to show that the primal constitution of the

stream of time is one of the hidden achievements of the trans-

Bendental ego in a process called Zeitigun (the production

of time itself). Kant, in the Critique of Pure Reason, spoke

of a similar function of the transcendental ego.

This pure original unchangeable consciousness I shall

name transcendental aperception. That it deserves

this name is clearfrom th act that even the purest

objective unity namely, that of the a priori concepts
(space and timeS, is only possible throughrelation
of the intuitions to such unity of consciousness

(Kant, Crtique of Pure Reason, A107).

The ultimate productive root or ground of all hyletic data

and intentional objectivities would then become the trans-

cendental ego. "Thus transcendental idealism would be finally

*stablished" (16, p. 149). Husserl was never able to take

his analyses as far as saying that everything that has being

owes that being to transcendental subjectivity, but it is

highly possible that he would have gone that far in the light

of his work on time-consciousness and constitution.

It might be wise to discuss phenomenology and its re-

lationship to psychology, since Husserl felt that it was in

the direction of psychological analysis that phenomenology

could do the most effective work.

Scientific psychology of Husserl's day was grounded in

psychophysics and physiological psychology, "whose dominating

interest was to determine quantitatively and experimentally
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the relationships between objective stimuli 
and subjective

responses" (16, p. 150). In such a psychology, the psychological

data were presumed to be on a par with the 
organism and its

physical parts. Husserl claimed this was a misplaced object-

ivism and contended that psychology should study psychic

phenomena in and of themselves He also postulated a psycho-

logical reduction which would allow 
the psychologist to bracket

all non-psychological entities. Phenomenological psychology

would study the "intentional structure of consciousness" in

its subjective aspects only (16, p. 150-151).

Transcendental Monadology
and the Lebenswelt

It is impossible to completely bypass the question 
of

solipsism when considering any brand of 
subjectivism. One

can "subjectivize" the world right. out of existence 
and be

left with the solusiAt * This is just what Husserl has

been accused of doing. The problem of solipsism as a resuLt

of epoch4 has been, and still is, a stumbling block for many.

Husserl has shown that, phenomenologically, 
a strict solipsistic

philosophy is an impossibility. 
Transcendental idealism

shows that the single human monad does not 
exist in an ob-

jective sense because it is always found as objectivated

towards another similar monad.

If, with my understanding of someone else, I penetrate

more deeply into him, into his horizon of owness, I

shall soon run into the fact that, just as his 
animate

bodily organism lies in my field of perception, so my

animate organism lies in his field of perception 
and
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that, in general, he experiences me forthwith as an
Other for him, just as I experience him as a Other.

To this community there naturally corresponds, in
transcendental concreteness, . a similarly open commu-

nit of onad , which we designate as transcenlEil
erl"Ub ectIty(3, p. 130).

Husserl also liked to use the term empathy (Einflihlung)

when talking about the community of intersubjective monads.

Nevertheless, our knowledge of the other is always an

appresentation rather than a direct presentation. An alter

ego is apperceived and through analogy we assimilate the

alter ego as our own. We can put ourselves into the other

man's shoes and become him through an egological coupling

(iaarung). We form a community, in that my ego is constituted

by the same transcendental subjective that constitutes all

alter egos.

Husserl's last work, The Crisis of European Sciences

and Transcondental Phenomenology (4), has been seen by many

as the work of a senile man who was doing a great deal of

philosophical backsliding. Husserl reintroduces such things

as had been bracketed in the past; for example, history and

the history of philosophical systems, and man's surrounding

world of lived experience, the Lebenswelt (16, p. 159). The

Lebenswelt was to yield, according to Husserl, a confirming

note to transcendental phenomeology, and uncover the trans-

cendental ego more fully. There was to be a study of the

style of individual life-worlds in what was termed an "on-

tology of the life-worlds." It seems as if the proper
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avenue to the function of intentionality and 
the transcen-

dental ego is through the Lebenswelt. "The first step in this

direction would be the thorough inspection, analysis, and

description of the life-world as we encounter it before the

transcendental reduction" (16, p. 161). The Loebnswelt was

at the end seen as "an oriented world with an experiencing

self at its center. . ." (16, p. 162).

The introduction of the Lebenswelt into his philosophy

should not be seen as a backward glance or an admission of

failure on Russerl's part. Where before he concentrated his

critical-phenomeanological gaze on reason and consciousness

now through the same method, epochi, reduction, etc., he

proposes to gaze at that same reason and consciousness as it

has manifested itself, not in the individual, but in civi-

lization and culture, that is in an historical context.

Having uncovered the eidetic structure and transcendental

character of human consciousness, Husserl now seeks to un-

earth the reasons why this consciousness went astray 
in its

historical manifestation. Why did it create for itself this

"crisis" and how can the true path of the historical ego

be rediscovered? The foundation for the understanding of

the historical ego begins in yourself. "Do not wish to go

out," says St. Augustine, "go back into 
yourself. Truth

dwells in the inner man" (3, p. 157). The ancient Greek

offers an even more terse answer; yv W-iU nacv, Enw Thyself.
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CHAPTER IV

PARALLELS IN METHODOLOGIES

Clarity seems to be the ultimate goal of both twelve-

tone music and phenomenology. In Husserl's last work he states

that the purpose of his investigation

* . .is to make comprehensible the teleoloy in the his-

torical becoming of philosophy, espeica y modern phi-
losophy, and at the same time to achieve clarity about

ouselves, who are the bearers of this teleology, who
take part in carrying it out through our personal in-
tention (2, p.70).

Almost as if uttered in the same breath Schoenberg says,

"Composition with twelve tones has no other aim than com-

prehensibility" (8, p. 103). This simultaneous need and

necessity (again Schoenberg's word) for clarity grew out of a

dissatisfaction with respective disciplines. Both music and

logic were in the same cul-de-sac in the late 19th century.

Logic, and eventually all philosophy, was given a method of

getting out of its blind alley through phenomenology and its

way of "seeing." Music regained a sense of clarity and lu-

cidity through a new method of organizing musical material

the twelve-tone way.

There were three major steps along the way to twelve-

tone composition and transcendental phenomenology that are

analogous to each other. Tonality and descriptive psychology:

both Husserl and Schoenberg working in forms and models
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bequeathed them by tradition and current in 
the late 19th

century; both pushing to see how far they can go before breaking

loose into new territory. Representative works for Husserl

are Uber den Bedrif der ajj (1887) and Philosophie der

Arithmetik (1891). For Schoenberg, the major works in a tonal

idiom are the string sextet VerkiArte. Nash (Op. 4, 1899),

Pel s und, Meljnde (Op. 5, 1903), String Quartet in d minor

(Op. 7, no. 1, 1905), and Gurrelieder (1900-1911).

Music whose tonal center has become so disoriented that

the music is atonical and phenomenological psychology form

the second phase of development. We are now def initely on the

path to a new music nad a new philosophy whose ultimate goal

is clarity and illumination. These works are perhaps the most

difficult to grasp and understand because, in them, Husserl

and Schoenberg are searching for new forms, new idioms, and

clearer means of expression. Schoenberg's Das der Hjn-

enden Grten (Op. 15, 1909), Erwartung (Op. 17, 1909), Pierrot

Lunaire (Op. 21, 1912) are such atonical works. Husserl's

main middle period publication is Logische Untersubhunen..

(1900-1901). Still a transitional work in many respects is

Ideen zu einer reinen Phanomenoloaie und Phanomenologischen

Phlosogphie (1913).

In the last period of twelve-tone composition and trans-

cendental phenomenology we are finally planted in the new

land. From Schoenberg's hand we have such works as Quintet

(Op. 26, 1923), String Quarte(Op. 30, No. 3, 1927), Concerto
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for Violin and Orchestra (Op. 36, 1934-1935). Husserl produced

Formal und Transzendentale LOgik (1929), and Cartesianische

Meditationen (1931). At the close of this period both men

readmitted former idioms and styles but on the terms of the

logic and clarity found in their new endeavors. These latest

works should not be looked upon as an admittance of failure,

but a constant search for new avenues and a remembrance of the

past. These creations not only light the way to come, but

serve as beacons for illuminating the past. Husserl's major,

and unfinished, work of this sort is Die Krisis der Eurgpj-

ischen Wissenschaft und die Transzendentale Phnomeno ie

(1936). Schoenberg's tonal-twelve-tone works are Variations

on a &ecitative (Op. 40, 1941), QOde to Napoleon Buonaparte

(Op. 41, 1942), and Concerto for Piano and Orchestra

(Op. 42, 1942).

The concept of ethos connects all these works. Such

an ethical character can be found in a letter dated April

1951 (7, p. 286) where Schoenberg writes,

I have always felt the urge to discover what can most
help beginners and how they can be made thoroughly
acquainted with the technical, intellectual, and ethical
demands of our art; how to teach them that there is a
morality of art, and why one must never cease to foster
it and always combat to the utmost any attempt to vio-
late it.

Morality and ethics are conveyed by art, in this case music,

through the agency of the composer, from the Logos, the Word

that was in the beginning. In an interview with .Jose

Rodriguez, Schoenberg says, "What else can I do than express
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the original Word, which to me is a human thought, a human

idea or a human aspiration?" (1, p. 148). In "Self-revelation

and the Law: Arnold Schoenberg in His Religious Wbrks,"

printed in Yuval, (5), Dika Newlin- shows Schoenberg's constant

awareness of the Logos or the Breath of God. The final words

of the libretto to Mbses and Aaro demonstrate the highly

ethical character and teleological leanings in Schoenberg's

life and work, *bwt in the wilderness .ye shall be unconquerable

and achieve the goal: United with God" (5, p. 217).

As was stated earlier (p.129), Husserl's thoughts on

God and the theological nature of his quest must remain du-

bious at present because many of the incomplete works and al-

most all personal letters have remained unpublished. However,

in the first part of The Crisis Husserl makes it very clear

that the purpose of any true philosophy is to help, not only

the individual, but mankind, to realize his place and direction

in the universe. "The quite personal responsibility of our

own true being as philosophers, our inner personal vocation,

bears within itself at the same time the responsibility for

the true being of mankind; the latter is, necessarily, being

toward a els. . . " (2, p. 17). Sister Adelgundis Jaeger-

schmidt recalls Husserl as saying, when discussing his final

phenomenological method: "Man's life is nothing but a way to

God. I am trying to reach this end without theological proofs,

methods, or aids, in other words, to get to God without God"

(6, p. 77).
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Who is doing this getting to God? Who is it that is

making this ethical plunge as exemplified in artistic 
and

philosophical morality? It is none other than the Ego. The

Ego, glancing inward upon itself, suddenly 
finds itself the

community of monads--even such designations as "musical" 
or

"philosophical" lose their objective meanings in the 
light

of absolute knowledge of the self. Both twelve-tone method

and phenomenology offers us a path through 
a highly subjecti-

vized self to a clear lucid logic of music and philosophy--yes,

even of life

This new musical-philosophical language becomes a means

of clearly "expressing" the inner self where Saint Augustine

claims truth dwells (see his 2e Vera Religione, 39, n,. 72).

Music-philosophy becomes an expressionism, an introspective

experience that throws open the windows of the soul 
and allows

her to experience and express herself unencumbered by cliche-

ridden tradition. With a cleared eye and "seeing" for the first

time, the soul will be able to look upon the past 
and tra-

dition in a new fashion that will permit deeper and broader

understandings of that past. The chiasma of the past will

emerge purified and knowable in its essential qualities 
which

before were obscured by lack of vision.

There are two more parallelisms that must be discussed

before quitting the topic. Musical intuition falls into two

layers which can be termed Kapellmeistermusik-intuition 
and

twelve-tone-intuition. Kapellmeistermusik-intuition is
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superficial. It is mere hearing without understanding or

knowledge. It is like the polyphony to which it refers, a

sort of filler or easy way out. Anschauunen correspond to

Kapellmeistermusik in that Anschauungen are views of things

without intuition of general essences. Twe-lve-tone allows

us to intuit musical essence without the superficial layer of

Kaellmeistermusik. Wesenschau goes deeper than mere Anschau-

un in its intuition of universal qualities.

Finally, any kind of bracketing or reduction involves

certain negative aspects. That which has been reduced is

negated. Twelve-tone method negates tonality and dissonance-

consonance; transcendental reduction negates the world in

its physical aspects. But, it is a "positive" negation as

the reducer is left with essential qualities with which to

view that initially bracketed phenomenon whether it be tonality

or human consciousness.

The following table shows, point by point, some of the

major areas of correspondence between Husserl and Schoenberg.

The table is followed by some relevant quotations from their

writings.
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TABLE I

TABLE OF CORRESPONDENCES OF METHODS AND AIMS
BETWEEN SCHOENBERG AND HUSSERL

Arnold Schoenberg

l., Crisis felt in state of
music. Tonality outlived
itself. Early work push-
ed tonality to its ex-
treme limits.

2. Aim was seen to be a pur-
ified music, clean of all
musical cliches that were
prevelant in late Roman-
ticism. A search for the
boundaries of tonality.

3. Ethos: this purified .
music to be the Logos.

4. Subjective side of com-
position emphasized, the
objective models such as
tonality done away with.
Music more introspective.

5. Two-layered musical in-
tuition:

a) Kapellmeistermusik
b) twelve-tone

6. Three major steps in de-
velopment:

a tonalityb atonicali~y

c twelve-tone method

7. Readmitted tonality on
12-tone terms.

Edmumd $usssrl

1. Crisis felt in logic/
psychology. Psychologism
ruled the day. Early work
done in a psychologistic
grounding of logic/math.
Pushed descriptive psy-
chology to the extreme
limits.

2. Aim was seen to be a pur-
if ied and well grounded
logic and psychology.
A search for the borders
of psychology.

3. Ethos: an ethical renew-
al for all mankind, a
clearer hearing and under-
standing of the Logos.

4. Transcendental subjecti-
vity becomes the univer-
sal matrix.

5. Two-layered phenomenolo-
gical intuition:

a) Anscuun
b) esenschau

6. Three major steps in de-
velopment:

a) descriptive psychology
b) phenomenological

psychology
c) transcendental

phenomenology

7. Readmitted "history" on
phenomenological terms.
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TABLE Continued

Arnold Schoenberg Edmund Husserl

8. Expressionism and 12-tone. 8. Expressionism and pheno-
menotogy.

9. Twelve-tone method a new 9. Phenomenology a new lan-

language for music. guage for philosophy.

10. Negative aspects of 12- 10. Negative aspects of epochs.
tone.

In all the writings examined, Schoenberg never uses the

term phenomenological nor alludes, in so many words, to

phenomenological method. However, there are several instan-

ces, especially in the letters (7), where Schoenberg seems

most strongly to advocate phenomenological proceedures in

connection with musical composition and appreciation. The

following are a few examples.

1. Letter 143, p. 165: "The only sort of analysis there can

be any question of for me is one that throws the idea into

relief and shows how it is presented and worked out. It

goes without saying that in doing this one mustn't 
overlook

artistic subtleties." Here we have an analysis that is a

sort of "decomposition" back to eidetic structures. It is

a finding of the basic common factor that makes a musical

object that specific musical object and not some other piece

of music.

2. Letter 230, p. 261: "1 can assure you cOlin Downes2 that

I am still ready to change my opinions C1 94 8 , to learn
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something new, to accept the contrary and to digest it, the

contrary of all I have believed in my whole life-if it is

capable of convincing me." Schoenberg is telling us that he

is capable of bracketing what he knows in order to admit

that which is either new or beyond his ken, and to accept

it on its own terms. One must have great courage to do this

as he later states, "No courageous man would hesitate to do

this."

3. Letter 99, p. 127: "Incidentally, for years now I have

never shown any music to anyone who presumes to have an

opinion about it." Opinions blur, they grow into theories

and eventually into Weltanschauungen. If I have an "opinion"

that old music is lifeless, then that will be the way it will

be, lifeless to me, unless I can bracket that opinion, or

better have no opinion at all! Let music appear to you with-

out being filtered and possibly distorted by doxa.

4. Letter 111, 135-136:

Answers to a questionnaire
1. Are you satisfied with the No.

present German educational
system

2. What defects strike you as The way the young are
as (sict) most serious? stuffed with tready-

made' knowledge and
acquire only 'tangible'
qualification.

3. What is your idea of good Encouraging young peo-
educational methods? ple to look at things,

for themselves, to ob-
serve, compare, define,
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4. What cultural ideal should
modern youth strive to at-
tain?

5. Can and should teachers try
to influence the young in
this direction?

6. By what methods?

describe, weigh, test,
draw conclusions and
use them.

(a) knowledge in the
sense of understanding,
(b) skill that is cone
stantly refreshed and
enlarged from the
depths of the knowledge
that is understanding.

Yes.

By training the mind.
By bringing the pupil
(according to the stage
he has reached) face to
face with the difficul-
ties, problems, and
inherent terms of the
given material; by help-
ing him to recognize
them; by forcing him to
help himself in this
respect, which means
letting him make his
own mistakes and correct-
ing them afterwards, but
also being of assis-
tance to him in f inding
the solution.

This is a polemic against "ready-made knowledge", against

models and theories that one is to accept without qualification

or question. At the same time, it is a polemic for letting

pupils approach things as they are and gaining understanding

through knowledge, not doxa.

5. Letter 196, p. 223.

And f inally I want to mention what I consider of the
greatest value for a possible appreciation of my music:
that you say one must listen to it in the same manner
as to every other kind of music, forget the theories,
the twelve-tone method, the dissonances etc., and, I
would add, if possible the author.
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6. Letter 258, 287-288: "In Grove's Dictionary of Music there

is quite a good article that includes a discussion of 'Moses

and Aaron'. Partly nonsensical; in that it brings the artist

in. That's late-19th-century stuff, but not me." The major

obstacle to so much music is the composer and his "romantic"

image. Schoenberg asks us to bracket him and his method

if we are to understand (see also Letter 196).

7. Letter 168, p. 195: "1 know from my experience of near-

ly forty years that a real understanding for music has to be

based on a sound capacity to distinguish between value and

non-value." At the risk of reading additional meaning into

this sentence, let us say that one can never know the differ-

ence between value and non-value without knowledge gained

through first-hand experience. This calls for phenomenological

method.

Husserl's mentions of music are usually couched in anal-

ogous terms and are never directly related to any one musical

school or system. His interest in music, from a philosophical

standpoint, is the same as his interest in any other mode of

perception. A few examples should illustrate this point.

1. Ia aofPhenomenology (3, pp. 30-31):

Here is an illustration: A man born deaf knows that there
are sounds, that sounds produce harmonies and that a
splendid art depends upon them. But he cannot under-
stand how sounds do this, how musical compositions are
possibiC Such things he cannot imagine, i.e., he
cannot "see" and in "seeing" grasp t e how" of such
things. His knowledge about what exists helps him in
no way, and it would be absurd if he were to try to
deduce the how of music from his knowledge, thinking
that thereb"Ee could achieve clarity about the possi-
bility of music through conclusions drawn from things
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of which he is cognizant. It will not do to draw
conclusions from experiences of which one knows but
which one cannot "see.

2. Idea of PhenomenolM (3, pp. 53-54):

The essence of phenomenological tone-quality, tone-
intensity, of color quality, of brightness, etc.,
is itself given whether the eidetic abstraction carries
out its operation on the basis of a perception or on
that of a realization in imagination; and is ir-
relevant to imtherof these whether we suppose The ob-
jects to exist in actualatity or in some other way.

The realization that of two tones one is lower, the
other higher, and that this relation is asymmetrical,
is developed within "seeing". The instances must stand
before our eyes, but not necessarily in the manner
of facts of perception.

The the perceived tone together with its intensity,
pitch, etc., exists in a certain sense, that the im-

agined tone, to put it bluntly, the fictitious tone,
does not exists that the former is obviously present
Thna genuine sense, the latter not, that in the case
of memory the tone is posited as having existed rather
than as existing now and is only presented at this
moment-all this belongs to another investigation.
In a consideration od essence none of this is to the
point.

3. Ideas (4, p. 220):

At first we are unreflectively aware in memory of the
flow of a piece of music, it may be, in the mode of
what is "past". But to the essence of what we are thus
aware belongs the possibility of reflecting on what
has been perceived.

It appears that Schoenberg comes closer to phenomenol-

ogy than Husserl comes to music, but that is only natural.

Schoenberg is concerned with only one of the possible mani-

festations of human consciousness. Husserl's area of study

is consciousness itself and therefore more fundamental. It

is not chance that led Schoenberg to the transcendental
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nature of music, it is that his own consciousness is trans-

cendental and gravitated toward the most lucid and clearest

form of expression.

Husserl laid the foundation for a future phenomenology

of all the facets of the human mind and its creations. It

is, then, not surprising that there is little or no men-

tion of music or musical systems in the published works.

What is contained in the. unpublished material is moot and

open to speculation. That one will find any thorough analysis

of music is highly unlikely.
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CHAPTER V

SYNTHESIS TOWARDS A PHENOMENOLOGY OF MUSIC

It might well be asked how an in-depth study- of the

methods of Husserl and Schoenberg will help in doing a phnomen-

ology of music. This question is premature, first it must

be determined what the telos of a phenomenology of music

should be. After this is determined, the first methodological

question can be explored fully.

A phenomenology of music will admit clarity of under-

standing that will lead to knowledge and obliterate the dox-

astic approach to music. There are a few preliminary thoughts

and views, which might be termed musicologisms, that must be

bracketed. In a one-to-one relationship, piece of music to

listener, for a knowledgeable understanding to "happen" one

should bracket the composer and the abundance of biographical

information that clutters the mind, an overemphasis on cross-

cultural stimulation, compositional technique and everything

connected with all phases of composition, and finally, all

personal opinions that one may have formed about the music

before hearing it. A diagram might be of assistance. In the

diagram, A is the musical event aurally perceived by the Lis-

tener F and filtered through the models mentioned above, here

B-E. The arrows represent not the sound perceived but the

173
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A B C D E F

Fig. 5 -- Music and the listener

musical understanding, or essentials perceived. How is this

understanding hindered or clouded by our filters? An over-

emphasis on biography or cultural considerations can have

a tendency to metamorphize the music into a psychologism.

Psychologism has been shown to be a highly questionable stance

when considering purely mental phenomena or creations. Making

the understanding of a musical event contingent upon bio-

graphical data and psychological states is the same as making

logic contingent upon psychological states, which is an un-

warranted contingency. It is just this kind of attitude that

leads to relativism and its more devastating form, scepticism.

Cross-cultural or sociological models will have the same

effect as biography, only on a larger scale. We have moved

from personal psychologism to herd psychologism. Mass musi-

cologism is most manifest in the temporal delineations such

as Baroque, Classical, Impressionism, etc. Musics must fit

into these temporal models. If a particular musical example

does not fit, either there is something wrong with the piece

of music, or the composer did not know what he was doing,

or we create a new model for that instance of music, It never
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seems to occur to us to just accept it as a piece of unqual-

ified music. What happens, generally, is that we hear, first,

a classical symphony by Mozart. Already we are three steps

away from the music. We have imposed between us and the

direct intuition of that instance of music the models "classical",

"symphony", and "Mozart." Where the understanding ability is

inhibited is not in calling that piece of music a "classical

symphony by Mozart", it is in the weight attached to such

a classification. The fact that Mozart composed this classical

symphony sometimes receives more weight and importance than

the music itself. Arnold Schoenberg has a stigma attached to

his name that will automatically relegate his musical com-

positions to the dregs. Somehow the twelve-tone method, and

therefore Schoenberg, have the reputation of being cerebral

and without feeling or emotion. Those musicians who have

this feeling about Schoenberg are usually operating from a

prejudice based on hearsay having never heard much Schoenberg,

if any at all. I played the Six Orchestral Songs (Opus 8)

and Erwartun for a fellow musician without giving the com-

posers name. My friend waxed emotional over the beauty of

the music, the clarity of line, and the well-balanced sense

of form of the composer. Upon hearing Schoenberg's name men-

tioned in connection with these works, his face showed great

surprise. Instantly qualifications and models began to form

and fall into place. Opus 8 was called a freak of nature,

"If Schoenberg could really compose he would have continued
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to write in that style."

Overindulgence in the consideration of the formal comp-

ositional aspects of music, on the part of the listener, can

and will obscure the content. That fine balance between form

and content will then become so unbalanced that any essential

understanding of the piece of, music will be seriously impaired.

It is possible to become so involved with the technique of

fugue, that the music is lost in the mental machinations

about fugue. Schoenberg admonishes us to forget twelve-tone

technique in approaching his music, he adds we should approach

all music with that kind of natvet4.

Personal opinions are like the Sirens, they summon us

to the musical death of relativism with their beautiful

song. They are so multifarious and beautiful that it is one

of the most difficult models to bracket. We fear them and

their song, yet in our fear we hold them as sacred cows

not to be touched either by reason., logic, or such an out-

landish idea as phenomenology. The doxastic attitude toward

music is so individual that no rules can be given for suf-

ficient reduction other than close self-examination and an

active indulgence in suspension of belief in the importance

of these opinions. Not only must one critically examine the

opinions but the source of these opinions must come under

the purging scrutiny of the phenomenological eye, else they

emerge in another disguise.

The relationship of the performer to the music is some-

what different than that of the listener. While it would be
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advisable for the performer to bracket opinions that may

color his interpretation, he must take certain sociological

and biographical data into consideration in order to render

an adequate performance.

Style is the most important socio-biographical con-

sideration that a performer must not bracket. Musicological

research in the area of style is most important and such

research must be geared toward better performances. Assuming

music to be a vehicle for the Logos and for a man'S most

subjective thoughts, it behooves every performer to render

that music as clearly and logically as possible. These musical

thoughts are going to be reproduced, by the composer, within

a certain Zeitgeist. The categorical mistake performers make

when taking a Baroque piece and forcing it to conform to the

musical Zeiteist of the late 19th century is probably more

obvious to musicologists than to performers. The gravest sin

against music is committed by the performer who passes off

such a performance as a genuine representation of a Baroque

piece. There are those who do not think twice about per-

forming a Bach orchestral suite with a large romantic sized

orchestra. Given that kind of logic, with equal validity,

one should be able to perform Mahler with an 18th century

orchestra. Style is important if, as a performer, you are

going to do justice to the music regardless of who the listen-

er may be. A performer must execute an epoche far more diff-

icult than any listener is asked to perform. A stylistic
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epoch4 by nature will have to be selective. It must vary

from century to century, from nation to nation, and from

composer to composer. Indeed, one composer may present an

eclectic body of works. Such a composer is J. S. Bach.

Bach has a synthetic style all his own, but composed some

works in the French or Italian manner. Yet, all this is

sheltered under the canopy of the Baroque Zeitgeist. Style

then presents itself as many sided and difficult to view in

its completeness. What the performer is being called upon to

know is the spirit of the times as well as performance

practices. Performance practice is not something to be rel-

egated to the past and old music. Each musical age, including

the 20th century, has its own musical standards that must be

heeded.

Formal and compositional considerations must also be

thoroughly accounted for. An intimate understanding of the

whole range of musical architectonics is indispensable for

the performer. To play and communicate the spirit of fugue

the performer must know what it means to be a fugue. The

whatness of fugue must be fully explored. From the listener's

standpoint that it is a fugue is a nonessential-the performer

must communicate the essential qualities of fugue, must give

them to the listener in as clear a manner as possible so that

the hearer receives the essentials "fugue," the label re-

maining unimportant. Even these formal considerations are

superficial in a courageous performer, for he will have so
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assimilated them into his being that they too can be sus-

pended in performance.

The twelve-tone method, as discovered by Schoenberg,

created a unified form of musical expression transcending

the traditional cliches of tonality, which had become rela-

tively unexpressive. Schoenberg applied to tonality a method

very similar to phenomenological method. By means of the

twelve-tone method, he reduced music to a more fundamental

aspect. Logic and psychology, before Husserl investigated

human consciousness and uncovered its essential nature, were

on the road to sceptical relativism and a complete de-spirit-

ualization of human existence. The understanding of music,

of all periods, is in a similar relativistic cul-de-sac.

A unified aesthetic theory does not exist, simply because

music has never been scrutinized in a rigorous, radical

manner. We are drowning in assumptions that have gone unr-

contested far too long.

We are working on the hypothesis that, since Schoenberg

set us firmly on the road to the telos of musical creation,

and Husserl uncovered the universal nature of the mind and

its empathetic transcendental qualities, the combination

of their methods should enable us to throw some light on the

obscurity that surrounds the understanding of music. We must

apply phenomenological method to this plethora of aesthetics

and reduce out a fundamental aesthetic idea applicable to the

whole class "music".
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In following the three major periods of methodological

development in Schoenberg's and Husserl's works we can venture

what a parallel aesthetics could be. Schoenberg began by

pushing tonality to its limits, and finally transcended those

limits. Immediate problems of form and organization arose

because of the breakdown of the prime organizing factor,, tonal

centers. Russerl pushed his number psychology to the limits

by trying to force logic to answer all questions in psycho-

logical language. He found himself in the lurch when psychol-

ogizing to the extreme. Problems arose when the content of

consciousness did not match the form it was presupposed to

have. Up to the present almost all aesthetic theories have

used psychology as a foundation., Aesthetic experiences are.

accounted for through psychological states. This, of course,

will lead to wholesale psychologism and relativism.

When Schoenberg finally left the tonic behind and was

experimenting with atonicism, the major problem was the organ-

izing factor. The atonical period can be seen as a search

for a unifying factor that had been left behind with tonality.

In Husserl's phenomenological psychology we have a search for

a balance point between subjective truth and its objective

correlate. This is the same problem of form and content.

Aesthetically there must exist a balance point between sub-

ject and object. A complete psychological explanation is

untenable in the light of Husserlian consciousness studies.
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The creations of the transcendental mind cannot be studied

psychologistically with any degree of validity.

Schoenberg discovered that the unifying factor for

compositional theory is the twelve-tone method, a reduction

of the two modes, major and minor, to one mode, the chromatic.

The organizing principle being discovered, the twelve-tone

row, the form-content problem is solved. With the discovery

of the essential transcendental nature of human consciousness,

subjectivity was found to be the universal matrix and con-

stitutor of all that has being. Aesthetic understanding

should occur on the broad spectrum of the universal matrix.

Musical understanding will then become a fully illuminated

tripartite occurrence within a unified field that is the

composer -- music-performer -- listener. The flow of under-

standing and musical awareness will become omnidirectional

as understanding obliterates the distinctions among the

three parts. Participation in objectivated subjectivity will

be complete.

, I
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GLOSSARY

a priori: all judgements whose validity is independent of
all sense impression

act: any conscious experience referring to an object;
later restricted by Husserl to actualized

Anschauung: a mode of viewing a phenomenon in which it

is contemplated and explored directly

atonical: music composed without reference to a tonality
or tonal center, but not yet organized as in the twelve-
tone method

augmentation and diminution: the presentation of a melodic
line in doubled time values (augmentation) or halved
time values (diminution)

bracketing: see reduction

canon: a contrapuntal device whereby an extended melody,
stated in one part, is imitated strictly and in its
entirety in one or more parts

causa sui: the cause of its own being

chromaticism: pitches not present in the diatonic scale
but resulting from the subdivision of a diatonic
whole tone into two semitonal intervals, e.g., of
f-g into f-f sharp and f sharp-g

constitution: a) phenomenological constitution is the act

by which an object is built up in consciousness; b)
transcendental constitution is constitution originating
in transcendental consciousness

deduction: analytical reasoning from general to particular
or the less general

development: central section of a sonata form movement;
should differ radically from exposition in developing
the exposed material using many compositional devices,
i.e., rapid harmonic changes, contrapuntal devices,
melodic fragmentation, etc.
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doxa: the character of all modes of believing and all mod-
ifications of belief such as doubting, disbelieving,
affirming, denying, and assuming; opinion

doxastic: attitudes or theories based on opinion as opposed
knowledge

egology: the study of the ego and its types, especially
the transcendental ego and its role in transcendental
constitution

eidetic: used by Plato for Idea (Form) and by Husserl to
mean universal essences

empirical: reference to actual fact; knowledge gained a
posteriori

epistemology: the branch of philosophy which treats all
phases of knowledge

epoche: Greek term used by the Skeptics for suspension of
beliefs; phenomenological reduction

exposition: in sonata form the first section which exposes
the musical material of the movement

given: whatever is immediately present to the mind before
it has been elaborated by inference, interpretation
or construction

horizon: the edges of our perceptual field; the fringes of
the field of intentional consciousness

hyle (hyletic): the immanent material for an intentional
act; the stuff of which a thing is made

idealism: any system or doctrine whose fundamental inter-

pretive principle is ideal (mental); transcendental
or phenomenological idealism is the doctrine that the
being of all intentional objects is bestowed, upon them

by the constituting acts of transcendental conscious-
ness

ideation: the act by which a universal essence or eidos is
obtained, starting from particulars; opposed to iso-
lating abstraction of parts within a whole

induction: it is the sort of inference which attempts to
reach a conclusion concerning all the members of a
class from observance of only some of them

gm
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intentionality: the property of consciousness of being
conscious of

intuition: see Anschauung

inversion: a melody inverted by changing each ascending
interval into the corresponding descending interval

Lebenswelt: life world; the encompassing world of our
immediate experience

model: any hypothesis or theory which tends to encompass
all physical or psychical reality and offers itself as
the only possible explanation to which all phenomena
must refer

monad: the fully concrete ego with its constituted as well
as constituting components, its potentialities, its
actualities, and other adjunct phases of its private
life

naturalism: that view which sees the whole world as either
physical or psychical, hence to be explored merely
by the natural sciences, including psychology

noema: the object-referent of .a conscious act

noesis: any act directed to an intentional object

objective: possessing the character of a real object existing
independently of the knowing mind

ontology: study of the essential or a priori structure of
possible beings

pedal point: a long-held note, normally in the bass, sounding
with changing harmonies in the other parts

phenomena: that which appears to us in immediate experience

positivism: belief that the highest form of knowledge is
simple description presumably of sensory phenomena

psychic: applies oL to mental phenomena

psychologism: any attempt to reduce non-psychological
entities to psychological phenomena

recapitulation: in sonata form, the final section which
normally contains all the material of the exposition
transposed where necessary
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reduction: a) eidetic reduction is the act which leads from
particulars to universal "pure" essences; b) phenomeno-
logical or transcendental reduction is the act by which
the general thesis of belief in factual existence charac-
teristic of the natural attitude is inhibited, sus-
pended, bracketed, or turned off, and which uncovers
in transcendental subjectivity the acts which consti-
tute pure phenomena; c) philosophical reduction is the
adoption of a neutral position toward past philosophy

retrograde: a melody (row) read backward

retrograde inversion: combination of retrograde motion and
inverted melodic line or row

row: a series of notes in any order chosen by the composer
none of which can be repeated until all have been heard

solipsism: the individual self of the solipsistic philo-
sopher is the whole of reality

solus ipse: alone + self

stretto: the imitation of a melody in close succession,
one melody entering before the other is finished

tonality: loyalty to a tonic; the key center of a com-
position

transcendental: that area of consciousness which is not
effected by phenomenological reduction

twelve-tone row: a series of notes involving in turn all
twelve tones of the .chromatic scale in any order chosen
by the composer

subjective: knowledge that is restricted .to the knowing
subject; the world exists only for the mind; the
sphere of the subject and his consciousness

universal: the whatness of things, as opposed to their
thatness; that which is experienced as having unchanging
and eternal meaning and content

Wesenschau: intuitung of essences and essential relations

temporalization; constitution of timeZeit igung:



APPENDIX

The f following two pages show all the possible trans-

positions of the row or Grundgestalt of the Str uat

Op. 30. The five notes of the Idea have been marked off by

a bar line in all the transpositions.
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