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The compositions of Arnold Schoenberg may be divided into

three periods, those being late romantic, "free" atonal, and

twelve-tone. His contributions to piano literature were

made during the last two periods. Using Opus 11, Opus 19,

and Opus 23, this study attempts to show the origin and

development of Schoenberg's use of "free" atonality and how

this style eventually led to his formulation of the twelve-

tone method. In addition, the study includes a discussion

on Schoenberg's retention of certain nineteenth century

characteristics throughout his compositional 'career.

The sources of data are comprised of the scores of

Opus 11, Opus 19, and Opus 23 as well as books on twentieth

century harmonic, melodic, and rhythmic materials and on

Schoenberg as a man and as a composer. The scores were

used for the purpose of analysis and for reference as to

the composer's instructions in areas such as pedaling,

articulation, accents, and the upward or downward direction

of broken chords. Articles on the works themselves and on

Schoenberg's compositional style were also consulted.
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Chapter one serves as a general introduction to Opus 11,

Opus 19, and Opus 23 and to the composer's style of writing.

Chapter two deals with Schoenberg's departure from late

romanticism and his development of "free" atonality, using

Opus 11 and Opus 19 as points of reference. Schoenberg

felt that the late nineteenth century techniques had been

exhausted and that new ways of expression must be discovered.

His move into "free" atonality resulted in original harmonic

and melodic sounds, but many formal elements were either

lost or made obscure. Chapter four reveals Schoenberg's

search for a means of organizing the atonal materials.

This search led to his development of the twelve-tone

method,which restored formal aspects to their rightful place

of importance. Chapter four uses Opus 23 as its basis of

illustration for these events. Chapter three is concerned

with Schoenberg's retention of specific nineteenth century

traits in all three works while chapter five offers a

summary and conclusions.

Schoenberg, the innovator, was also a traditionalist.

He contributed much that was new but retained much of that

which had preceded him. His music and methods contain

not only extreme intellectualism but also sensitivity and

emotional beauty.

/



TABLE OF CONTENTS

Page

LISTOFILLUSTRATIONS. . *....* . . . . .. .oiv

Chapter

I. INTRODUCTION . . . . . . . . . . . . . . . . . 1

II. USE OF "FREE" ATONALITY. . . . . . . . . . . . 8

III. THE RETENTION OF NINETEENTH CENTURY
CHARACTERISTICS. . . . . . . . . . . . . . . 25

IV. THE ORIGIN AND GROWTH OF THE TWELVE-TONE
METHOD i . 0 . .. .. . .. .. . .. .. .33

V. CONCLUSION . o - . . . . . . . . . . . . . . . 50

BIBLIOGRAPHY. . - - - . . . . . . . . . . . . . . . . . 53

iii



LIST OF ILLUSTRATIONS

Figure

1. Schoenberg Drei Klavierstucke, Opus 11, No. 1,
Measures 1-5 and 12-14. . . . . . . . .

2. Schoenberg Drei Klaviqrstucke, Opus 11, No. 2,
Measures 2-4, 16, and 29. . . . . . . .

3. Schoenberg Drei Klavierstucke, Opus 11, No. 3,
Beginning Incomplete Measure and First Half
of Measure 1. . . . . . . . . . . . . . .

4. Schoenberg Drei Klavierstucke,
Measures 24-25. . . . .

fe

5. Schoenberg Drei Klavierstucke,
Measures 19-20. . . . .

6. Schoenberg Drei Klavierstucke,
Measure 64. . . . . . .

7. Schoenberg Drei Klavierstucke,
Measures 14-15. . . . .

8. Schoenberg Drei Klaviers ,cke,
Measure 2 . . . . . . .****

Opus 11, No. 3,
. . . . . . . .

Opus 11, No. 1,
S . . . . . . .

Opus 11, No. 1,
. . . . . . . .

Opus 11, No. 1,
. . . . . . . .

Opus 11, No. 2,
. . . . . . . .

.a

10

12

13

15

17

18

19

19

9. Schoenberg Sechs Kleine Klavierstucke, Opus 19,
No. 1, Measure 17 . . . . . . . . . . . . . . 20

10. Schoenberg Sechs Kleine KlavierstUcke, Opus 19,
No. 2, Measures 8-9 . . . . . . ...... 21

11. Schoenberg Sechs Kleine Klavierstucke, Opus 19,
No. 3, Measure.1. . ... . . . . . . . . . . . 21

12. Schoenberg Drei Klavierstucke, Opus 11, No. 3,
Beginning Incomplete Measure and First Half of
Measure 1 and Measures 10-11. . . . . . . . . 23

13. Schoenberg Drei Klavierstucke, Opus 11, No. 1,
Measures 25-27. . . . . . . . . . . . . . . . 27

iv

Page

.0

.0

.a

a



Figure

14. Schoenberg Drei Klavierstucke., Opus 11, No. 1,
.Neasures 39-41. - . . . . . . . . . . . .

15. Schoenberg Drei Klavierstutcke, Opus 11, No. 2,
Measures 43-47.0 . . . . . . . . . . . .

16. Schoenberg Sechs Kleine Klavierstucke, Opus 19,
No. 4, Measures 10-11 . . . . . . . . . ... 0

17. Schoenberg Funf Klavierstucke,
Measures 1-3. . . . . .

18. Schoenberg Funf Klavierstucke,
Measures 13-16. . . . .

19. Schoenberg Eunf Klavierstucke,
Measure 35. . . . . . .

20. Schoenberg Funf Klavierstucke,
Measure 1 . . . . . . .0..

*9 O21. Schoenberg Funf Klavierstucke,
Measure 3 -.o o . 9 . . .

22. Schoenberg Funf Klavierstucke,
Measures 1-2.o0 . . . .

23. Schoenberg Finf Klavierstucke,
Measures 30-31. . . . . ..

24. Schoenberg Funf Klavierstucke,
Measure 14. . . . . - ..

25. Schoenberg F~nf Klavierstucke,
Measures 1-3. . . . . .

26. Schoenberg Funf Klavierstucke,
Measures 34-35. . . . ..

27. Schoenberg Funf Klavierstucke,
Measures 1-4.o . . .

28. Schoenberg _unf Klavierstucke,
Measures 112-113. . . . ..

Opus 23, No. 1,
. . . . . . . .

Opus 23, No. 1,
. . . . . . .

Opus 23, No. 1,
. . . . . S . 0

Opus 23, No. 2,
. . . . , . . .

Opus 23, No. 2,
. . . . . . . .S

Opus 23, No, 3,
. . . . . . . .

Opus 23, No. 3,
. . . . . . . .

Opus 23, No. 3,
. . . . . . .

Opus 23, No. 4,
. . . . . . . .

Opus 23, No. 4,
9 . . . . . . .

Opus 23, No. 5,
. . . . . . . .

Opus 23, No. 5,
. . . . . . . .9 .

28

30

31

39

40

41

41

42

43

44

45

46

47

48

49

V

Page

.0

.0

.

.



CHAPTER I

INTRODUCTION

The works of Arnold Schoenberg, who was born in 1874

and died in 1951, may be divided into three periods, those

being late romantic, "free" atonal, and twelve-tone.

Schoenberg's contributions to piano literature were made

during the last two periods. These contributions include

Opus 11, Opus 19, Opus 23, Opus 25, Opus 33a, Opus 33b,

and a Concerto for Piano and Orchestra. His piano composi-

tions, particularly Opus 11, Opus 19, and Opus 23, are

important in that Schoenberg used in them new procedures

for the first time which he then employed in other media.

In these piano works, the crucial stages of Schoenberg's

development as a composer can be seen.

Opus 11, Opus 19, and Opus 23 contain many characteris-

tics which can be attributed only to Schoenberg's sensitive

creativity. The rhythms possess a variety and subtlety of

stress which often conceal the main beat. The sonorities

require perfect balance and careful use of the damper pedal

F.' E. Kirby, A Short History of Keyboard Music (New
York, 1966), p. 409.
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to achieve the utmost in clarity.2 His dynamic and tempo

markings are in minute detail. Metronome markings are

meant to be an aid in establishing a satisfactory tempo and

should not be followed mechanically. Schoenberg's melodies

are characterized by wide intervals and apparent dis-

3
continuity. His tendency to think musically in opposites,

especially the rapid change from high to low pitch, becomes

apparent in his atonal compositions.4

In 1907, a gradual transformation in Schoenberg's

style began.5 This change coincided with his first attempts

to paint, and his paintings from this period reveal the

stress through which he must have gone in those years.

Schoenberg, a sensitive composer, reflected the political

disturbances of the times. He felt that a great period of

civilization was coming to an end.6 Schoenberg's new style

first became apparent in the final movement of his Quartet

in F-Sharp Minor, Opus 10, composed in 1907-08. The

development of the new style reached maturity in Opus 11,

2 James Friskin and Irwin Freundlich, Music for the
Piano (New York, 1954), p. 286.

.Ibid.

4 Egon Wellesz, The Origins of Schoenberg's Twelve-tone

System (Washington, 1958), p. 3.

Egon Wellesz, Arnold Schonber (New York, 1930), p. 24.

6
Wellesz, The Origins of Schoenberg's Twelve-tone System,

p. 7.
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Drei Klavierstucke, which were written in 1908 and published

in 1909. These pieces were first performed in public by

Rudolph Reti and were preceded on the program by the first

part of Gurre-Lieder and by George Lieder, which were composed

at approximately the same time as Opus 11. Schoenberg wrote

a preface for the program to explain his reasons for including

Gurre-Lieder on the program with the other two works.

. . . to show that it is not lack of invention or
technical skill, nor of the knowledge of the other
demands of contemporary aesthetics, that has urged
me in this [new] direction, but that I am following
an inner compulsion that is stronger than education,
and am obeying a law that is natural to me, and
therefore stronger than my artistic training.7

Opus 11 illustrates how the separate components of a

minute musical cell are isolated in order to be used for

re-integration. These isolated elements are expanded,

permuted, freely combined with other elements, and organized

to produce chords or melodic patterns. Much emphasis is

placed on motivic relationships. The result is one of

complexity when such relationships are no longer within the

tonal system but are allowed instead by the use of twelve

tones related only one with another.8

7Wellesz, Arnold Sch;nberg, p. 26.

8
Patricia Carpenter, "The Piano Music of Arnold

Schoenberg.-Part II," The Piano Quarterly, XLII (Winter,
1962-1963), 23.
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It would be an error of judgment to fail to realize

that Opus 11 is not only indicative of a new style, "free"t

atonality, and of major works to come but also is an

important musical achievement in itself.9 Schoenberg him-

self stated,

S -. my early work paves the way for understanding
of my musical ideas, and it is wiser first to
become acquainted with the former, before my mode
of expression becomes as concise as in my latest
works.10

After reaching the highest limits of post-Romantic

Expressionism in Opus 11, Schoenberg turned in Opus 19,

Sechs Kleine Klavierstucke, to a new constructive principle

based on more objective, almost Impressionistic ideas."

The first five pieces were written on one day, February 19,

1911, while the last was composed in June of the same year.

Although many characteristics of Opus 11 can still be

observed in Opus 19, motivic or thematic repetition,

melodic sequences, and traditional formal plans were less

extensive. The pieces are extremely short and each one

states only one or two musical ideas. Often described as

9Rt
9RuthFriedberg, "The Solo Keyboard Works of Arnold

Schonberg," Music Review, XXIII (February, 1962), 39.

10.Erwin Stein, Arnold Schoenberg Letters (New York,
1965), p. 209.

11
Friedberg, op. Cit.,, p. 43.



musical aphorisms, these pieces may have been a reaction

against the "long style" of the late nineteenth century.12

Each piece reveals a unity of structure which is achieved by

rhythmic means. A given rhythmic element is established

which itself becomes a motive, is self-contained, and

quickly passes. Opus 19 demonstrates the significance of

every individual note and rest. These pieces epitomize

compression of idea and possess a clarity and logic seldom

achieved before.13 Therefore, the important characteristic

of Opus 19 is extreme concentration in combination with

"free" atonality.

Opus 23, Funf Klavierstucke, was begun in 1920, but the

fourth and fifth pieces were not finished until 1923. Again

Schoenberg used the piano as the vehicle for the presentation

of a new idea. The five pieces of Opus 23 demonstrate the

evolution of the twelve-tone system and the gradual con-

solidation of its aspects. It is clear that the formulation

of the principle of "the basic shape" had taken place by the

time Schoenberg began this set of pieces. The idea of a

chromatic sequence of notes from which all harmonic and

melodic material is derived pervades all the pieces.

12Kirby, Op. ctit., p. 410.

13 C
Carpenter, p_.citi., p. 23.

5
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However, strict adherence to twelve tones does not appear

until the last piece.14

In the preface to the 1923 edition of Opus 23,

Schoenberg requests fingering patterns which will allow the

various groups of notes to be played without the help of the

damper pedal, a technique which is a departure from the

pianistic tradition of the nineteenth century. In addition,

in the same preface, the composer introduces his system of

special signs for light and heavy beats, for various staccato

touches, and for the upward or downward direction of broken

chords. This system becomes standard in his subsequent

works. These symbols are a strong factor in Schoenberg's

involved organization of rhythm. Because of them, frequent

unusual cross accent patterns occur.15

Opus :23 contains music that is not only some of

Schoenberg's most complex but also some of his most intense

work. Even without the historical data, the pieces are

important works of art. Opus 23 displays a new spirit as

well as a new technique--a spirit of confidence and world-

liness, yet one of reverence toward the past. Instead of

the expressionism of Opus 11 and the impressionism of

14 Friedberg, op. cit., p. 44.

15b
Ibid., p. 46.
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Opus 19, Opus 23 reflects an interlude of happiness and hope

in Schoenberg's life.16

Schoenberg, more than any other twentieth century

composer, built upon the acquisitions from the past. His

developments were grounded on the profound experience of

his tradition and were produced by a mind accustomed to the

penetration of existing ideas. 17 His accomplishments are

a balance of the old and the new, tradition and rebellion,

the emotional and the intellectual, the uncontrolled

freedom of atonality and the total organization of the

twelve-tone method. 18

1 6William Austin, Music in the 20th Century (New York,
1966), p. 305.

17Carpenter, _ cit., p. 23.

18Ibid., p. 29.



CHAPTER II

USE OF "FREE" ATONALITY

Anton Von Webern was influential in Schoenberg's

decision that the Liszt-Strauss technique had outlived it-

self and that it was his task to discover new ways of

expression which would be different from those of his

contemporaries. Schoenberg felt that the "constant

chromaticism and the incessant modulations" of the late

romantic period undermined the overall tonal unity of a

composition. This idea led him to the theory of the

suspension of the tonal system and the use of the total

resources of chromaticism. He questioned the traditional

views of consonance and dissonance which he felt were

simply relative concepts and began the "emancipation of

the dissonance."2 In his Structural Functions of Harmony,

Schoenberg stated,

My school does not aim at the establishment of
a tonality, yet does not exclude it entirely.
The procedure is based upon my theory of "the
emancipation of the dissonance.?? Dissonances,
according to this theory, are merely more remote

Egon Wellesz, The Origins of Schoenberg's Twelve-Tone
System (Washington, 1958), p. 6.

2F. E. Kirby, A Short History of Keyboard Music (New

York, 1966), p. 409.
8
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consonances in the series of overtones. Though
the resemblance of the more remote overtones to the
fundamental tone gradually diminishes, their compre-
hensibility is equal to the comprehensibility of the
consonances. Thus to the ear of today their sense-
interrupting effect has disappeared. Their emanci-
pation is as justified as the emancipation of the
minor third was in former times.3

When the term "atonal" was used by Viennese critics to

describe Schoenberg's new music, he called the term non-

sensical. He stated that the correct term would be

"a-tonical," the absence of the dominance of one tonal

center.4

A problem of major concern in "free" atonal works is

the definition of thematic material and its differentiation

from secondary and transitional material. Often the

integrative element is a minute intervallic cell which may

be expanded through the alteration of its parts, through

the free combination of its various transpositions, or

through association with independent details. It may

function as a kind of microcosmic set with fixed inter-

vallic content, used as a melodic figure or as a chord or

as a combination of both. Its members may be fixed with

regard to order, in which case it is employed like the

3Arnold Schoenberg, Structural Functions of Harmony
(New York, 1954), p. 193.

4Welles z, o~. cit., p. 4.
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twelve-tone set and all its transformations. The separate

notes may perform as pivotal units to allow overlapping

statements of the basic cell or the linking of two or more

basic cells.5 Frequently the harmonies are vertical

projections of the set or parts of the set, and their

combination is justified by the logic of the set. Schoenberg

commented on this use of the set in the following manner:

This occurred to me even before the introduction of
the basic set. Tones of the accompaniment often. came
to my mind like broken chords, successively rather
than simultaneously, in the manner of a melody.6

The first piece of Drei Klavierstucke, Opus 11 contains

three thematic ideas, the first two of which are lyrical while

the third is a figuration. (See Figure la, b, and c.)

a 
_

a I ::4L M gell b

c

mit Dampfung bis4
(3. Pedal

IL

Fig. 1--Schoenberg Drei Klavierstucke, Opus 11, No. 1,
measures 1-5 and 12-14.

-5
George Perle, Serial Composition and Atonality

(Berkeley, Calif., 1962), p. 9.
6
Schoenberg, _ cit., p. 194.
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The first idea is generated by the intervallic cell of a

minor third and a minor sixth. Melodic intervals, pitch

content, rhythm, and contour of line are treated as

separable parts of this idea throughout the piece. The

second idea is often presented with rhythmic variation.

The original pitch level of the basic cell of idea one

acquires a formal significance in idea two. Several

appearances of idea two conclude with the two intervals

which comprise the basic cell of idea one. The third idea

is often expanded through chromaticism, octave displacement,

and rhythmic variation. These three ideas are highly

developed in the middle section of the piece.

The second piece, which is the longest in Opus 11,

includes four thematic ideas. (See Figure 2.) Ideas one and

two are accompanied by an ostinato while idea three contains

an important counter theme in the inner line. The third

and fourth ideas are presented in every conceivable manner

as both melodic and harmonic material. This simultaneous

two-dimensional aspect of Schoenberg's style is another

early step toward his twelve-tone system.8 Two vital facts

about these four ideas should be observed, these being

7Perle, op_. cit., p. 10.

8 Ruth Friedberg, "The Solo Keyboard.Works of Arnold
Schonberg," Music Review, XXIII (February, 1962), 41.
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the aural relation between them and the intervallic

expansion and contraction in each of them.

LA -1
*M37.7 ft A&L --------- M -0 4kAf t-f ce LA I m add Id dTIM I
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Fig. 2--Schoenberg Drei Klavierstucke, Opus 11, No. 2,
measures 2-4, 16, and 29.

The first of these aspects is achieved by the similarity in

the intervallic structure of each thematic idea. This can

most easily be seen in ideas one and three with their

predominance of diminished fifths and augmented fourths

and their high degree of chromaticism. The latter of these

aspects is clearly projected in idea one,which begins with

a diminished fifth and recedes to a closing major second.

Throughout the entire piece, there is only one short free

episode in which material taken from at least one of these

four thematic ideas is not used.

Aim a

.1/000orm
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Schoenberg, having decided that the kind of thematic

construction and development used in the first two pieces

of Opus 11 had for him reached the limits of its creative

usefulness, plunged into a world of Expressionistic form-

lessness in the third piece. This piece has few repetitive

elements readily comprehended by the ear but does possess a

psychological continuity.9 Although the free range of

figuration and wide dynamic fluctuation seem to be dominated

only by the logic of mood and emotion, closer observation

reveals several structural ideas which give the piece

unity. 1 At the beginning of the piece, chromatic structures,

both melodic and harmonic, which foretell the later twelve-

tone technique, are seen. This material is a non-repetitive

group of nine notes. (See Figure 3.)

Bewegte j jn

-M II

Fig. 3--Schoenberg Drei Klavierstucke, Opus 11, No. 3,
beginning incomplete measure and first half of measure 1.

9James Friskin and Irwin Freundlich, Music for the
Piano (New York, 1954), p. 286.

10 Friedberg, p_. cit., p. 41.
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In a piece in this style, any recognizably consistent

feature, no matter how brief, becomes a unifying element.

The series of major thirds in the upper part of the example

above functions in this way. This piece is highly individ-

ualistic in that it not only abandons tonal functions but

also thematic material, with two exceptions.12 This theme-

lessness is a result of the desire to avoid the repetition

of material once stated and to place form under the control

of the law of feeling. When a composer chooses to exclude

thematic and motivic repetitions, he must face the danger

of chaos and lack of technical control. However, Schoenberg

successfully meets this challenge, and the third piece

possesses a spirit of high concentration which has been

compared to some of Bach's fantasias.13 Although the label,

totally "athematic," has often been attached to this piece,

two examples of thematic material are quite clear. The

latter of the two is a distinct reappearance of the opening

theme of the first piece. (See Figure 4.)

Although the two piano works written in Schoenberg's

"free" atonal compositional style are similar in some respects,

11Perle, op. cit., p. 21.

12
Kirby, op. cit., p. 409.

13H. H. Stuckenschmidt, Arnold Schoenberg (New York,
1959), p. 51.
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the differences between Opus 11 and Sechs Kleine Klavierstucke,

Opus 19 are indicative of two distinctive approaches taken by

the composer during this period. Each of the first two pieces

in Opus 11 is contructed around the presentation, development,

and integration of several thematic ideas.

Mfdiig. (e/er langsamer)

Fig. 4--Schoenberg Drei Klavierstucke, Opus 11, No. 3,
measures 24-25.

The first piece in Opus 19 is somewhat comparable to those

pieces in that the subtle interrelation of intervallic

elements is again used by the composer. The controlling

presence of the intervals of a major third and a perfect

fourth unite the free melodic and harmonic structures.' 4

However, in each of the other five pieces, only one or two

melodic ideas appear briefly and pass with no development.

Opus 19 is more like the third piece of Opus 11 in that the

unifying force in each is the use of rhythmic motifs.

14Perle, _ cit., p. 21.
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The similarity between the two ends there, for the third

piece of Opus 11 has been compared to a fantasy whereas the

pieces in Opus 19 are tiny, fleeting and almost other-

worldly. This unique approach may have been taken to achieve

the aim mentioned earlier, that is, the desire to place form

under the control of the law of feeling by avoiding the

repetition of material once stated. In the second piece,

variable thematic details, such as melodic thirds, occur

against an ostinato. The last half of the third piece

contains two melodic phrases, the first of which is vaguely

reminiscent of the opening phrase of the first piece. The

fourth piece is primarily a single line composition divided

into four phrases while the fifth piece includes a char-

acteristically angular melody of only five notes.

Although evaluation of the quasi-harmonic progressions

in Schoenberg's "free" atonal works is necessary, such

progressions are not derived from root movement and there-

fore, structural functions are not under consideration.15

Egon Wellesz states in The Origins of Schoenberg's Twelve-

Tone System that for Schoenberg, melody and harmony were

one. He turned against those composers who attempted to

embellish a diatonic melody with chromatic harmonies to make

the piece more "modern." Using the chorales of Bach as a

15Schoenberg, 22. cit., p. 194.
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basis for his teaching of harmony, Schoenberg constantly

stressed the fact that a melodic high point had to coincide

with an harmonic high point. This he felt was true even

if the old cadential effect of tonic and dominant were

replaced by something else which created a similar effect.

This can be observed first in Opus 11 where the dissonances

are treated as if they were common chords.16 In Opus 11,

major and minor triads and scales are avoided. Octaves

occur often as doubling reinforcement of melodic lines and

occasionally as leaps in a line or as harmonic intervals

approached by contrary motion of individual voices.

The harmonic material of the first piece of Opus 11

contains extensive use of the thematic ideas, especially

the basic cell, a minor third and a minor sixth, of idea

one. Counterpoint is also an important element in this

piece. The middle section includes three basic harmonic

ideas. (See Figure 5.)

ser langsta

Ap

Fig. 5--Schoenberg Drei Klavierstucke, Opus 11, No. 1,
measures 19-20.

16Wellesz, . cit., p. 7.
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The first chord is a transposed vertical statement of the

basic cell. The second chord is the inversion of the basic

cell. Various transpositions of this inversion are found in

the third section of the piece as well as in the middle

section. The last harmonic idea is an augmented triad

which, because of its equi-intervallic structure, becomes

a primary structural detail in the middle section. 7The

final chord of the first piece is composed of notes four,

five, six, and seven from thematic idea three. (See Figure 6,)

Fig. 6--Schoenberg Drei Klavierstucke, Opus 11, No. 1,
measure 64.

This quartal sound is an important harmonic characteristic

in Schoenberg's "free" atonal works. The piano harmonics

used by the composer in this piece are achieved by depressing

silently the four right-hand notes, whose strings are made

to vibrate by sounding the same notes with the left hand

in a lower octave. (See Figure 7.)

17Perle, op. cit. , p. 14.
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ohne Ped..

Fig. 7--Schoenberg Drei Klavierstucke, Opus 11, No. 1,
measures 14-15.

Throughout the second piece of Opus 11, an ostinato

figure is presented at different pitch levels and with

various alterations. (See Figure 8.)

PP r-

Fig. 8--Schoenberg Drei Klavierstucke, Opus 11, No. 2,
measure 2.

This figure serves to give the piece much of its structural

continuity. The piece closes with two chords which use the

characteristic thematic interval of the piece, the tritone.

Extensive use of the tritone is also made in the third piece,

Piz
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where this interval in the final point of arrival reinforces

the overall mood of restlessness in the piece. The thematic

and chordal fourths again appear in alternation with tertial

harmony.

The harmonic basis of Opus 19 is still "free" atonal

chromaticism. At several points in the first piece, a pedal

point chord is used as a coloristic device. A direct

chromatic progression forms the final point of arrival.

(See Figure 9.)

Fig. 9--Schoenberg Sechs Kleine Klavierstucke, Opus 19,
No. 1, measure 17.

The major third, G to B, is presented as an ostinato in the

second piece. Around the ostinato, other harmonic thirds

appear. All chordal structures in the piece consist of

superimposed thirds. A chord so derived often occupies a

distinctive moment in a piece as a whole, as in the final

chord of this piece.18 (See Figure 10.)

18 Perle, o;..i cit., p. 30.
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Fig. 10--Schoenberg Sechs Kleine Klaviersticke, Opus 19,
No. 2, measures 8-9.

In the first half of the third piece, a concertato effect of

opposing chords is created with the use of thickly-textured,

forte harmonic and melodic structures in the right hand and

pianissimo octaves in the left hand. (See Figure 11.)

Fig. 11--Schoenberg Sechs Kleine Klavierstucke, Opus 19,
No. 3, measure 1.

Chordal structures appear as punctuation in the fourth piece

while in the fifth, the harmonic interior is smooth at first,

then more highly articulated, ending in a series of accented

thirds. The final piece is believed to have been written

19 Kirby, op. cit., p. 410.
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under the influence of Mahler's funeral, and its contents

are derived from the memory of bells.20 The two reiterated

harmonic structures which form the basis of the piece are

bell-like chords in fourths. This texture is interrupted

once by the tiny melodic phrase mentioned earlier and a

close harmonic structure and then returns over two isolated

bass notes.

Schoenberg's use of rhythmic material in Opus 11 and

Opus 19 not only serves to unify each piece but also, in

many instances, provides the formal contour in each piece.

This fact is best exemplified in Opus 11 in number three.

Recurring rhythmic groupings of four, six, and seven notes

become structural elements, delineating many of the phrases.

(See Figure 12.) The grouping of four notes, three sixteenth

notes and a dotted eighth note appears in the left hand in

this example while the grouping of seven notes ending on

the sforzando chord appears in the right hand. The last

example shows a typical grouping of six notes. In the first

piece of Opus 11, one of the primary means of development

in the middle section is the rhythmic motif of a double

dotted eighth note followed by a thirty-second note.

20 Patricia Carpenter, "The Piano Music of Arnold
Schoenberg - Part II," _The Piano Quarterly, XLII (Winter,
1962-1963), 23.
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Bewegte .

rascher-

Fig. 12--Schoenberg Drei KiavierstUcke, Opus 11, No. 3,
beginning incomplete measure and first half of measure 1 and
measures 10-11.

Minor ninths and mixed thirds are used extensively with

this motif. Other important rhythmic aspects in Opus 11

are the cross rhythms in the second piece and the use of

syncopation in all three pieces.

In the first piece of Opus 19, the representative 6/8

rhythmic patterns, quarter, eighth, quarter, eighth and

four sixteenth notes, integrate the entire piece. The major



third ostinato, mentioned previously, is used as a rhythmic

motif in the second piece. It appears usually as three

eighth notes or as a single eighth note. In the first half

of the third piece, the bass part is organized around two

rhythmic figures, those being an eighth, dotted quarter,

eighth, quarter and three quarters followed by two eighth

notes. Each of the four phrases in the fourth piece differs

rhythmically from the others. The first consists of the

pattern, a double dotted eighth followed by a thirty-second

note; the second, four sixteenth notes; the third, a flowing

combination of patterns; and the fourth, four thirty-second

notes. The time signature for the fifth piece is 3/8,which

produces several characteristic waltz rhythmic patterns.

Schoenberg's Viennese background never allows him to ignore

the waltz form for very long.22 The two bell-like chords in

the last piece are used as a rhythmic motif. The opening

chord enters twice on the fourth beat and once on the third

while the second chord appears on three different beats.

Thus Schoenberg has compressed his ideas so tightly in

Opus 19 that within these tiny pieces are feelings as intense

as those in his grander works.

21
Friedberg, op. ci. p. 43.

22Ibid.
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CHAPTER III

THE RETENTION OF NINETEENTH CENTURY CHARACTERISTICS

The contribution of any composer is dependent not only

upon his originality but also upon his assimilation of all

styles and ideas which have preceded him. Knowledge of the

tools and materials used in the past and the ability to

correlate that knowledge with one's own imagination are

vital prerequisites for the discovery and development of

new means of communication. Although Schoenberg's move

away from late romanticism into "free" atonality and

eventually into the twelve-tone technique involved radical

changes in the technical aspects of German Romantic tradition,

important characteristics of the romantic period were

retained. Schoenberg himself viewed his experiments as a

direct outgrowth of the nineteenth century tradition of

composition.

Since the technique and spirit of Opus 11 and Opus 23

set these works apart, many critics overlook their tradi-

tionalism. While Schoenberg completely reorganized his

1F. E. Kirby, A Short History of Keyboard Music (New
York, 1966), p. 408.
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principles for controlling musical tones in these two

compositions, he chose to retain as his most important formal

vehicle the chief type of nineteenth century piano music:

the character piece.2 Although each of the pieces in Opus 11

resembles the character piece in form, the first two follow

more closely the general plan--a lyrical beginning, a

gradual ascent to a climax, and a restatement of the opening

3thematic material. Great attention is paid to clarity and

form in the pieces of Opus 23. Most of them start softly,

rise to a climax near the end and then fade away rapidly.

Many of the nineteenth century traits are evident in

Schoenberg's works because of his high regard for Brahms,

whose influence affected him decisively throughout his life.

The density of texture, the frequent chordal presentation

of phrases, the lyricism of thematic material, the contra-

puntal detail in the accompaniment, the types of figuration,

and the wide spread of broken chords are reminiscent of

Brahms' piano pieces.4 Other features of Brahms' technique

which Schoenberg assimilated are the construction and

development of thematic and motivic material, the subtle

transitions between themes, and the combination of various

2Ibid., p. 413. 3Ibid., p. 409.

4Ibid.
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rhythmic units. The latter produces a kind of clair-obscur,

a manner of writing which makes understanding the music

after one hearing difficult.5

The structural unity of the first two pieces in Opus 11

lies in the highly developed interweaving of motifs, a style

which can be traced in Schoenberg's compositions back to

## 6Verklarte Nacht. In the first piece,which was written

second, Schoenberg's use of counterpoint can be observed.

(See Figure 13.)

Fig. 13--Schoenberg Drei Klavierstucke, Opus 11, No. 1,
measures 25-27.

A free section of pianistic figuration which corresponds

to the material in thematic idea three is included in the

middle portion of the piece. (See Figure 14.) In the

second and largest piece of Opus 11, the extended octave

doublings , the broken chords , the parallel thir ds , and the

FEgon Wellesz, he Origins of Schoenberg's Twelve-Tone
System (Washington, 1958), p. 4.

6Ruth Friedberg, "The Solo Keyboard Works of Arnold
Schonberg," Music Review, XXIII (February, 1962), 39.
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figurations are evidences of the romantic tradition of the

nineteenth century.

Fig. 14--Schoenberg Drei Kiavierstucke, Opus 11, No. 1,
measures 39-41.

7
Ibid., p. 42.
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This piece is the most similar of the three to the piano

works of Brahms because of Schoenberg's use of cross

rhythms.8 The climactic point of the piece is approached

by and culminated in a "Chopinesque" figuration which is

9treated canonically. (See Figure 15.) In this episodic

section, thematic idea two is included, accompanied by trills

in the right hand. The trills conclude with a cadenza-like

figuration. This type of figuration also appears several

times in the third piece of Opus 11. The idiomatic pianistic

style in the pieces of Opus 23 is reminiscent of Opus 11.

In these pieces, the broad, sweeping use of the instrument's

resources by-passes the concentrated understatements of

Opus 19. Octave doublings have disappeared, but the pieces

abound in the characteristic kinds of accompaniment and

and embellishment--trills, broken chords, and extended

virtuoso passages in thirds, sixths, sevenths, fourths, or

whatever intervallic element is prevalent at the time.

Still another nineteenth century trait manifested in

each of the three works is the wide range of dynamic markings.

The use of extremes, such as PPPP to FFFF in the third piece

of Opus 11, creates an unusual amount of tension and.

reinforces the relation to the character piece in Opus 11

8Ibid. 9Ibid.
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and Opus 23. In Opus 19, the mood of each piece is

exaggerated by both the quick changes in dynamic markings

from piece to piece and the more subtle changes within each

piece. Schoenberg uses sforzandos in much the same way as

did earlier composers, that is, to emphasize a specific note

in relation to other notes. However, he makes use of them

much more frequently.

Just as the pieces in Opus 19 involve a different use

of "free" atonality than do the pieces in Opus 11 and Opus 23,

so do they involve a different kind of romanticism. These

are "will-of-the-wisp" pieces, possessing a quality which is

elusive and difficult to define. Each is designed to

portray a specific mood or feeling in the passing of only

a few seconds, and therefore, each leaves the listener

suspended in time and space. Despite this fact, there is

an abundance of virtuoso figuration, such as these thematic

measures from the fourth piece.10 (See Figure 16.)

f marellat

Fi. 6-Shoner Scs len KaIrtickOps 9

Fig. 16--Schoenberg Sechs Kleine Klavierstucke, Opus 19,
No. 4, measures 10-11.

1 0Kirby, . cit., p. 410.
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The dynamic contrasts, the extreme brevity, and the expres-

siveness of these pieces are closer to Webern's style at

this stage of Schoenberg's development than at any other.

"William Austin, Music in the 20th Century (New York,
1966), p. 221.



CHAPTER IV

THE ORIGIN AND GROWTH OF THE TWELVE-TONE METHOD

Between the years 1915-1923, Schoenberg's output of

compositions decreased while he was attempting to reach a

solution to a new problem--the need for formal extension.'

At this point in his development as a composer, he found

himself confronted by the difficulty of making himself

understood, and he felt that comprehensibility is the aim

of form. Formerly, both the form and matter of music had

been based on tonality, the structural functions of which

articulated the extended features of form. Schoenberg was

faced with the need common to all revolutionaries, of

establishing the ground upon which he stood.2 The void

created by his abandonment of the traditional harmonic

system had to be filled with other means of establishing

order which would control the succession and relationship

among musical tones. This may help to explain the brevity

F. E. Kirby, A Short History of Keyboard Music (New
York, 1966), p. 410.

2-
Patricia Carpenter, "The Piano Music of Arnold

Schoenberg - Part II," The Piano Quarterly, XLII (Winter
1962-1963), 24.

33



34

of Opus 19, as well as of other works written about the

same time.

The following excerpts from a lecture delivered by

Schoenberg at the University of California in Los Angeles on

March 26, 1941 will serve to explain his reasons for his

new experimentations and his first efforts in these areas.

In the last hundred years, the concept of harmony
has changed tremendously through the development of
chromaticism. . . . The concept of tonality had to
develop first into the concept of extended tonality.
* . . Tonality was already dethroned in practise, if
not in theory. This alone would perhaps not have
caused a radical change in compositional technique.
However, such a change became necessary when there
occurred simultaneously a development which ended in
what I call the emancipation of the dissonance. ...
The foremost characteristics of the pieces in this
new style were their extreme expressiveness and their
extraordinary brevity. At that time, neither I nor
my pupils were conscious of the reasons for these
features. Later I discovered that our sense of form
was right when it forced us to counterbalance extreme
emotionality with extradordinary shortness. Thus,
subconsciously, consequences were drawn from an
innovation which, like every innovation, destroys
while it produces. New colorful harmony was offered;
but much was lost. . . . Formerly the harmony had
served not only as a source of beauty, but, more
important, as a means of distinguishing the features
of the form. . . . The constructive value of the
new chords had not as yet been explored. Hence, it
seemed at first impossible to compose pieces of
complicated organization or of great length. . . .
The desire for a conscious control of the new means
and forms will arise in every artist's mind. 3

The development of the system of "composition with

twelve tones" is the logical result of the trend in late

3Arnold Schoenberg, y and Idea (New York, 1965),
pp. 103-106.
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nineteenth century composition which originated in Wagner's

Tristan and led to various attempts to use twenty-four

quarter-tones in place of the existing twelve half-tones.

Schoenberg, who did not join in these attempts, tried first

to create several harmonic centers rather than only one and

then adopted the use of twelve centers of equal importance.

This involved a new kind of partwriting in which harmonic

structures are the simultaneous soundings of sections of

the individual lines just as the transition from the late

Romantic style of composition to "free" atonal composition

was necessary at a particular historic moment, so was the

twelve-tone system necessary to prevent atonality from

becoming incoherent.4

In 1916, a self-taught musician named Josef Matthias

Hauer was sent to Egon Wellesz, one of Schoenberg's students,

by Rudolph Reti. Hauer had had no training in the rudiments

or techniques of composition, but he was attempting to write

music based on the theories of the ancient Greeks. Each

piece of his represented a Nomos,which consisted of twelve

tones, divided into four sections of three tones. Therefore,

the melody included the entire compass of the chromatic

4Egon Wellesz, The Origins of Schoenbers Twelve-tone
System (Washington, 1958), pp. 10-11.



36

scale, but the layout sounded almost diatonic. Hauer's

compositions were brought to Schoenberg, who, at that time,

was working on his serial technique. These compositions may

have helped show him the way out of his crisis. Perhaps they

came to him as the right impulse at the proper moment.5

In a letter which Schoenberg wrote to Hauer on December 1,

1923, he explained that his search had been for a new

principle relevant to the changed conditions. He stated

that after many errors and deviations, he had chosen to

call his theory the "method of twelve-note composition" and

that he was definitely not concerned with any other theory.

Schoenberg continued the letter by saying that he felt he

had "found the key" after fifteen years of experimentation.

The new system, he felt, enabled him to compose as "freely

and fantastically" as one does in his youth and yet, be

subject to a precisely definable discipline. At this stage,

he could provide rules for almost everything in the system.

Although he had been using much of the information in his

teaching to define forms and formal elements as well as to

explain musical technique, he wished to test the system and

expand it in additional compositions.6

5
Ibid., pp. 7-9.

-6-
Erwin Stein, Arnold Schoe Letters (New York, 1965),

p. 104.
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The "method of composing with twelve tones which are

related only with one another," as Schoenberg finally called

the new system, is based on a series or row which is an arbi-

trary arrangement of all the tones of the chromatic scale.

Each particular composition is based on a row designed

specifically for that work. The notes in the row are presented

in order with no note repeated until all other notes of the

series have been sounded. Restatements of the row comprise

the material for the work. In its original form, the series

is called the "prime." However, the possible variations are

numerous, those being transposition, inversion, retrograde,

and retrograde inversion. In addition, the row may appear

horizontally or vertically and may be segmented. In this way,

one segment may be used melodically while another segment is

7
used as accompaniment. Schoenberg states, in his lecture

cited earlier, that the set functions in the manner of a motive.

He also says that the reasons for each set having twelve

different tones, none of which is repeated until all have been

presented, and for using only one set in a given composition

came to him gradually.8 Although the set can be used har-

monically, this method is primarily a polyphonic and linear

9
device.

7
Kirby, 2P. c-it., p. 411.

8
Schoenberg, oRp.cit'. , p. 108.

Kirby, 2p_ it;., p. 411.
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In the first works in which Schoenberg used this method,

he employed complicated devices to produce variety. He was

not yet sure that the exclusive use of one row would create

sufficient interest. However, he soon became convinced that

the more familiar he was with a given series, the more

readily he could manipulate that series. Equally important,

he discovered that the possibilities of evolving the formal

elements of music from a basic row were unlimited. Not only

did his method produce a unifying effect but also fulfilled

his desire for comprehensibility. 10 Patricia Carpenter,

who studied theory and composition with Schoenberg, projects

four ways in which Schoenberg's method provides formal

organization. First, it produces unity; second, it generates

both harmony and melody and makes them equally significant;

third, it defines large areas of musical space; and last,

the row is a "theme" upon which a particular work becomes a

perpetual variation."

The first piece of Funf Klavierstucke, Opus 23, the

first twelve measures of which are in strict three-part

writing, has been compared to a three-part invention. Its

overall form is ABA with a coda. This composition is a

10
Schoenberg, op. cit., pp. 114-117.

Carpenter, op. c., p. 25.
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network of intervallic relationships, the primary motive

consisting of a minor third and a minor second. These

intervals appear both as linear thematic material and as

vertical harmony. Although this technique is clearly an

extension of earlier procedures, these intervals are also

linked into longer chains of note orders which appear in

many different contexts. These larger note orders are

varied in contour, rhythm, and dynamics, but the original

pitch adjacencies within the patterns are not modified

except through octave displacement and verticalization.

In contrast to the initial appearance of the generating

cells, these note orders or linear formations, which are

considerably more extensive than the original cells, are

presented only in their prime aspect and at one pitch level.12

The first three measures of the piece demonstrate the

intricacy of the motivic relationships. (See Figure 17.)

Fig. 17--Schoenberg Fiinf Klavierstuicke, Opus 23, No. 1,
measures 1-3.

12141George Perle, Serial Composition and Atn.ity
(Berkeley, California, 1962, .42-43.
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The primary motive is divided into part A and part B. Part A

is introduced in the inner line of measures one and two; part

B is presented in the first three upper notes of the piece.

Part A is followed by its retrograde inversion transposed in

measure three. Two statements of its retrograde inversion

appear in the bottom line of measures one through three. The

initial chord of the piece is an inversion of part A. In

measure two a transposition of part A occurs in the upper line.

Part B of the motive is transposed and reversed in the upper

line of measures two and three and inverted in the inner line

130of measure three. In the middle section of the piece, an

ostinato is introduced which continues through the section

and into the return of A. (See Figure 18.)

molo staccato 4-

__ _ _Ow- t

_____IA

Fig. 18Lcoebr Fn LavestceOus2, o

Fig. 1--Schoenberg Funf Klavierstucke, Opus 23, No. 1
measures 13-16.

Ibid.,p. 10.
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In the final measure of the two-bar coda, the presentation

of the figure B-A-C-H provides an interesting point of

arrival. (See Figure 19.)

Fig. 19--Schoenberg Finf Klavierstucke, Opus 23, No. 1,
measure 35.

The second piece of Opus 23 had been compared to a

highly concentrated sonata form. Indeed, it is a tripartite

composition with a coda. This work, which clearly demonstrates

the continued development of the serial technique, is based

on a set of notes the structure of which allows a variety

of possible ordered formations. The set includes two linear

patterns which are presented simultaneously. (See Figure 20.)

Fig. 20--Schoenberg Funf ]Klavierstu~cke, Opus 23, No. 2,
measure 1.
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The first pattern consists of the principal series of nine

unrepeated notes; the second pattern is the three-note figure.

The notes in this figure are duplicated in the first pattern.

Transpositions of the set are freely employed throughout the

piece. However, the coda contains the first presentation of

the set in an aspect other than prime. The procedures

followed in the coda further anticipate fundamental polyphonic

principles of twelve-tone composition. Rhythm is one of the

most important propulsive and structural factors in the

piece. In the bass chords of measure three, the progressive

diminution of durational values creates rhythmic intensity to

match the dynamic intensity of the same part. (See Figure 21.)

Fig. 21--Schoenberg Funf Klavierstucke, Opus 23, No. 2,
measure 3.

Durations of silence are similarly manipulated at various

points in the composition. The larger formal elements are

set off by rhythmic means. The first section is based on

interrupted successions of sixteenth notes; the developmental
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section, on an uninterrupted succession of sixteenth notes;

and the coda, on continued augmentation of the smallest

durational value.1 4

The form of the third piece is not as clearly defined

as in the first two pieces. All the material in the work is

taken from the basic shape; therefore, the piece is one of

constant variation. The basic shape is comprised of the five-

note series at the beginning of the piece. (See Figure 22.)

| 1 1 1 - -

Fig. 22--Schoenberg Funf Klavierstcke, Opus 23, No. 3,
measures 1-2.

Transpositions and transformations of the set are freely

employed. The original contour of the set is preserved

wherever the ordered succession of pitch relations is

maintained. The set is also used as an unordered aggregate.

In spite of the brevity and simplicity of the set itself,

the complexity of its treatment results in a multitude of

14
ibid., pp. 49-50.
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15linear and harmonic elements. For example, in measures

thirty and thirty-one, the set forms chordal structures.

(See Figure 23.)

Iz- fT#Tu

APP

Fig. 23--Schoenberg F~nf Klavierstucke, Opus 23, No. 3,
measures 30-31.

All the notes in each of the four chords are set members with

the exception of c and g which are used as a pedal point.

The first chord is an untransposed prime; the second and

third chords are inversions; and the last chord is a

transposed prime. The succession of notes which the ordered

prime set shares with its retrograde inversion at the

15b. 
p 4Ibid., pp. 43-44.
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seventh semitone is occasionally used as a "modulatory"

device, as can be seen in measure fourteen.16 (See Figure 24.)

A L

I t

,J 
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Fig. 24--Schoenberg Funf Klavierstucke, Opus 23, No. 3,
measure 14.

The fourth piece is a combination of the use of the

serial technique and the earlier expressionistic pieces.

It is considered to be, in some ways, the most complex of

the five pieces. This work is based on five motivic ideas

which are introduced in the first three measures. (See

Figure 25.)

16bip4
Ibid., p. 44.
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Fig. 25--Schoenberg Funf Kiavierstucke, Opus 23, No. 4,
measures 1-3.

The first idea appears in the upper line of measure one;

the second, in the bass notes and treble grace notes on

beats two and three of measure one; the third, in the bass

notes on beats three and four of measure one; the fourth,

in the treble notes of measure two; and the fifth, in the

bass notes of measure two and the first half beat of measure

three. All five ideas consist mainly of major and minor

thirds and sixths. These similar intervals and the breaking

down of the ideas for the purpose of recombination create

difficulty in analysis of the piece. In addition to the use

of rearrangements of the motives, various transpositions are
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also employed. Four of these ideas appear both as harmonic

and linear elements. The phrase organization of the piece is

defined by rests and ritardandos. The piece is concluded

with the second motive as a point of arrival which is

approached by an indirect chromatic progression in measure

thirty-four, demonstrating that chromatic writing is still

an important factor in Schoenberg's style. (See Figure 26.)

aIL

Fig. 26--Schoenberg Funf Klavierstucke, Opus 23, No. 4,
measures 34-35.~

The final piece, the famous Walzer,, is based entirely

on Schoenbergt s twelve-tone method. The dance form, the

waltz, may have been used to introduce his new technique so

that all other elements would be familiar and easy to

comprehend. The characteristic metrical patterns produce

the strongest recurrent rhythmic pulses of any piece in the

18
group. The composition is in ternary form with a coda.

17
Ibid., p. 25.

18 Ruth Friedberg, "The Solo Keyboard Works of Arnold'
Schonberg," Music Review, XXIII (February, 1962), 46.
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The row is introduced in the upper line of measures one

through four while the chordal accompaniment appears in the

order, 6, 7, 8, 9, 10, 11, 12, 1, 2, 3, 4, 5. (See Figure

27.)

I---

-:77_ 4

A i~777
L~Y~ ~

Fig. 27--Schoenberg Fnf Klavierstuicke, Opus 23, No. 5,
measures 1-4.

In contrast to the other pieces in the group, the appearances

of the row do not always coincide with the structural points,

such as the beginnings of phrases. After the initial

presentation of the row, there are sixty-one further

statements. All the statements occur untransposed, and

although some appearances are not in the original order,

most use all twelve tones before any one is repeated.

Repetitions of the row become more frequent toward the end

- I M m f - I --t..r-
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of the piece. Four chords built on one complete row in

addition to seven tones from another row statement comprise

the conclusion of Opus 23. (See Figure 28.)

f I

AVJ I

Fig. 2 8--Schoenberg Funf ,Klavierstucke, Opus 23, No. 5,
measures 112-113.

1Ibid.,p. 45.
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CHAPTER V

CONCLUSION

Schoenberg's departure from the late romantic style of

composition and his efforts to devise a new means of self-

expression and communication resulted in his use of the total

resources of chromaticism. He became involved with the

theory of the suspension of the tonal system and the

emancipationn of the dissonance." Although this "free"

atonal style first became apparent in the last movement of

his Quartet in F-Sharp Minor, Opus 10, it reached maturity in

Opus 11, written in 1908. The unifying element of the first

two pieces of Opus 11 lies in the highly developed inter-

weaving of motifs while the structural unity of the expres-

sionistic third piece is found, for the most part, in recurring

rhythmic motifs.

Schoenberg turned in 1911 to a new constructive

principle based on more objective, almost impressionistic

ideas. The pieces of Opus 19 may be a reaction against the

"long style" of the late nineteenth century. Each short

piece demonstrates the significance of every individual note

and rest and epitomizes compression of idea.

50



51

Between the years 1915-1923, Schoenberg's output of

compositions decreased while he was attempting to solve the

problem of formal extension. The problem had arisen from

his abandonment of the tonal system which had served to

distinguish the features of form. After much experimentation,

Schoenberg formulated his method of composing with twelve

tones which he felt enabled him to compose freely and with

spontaneity within a precisely definable technique. The

method not only produced unity but also generated both melody

and harmony and delineated large areas of musical space.

Just as the composer had used the piano as the vehicle for

the presentation of his new ideas in Opus 11 and Opus 19, so

again did a piano work, Opus 23, demonstrate the development

of the twelve-tone method. Each of the pieces of Opus 23

moves gradually closer to the consolidation of the new

technique until strict adherence to twelve tones appears in

the Walzer.

Since the technique and mood of each of these

compositions--Opus 11, Opus 19, and Opus 23--set them apart,

many critics overlook the composer's retention of romantic

period characteristics. Schoenberg himself felt that his

experimentations were a direct result of the nineteenth

century tradition of composition. His use of traits from

the nineteenth century character piece and his idiomatic
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pianistic style in addition to his development of motivic

ideas and his use of total chromaticism served as a link

between the old and the new. Schoenberg, the revolutionary,

was also Schoenberg, the traditionalist whose innovations

combined sharp intellectualism with intense emotionalism.
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