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ARROLD SCHOENBERG

O e T G B T e SO A D e

In Scholes' Concime Oxford Dictionmary of Music there is the
following definition for the term "Expressionism™:- "A term borrowed
from the vncabulary of a group of painters who began to come into notice
about 1912. These professed to record inm paint not impressions of the
suter world but their "inner experiencea™., In music the idea of .
Expressionism seems to be the casting off of rules of every kind, so
leaving untrammelled the recording of the "inner experiences"”. Schoenberg
is regarded as the leading sxponant of this thecry - which seems a 1little
atrange in view of the very formal character of aome of his music {his
use of the Note-row.,..etc.).” The author very neatly sums up the apparent
contradiction that lies in the understanding of Schoemberg's music. In
fast there is no such contradictisny indeed, one would have to lock far

to find 2 more singleminded and consistent composer than Schoenberg.

Richard Specht, the Viennese musical journalist,is probsbly .

-. most to blame for spreading the idea that Schoenberg's mueic was

“"Expreasionist”. Although he was s firm supporter of Schoenberg during
the difficult early years of this century and one who constantly defended
and tried to promote Schoenberg's works, it is sad to have to say that
Specht probably did more harm than good to the understanding of his music,
In his many articles, which zppeared in the Viennese periodical "Der
Merker® and in "Die ¥usik", which was published in Berlin, Specht,
confronted with the difficulty of understanding Schoenberg’s music, could
- ~mly spesk instead of Schoenberg's reaponse to his texts and of his emotions.
‘Also, since he kmew that Schoenberg was a friend of many of the Viennese
Expressionist painters and that he himself painted in the Expressionist
manner, exhibiting his paintings in the Blau Reiter salon, it is not
-surprising that he linked Schosmberg's music with "Expressionism®,
_Schoenberg himself, in his article entitled "The Relationship to the Text"
“in "Style and Idea”, sums up the musical jourmalist's dilesmmz~

“Thera are relstively few people who are capable of understanding,
purely in terms of music, what music has to say..... The capacity of
pure perception is extremely rare and only to be met with in men of high
calibre, This explaines why professional arbiters become embarrassed by
certain difficulties. That our scorss become harder snd harder to read,
that the relatively few performances pass by so quickly, that often, even
the most sensitive, purest man can perceive only fleeting impressions -
all this makes it impossibdle for the erditic, who must report and judge,
but who is usually incapable of imagining alive a musical score, to do
his duty even with that degree of honesty he might perhaps decide om, if
it would do him no harm. Absolutely helpless, he stands in the face of
purely musical effest and therefors he prefers to write about wmusic which
is somehow connected with a text: about programme music, songs, operss etc..




"ne could almost excuse him for it when one observes that operatic conductors,
from whom one would like %o find cut something about the music of & new
~pera, prattle slmost exclusivel) about the libretto, the theatrical

effectivenass and the performers”™,

Por the Expressionist peinter the painting ie only & means, but
for Schoenberg music wae always the "end", The sudden rise of Expressionism
may explain the sudden sppearance of s hitherto unprecedented movement of

pistorial art im imperial Cermany and Austria dut it cannct explain the
contiruation of Cermanic musicsl art, & tradition which had been stromg for

centuries. Faced with the difficulty of nnderstanding~Schaenbarg*s music,

the musical journslists tried to explaim it by linking the music with
Expressionism, but in doing so they do not explain why the music ig difficult
to understand and they throw no light on Schoenberg's approach to composition.

Schoenberg's music bscomes mors and mors difficult during the first
ten vears of this century becsuse he is using sounds which are unfamiliar
to the listener brought up on the classice, That is, the vertical sounds,
the harmoniss, become more varied and more dissonant in terms of tomal ‘
harmony. The process of development is clearly shown in Schoenberg's music. ‘
“Verklarte Nacht" is intelligible to anyone familiar with Wagner and so
tos is the first string guartet. Both are extremely chromatic and comstantly
modulating, but yet remain basically diatonie. The first real t:.nv with
diatonic harmony oceurs in the Chember Symphony P, 9. It opens by introdusing
a new acund to musie, the chord duiit up of fourths:e

s

* Although Mahler in hie seventh sywphony snd Strauss in "Salome”
had used melodic ideas of upbuilt fourths, Schoenberg's uss of fourths .
is 8o important becsuse it is the first resl instancs of the use of non-
trisdic harmony. The significence of this is staggering.For as long as
man could remembar composers had alwsya used triadic, diatonic harmony.
11 the vertieal sounds in every plece of European music had been almost
the ssme - either a major or minor tried, all dissonance being conditioned

by these triasds. The triad had alwsys provided s fundamental degree of
similarity to music, a basic senmse of unity, since all vertical sounds were

practically the aanme,




In his article "Composition with twelve notes" Schoenberg himself
describes the developrenhis in harmony; "Richard Wagner's harmony
promoted a change in the logic and constructive power of harminy. One of
its consequences was the sp-called impresaionist use of harmoniea, especially
practised by Debussy. His hermonies, without constructive meaning, often
served the colouristic purpese of expreesing moods and plctures, Moods and
pictures, though extra-musicsal, thus becows consiructive slements incorporated
in the musical functiong: they produced & sort of emétionsl comprehensibility,
In this way tonality was already dethroned in practice if not in theory.
This sl~ne would perhaps not have caused a radical change in compositional .

technique. However such a change became necessary whan there occused
simultaneously a development which ended in what I call the “emancipation
of the diesonance".”

3ince the composer is nn ldnger using diatonic harmony, hia

harmonies are no longer dissonant in respect to diatonic harmony. There will
always be in mueic a sense of dissomance and consocnance, but in non-distonis

music this sense ls deterzined by the musical context in which the harmonles
are set. Thus consider the famous ‘atonal'’ passage from the last movement of
the second siring quarteti-
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The chord of fourths in this pesssges tecomes consonant with respect
to the more dissonant chords surrounding it. When & composer uses s more varied
ron-triadic harmony he loses tha ssmse of similarity of his harmonies, Fe
must therefore replace this in order t{o bind his music together. Notice in
the example from the second quartet how smooth the part writing isjy were
it not 2o the change in harmony would be abrupt and crude, buil the smoothness
of the individual parts prevents this from being so, and also helps bind
the mnsic together, But the principal way of schieving this is by replacing
the similarity of harmony with a2 similarity of melody. Thus Schoenderg
iimits the wariety of his mslodic material and makes much use of smail
wntifs which pervade the texture of his music.

The piano pieces OF, 11 are Schoenberg's first completely ‘atonal!
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we see Schoenberg’s rich new 'atonal' harmeny. On looking further into
the piece ths degrse of motivic similarity is ~vident. The thres nots
motif of the opening melody can be seer througred the plece and Schoenberg
makez conslderable use sf this motif either in i¢s original form or with
the order of the notes altersd. The m~tif is transformed into an entireiy
new idse by beins turmed into consecntive msjor thirds. 1

A A A S 35 o

s
B
i

Thus one amall motif accounts for the thematic structure of the
sulk of the plece. Set contrapuntal forms wnich perfrrm the two-fold task
sf praviding smooth pert writing and strictly conirolled melody come more
and more into use in the works of Scheenbergis so-called free stonslity’
perind., In 'Pierrot Lunsire' he uses a passacaglis (No.8 'Nacht'.) The
passacaglia controls the harmony to mske 1t consistenty in the Tirst ¢
seation it is based on thirds, and the use of the passacaglis motif contrels
the more dissonant intervals so that the grester disscnance occurs regularly
sn the strong beats of the bar. In the second pert s different harmony is
used over the passacaglia theme, buil the first threes-ncte motif is never
absant from the musis. '

In No, I8 from 'Plerrot’,'Der ¥ondfleck', a combination of atrict
counterpoint and fugue is used, The canon between the pizcolo and clarinet
is n~%t strict, althoust its retrograde fr-m the centre is strict. The
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sectiwna af ﬁhc cannn ‘ape divided into shori sectlons; the spacing bstwesn -

“the perts variea. i three pert fugue is carried by the pisno, using the material
of the picealo and clariﬁet parts by adding harasniea tc them. In this

piece the counierpoint serves t- drive the music forward as well as

regulate the harmcﬂy, Thara is nothing 'Expresaignistia’ abou* the music

af ‘Pierrat' A ‘

I!i his hﬁ@k ’Se!‘iﬂ}. C&%MSi ¢ion and ét@rﬁlitﬁ" Gﬁarg& Parle gays
“The assertion, fregquently made, that the vertical dimension in atonsl
zusic is merely'a resultent of linear detsil is an evasion of the problenm
and, in any case, an overatatement, In atonal works not bassd upon rigorous
contrapuntal procedures there is in general & total interpenetration of
- harmonic and melodic elementsrather than & partial interpenetration of
functionally differentiasted planes, ae in tonal musie.”

Perle does not entirely cope with the concept of harmony within
tatonal' musicy he ig too much concerned with the contrapuntal working
of the 'linear elsments’, The fsct of the matier is, that it is the harmony
which dictates the use of counterpoint. So rether than the 'linesr slements’
being ‘verticalised? to form chords, it is the chords themselves which are
used melodically, almost as arpeggics. I find it difficult to imagine
Schoenberg, & composer hrought up on the rich chromatic harmonies of the
late T9th century, should suddenly, for no spparent reason, begin to write
rigorous counterpoint in 1909. The movement towards non-triadic ‘dissonsnos
emancipated' harmonies, could not possibly happen without the most far
reaching consequences. ¥usic is 2 fusion of slemente of diversity and unity
into & satisfaciory whole, This fusion works at various levels af
conscisuanesa. Befare 197 nobndy wes aware that the most basic method of
giving unity to smusic, i.e. the use of consistently similar harsmonies,
functioned pt all. I{ wasz dnconceivable to use ncﬂwtriadic, n&n»ﬂiatanir

K rmOny.

Rt During the years »f "free atonality', Schasenberg believed that he
wss being deatructive. that he was destroying the harmonic foundation of
music, But he himself only dimly perceived that with each step towards
greater. harmonic Treedom, he was replacing this by tight and even more
rigrrsus ocontrol of the melodis aspect of his music, Thus by the time
he wrote 'Pierrst Lunsaire' this development had gone so far that he was
now using rigorous set contrapuntal technigues to:-bind his music
together. The ides that 'the vertical dimension in atonal music is
merely & resultant of limear detail! could not be further from the truth.
As Igor Stravinskv said, music is heard vertically, as a series of chords.
the eomposer befsre 1900 whn used besically similar harmonies had to
seek melodic diversity; the atonal caﬂpcser, .who n&es a variety of chords,
must seek greater melodic unity. st s 2k e il
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The factors that drove Schaenberg forward - his respect for
tradition and his comsitment to the develnpment and propagation of
Cerman musical art - were the same factoras which ceused =o much opp-
osition from a less advanced, though similarly committed, audience.
They comsidered that Schoenberg was destroying music as they knew
it - on the contrary, he was continuing it. This réalization that
Schoenberg was a traditionalist has led contemporary critica to assert
that Schoendberg represents the end of a tradtion, not the beginning
of & new approach to composition. The tradition of Bach, Mozart,
Beethoven, Wagner, Brahms, Bruckner, Mahler and Schoenberg knows no
'beginnings’ or 'ends'; the tradition itsalf is that of a constantly
evolving, constantly striving forward, approach to music. It is true
that Schoenderg’s music marks the end of tonal music, dbut in destroy-
ing tonality he necessarily created the factors that will bind together
the music of the future. :

LAURENCE WILLIAMSON
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Artist's studios to let - work in printing, painting, electronics,
music, lights, jewsllery and photography.

Cinems clud « ocutstanding films not available on general release.
Pull feature programmes every night except Wednesdays for three
weeks in every month.

Theatre presentations for one week in each month. Porthcoming
attractionste - :
QUIPUD 16th - 19th December

BRIGRTON COMBINATION in Jenuary
Saund Workshop ~ meets every Wednesdsy evening at 7.0. ¥usic
improvisation seasions and work in electronie sound,

Next concert - 15th December

For full details and applications for membership write toi~
Birmingham Arts lLaborstory, Tower Street, Birmingham Bl9 30Y,
or phone 021 359 4192,
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