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| © 2~ " ABSTRACT

. N /r . ) . .
o

w

: TN e . L ‘.
Alban Berg's,Vier~Stﬁcke fhr Klarinette und Klevier, op. 9,

T
\ 4

~
represents an integration of tonal and atonal principles in a

év‘ﬂ*"h

single work. There is consistent reference throughout the pieoﬁf %;
to two systems: a tonal system, of which D, often accompanied by ’
members of its augmented triad, is the focal pitch; and a system
f%rmed'by the articulation of hembers of arspecific group of’seto
that are relateo by the inclusion of 4-19 subsets and by
invariance under T4. The au;mented triad s an important baoiép

unit in’ both system«, and precedents for considering .it a

?

Sructural element;\{ather than an embellishment, are given.

While the pieces do not appear to be successfully analyzable

-

solely in terms of one system or the other, a combination of the

. ’ .
two renders a rewarding analysis, one which does not account for
every pitch structure, but which nonetheless provides a frame of

v

reference for nearly all the music. -

*

The present study is an attempt to show that thé-work can be
analyzed through a-comhination of the two systems both as i
individual pieces ahd as ; set: Tonal ahd atohai considerations_
plE?\rolg§\£fmfjrying %treogths in each of the pieoes; gor
exemple, in the second pjece, tonal considergtiohs provide the
cornerstone of the analysis, while.in the fourth piece, set

.

relationships are much more readily.abparent; The analysis of

,the second piece-.also includes a comparison of ‘the piece with the

second of Arnold Schoenher 's Sechs Kleine Klavierstiitke, op. 19,
8 - n -~ p .

upon which it appears to be modefed} while at the same time '
. \ .
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co't'quming to tpt'ul and atonal principles as given above. It is

/e

/
"real- timc malysls is possible, ofie which accounts for the
] ‘ . ,. { ~

order of the pieces. : '

'

elated by common tonal focus and set mnteruls, but alg_mL/that a -’
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“ Introduction: . |

N

Alban Be{"g.' s

» OPp. 5

'was completed 1n the summer of 1913 fxrst performed ln 1919 at a'

concert of Schoenberg s "Soc1ety for Private Performﬁnces in
Sl . .

1
V1enna, and publlshed the follow1ng vear Unl1ke some of Berg s

Mother works, most notablv Lulu which was composed between 1929
P
Land 1935 but for wh1ch ‘the p1ano vocal score was publlshed only
' J

;n 19”9,? _the Ylgz_ﬁtugkg ‘has long been avallable to scholars

for analys1s Yet while LMLQ has been the subJect of recent

3 ¢
'extens1ve analy51s,, the clarlnet pxeces have been almost
i

totally neglected by theor1sts Only a small handful of art1c1e54

”have.been wr1tten about the p1eces, and except for one these‘—

°

a ,
: deal largely W1th matters of performance pract1ce B1ograph1es

of Berg contalnlng d1scuss1ons of his works 1nclude only very

.
’

: _‘genera- desctlpt"ons of the Zggx_igﬂckg. Hans Redllch, who

i

prov1des a modestly extended commentary on Berg s op. 5, mnotes

that "the four pieces for clar1net and p1ano Op S, bear witness

to the temporary attractlon of Schoenberg s f1ve experrmenta‘

9" ’

piano piecesy: Op. 11 and Op. whlle of form he observeS'

only that the work reveals "the bony structure of the arghetypal

sonata pattern."6 ‘3ergfs Vi
are more than a'student s attempt to: 1m1tate his teacher, and the
label "sonata" ‘does little to descrlbe the work ‘Exceptffor
.Christopher Lew1s S analys1s of op 5/3 there has been: no'

"attempt to deal w1th the compositlonal means and mater1als used



PR

/_
'fur Klarinette und Klavier desqrve/a mo re promxﬁent place 1n

’

vcr1t1cal and analyt1c31 writing7/

Perhapsﬁthe'paucity of c_
b . .
clar1net pleces can be expl_lned by ‘the fact that there appears

tical analysis of the four

to be no 51ngle con51ste?j process employed throughout the pieces . -
which might lead to a’ obmplete analys1s , Dougla< Jarman has
observed that "Berg's harmonic language in the works from op. 3

to op. 6, althoug%{consistent within the. context created by each

. Pl
Wl -
piece, is not rgf:rable to any s1ng1e criterion.’ However, as

\
.,

"~ Lewis has’ sho in his analy;xs of op. 5/3, the combination of

» o= A

several anal&tical approaches can render a rewarding analysis, . )

/ . . . . . N

~one in wmioh the tonal and formal logic of the pieces.can be

“ e

deciph ted. It will be shown in this study that Berg uses two
7 PR y _ ,

diff_rent, but“oomplementary, compositional;means to achieve a

‘‘consistent structure in the four clarinet. pieces.

There are two primary ways in which structural coherenca is’
achleved in the Y;g; Sticke: reference to a tonal design, and

"tne art1culat10n of a closely related group of sets. The

. )

9ugmented,triad is an important component of both the tonal -

1

design and the group of sets, for the Eitch-class around which '
mich of the music of op. 5 is structured is often accompanied by
‘it, and it is also the smallest defining unit of the set group.

The notion®of the‘augmehted triad~as,a”primary'structural
unit is controversial--traditionally, the triad has functioned as
. g B . o o -~ o . . . o

S o o - : _
an embellishment which requires resolution. For example, the

gy T ; EN



augm'ented triad wh.u appears in the music. of‘vthe common pucticé

. 1

period is normally an embellishmenr of Vto I, a dominant chord

. with" a raised fifth as a chromatlc passing tone. in a diatonic

»
N LY

_framenork; Example I-1 shows a typical idiom, in an excerpt from
" the beginning of Schubert's "Thema“ from "Ten Variations."

“Example 1-1: The Augmented Triad as Embellishment
. ' L R N i '

¢ : .

¢«

T

/ _ o . chromatic peseingtto;e
a ’ Fll 1 —
= === H—
e D B [ -‘k - .
PR NS A § A

?h_g 1~ B S \;—  }~: uli
o \-/l v; -1 l .J ‘ o

*

. * T~ 'd ’
-However, in the latter part of the nineteenth century and.

early in the twentiﬁ%h, the augmented triad on occasion functions

as éyé'ckground r‘eferential SOnority Gregory Proctor has
;descrxbed bhe gradual movement of chromatlctsm from the
foreground to the background over the course pf the nineteenth

8 o ) . :
century. With this movement, two things become possible--the

. -

Shlft of harmon1c equlvalence from the realm of the notat1ona1'

into ‘the. realm of the tonal, and dlvtslons of the oc tave based,
) . . . 3 9 . * '
purely on- symmetry. Proctor has outlined the f1ve possible 9

: ' o ‘
symmetrical d1vis1ons of the octave into twelve sem1tones, six




()

- . o o
tones, four minor thirds, three major thirds, and two tritones.

’

These'diviﬁiohs ptoau;e familiar]scalesfand chotd#:z the E
chromatic séale, the whblé-tone scaie, and‘the diminisﬁed and

‘ augmented‘iriadsilo (The wholeftoné!s;ale in particular is an
important element in much music~§f the\eariyytwentiegh ¢century,
including-Berg'g.ﬂ‘ Roughly half a century aftér Schubeit's .
. |

Theme and Variations, in G3tterddmmerung, Wagner inborporates_an

augmented triad (Eb, G, _B) in the background of the first part of

. ~

. the Norn's scéne12 (seeEExample 1-2a); Eb and B both function as
. | - ‘ '

tonics in thig passage, with some secondary emphasis on G, which

is equidistant from the dthers. Arnold Schoenberg, in a wortk

preceding Berg's four clarinet pieces, clearly articulates

augmented triads at a point of resolution--in op. 19/2, two

‘ : - lece (See Tk
superimposed augmented triads conclude the piece (see Ekample

I-2bH). In one of Berg'é cwn wo'tks preceding the Vier Stiicke fiir

ari te und Klavier, the augmented triad appears at the

background: ia "Nacht," from the Sieben Frihe Lieder, the tonic
.of the’piece. A, is prolonged at leﬁgéh in the "B" section

. N N : .
-through the key-areas of Db and F, creating an augmented triad at

3

the background of the song1 '(see'Example I-2¢). * The augmented

~..

triad as backzround or at .a point of resolutiom is -thus not an

isolated, unprecédented event, either in Berg's own compositions,

or in the works of other composers.

.
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‘~Eximple 1-2: The‘Augmentéd Triad as Back

Points of Cbhclusion'

)
jed
A Db F
I

t
‘

giround or at

259-317

eb - b

a)
IITROA | PART Il(trans), PART II|(trans).{pART II1
®O.1-49 1 49-189 (190-94)|195-247 (248-58)

w A
... E. o
eb i .eb’ eq eb ends on ,
V/eb
b) i
-
e
B
c)
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' Any tonel'anelysls in which the augmented triod is defined

‘as a basic strucfural unit of course contradicts Heinrich .
Schenker s theories of tonality, as he defines tonelity in its
.most basic terms as the linear prolongation of 3 lejor or minor

14
triad. Roy Travis has examined the posg}bility of using any

sqnority, or - indeed any pitch, as the refé}ence peint or tonal

centre of a work which does not'derive from common-practice

tonality: 'Music i's tonal when its motion unfolds {prolongs]

through time a particular tone,‘lgtervalZ’or chord."15 Although
. ez »

-

this notion was initially-quite controversial,16 it has
subsequently beennreadily.adapted by theorists interested in the

analysis of post-tonal music. Christopher Hasty, in his article,
"Segmentation and Process in Post-Tonal MuSic," observes that

"Uithfthe 'emancipétion of dissonance' any interval is capable of

) be1ng heard as, self- suff1c1ent, thus, in pr1nc1p1e, any pitch may

_be assoc1ated wlth any other pltch and any number of pltches may

[

conce‘vably be heard sounding together (con-sonansY as a

. . . 17,
ensible harmonie Unlt." ‘Travis uses the term "directed

4 . LS i
W o

compr

"

motio to descrlbe the pﬂblongatipn*ogﬁaigpxtlcu;ar pltCh or set .

TEACARY. -SSR
of p'tches, either as the foc‘ai‘pomtjof ‘% motion or as the

¥ 3.\,

material from which the surrounding'ﬁdsit can be seen to

dev lve.18 Alﬁhough Schenker's basic' tenet of tomality is thus

s

dr sticaGly altéred‘(one could even 3rgue abandoned), the means
_— |

prolongation he describes can still-be applied in a linear

nalvsis. Many theorists (Allen Forte, in particular) have

. ' .

;ahalyzed early twentieth-century music with sketching,techniques

. . ‘ 19 C
loosely derived from Schenkerian theory. Using such




" techniques, lt will be shown in this study that D is prolonged in
the 213;_§1yskg, of ten accompanied by pltches of fts augmented ~
triad, which are, like D, referential points in the %ackground

sttuc ture.

The augmenneg t%@ad'also fun;tisns in the Yjer Stucke as the
§mallest subset of a gr;up of closely related sets which are
pre&alent throughout. The addition ;f any other pttch -class to
the augmented triad.(set 3-12) gives either set 4-19-or set

20
4-24, The pes wh1ch comprxse set 4-24 (0 2,4 8) are all

members of the same wéole t¢ne scale. It is the other set, set T
‘4 19 (O 1 4 8), whlch provides the‘common denomlnator for the
sets most consxstently artxculated throyghout the y;gr Stgcke .
‘Three of the four pcs of set 4-19 are contaxned 1n one whole-tone
scale, and the yemaining‘pc is a'member of the otherfbne._ -
Becaﬁse the three members from the same wholertoﬁe scalebform the

2
augmented tfiad;a%ﬁkwremaining pitch is alwayska semitone away
from one of the members 6f that:trigd. Sets whiéh reappeai in
the four clarinet pieces and aiticulate ‘the formal structure can
also ‘be broken down 1nto augmented triad{s) and pitches a |
semitone from the members of the triad; they contain the maximum
‘numbers of 4-19 subsets for their *eapegtvve cardlnalltles (see
Figure I-A), and hold other 4-19 related sets. invar1ant under +'
(see Figure I-B).‘ It is for this reason that sets with these b
characteristics found throughout the Yigr.Stﬁcke will be
hereafter‘referfed to aé‘"4-19 relate& sets" or as the "4-19

o . E
. . . . -

set-group.”

_'Cv'
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| Figure 1-A: Sets Which Contain the Maximum Number of 4-19

- Subsets for Their Respective C,rdinalitieé‘ . f\

.
I

Cardinality -of set No. of 4-19 subsets Namesli

5. : -2 (Max.) ' 5-21
| 5-Zi7

5-237

5r22

6 o -6 (Max.) | 6-20
3 6-219
', | " 6-264

o

Y -14
) 3 oy ' 6-1

7 ‘ 7 (Maxh)

Tw L, . 1en
. o 7-217

7-237 .
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Figure I-B: Sets With the Maximum Number ‘of z-19 Subsets

\ i

under T«
-S?t | S?ﬁ(s) held invariant at Ta
T B JR . 9-12
T R 7-21----- 6-20----- 5-21-~=-- 6-19-----3-12
819 -mmacmaemnnn 7-21ee-r-6-20-=--- 5-21-nn-- 4-19-=--- 3-12
BoTcmroeieaaaa6-20-n-- §-21----- 4-19----- 3-12
8-17-mcmsoccinnan 6-20--=--- 5-21---f-a-19--.--3-12
7-21ememmnn N 6-20----- 5-21----- 4-19----- 3-12
72217 cacmamne- 5-237----3-12
A
72237 cccmmmmeaa 5-217----3-12
[ 5-22----- 3-12
- . .
6-20--c-=cc-camn- 6-20----- 5-21---=-4-19-----3-12
6-2hh<emmmmmmane 4-19---u- 3-12
6-219=--"mmmmma- 4-19----- 3-12
6=1h-mammmmmmmmas 4-19----m 3-12
§=21-macmmcmmmman 4-19----- 3-12
21T 3-12
I R 3-12 \
4=19-ccccnaana 3-12

]

£ e v
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Most of the sets given above display some very interesting

properties, which will be described briefly below. Of the

pcntachotda,'oet 5-21 1is particularly sttfking. As chl as
holdiné set 4-19 in;Ati;nt under T4, 5-21 is the complement of a
.“,Eet which contains an extraordinary number of 4-19 subsets--set
k 55721, with seven A-19s,4three more 4-19 subsgts than any other

ptachord. Set 5-21 is the only set which is both R2- and
: 21 |

-'ﬁelated to the Z-pair 5-Z17¥and 5;237,‘ which are also
*e; above. 6-20 is the most striking of the hexachords--it
includes two augmen;ed triads (tﬁe maximum for a hexachord) a
semitone apart, which give si;'h-19 subsets, three more than any .
other hexachord; it also has oﬁly four distinct gianspositions,
as it replicates itself at T4. It has only one subset of
cardinality five--set 5-21, which occurs five diféeren; ways '
within the set. Of the septachords, set 7-21 has the most 4-19
subsets--seven. As Forte has noted, the most occurrences of any
other four-fiote set in set 7-21 is three.22 It was noted above
that set 7421 coﬁtains three more 4-.9 subsets than any other“
'septachord\q It cénta;ns its complement (set 5-21) six times, and
hoids the hexachord (set 6-20) which includes the most 4-19
subsets invariant under T4. Set 7-22 is the only septachord to
contain the Z-pair 6-Z44 and 6-Z19 (given above) tw%ce.23 Set
8-19 includes eight different 4-19 subsets, and is the only
octachord to incl;de eight occdr:;nces of its complement; it also
holds set 7-21 invariant under T4. Sets Qf; and 9;17.aﬁé .

.

R2-related, hold set 6-20 invariant at T4,24 and each is

Rl-related to set 8-19. Set 9-12 contains tweiv§'4-19 subsets,
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three more than any other nonachord; it also includes six 8-19 .

:uﬁlets. $:x 7-21s, six 6-Z19s and six 692663} and three

augmentel triads (and of course is the only nonachord to do so).

Set 9-1. is also the complement of set 3}-12, the remaining
.. .

augmentecd :riad.

) ) .
As T- is a transformation which articulates relatlonships
between ::e 4-19 related sets, it is interes{ing to see a taU}e

of some c: the sets which appear in Figures I-A and I-B combined

with therselves at T4 (see Figure II1); the regulting sets are

all in Figures I and Il as well.
. Fig.-e I-C: Sets of Figures I-A and I-B Combined With

Theﬁselves at T4

419 + T 4-19) cmcmmccccameacaea s ---6-20

5-21 4 Te 5-21)=cs==cmcmecmmcemcmecaoaoaon 6-20 .,
5-217 4 T-(5-217) == 7-237

5237 4+ T-(5-237)cne-macmmaiaceoaoooao. 7-217 '
5-22 k\g;/5-22> --------------------------- 7-22

6-219 + T=(6-219)==-==emmmmeomazaamanaas 8-19 -
6-Zub + t-(e-zéa)-----------—-f ----------- 8-19 .

6-14 + Tm 6-14) mcemcmmcmmcme e 8-19

To21 + To T21)<cemememmmemameeaeeaoge19

819 % To' 5-19) mecmemmmmmmcomommeomeaan 9-12

ﬁny set which produces "a set of cardinality greater than

nine whez combined with itself at T4 is not given in Figure I1II.

-
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Sets 3-1225 and 6-20 remain {nvar{ant a‘t .TIA._u does set 9-12:‘
‘the thru‘uts. coqtq;hing one, two and three nu;mon‘t‘od tria'ds
respectively, have much in common. If we combine set 3-12 with
another augmented triad whose members are a semitone away from
the first.”set 6-20 is formed; likewise,\the addition‘of a third
augmented triad to set 6-20 gives set 9-12.

Finaily, there are a few sets which ;re not 4-19 related as
defined ;bpve, but which occur infrequently in the tiicke at
crucial struct;ral poiézs in the music. These few sets (set
8-24, 7-33, 5-33) contain high multiplicities of interval class
4, as do the 4-19 relkted sets, Before the reader concludes tﬁat
it is the hiéh multiplicity of ic4 which characterizes the sets
which reappé;r throughout op. 5 (an unremarkable event at(the.
very beéinnings of the post-Eonal era, where it seems obvious
that the majdr third would bé tﬁe last element.of traditional
tonality t§ be abandoned), it should_be noted that there are sets
which contaih high multiplicities o% ica that are not at alil
apparent in the clarinet»pieces. For example, set 6-20 and set
6-35 sharé the highest multiplicity (six; of icé in a hexachord.
But while set 6-20 is ptominent in op. 5, particularly at the

climax points of the first and third pieces, and as an invariant

¢

set under transposition throughout the fourth piece (as will be

shown) set 6-35 is not formed in any discernible consistent 1
\

Ay
s

fashion. The presence of the augmented triad simuitaneously with
pcs thatrneighbour the triad, the cHaracteristic of set 4-19
which differentiates it from the only other tetrad which contains

-

the augmented triad, set 4-24, is the aspect which makes the

f}
,

12
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*
-

set-group prevalent in op. 3 li(nlf!cant. The embellishment of &

'-.

: - ;
structural pitch by semitone, {p.the form of passing tone or

-

neighbour tone is an importnni me thod of*prolonging that pitch.

&

As the tonal system devolves from prolongation of the sufmented

triad, with structural pcs frequentl§ embellished by semitone,

ana as 4-19 related sets can be segmented into augmented -triads -
and pitches a semitone away from m;ﬁber§;§f the triad, it can be

seen that the ional and atonal principles of organization are

similar at least in one'respect. *

The purpose of this paper in general, thép, will be to

attempt to understand the logic behind the Yjer Stlicke fir

Klarinette ynd Klavier through both a tonal and a set-theoretical

‘appro§;h, which, although they draw from vastly different

theoretical sources, are not contradictory, but complementary.

-
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- ~ CHAPTER II
“_Ahalysis bf_dp.’S/l .

N,
e Mo .
Tetg, Ly ;

.

~In any analysis’, choices must be'made as tc which

‘!t.ches are structurally sigmf sant®in the work.

K

The prob;ems that the selectlon process presents o the analyst

are dlscussed bvaasty in his article Segmentat-tu and Process"

1 4

the ‘two most relevant to this study are "the selestion of

reJatlvely few p1tch class sets,from the great-nuzber of

. D

:posslb111t1es~ and "the treatment of p1tch relat ons:excluded

.

from a set- class analy51s." 5

Selection processes are cbmpounded‘by the fa:t that there

are so“manQ different*ahd valid ways in which pcs can be’ grouped

17 an analys1s. Forte def1nes three basic- type< of segmentatlon':

the prlmary»segment,' g1ven by pltches'"isolatei as' a unit by

conventiepal means" such as "a beamed group" or ":hords, in the

, 2 .
sense\of ver 1cal grouplngsg and ostinato pat erzs'"; the

-

: tomp051te segment " whlch is "a segment formec'~f segments or
L ' '

eh

subsegments that are’ contlguous or. that are othe*b1se linked in
“ .3 ' : N " . i L
‘some way.; and segments glven by ! 1mbr1cat10n *he ana‘ytlcai

prOtedure of extract1ng, sequentlally, subcomponents of some

4 ’ ’
“linear conflguratlon._~ Hasty demonstrates that gxtches can be

'-usefully grouped by tlmbre, dynamlcs, reglster, contour, or any

number of other cr1ter1a.»v . . .

The theory of a recurringvlimited_numbef cf'sets presehtedff
inLthe.first‘chapter'is the result of careful'li enlng and of

i

palnstaklng segmentation of the pleces, us1ng the above methods,

R PR
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. into sgtfélésses., Although the total number of sets thus given

3

was quite large, oﬁLy~a select group of sets appeared

cdnsistently throughoht the pieces, particularly as primary and

composite segments, and through imbrication: these were the 4-19

related sets diéqussed'inbthe previous chaptef. The,reéder.wili .

observe occasions in this study'whefe the set given bv a clearly
articulated chord or melodic fragment is not marked; this is
because ft is not a 4-19 related set and is not articulated at

e e e ey
Y .

least several times throughout the Vier Stiicke. The absence of

demarcation of. such an event bfings us ‘to the second of the

problems given above: '"the treatment of pitch relations-excluded
) AN
from a set, analysis". In the case of the Vier Stilicke, these

pitch relatidns will often be the result of. tonal considerations,

and can thus be aécdunted for 'in. the other half of the.analysis.

(It should also be noted that in some phrases where tonal

domsiderations predominate and 4-19 related sets are not readily.®

¢

apparent, a limited number of non-4-19 related sets are present,

" lending support to\the.pitches which define the‘tonal events;

this is a.relatively rare event.)

The first piece divides into four phrases: (mm. 1-4), mm.

5-6, mm. 7-9 (up to and including the pause) and mm. 9-12 (after

" the pause to end). Divisions are articulated by changes in

—

‘texture, tempo and dynamics, as'gell as by the set materials.
4-19 rolated sets and-focus on D are prevalent throughout the
first three phrases, as will be shown.

“The piece begins with a solo melodic fragment, given by the

18
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'clarinet, the pitches of wh”“} form

v b
{

-

PORAS
L

l%et 6s2aa, a member of-the

. group of 4~1° ‘telated sets (see Example 1I-1). Set 6-244 is

st,ﬂsxaijy referred to as Schoenberg

pitch-classes whlch form letters of

EsCHBEG (Es tepresents Eb, 'H is B, and B is Bb), Are red

thxs set- tvpe

the composer s last name,

‘s’ signature set, for the

"Forte has remarked upon the many manifes atlons

of the s1gnature set in Schoenberg s works, and ‘also noted that

6-244 Qr its Z-pair, set 6- Zl9 beg1ns every piece of Berg s op.

7
5. In fact, as will be shown in thls study, set 6- =244 appears

..at the beg1nn1ng of gxg;x pxece of op. 5, ad twic

&

¢

conjunction wlth-set 6-2 ° The appearance of sat

the beginning of any

Example II-1:

—

Yo | »
1N
LY . - f{' 1
(darinedd © =02

The frrst phrase of the prece

p01nt of D, wlth some empna51s on prtches of its augmented trradl

is arranged around a focal

.The phrase proper beglns in m. 2, after the statement of the

&npﬁmgt;x, as it dsmhere that the tempo slows

and the performance style becomes legato for the ckarlneg D and .
F# (see Example II-2a). The p1ano bass llne is strongly centred

around D for the duratlon of the phrase;

duration, strong metrlcal pos1t1on and by pervas1ve semitone

voice lead1ng (see: Example II Zb)

. In thalsecondfhalf of m. 2

°

s j544/6 Zl9 at

iece w1ll be called the Kgg mo i
” The Koﬁfmgtlv of Op. 5/1,

the piano enters,

D 1s emphasrzed by its

b

~

18
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, i ' : S~
~ plano part; the fragment is inverted in m. 3 to A-Ab-Bb, and

’ L Y

the clarinet reitefﬁtes the fragment A-Bp-‘b'whlch‘pégins the

extended into a collection of five pcs, which combine to form a
. , ‘

set-type which is also giyén in the left hand piano part;

together, 'the two versions Qf‘tﬁe set s%@metrically frame D and

divide the measure (and the phrase’ proper) exaétly in half (see

Example II-2c). The pitches of the cla;iqet line from the

" 4
beginning of m. 3 up to and including,D at the énd of the second

beat of the measure comprise set 5-6, as do the pitches in the

. )

- pidno left-hand from D to the end of the measure. The piano

" left-hand D is further emphaSizéd by two inte}locking \
. , ) .

T A

cbﬁplementary sets--éhe piiches-of the'first half of the measure ‘

give set 5-1; theﬁéitches of the entire‘mea§ﬁre give its

coﬁpiement, set 7-1,9 (see Example II;Zd). .D begins and ends the
- : v .

c}ayihet segment of the four;h measure, and resolves a semitone

figure (Eb-E-F) in the clarinet part.at the end of the phrase

which is also given earlier in the phrase in the right-hand of

.

the piano (see Example II-2e).

2

Efample II-2: Focus on D in the First Ph(ase

a).
Pobig % Langsa shes
() 4r.———""f""“‘-~5 ’
® 7 B (ehe)
L s . , ,
. P'\C.sd y 4 n n M
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Example II-2 (cont'd)
b)

2
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- 6= Zob, and with both E and F of the right-ha

txamp"le’ 1I-2 (cont'd) ',

. LCAQA?Ac*)

St

LL- H. ‘P:Qaq)

' 4-19 telated sets are prominent in the first phrase. The pc
content of the first measure of course gives the Kopfmotiv; the
second measure is satunated with members of the 4-19 set group ‘

(see Example II 3a). The D-F# clarinet fragment of m, 2 comb1nes

with the initial A-Bb in the piano part to give set 4-19. The

first segment,in the left-hand.piano part, articplated by rests,
gives‘Set 5-21, while'th% second segment, which carries over into

m. 3, gives set 4-19; the two segmen{s combine to give set 6-20,

[

~Sets 7-21 and 3- 37 are formed by -combining thezrxght- and

left- hand piano parts, and the total p1tch content of the piano

parf‘p{ m. 2 (including the first beac of m, 3) gomprises set.

;.B-X. In the third measyre, 4-19 related sets aye apparent in

. close proximity ‘to tha tondl events.articulated through set-type

5-6 (see Example II-3b): each appearance of setg5-6 in m. 3
combines with the F of the rlght -hand plano part to form set

pianc part to form

" two pitch aggregates, set 7-21 and 7-22, the union of which is

set 6-319. The second half of m. 3 gives set 7-21, while the. o

S ’ r



third beat of the piano part gives aet 5- 217 Relationsh‘ips‘
between the beginning and ending of the first phrase are
artieulated through 4-19 related sets‘(see EXample IT-4c). " The
piano part (except for the bottom pitch, Eb) and clarinet part
combine to give set 6- Zbé at the end of m. 4. The appearance of
the set in m. A has only two pcs in common w1th the &ogfmotzv, Kb
and A, but the four variant p1tches in each case combine to glve
set-type 4-17 (a non-4- 19 related set), which is also given at
the end of the phrase by the top four pcs of the last -beat of the
fourth measure (F D, C# and Bb), these four pcs ;e§ppear at the
beginning of the second phrase. Another relationship between the
beginning and end of. the phrase is art1culated by set 4- 19,

formed from both the last four pitches. of the phrase and the

»
first four pitches: of the phrase proper; the framing 4-19s have

two pitches in common, D and Bb, both members of .the D augmented *

triad.  in the first.phrase of the piece, then, structural
coherence is provided by an integration of focus on D, through
its symmetrical framing at the m1dp01nt and bv llnear means, and
of 4-19 related sets, clearlv art1cu1ated throughout. ~

Example II-3: 4-19 Reiated Sets in“the First Phrase
% - . ‘

a) . | . .
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Y .-« Example 11-3 (comt'd)
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The =n<ical substance of the second phrase 2150 revolves
around *“ ‘ation of 4-19 related sets, anc. to a lesser
extent e and members of its augmented <Tiad. The
clari through the phrase in a wav which both
reveals 4-19 related sets and connections between

;He'first and second phrases (see Example II-4a). Thé first

four, five and six‘gﬁs of the line give sets (4-27, 5-21 and

2



6-244 retﬁeciiycly)';hich wcic formed at the end of m.

same pcs; their order is preserved here.
(not lncluding the thirty-second note embellishment, Bb and G)

comprise set 7-21; the entire clarinet line cxcluding the

.'embellishment gives set 8-19;

thirty-second note figure giveé set 9-3,
and piano parts combine to form chords which are satu?ated witﬁ
4-19 related sets (see Example II-4b).
consecutive pcs are given here);

-Example II-4;

In m. 6,

The first seven pitches

the whole line including the

(Only those formed from

4-19 Related -Sets in the Second Phrase

a)
CE) Clmetaey)
. h-244
4-13 ‘ %-1a,9-3
TR S —
| Is- I q::szj
(Qc,\ef. ) 5,7_2_
b) Fg¥;31;::\ —\,
&+ *- :* =
*
9 \*“‘\ 41 \& X " phll P
a1 s.mﬁ 4-19
) . '
-2

N~_.

-2

4 from the

the clarinet




-Focus on D {s also apparent in both the clarinet and piano

parts of the second phrase. Yhe clarinet F and D of m. 5 are a

continuation of the clarinet line of the first phrase. As the C# ~§
. . v ‘ IR

and Bb which follow F and D' in m. 5 are a transposition down a

major thizd of F and D, and D is the goal of the clarinet line in

e
m. 4, Bb, like D, receives slightly more emphasis than the other

two pitches (see Example II-5a). The piano part of the phrase
displays directed motions towards D and members of its augmented
triad (see Ex;mple II-5b). The piano bass descends from the
initial D to F# at the end of m. 6, while the right;hand piano
part of m. 5 ascends twice by semitone to C#, which is revealed
as a passing tone to D at the begiﬁning of m. 6. The highest
pitch of the phrase is the piano's Bb in m. 6, which coincides
with the chords so densely saturated with 4-19 related sets.

N\ J

Exampie II-5: Focus on D in the Second Phrase

-

a)

-
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Example I1-5 (cont'd) o

b)

In summary, the second phrase of the piece includes a large
number of 4-19 related sets, and to some extent as well, focus on

\
D. The phrase is constructed so that both the clarinet line that
{

spans ‘tle phrase and the piano and clari;ec chords which conciude
it are saturated with 4-19 related sets, while focus on D is
realized through’some’emphasis in both the clarinet and piano
pérts on pitches of the D augmented triad.

The third phrase also derives its coherence from both D
fécus and the presence of 4-19 related sets, and through the
conclusion of eérlier events in the pieceﬁ},The rapidly ascending
clariﬁet run at m. 7 reveals, like the clarinet of mm. 5-6,

interlocking members of the 4-19 set-group, although the

structure here is even more complex, creating a very tight
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pattern (see Example II-6a). Unlike the clarinet line of m. 6,
the clarinet run of m. 7 {s also structured.around a focal poi\
of 'D. The pitches of the run comprise set 9-12, which, we rechl
from Chapter I, contains the maximum saturation with 4-19 related
sets, and three augmented triads; the first three pitches givg;
its gomplement, set 3-12. The first ;nd last four git;hes give
4-19; the first and last five pitches give 5-21; their pointvof‘ o,
intersection is Bb in Ebe middle of the run. The last six
pitches give set 6-20; the last seven pitches give 7-21,
complement of the first five pcs; the last eight pitches give set
8-19, complement of the first four pcs. It is interesfing to
note that these particular 4-19 related séts have a shared
feature which disfinguishes them from.the o&her 4-19 related
sets. ‘The;e are a handful of sets included in Figure I-B (p; 9)
which hold either themselves or sets of their cardinality minus
one invariant under T4; these sets form a "pretty nested
structure”" (see Example“II~6b). The sets are all clearly given
in the cla:inet run at m. 7, arranged into.complementary pairs,
as observéd above. The goal of the run is D, which breaks the
intervallic palindrome of the first eight éztches of the clarinet

AR
run (see Exampie II-6c). D is subsequently framed symmetricaliy
by neighbouring pitches C# and Eb; D and Eb are.the hi ghest A
pitches yet for the clarinet. Interestingly, the clarinet rgp of
m. 7 also links the second and third phrases of the piece--£he\
first six pitches of the segment form set 6-31, the same set“
which'is‘clearly articulated iﬁ ;he clarinet and right-hand piano

<

of the last chord of the previous phrase (see Example I11-6d).

L]
N



. 26
Example~I1-6; €larinet Run at m. 7
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Example I1-6 (cont'd) =

)

‘The piano part of the third phf;se begins a little more

enffmatically than the clarinet part--there appears to be no

~‘tight1y-woven pchh compilation or strong D focus. Rath?r, the

set formed by the last seven pitches of the second phrase (set
?-32) is also formed by th; beginning of the piano part of the
third phrase (see Example IFI-7a). The piano part underlying the
clarinet run culminagzg in a few chords in mm. 7-3 which give
ciearly articulatgd 4-19 related sets (see Example 1I-7b).
Coinciding with the chords is the concluding D o; the clarinet
run, heard aimost immediately after the low D in the Ieft-hané
piano that in turn concludes a longﬁsggésga?hé'bass figure (see
Example II-7c) which began in m. 3. Note in both the clarinet
and piano parts ﬁhe final rapid descent from a prcminent Eb‘to a
D more than an octave below. At mm. 8-9, the piano right-hand
unfolds a motion to D (see Example II-7d). The concluding D of

the piano bass line, and the D which concludes the piano

right-hand rise combine with the feéurring pianb chord to form



e ‘ R F v
set . 6-34, a set wiich for Berg has strong cad'

-4

.10 T
,)associations, -;"d one whlch appears later in the YLer Stﬁg&g
" B

@ in simllar C1rcur:-antes, asewill be shown, Thgx.

5 A

. some

movement ‘dway fr n D already b@fore the end of the phrase

1

P clarlnet E wh1ch :-ncludes the second phrase of the piece

reappears at the rause in m.,9, as the conclu51on of a chromatlc

'

rise from g a tc:;‘below 1t.A The pitches at the begxnnlng of m.

9 1ead1ng Ep to a=d 1nclud1ng ‘the chord at the pause give set

4~"“

,8-24,;wh1ch, wits 'set 8- 19, éontalns the hlghest multiplicity o£

¢

dc4 in an 6ctach::d (seven); \set 8-24 also includes four subsets

- of set 6-34, the .adentlal set.

7o

Example II-j focus on D and 4- 19 Related Sets in the
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Thi:d -*rase
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Example II-7 (cont'd)
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: The movement away from D {n the clarinet part at the end of
the third phrese seems‘to foresh;dow events of the fourth phrase
“ of the piece, which 1s not focussed on D, and which does not

contain’ articulated 4-19 related sets. drhe p1ano chord of the
last three measures; eicludxng\the low B at the end of m. 12w
'compr1ses set 8-24, the same set- type that serves as a cadential
gesthre in the thlrd phrase (see Example II- 8a) The piano chord
including the low B can.be divided into three suner1mposed set
3-5s. The bottom three pltches at TAI .map onto the three pitches

immediately above’ them; at T8I, they map onto the top three
S’ . ' - k B )
pitches. This type of construction, incidentally, is also

apparent at the clarinet run'in m. 7: the 5- 215 at exther end of

- the run are related by TSI (see Example II- 8b) The piano

oL

.sonorlty (excludlng low B) is symmetrical: the top six end
bottom s1x pitches of the»qhord.each‘gi?e set 6-Z43, the top and
bottbm'five nitches each give set 5-15, and the top and bottom
four pltches each give set 4-14 (see Example II- ac\ As in the .
clarinet run ;: m. 7, the point of 1ntersectlon of the two

" identical pentachords is Bb.

Example II-8: Constfnctfon of Concludﬁ;é Piano ChordF

a) . .

_ ’i@ ﬁ;]}-S(c)_ .-3.24
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Example 11-8 (cont'd)
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There are two pitches in particular which are prominent in

the last phrase and seem unresolved.’ The low B in the pdano par?

of the last measure, for example, does not fit into either of the
. ) ' REY : ' .
analytical contexts we have established. .Although it is part of

the symmetrlcal construction 1nvolv1ng the stack of 3- 55, and has
A
been regxstrally prepared ‘by the IQF D at the beginning of m. 8,
nonetheless,'the D at m. 8 g1ves the real resolutlon in the |
_piece--as noted earller, it completes the descending bass line-

which continually revolves around D, beginning in the piano

left-hand in m. 3. The clarinet part of the last phrase is

o

L
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structured quite differently than the clarinet pnrt of ‘the first

three phrases The clarinet line increases in structural

complexity from phrase to phrase in the flrst pxece, culminating
in the run at m. pitches which {mmediately follow the run

focus on D. But the clarinet pitches at the verv end of the_‘
» i . b
,third phrasevand of’the last phrase do not reveal any. structure

derived from either focus on D or the 4-19 set group: instead,

they unfold a pattern which symmetrically frames ‘G, the pitch
repeated throughout the last few measures (see Example 9). The
pPiano low B and the‘clarinet G are‘perhaps‘the most difficult
'thches in thevfirst piece to assess structufally. It will be
“shown when we d1scuss cohnectlons among the four pxeces in the
last chapter of thls study that they do indeed fit w1th1n the
context of focé& on D (see PP. 92-93), but this is omly.apparent

after'consideration of another piece of op. 5.

- Example 9: The Clarinet Line of the Fourth Phrase

L

t"&‘) 9‘ 3“> ;h‘?i'\ﬂ.-—\ QL 4

* J
s
Ef\j‘i-" - '/,,"—-" b—x\ =
) T = R HevT
\“—__-———/

e . : .'
The first of the Vier Stucke fur Klarinette und Klavier,

' then, derives much of its coherence from.focus on D and the
~ *
art1culat10n of 4-19 related sets, at least in the f1rst three

‘phrases. Focus on D 1s most: obvious - in the first and third




.

phrases of the piece, and is aLso'present, alth ’gh apparently
: ' ' R * ) B
subordinate to the set-theoretical considerations in the second S

phrase; 4-19 related sets are readily apparent in‘the piano part

b}”Bf the first three phrases, whils\ﬁatterning through 4-19 related

sets in the clarinet part becomes gradually more intricate as the ™~

plece progresses, cﬁlminat!Z:\in the clarinet run at m. 7, where

"D focus and the set-group converge for the climax of the piece.

e

"The enigmatic concluding phrase contains elements which are

reselved in a later piece of the set, as will be shown:



'CHAPTER 111 _ o ,
Analysis of 5p. 5/2
: Y 4

The two analytical methods described in the introductory //,//)/

chapter can be succe;sfully,appried to fhelgecond of the four
clarinet pieces ;3 demonstrate its ténal and formal ioé&c. Diis .
the focal point of the piece,yaccompanied‘Eyimembers of its

augmeﬁted triad, particularly F#. 4-19 related sets are also

pre€sent; but seem subordinate to the tonal considerations. The
- ' .

pie#e also appears to be modeled ot the second d¥ Schoenberg's :

‘Sechs Kleiné\Klévierstucké,‘op. 19. Thevton;i structure div;&es
_the ﬁiété in%? threﬁﬁfhfaSes: 1) (mﬁ. 1;4) initial st§Fehent and
reiterﬁtion of D and F# with overiying Kogfmotiv? 2) (hm. 5-6)
predominance‘of a set-type which ezphasizes ﬁcs neighbouring to
the D.augmented triad; and 3) (mm. 759) return to D and F# of the
beginning, and the addition of Bb,, “hﬁfh completes the augmented ‘ -
triad. The'diQisions are further articulated by changes‘in '
‘éempo, dynamics and texture._ 3
The Kopfmotiv spané the clarinet part of the’first phrase,
which consigts of tw; étateﬁénts, geparated by a rest and é
change in tempo (see Example IIi—l). The pitch-élasses of the
first statémenp, é Db gb.E G Ab, zive set 6-219, and the |
substitution of Db with A iﬁ‘the second statement gives its
Z-pair, set 6-Z44, wiﬁh'pcs C EbEG Ab A. The transposition of
set 6-Z44 yﬂich épéears’hgre is the same transposition of the set o  *5¢
which begins ﬁhe firsﬁ piece of op. 5. wﬂdte that the uﬁion of

~6-219 and 6-Z44 in the second'piege gives set 7-22,‘which,'as o 625

34
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noted in Chdﬁter I,]ﬁi'ﬂheVOniy septachord to contain two each of

. i ) L : - -‘n ' ‘ ~

6-Z19 and 6-Zha‘subsets. L ‘ii :

Example I1I-1: The Kgﬁfmotgv of Op. 5/2

. . o ‘ S
(:\o.r'msﬂ }
r}L' B 2w ¥ X = h- } £ + 1 d
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® (-2 B Com . @
.

I
1

The §tructure of the first phrase is quite simple. The |

‘basis §f_the piano part of the,first four measures is a D-F# dyad

in the ieft—héqd repeated throughout three of the four measures,

over whgcﬁ the Kopfmotiy is uttered. The right- and left-hand

piano parts together form.three chords, the first of which gives . }
set 5-218, an abstract subset éf the 6-Z19 in ‘the overlying «

‘clarinet line. The top three pitches of the second chord (set

o ﬂ ¥
5-15) embeliish the upper three pitches Sf_thé first chord by
semitone, while D-F# remains.the'basis,of the chord {see Exémple P
, | ¢
IITI-2a)., Ali three upper pitchgs are literally present gn the \

clarinet stateﬁent of 6-219; in fact, tHeR?itches of the first
two chords in the piano right hand, set 5-20, are the same as the
first five pitchesibf the clarinet pért at m. 1 (see Example
1I1-2b). The third chord, stated for thétfirst time in m. 4, is
not 5Qilt uponlthefD-F# dyad,.but'retains the same three upper

pitches as the first chord (see Example III—Z;);'the pitchés of
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the third chord, which 1$ tied\over into the second phrase, give
set 5-34,

Example I11-2; Structure of ‘the First Phrase
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P Ty
+ The second phrase appears to be more cﬁmplex than the first.
Set-type 4-27 13 readily lpparent An the phrase, both vertlcally
and llnenrly. and the consistency of 1ts appearances articulates

pcs which neighbour g%e D-F# dyad of the opening measures; the

neighbour pcs are contained within the last chord of m. 5, which

f

will hereafter be referred to as the "neighbour chord."” 1In m. 5,

the upper four pitches of /four of the six piano cﬁords leading to
i ‘
the neighbour chord combine to give set 4-27 (as do the bottom

four pitches of the neighbour chord itself) (see Exéﬁple III-3a),

“

The treble line of?the piano of m. 5, and the last pitch of the
descending clariﬁégfiine, arpeggiate two interlocking 4-27s, of
:f’I I{/,‘ [ -

which the final pitches are E and G respectively, while the *
pou

uninvolvéd baﬁg notes ascend by semitone to Db, p;}t of the
neighbour chéyd (see Example III-3b). As final pitches of

- clearly defined patterns, Db, E énd G are thus most stressei, and
Db and G are given further emphasis tﬁroughout m. 6 by the

o
reoet1t1gn of the semitone approaches to them in m. 5: the B-C-DPb

wf the piano bass and the clarinet semitone figure A-Ab-G. ///\\ : |

Interesgingly, D is the only pc not heard in this repeated
i ’
three-chord segment.

o

.Example III-3: Focus‘on Pcy in the Second Phrase Which

Neighbour D and F#

a) . ‘ - ( ?:“"\ Y
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Example I1I-3 (cont'd) '
b) ‘
% (Q\Gria‘.*\

b\+ - i: FEry

~ \

There are some subtle ways in which continuity is maintained

»

between the first and second phrases. Set 5-34, given by the
pitchés of the choré tied over from the first phrase into the
secona (see Example III-2¢), fs the only pentachord to include
' more than one 4-27 sub;et; lhis is surely significant in light of
the prominence of set #-27 in the sgcond phrase. As well, set»
5-20¢, which is formed from the first five pitches of the clarinet
\line at m. 5, includiné the gied-ovef Eb, is also given bv the
first five pitches of the clarinet part of the first phrase (see
Example III-4).
Yy

IS
Example [II-4: Coqﬂécpﬁén Between the First and Second
- o
Myl . .o B

Phrases X,’*:
v
(clarioed) | RN 32
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The beginning of the third phrase (m. 7) marks the

transition back to the D-F# dyad of the first‘bhrase.‘ The

\
twofold clarinet statement of the fragment A-Ab-C in mm. 5-6 is ‘

° », (:j
altered for the third statemeht to A-Ab-F#, identiiving G as an /

extended passing fone between Ab and F# (see Examr.e I1I-5a).

The ciarinet pitches of m. 7, with the excéption ¢ F# and D,
descend through the pitches of the piano part of e neighbour

chord of the second phrase (See Example III-5b). Z‘is

substituted for Db of the piano chord in the claricet part, and
f#,is sounded immedigtely after. The function of > seems to be .
twdfold--as well as being a lower neighbour to D, i- initiates

the descent to Bb at the end of the piece.

3

Example III-5: Return to D-F# Sonority of the First Phrase

3
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As note& above, 4-19 rclnied sets are less prominent in the
_plece than focus on D. The clearly articulated 4-19 related sets
are included in the sections where theTD-F# dyad {s present. The
Pitches of the initial clarinet statements which span the first
Phrase give sets 6-219 and 6-244 (the Kopfmotiv set;), while the
pifches of the last measure of the piece, throughout which the {“E
D-F# dvad also sounds, give set 4-19 (with pcs D, F#, Bb and B).
The combination bf pcs of the D augmented triad and the
emphasized neighbouring and passing tone§ which prolong them
suggest 4-19 related sets below the surface of the piece (s;el

Example I1I-6): the highest pitcﬁ\of the piece, the clarinet’s

Eb at m. 5, ultimately resolves to D in m. 7, the clarinet's

lowest pitch; likewise; thé G stressed in the'clarinét part at e
the end of m. 5 and throughout m. 6 resolves, as‘discussed

earlier, to F# in m. 7; Db, as well as being a lower neighbour to

D,descends to Bb in m. 8 through B, upper neighbour to Bb.

ExamplevIII-é: 4-19 Related Sets Below the Surface

1
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Finally, there is evidence that this piece is mo

the second piece of Schoenﬁer;'s e Klavier ﬁ 
19. Schoenberg's influence on Berg is well dOCPan"g‘ﬂVIl it L
R AR A 4 R
allusions to Berg's current favorjte works of"SchdéﬁQg&@?sﬁ;. e fj
. Y At R ' Lo
. ' TRNE S .
appear in Berg's music before the four clarinet f}g@tﬁ§{d§or Yo
example, Redlich notes that the fourth of thelffﬁéJlliggpglg *;%%
' ’t""

Lieder is quite similar to the opening melody of the Eptruckung L

: 1 . S

in Schoenberg's Quartet op. 10, and Mark DeVoto Mentions ‘that o

Berg was working on the reduction~of this quartet as late as July

of 1912.2 DeVoto also poinfs tg another source for the fou:t:

song of the Altenberg Liggg;: namely, a celeste passage %rom N
Schoenberg's Five Pieces for Qrchestra, op. 16, pubf&shéd }F-full,

scoré that year.3 | , 3a N . ot .

[} kN :

. S e A
Only the most obvious similatig’rs be tween Schoeqberg'§ op. **

19/2 and Berg's 5/2 have been noted. Mosco Carner«oyserves that
# 3 .

"[Berg's] second piece is identica! in lehgth with Séhoenberg's

2

[op. 19] no. 2 and shows the same‘preoccupation with the major

. 4 :
third as the harmonic basis." Redlich seems to dismiss out of

-

hand any deeper comparison:

Comparison of the second piece with Schoenbeﬁg's piano
piece, op, 19, no. 2, reveals that whereas the latter relies
entirely on the motoric motive of the continuously repeated
third, the.'espressivo' motive of bars 2-3 being treated as
a passing phase without thematic consequence, in Berg's
plece a’thematic conflict ensues already in bar 2, through
the combination of the refterated piano chords and the °
melody in the clarinet. That conflict leads ultimately to
an alteration in pitch of the 'constant' third D-F sharp,
vhich at the end of bar 5 has become D flat-F natural. The
atatus qug is only restored through the tail-end of the
clarinet, bar 7. But that phrase is set against the now
diminished ‘constant’' third on the piano which, according to
the composer's expression marks, must be clearly audible so
as to underline the,condition of parmanent conflict of
harmony. 1In Schoenberg's piece the 'constant' third Teally
is constant, from the first to the last bar." °



!

1 can be audible only unt11 it is neplaced by c at the end of the

: middle,of the;piece.»

_ In essence, Redllch arguea thet Schoenberg ] piece is not a

model for Berg s because there 1s a harmouic tension in op. 5/2

wh1ch does not exist in op. 19/2 The confllct he is referr‘ng

to in op. 5/2 begins with the: superimposxtxon of the clarxnet

mllne, w1th 1ts peculxar in51s;ence on Db and Ab, ~and the D F#

dvad 1n the plano part of the first few measures. It does»indeed

“sound stran e. But that thls conflxct" is ermanent ~and
g P

’

extends lnto ‘the last measures of the plece, is debatable. "True,

\

~Db in m. 5, ‘which extends to the beglnning of m. 7, is footnoted

- with the words Q "des 1m 3 V1erte1 muss deutl1ch horbar o

- ' ) 6 .
sein[;gﬁgg+;9n Neuem\angeschlagen zu werden" --Berg clearly

>

means it to be accentueted However, it:is also clear that it

wv“

‘measure as part of the sem1tone descent from Db tqub a!membet”
' : . f/@, :

- of the D augmented triad. -Redlich also .tates that the ?Status

[ , R
(by whlch he must mean the D- F# dyad‘ is DOnfy restored

througnout, th1 :le:. 2

e g . - PR
: <

'confllct between D and Db at tﬁa p1ece s conc1u51on. Rega_dlng

¢

‘the Schoenberg plece‘ edllch s.stq;ement th
f.‘

thlrd rgnlly is constant, from he fnrs

“to the last bar ist

’puzzllng since it clea

disappears for several measures in the

-

)
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Cqmpa;}son of the two pieces reveals that Redlich's commenys

‘qptwith;tanding, Berg's:giecg is indeed,mbAqled on Schdeﬁberg'é
.(§ee thﬁre.111~A). .After&ghe'iﬂitia{‘sxafement, theﬂmajotzthird
dyad is 30unded with thé Upp;f neighﬁ§;rJoff§bth members of' the -
jdxad;‘fdrﬁing se;i;—jﬂ(m.yi);  Tﬁe ﬁétiénuyisihg ?y sémit§ﬁ§ to?
thefproiongedkiﬁord'in Berg”s‘fifth'heasure>(thé.neighbour cH;rd)
is’qﬁitg similar to.that of‘thbenberg's sixth. The intefval
‘copteﬁt of the préfbnged chords is also~siﬁilar (ﬁﬁey‘are in fact
related by~R1);‘fThe.major third EYadjreappearé‘{n m. 7, ;nd the
5ottomfpitch of théineighbouf chofd descends to : pipgﬁ thch is
"”ngra membér of ﬁhe dyad. Eb,qf the Last'measurésfof oé;VS/Z

combines with D'énd.F#.to férm the D éugmented’tféad; as dovav
~and the G-B dyad é£~the end of op. i9)2. (Schoenberg fufthg;jv
superimposeg‘a1D Aﬁgménteq triad'at the véry end éf the pieéé?&
Thé;e are différencgs in the diﬁapp@araﬁge‘of=*be dyad‘in thé
middle secti§ns‘ofkthe pieﬁes-dk:diichvobserves ﬁhat.Berg: o fo)
substitutes a ayadJ;'semitone lower (Db-?) and échoenbgrg does

" not; but in'boﬁhvéfeces, the ﬁiddle gfgtion’ma:ks a departure’

from'thé,réfetentiélvdyad;iupon»its&returnjat-the end, a third B

pitéh is{addeq which creates an augmented triadl -
Although fd;us on D is prevalent thrdpghout*the Viggfigﬁﬁgg,; IR "

the Kgpfmoﬁi!voé the ségona piecél,Likeaﬁhe Kdgfgqtivé of the: ” i ;'éi

other'th:ée pieces of op. SJ(tQ which it is closely Egléted),:

ihclqdes:a C, rather than a D, aughénted'triad; (This will be‘f 'v s R R

- . S o B :_’-‘ &zr. ,. _a.’,:‘. )
discussed in detail in the last chapter of this studﬂ?@ In noheeé;z; :
K : E y A : 5 . .

of the other piecés does the Kgpfmotiy sd%nd_simu{kineously ®ith -

:45":4' ' .
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an»accompanimeqt‘ﬁgﬁysgd~gn D; ‘the phenomenon is peculiar to -the. S |
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"second piece, ‘and can be _-explrai‘ne,d by, oin'e‘m'odeli‘ng,of the piece

;n op. 19/2: Berg begkin; his piece‘;i(t‘ﬁ .ihe Kogfm‘og.iy, as he

does the other’piécés of op. 5, but he also begins with a dyad of ,

“a major‘tﬁird,‘in,imitation of Schoénberg,iéhooéing D‘and‘F#

-becausé D is a‘focal’poiﬁt throuéhdut op. 5. . : ’ .
In summarf, thén,kthe music. of the seconq pigce,ofmgbelzig;‘w

Sticke fiir Klarinette und Klavier seems to be arranged around a

focal point of D, with support lent by the pitches of its .

. . ' . . ™ .
augmented triad. '4-19 related sets are present, but nonetheless

also to be modeled upon Schoenbexg's op. 19/2, with some

g

Wl
Xaad ) .
I . M
X .
V- ,

.compromise effected in the unfolding of the Kopfmotiv dirtectly

over D.

SN Y
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"CHAPTER 1V

i

’ Analysis of .Op. 5/3
e

I

As -in ‘the”previdu's" two .éteces, mech. of. the musical’ subs tance

of the third p1ece of the Vier Stucke fir Klarxnette und Klavier
revolves around D and 1ts augmented, triad, and 6-19 related sets.

v : 3. .
As mentloned br1efl» in the f1rst chapter, the piece has been

analyzed in detail by Christopher Lewis in his art1c1e "Tonal
Focus in Atonal Music: Berg s op. 5/3." Lewis analyses the
piece th;ough the appllcatlon of both set- theoret1cal and. tonal
procedures,.the latter specifically involves focrs on D and
members of its augmented triad Naturally, the analysis of the
p1ece in this study will draw upon hlS, however both the notions
of Kogfmotlv and 4- 19 related sets and the attempt to place each

p1ece of op. 5 w1th1n the context of the whole 1n this study

renders the analyses substantlaily different.

Tonal cons1derat1ons, the presence of 4-19 related sets

- ~
" "\.\

"(and &" limited number of non-4-19 related sets whlch re1nforce
'_the tonal cons1derat10ns3, and changes in'texture, density,‘
registé} and-tempo divide theipiece into four‘phrases: 1) (mm.
1-3) Kopfmotiv, followed by»focus.on Giand'members of its
augmented triad; 2) (mm. 3-8) saturatlon with 4-19 . related ‘sets
and focus on pcs which resolve later to members of D augmented
triad, 3) (mm. 9-13) ost1nat1, followed by an. 1ntegrat10n of the
return to.D and 4-19 related sets, and 4) reart1culation of D and'
rezteration and resolut1on of two prev1ous mlnor“events.

Like the previous™two pieces, the third piece begins with as

46
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’ ‘éleAt;y drticulated statémehf‘9f the Kopfmotiv (see Example

IV-1); set 6-Zab‘appéars withouf its Z-pair, a; in the first

piece. The Kogfﬁoti§ is presented lineétly jn the pianqﬁpért.in

m. 1 so that the first three pitches give the augmeﬁted tri;d,

. o

the first four set 4-19 and the first five set 5-21. .ﬁere, the
: . ‘ N .

device is bared; thay is, set 6-2i4« aﬁd its relationship‘té set

4-19 is openlyvdiﬁplayed:ih the foréground% the connection y

between the two sets_is less graphic in ;he xgnjmégiy qf the

previous two pieces.

Example IV-1: The Kogfmotiyboﬁ,Op. 5/3

4
-
=
e
N“'Hy..

. (-244

S . .

The fifst phrase is clearly'focugséd on D and members of its
aﬁgmgnted triad. The piano pért cf-tﬂe first phrase is a
descént; framed_by two‘augmented triads, C E G# and D-F#.‘ 4
Bb.1 After the statemenn\of the Kogfmotlv, the piano r1ght ha;;
descends by semltone to F# and Bb at the end oggthe phrase, while

the piano bass line descends by semitone to D The D augmented ’

friad which concludes the piano part is meanwhile: unfolded in -the
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clerinethpart; through an arpeggiation which begins with F# and
rises through D to Bb at the end of the line. Structural support
is lent to’ the pitches Jt the triad in both parts through the
reiteration throughout the phrase. of three related set- :ypes.
set 5-31, its subset 4-27, and the complement of set 4-27, set
8-27. The c‘arlnet part beglns immediately after the piano
statement of the Kopfmotiv; the pitches which precede D at.the
Jmidpoint of the line form two'interlocking 5-31 sets2 (see !
Example IV-Za) The intersect1on set of the two pentachords (set
&-ié, the d1m1n;shed tetrad) combines with the midpoint D to
form a third in%tance of set 5-31 (see Example IV-2b). The

,ql‘“

iﬁltches of the clarxnet gesture from D to Bb with the exception v

of the Ab grace note and the very short F, upper neighbour -to the

E (surely the two least important pxtches of the 11 e), combine
to give set 4 27, while the entire clarinet llne, gain'with the
exceptlon of Ab anle s comprises its abstract complement, set
-27 (see ExampleVIV-za). (Also_shown in Exqmple,IV-Za is the
subtleuframing of the clarinet D and upper neighbourkéh‘tﬂ/:et :
5-10, which appears both as the first five pitches of the |
clarlnet lme, and as the last five p1tches 4) Sets 5-31 and - <
4-27, are.readi ly apparent within -the pianos part as we‘l The
chromatic descent of the piano bass line is partitioned by the -
re1t§rat1on of a repeated ‘motive (set 3- 1) the partitioning,“

accents certain pitches (see Example IV-2b) which‘combine té form
B . \~A/ .
two interlocking’5-3ls, the intersection set of which’ is, llke

-

hY

that of the interiocklng 5- 315 found in the first six pltches of

the.clarinet 11ne, the d1m1n1shed tetrad (set 4- 28) The

\
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fikewlse accented pitches in the lower voice of thé‘right-hand

, piano part'aiso give set 5-31, while in the uppéf:?oiée’they givé
set‘6-3a; present-in its typical cadential capncify (disc&séed.in
Chapters T and 1), as its last ‘pi..t“ch. is the Bb which concludes
the line (see Example IV-2¢). Because of the parfitioning of the
" lines into ;inor thirds, the piaff‘patt' aturally also includes b
many'linear overlapping instances of set 4-27 (a sﬁbset of both

sets 5-5}\333\6-345 and of set 4-28.? Thg 4-27 which spans D and

Bb in the élagfnet,part ;an also be extracted,kwith the same pcs,

from the last fivelstresseé pitches of the piano b#ssline; ~ one

is the retrograde of thevéthef (see‘Exéméle Iv-2d). Thé‘pitches

-~

of the last three piano trichords of the phrase combine to give

6 ; .
set 8-27  ; this 8-27 is formed from the same pcs as the 8-27

‘which spans the clarinet part. = - T o -~
Example IV-2: Focus on D and Sets 4-27/8-27, 5-31
and %-34 in the First Phrase.. e
a)
Y N h Tt bl
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Example IV-2 (cont'd)

b)
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Example IV-2 (cont'd) ' . .
. ’ !
d)

.23 Lo ) » l W
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The musical substance of the firét phrase, then, is largely
based upon directed motions in the piano part to the concluding D.
augméhted triad and the unfolding of ‘the D augmented triad in the
clarinet part. These gestures are supported by emphasis on *
pitches which combiné to give sets 5-31, 4-27 aﬁd 8-27. 4-19
related sets are less apparent, appearing only as the Kopfmotiv
and'the framing augmented‘triads.

While the D augmented triad, supported by a limited number
of rfcurring set-types, provides the ﬁasis for the first phrase
of the piece, it disappears entiré}y in the second phrase.
Instead, G is reiterated throughout, as a pedal note in the pian§ \
'part, while E seems to provide a focél point for the clarinet
part, and, to a lesser degree, the right-hagg piaqo»part (see

-

L3
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Example IV-3a below). Note that the descending figure F#-F-E

which concludes the clarinet line in mz. 7-8 is an echo of thel
F#-F-E heard in the piano part g‘f‘r;). €. 7 The fragment Ab-E,
repeated twice in the piano par‘t in mm. 6-7, recalls the
Kopfmotiy, which also descends from G# ib) to an E of longer
duration (see Example IV-3b), whife.the reiterated C of the
overlying clarinet line completes the Teappearance of the C
augmented triad ofd'he Kogfmotiv. E i:. not incidentally, the .
most prominent pitch of the Ko ‘mo i;. as it is held for one-and- |
one-third beats before then initiating the descent to D .in the
first phrase., It will be shown that bs:h E and G, proloﬁged
throughout the second phrase, ultimately‘resdlve to pitches of
the D augmented triad.

Example IV-3: Fd§us ‘on P1tches iz the Second Phrase Which

Resolve to Mehbsff of the D A-gmented Triad; Derlvatlon

a) of Events From the Sopfmotiy.

= N
‘7\/’?" ~ 4
Ct - =~ (v
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4 = .
¥
[ f} q\ e e - -
§ \ g} : i{ 7b;a
= -
) e : it




. 53
. Example IV-3 (cont'd) . /}
£ Ji' /
b).
?‘, [N
. .
second phrase- ample IV-4a). The piaq: tetrad reiterated

throughout m. 5 is _4-19, and it is surely significant that
the pitches 'of the clarinet and right-hand-piano parts that sound
against the tetrad, and against the reiterated piano trichord

v

»

which follows it (set 2-12 in =mm. 6-7), form sets which are

[N

sarurated with 4-19 subsets. (Of these, only the most clearly L
. ' r- ] N
articulated are given.) After the disappearance at the end of m,
7 of the augmented triad built on G, there are‘QEver 4-19 related
pentachords and hexachords formed; however, the octachord formed
by combining the piano and clarinet parts is set 8-19, the
complement of the piano tetrad. The five pitches which begin

the clarinet line at.m. 5 are strongly reminiscent of the piano's

first appearance in the first piece of-op. 5 (see Example 1V-4b).
: s

- / C .

)



r ) e ’ | s‘

. Example IV-4: 4-19Jelated Sets {n the Second Phrase;
k7 Derivation of Clarinet Motiva of M. 5
%” ‘ L {s ) v*\
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The secé’h phrase, then, derives coherence frqu several - ’

different but connected elements of varying emphases: the

prolongation of pitches which will ultimately resolve to pcs of

the D fugmented triad); allusions to the Kopfmotiy (nnﬁely. the C

g

;a;gmenﬁed triad included within it); clear articulation of
numerous 4-19 related sets; and reference to an gyent‘from the
first piece of op. 5.
| | In two of t:{ thfee piano chords which begin‘the secon§

| phrase of:the piece, a pc is emphasized which neighbours the G
prof;hged throughout the second phrase; the‘three chords also

provide a smooth transition &@ﬁyfen ;he first and second phrases.

The pcs of the first piano chor, ngve set 6-34 (linearly

' ) ’ e~ g
articulated in the first&eg); the pcs of ;Ehe second chord .
r . ; J

combine to form set 5-5. Now, 6-34 and 5-5 are alike in one
. J : _
rather iateresting respect (see Example IV-5a). All the pcs in

set 6-34, except for one, are 6f the same whole-tone scale.

Likewise, in set 5-5, all the pcs but one form a semitone ¥

. . i
cluster. The exceptional pc in each of these particular ks

transpositions of the sets is Ab,;ﬁhi;g4"disrupts" the very
regular patterns of thei; construction. It was observed above
- that G is held as a pedal note throughout the second phrase; the
H
Ab/G# a semitone above it, common to the ﬁyo chords which precede
the pedal G and slightly apart from then infﬁerms of consistency
of strUfture, seems to function as an uppe;‘neighbour‘io G. The

third piano chord (set 4-19) combines with the clarinet's first

pitch at ﬁ. 5 to form set 5-26, the only pentachord which

.’

contains both set 4-19 and 4-27 (see Example IV-5b). TInasmuch as




the first phrase includes extensive use of set 4 27, and the
a

1‘second phrase devolves from set 4= 19 the presence of set 5196

. v
here seems sigh@flcant ‘That it is a subset of set 6 36 ‘the
Lo - e 4

3;first of the three chords, also seems noteworthy It is also
gznterestlng ‘to note that w1th the addltzon Of the flrst clarinet
pitch at m. 5, 1nternal patternlng is apparent in the three

9
chords, as Lew&s has shown . (see Example Iv- 5c)

Example IV 5: The Three Plano Chords wh1ch Begln the
e T ’T‘hi.rd’Phraser '
-~ a) R : - ‘ S R o i
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Example IV-5 (cont'd)

‘The third phrase, like the second,_seems-fo revolve ardund

several megns simu}taneously: the esbinat~ of the’ flrst three

‘measures, the derlvatxon of the clarlnet 1 de from that of the
. first phrase, and’the returh'to D andtreappearance of 4-19 -

’felated;sets at the conclusion of the phrase; these will be

discussed in turn below. L i}
N B e P
The first three heasures of the\phraee revolvearound~

14

at

- oetinat in both the clar1net and plano pares (see Example IV 6)

e

. @ A
The p1tches of the clarinet ostlnato nge et 5-31 ’a‘SEt-type

promlnent in the f1rst phrase, whlle the p: ches in the p}ano

.

-left had& give set. 4- 16 In m. 12, one plt:h 1s added whlch

“w

”ombxnes with: set 4- 16 to create two 1nter‘ock1ng lnstances of

.

the set;- all five pltches are contalned w1th1n the chgrd he ld at

Ju, B

the pause at the end of the phrase in m. 12+ The rlght -hand"
p1ano part is not an ost1nhto, although it ‘bSegins w1th set 5- 31
(whlch is taken over by the clarlnet) queve:, three pipches

remain constant throughout—-E G and F 'whi:h_are"transferred

"1nto the clarlnet part to mark the departure from its ostinato at

F

m. 12 o - . 5 -t S S - Lo

ST

. . ) e 5 L o Ll R
. "y . ' . . . . ., 1
. - - R . .
- L . .
. . . . .
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Example IV-6: Ostinati of the Third Phrase

=—a

‘. ”:. . » . ‘ R ® ) o “\
" ’1.. - ﬂ‘l" = . v‘ - : e : .
: : ; B .
: I R . Lo ‘ . -
ot o s T

Theigiérinet liﬁes of ;he;first and third phrases are very

, ‘ & -

Similar.,Contour is roughly preserved, and analysxs of the set
o :

v,;ontent*revea s more of the same‘zqttern1ng ;hrough sets

4- 2’/8 27 and 5- 31 as in the first phtase (see Example IV-/).

No'te that‘&rl“ and 5- 31»areaprom1nent in rough‘y the same places
_infbéth pﬁr;sesw and tﬁat the p1tches of the set 4-27s which |

O e;compass the last pcs of both lxhes are consxstently approached

'from”above by. the 1nterval of a second. Bb 1is the goal of they
clar1net0p;rt‘of thé first phrase, énd D og the thrd phrase

Lew1s observes that the arr1va1 of D in the clarinet of m. 13

: ' ' 10
,_seems to compxete the clarznet line of the f1rst phrase.;- There

is a refere ce in the clarlnet 11ne of the third phrase to a
gesture in the no part of the f1rst phrase wh1ch further )

supports D as goal of the clar1net 11ne--the last six plrches of

Pt




s . ) C}

. L
4 .

igg*l:ne form set 6-34, agafn given linearly, as a cadential

' figuratdkn, the 1ast pc a member of the D augmented triad (see
A \\I“ .

Example Iv-3 for the previous instance)

* -

a

Example IV-Z: Cdmparisdn of the,fifst“hnﬂﬁxhi;d Phrases
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‘Thus 1t 1s at tHe end of the

,’). .

‘thlrd phrase that D returns

\'-

AR
e Vi

,sketch of the pxano bass - from the beg;nnlng of the p1ece go the

end df the thlrd phrase reveals the resolut1on in m 13 okﬂG

'prolonged as the lowest pltch throughout: both the second~”nd
thlrd phrases, to F# member of the D augmented tr1ad (see

. Example IV%&) The resolution occurs sxmultaneously w1th the‘

L3

‘ arfé:?l of D ln the clarlnet patt It is surély'significant.'

A




thhat whlle G is sonnding throughout the second phrlse und the B

first par{h;f the third phrase. there is no apparent focus on D;

{

' -but with the arrival of D3 1n mm, 12 13 G descends to F#.

Example IV- 8. Bassline Resolution to Member of D Augmented\

‘r ?‘h'j

Triad in the Thlrd Phrase ‘ ,~~'

D : P -'vJE’-.,-—L | ‘

r)(
o

%

,4-19 related sets -are aﬁgarent in the thlrd phrase in
LOﬂJUﬂCthﬂ with the retu%p of D in m. 13 (see Example IV 33
The Bb upon which the rlght hand p ano part rests is the flnal

pitch-of.a 11near1y expressed 4- 19, wh1ch.1nclude;(the D

g
"

augmented triad. The Pitches from the second beat of m. 12 ' - ' a5
N . ' v v i ° ‘ . ’ N
through the pause give set 9-12; the sonority held at the payse

.

in m.,13 is set 7-21- nhe clarinet's last three p1tches, C#, B
’ .
and D, combxne wifh the piano S pause chord to give set 8- 19

Both 4-19 and 5-21 are clearly artlculated as uppermost p1tches ;L - -;p;

-
4




o , 1
of set 8-19, which is, as in the second phrase. a cadential

11 : . : )
gestute P . ,'WJ‘p - '

&
Example IvV-9:

* - ] . i . “.Q‘

k2

The structure of the last phrase of the piece 4s extremely

simple. The phrase seems to derive coherence solely from focus’

~on.D, and:not “from a pattern of sets (see Example IV- IOa) ﬁi~:
The p1é§§“§art L;/arranged symmetrically around D for the
duration of the phrase,.wh11e the clarinet part descends th;ough | t{

- two octtves to the last note of thé ;1ece, D, by whole tone and .ﬁifﬁ;;

= seM1tone respect1ve1y ) Afte:_the comptexr qlimactiC{sﬁrdCtufefoﬁé o -
' ' ' L ; - I T 3vf,‘ S ' Spr
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the third phrase, this is whimsicai and disarming. and seems '

almost an afterthought. The function of the last phrase seems

‘""simply tééﬁe to resolve the prolonged E of the second phrase and
‘;ho reaffirh focus on D in the piece, partly through ‘the
lreartlculatlon-of the clar;net C#-B-D of-mm' 12-13.° E; proth?ed-
throughout the second phrase, ieappeats, descendlng to D at the
very end of the dastéphrase (seeﬂExample IV-10b). The similarity
=_in execution'of this descent and the;desceat from F#1 to E in the
vclarihet"which conc ludes the seeond'phrase shpports the
resolutipqpthet the last phrase pf the piece prdvides resogption
for E--both|are fluttertbngued. The clarinet‘descent in m. 16 is
preceded by the re1terat1on of two ‘pcs, C# and B, whlch also

precede D at the end of the third phrase (see Example Iv- 10c)

Example IV-10: Structuke of the Final Phrase

¥

a) ‘ <.
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Example IV-10 (cont'd)
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In conclusion, although the musical substance of .each phrase -
evolves from several means simultaneouly, it is clear that ‘focis

- - R

on D and 4-19 related sets are Mevalent iniﬁthe third piié,c__:'_ei. of . -
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op. 5:-the goal of the piano gart o
. y i

eﬁfit;t pB‘lse,is Clearly

the D qﬁgmen;ed triad, simultahebusly olded in' the clarinet

part; the second phrase devolvés almo;t entirely'}rom,a-19 : | 4,
related sets, wi th emphas}s onEpﬁs which uftimately rgsplve to E
member§ of the 6 augmented t%iad; the t;ird pﬁtase concludes with

dn integrazaon of the twp means, ;esolv&ng on;vof the pcs

1

prolonged throughout the second phrase,land also invokiﬂg (a;mos§
' » “ ’ ' ’ » . ‘ ',‘ "4
literally) earlier musical events; and the fourth phrase is o

simply and clearly centred around D, which concludes the piece

7

4nd also'resolves the other pc prolonged throughout the second

" ,phrase.




CHAPTER V

Analysis of Op. 5/4

The musical substance of the fourth piece of the
A g ) N J
fiir Klarinette ynd Klavier revolves around the same materials as

: 0y
the earlier pieces: &4-19 related sets are in evidence

‘throughout, while focus on D is less apparent. - There are

< N ' O
sections of the piéce yhich are difficult to place within either

context; hcwever, 25 will be shown, the piece is spanned by a

well-defined pattern formed from clearly articulated members of

the 4-19 set-group- The piece divides into five phrases: mm.

i-4, mm. 5-9, mm. 9'12, mm. 13-17, and mm. 18-20; divisions are

articulated by reﬁisg changes in.texture, tempo and dynamics, and
by set materials.

Like the preViOUS three pieces, the foufth opens with a
statement of 6-Z44, and here, as in the second piece, it is

1

accompanied 2 its Z‘pair, set 6-219. The Kopfmotiv is less

prominently dispiayed in this piece than in the others, however,

as it is surfognded by othe® 4-19 related sets which are at least
as readil; 3§parent in the music (see Example.V-l). Mm. 1-4
consist of’CWO desceénding clarinet gestures over a reiteratéd
chord in‘t%e'piéno Part; the pitches of tﬁe.chord form set 5-21.
In mm. 1-2, the claTinet deSQends bx semitone from B to A; A
combines with the Plane penfachord to.form sét 6-Z44. In mm;
3-4, the clarinet descends b; semitone from C#fo'Bb; expanding

the first clarinet 8esture; C# combines with the piano pentachord

to form 6-219. 6-244 and 6-Z19 thus are heard successively in

o - \ 65
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the middle of the first phrase, and for the first time in bp. 5,

. /. -
the Kopfmotiv is gk¥in vertically, rather than horizontally. The

B which begins the first clarinet. motive cqmbfnes with'tﬁe $iano
pentachord to give set 6-20, while B and C# of the second
clarinet descent give set 7-21 when combined with the piano part.

Example V-1: The Kopfmotiv of 0p. S/4

A,
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There are, I think, two reasons for the Kopfmotiv being less

strongly ariiculated at the beginning of the fourth piece than-in

the previous three pieces. First of all, perhaps it is precisely
because it has been so clparly.given ;hree times previousiy that
it is less clearly articulated here. The Kopfmotiv of the fourth
piece is, after all, formed from the same Pcs as the Kopfmotive
of efrlier pieces--the transposition of 6-244 which app;ars here
is the samevas thét_bﬁwboth the firs't and secénd pieces;
likewise, 6-219 is férmed‘from the same pcs as the transposition
of the set which initiates the second. piece. As in the third

piece, set 4-19 and set 5-21 are formed from consecutive pes (see

66
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Example V-2).

.

Example V-2: Sets 4-19 and 5-21 Giveén By Consecutive

Pcs in the Kopfmotiv

AN (s
' . & T

7 :L

+19
i

Second, the first phrase, including the Kopfmotiv, 'is part
of a construct of 4-19 related sets which involves the first,
middle, and last phrases. The first and last phrases are closely
related: the pitchés of each phrase combine to give sei 9-3; each
set is grouped into two,adjacﬁffﬁﬂctgchords, set 3-7 and set 8-17

(see Example V-3) The intersection set of each:pair of adiacent
// ‘ N
octochords is set 7-21 (not the transposition of the set given in

1

Example V-1). Set 9-3 of the last phrase is T8 of 9-3 in the S

first phrase, and this produces a number of interesting

invariances. At T8, set 9-3:holds seven pcs invariant (which

represents the maximum transpositional invariance possible for

3 .

set 9-3); they combine to give set 7-21 (again not the same

transposition of the set given in Example V-1). {t.is

> « -

i i
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intcresting thd; FM‘RE& b the Mirst 9-2 :hat are not ,

Q# wvhich in mm. 1-4 creize the 6-24% . &

Cn /

hel% 1nvcrlgst‘are &

‘B Q
und 6 219 of n.&gnjmg;ix respectively uhen comt:zed with the '
piano pentachord.) At T8, both 8-7 and 8-17 holc set 6-20
’invariant (again, this represents the maximum trazspositional
invariance that can occur for each octachqrd). 7T-: trafspasition
of 6-20 held invariant between' the begimhing and eding 8-7s and
the beginning and ending 8:175 is the same, and :: formed from

the same pcs as the first hexachord in the piece.

Example V-3: Pitch-Class Content of the Fi;:: and Last ’

Framing Segments ‘ TR e
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The last two measures of the middle phrase =Z the plece (mm,
11-12) are also pért of the frame (see Example V--a). The high D
.and C of the clarinet part and the B and C#'of4the‘piano part

S -

s
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o]

from the end of m. 10 combine with the piano pentachord (set
L)

5-21) at m, il to form set §-7, T4 of set 8-7 in the first
phrlg%. B and C# of the pi:£§ ;art are then transferred into the
claringt, and combine with the pentachord to form set 7-21, with®
the sam;'pcs as the transposition thereof ;n mm. 3-4. The
redppearance ;f set 5-21 (and 4-19) helps link the framing

: i .
sections (see Exampie V-4b)., The piano pentachord of the opening

measures (set 5-21) reappea?s in mm. 11 and 12. (Because 8-7 at

3

.T4 holds 6-20 invariant, the five 5-21 subsets of set 6-20 are

also held invariant.) The last five pitches of the piece, which
also give 'set 5-21, hold set 4-19 invariant from the beginning
and midpoint 5-21s, to which they,are related by T4. This 4-19
appears asvboth as the lowest four pcs at the end of‘the;piece‘
and as the bottom pcs of the chordai 5f21 which initiates the

¢

piece. ~
i ; N
Example V-4; The Middle Segment of the Frame =

a)

A 1w . .
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The tran<p051t1ona1 relat1onsh1p among certain of the sets ‘
- \“Z . H " ..
of the frame settlons is 51gn1f1cant It was noted above xhat

‘_set 8- 7 in mm. ~I- 12 is TA of set 8- 7 at the- beglnnlng of the - ;’ o L
‘p1ece.‘ As the set 8-/ at the ‘end of the plece 15 TS of the ;;k
. s I

yn1t1al 8-3- ,1s thus Té*or the m1dp01nt 8-;. Fompletlon Of&

f P

‘the sequence (transp051t10n of the flnal 8-/ of the p1ece up four
_ semltones) glxes ‘the pc§ of the 1n1tlal set S-/ " This e
‘ : %M

large scale cwcrvcal transformatlon effected through T4 mlmlcs

B . // . ) : ty . : »l
’the structure .of ‘the, augmented trlad--both the pattern of. the S g

frame of the prege (and the augmented tr1ad are deflned by the

d1v151on of the ;ctave into three equalAparts of four semltones; : ﬂ J

T The remalnrng musrc of the fourth plece 1s,most successfully. -:A;
analeed agalnst‘the background of the framlné sectlous;v In.thea_a‘

T,section of the th1rd phrase (mmvkg 10) 1ead1ng up to t e;mfasg’-'.f; f,g.t‘ "

- :
. ' L e L. K B : . -

B R R T . Sh T




R ‘ ‘ : S 'mﬁ .
which form the middle framing section (mm.‘ 11 12). IA 19 related

IRE

sets are not. apparent. ‘rather, the music s arranged around two

Pa

prtehes, B and C#, which cargy over into mm.v11 and 12 as part of

v

D

set 8 7 and resolve to D at ‘the beginning Pf the fourth phrase
(see Example V- Sa.) e and "‘# are members og a p1ﬂb tetrad (set
°4 25) relterated throughout the f1‘rSt part of’ the phrase (see' ;.
0\ Wi
Example V- Sb) The literal c‘omplemen.t of 'set 4-25 (set 8-25) ?t
appears above the tetrad as the e;a;in“et Jp'art"o‘f m: 9“and‘ the v o

*” f1r?pa‘p~t of m 10 “»'QG of the r1ght hand glano part and F of B
the %ft ﬂre %rranéed 56S that they are. each a trltone away from o
o C# and B respect1vely. At the eng of the clarme;a statement of '

set 8 25, the pxano tetrad 15 rearranged "so that the-same, pcs»_?' \

'''' e % sl I 3

' -are, 'retained but .G and F are exchanged ‘60 that each is'a major

.

. th1rd away from B and' C# respectlvély Pltches are then »_

Ry

substltuted for G and F (G# and E) wh1ch ar%a m1nor th1rd from ‘B

and C# respectlvely, .at the end of - the measure, B and C# sound

S

alone ~*'I‘he n’rrowmg of the 1ntervals between B and C# and the "“
v s
&Jltches abcve and below them thus creates.a wedge f? t‘on, of '

3

'whlch B and C# together are both the' ore and apex. The pcs are

(abstract‘v) symmetrlcal around the last and ?‘hghest p1tch of the =

.

clarlnet oart - C, whlch is, 11-<e B and C# part of the 'n1dp01nt

] R

b. 8-7 in mm 11 12 éth1 le the sets’ art1culated in these measures
L A b 3 4."
: a/re no,t 4-19 ‘relat'ed sets as Qe h&yé deflned them, several share '

~ . e -
R some 1nterest1,,ng secondary s1m11ar1t1e$ w;th set lml9 Set 8 25

- . . -

Rt

(the clarlget llne) is arr‘aiged so that the’ flrst seven pltc‘hes _—

.

[



T GRS B I
over the couree of the passhgel 5~28 5 15 and 5 33 are the
3
- three five-note supersets formed bv combining iset 4 25 with

another pc. 5 33 is. formed thus twice in the measure when set
» ' AY . . Y

L b- 25 coincides with Bb in- the clar1net part The complement of
set 5-33 (set 7 33) is given: as seven consecutlve p1"hes }n the
‘ clarxnet statement of set 8-25. Set 33 has an 1nterest1ng

relat1onsh1p w1th set 5 21--both sets contain the maxlmum number
of ic 4 poss1ble in a pentachord (four) llkew1se, set 7-21‘andb

9 e

set - 33 contain the maximum number of ic 4 poss1ble‘1n a

*

.

»’septachord (51x) " Set 4~ 25 -is one of only two tetrads, composed
solelylof members of a 51ngle whole tone scale, theref&we, six of
‘the eight p1tches ‘of set 8-25 heard agalnst the chordal 4- 25 form ‘ . g

pentachorﬂs (sets 5 15 and 5- 28) with s1m11ar constructlon to sEt

o v

4-19-Zthat is, pitches from one whole-tfone scale equal to
- N » ‘ N

cardinalities'minys one. - ST .
. 'Example V-5: Significance of B and C# in the Third Phrase » : T
’ . RIS o N o - K . . : ,'Q R . .
® e
3‘5 Phrase s : ' '4*‘»\ Pw c-g.sg,
> - . : . : _f“ -
@ B
n . : e T L: =
a . i m . -
- ) ' . &
» N -
33 S T :“ /’.‘fv‘ v I / b
i . ('Qr b
& -, "v.‘? _\\
.



ExampledVJS (cont'd)‘ o . -

y ' e . — o
P Vodud o vab¥ b led () capy

Both the set content and the wedge formation of the third

, Phrase are foreshadowed in the/last three chords of the“second )

Y

'phrase referred to hereafter as’ A, B and C reiPect1vely (see

A

’ Example Q 6). Chords A "and B, repeited throughout m, 8, togetherl

form-set 8-229, as do chords B and C. The pltches which these

e
two. overlapplng statements of 8- 229 do not have 1ﬁ‘commoqﬁéchords

. A and"C). eombrne to form seﬁ‘; 8,;prominent in the q‘ird phrase€.

’bhord‘C4(set 5-28) ii.the COmplement'of chorgs A endic comoinedf‘
The preparatiOn for the wedge formarion of the thikd-phraee in .
. the second is shown 1nﬂlxample V- 6b The four pirches of tne
p1ano part of Chord‘B are arranged as:two perfect fifths®
‘-separated by a minor third The p1ano tetrad'whlch follows (set’

4- 25) apd eﬁﬁends 1nto the thlrd phra§@, 1s, as noted above,

vconstructed as two trltones Tne,,"row1ng of tntervals around



the B-C# cére‘t%us.&egiﬁs._wh

U] ’ .
P v
piece.™+ - . X -
- ¥
Example.v-6:- Preparation for the thrd Phrase in the, N
. © Second Phrase L S E - o S%ﬁ S
ﬁ‘\\ F—% v 4 -
o e
J 1T ¥ 2l t T
®/ ® ko ~
T 1 i ::ﬁfif bt J | A
=t : %
‘ 1 't N . ] o 3
AT e a
: $-% ' . n .
53 L J 3 : ‘ : ‘ ,
| -
X 4 ry J “e .
, X577 T

. We now

turn to the f1rst part of the second phrase (mm._1
ey

5-8), whlch is. particula:ly d1ff1cu1t to understand \ _ ‘
. . . C Q” "i’ d . e E ) " ) : .' - ’ - '7
« - . 5& . s P ' L i N
. o L M
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’ Segeentation reveals minimal appearance of 6-19'telite8 aets"(orV.
1ndeed. of aglprecurring set), although: they do‘coxncide with the.ff N
highest Pitch of the phrase, the piano D’ in m, 7 (see Example i.‘ o f:¥,ﬁ
v 7a). SThe lasg“*" |

',t 7
the clarinet and rigﬁt hand piano part together form set. 6 zaa-

“1'«,
at of m. 6 and the first two beats of m.ﬂf fn‘

e
.andﬂthe first beat cof m. 7, which is the hlgh poxnt of t%eSe twof
. o N 4 " . )

measures in the pian¢ part, ihcludes twor{nterlocking4a¥19§§i o

'

ith together give setk5-237.' The R1tches of the second beat of
) 1nc1dd1ng the left -hand p1ano part, give set 6~ 14--w1th pcs -

9 : : .
~identical to thoses of another appearance of the set in the . oo
“fourth phrase (see Example V- 7b), set 5 Zl7 is formed fﬁﬁm’the-

® :

. * ’ P

upper f1ve pltches of ‘the chord‘both tlmes o

»

K Example V-/: a 19 Related Sets in Mm~ 6-7 of Second Phrase’

- '
i

&35 0
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o , S T e B
. s & . . ‘h' '
A Likewise, ‘.'}} three pi tches of the D augmﬂédﬂ:riad are j , 8

“hasized throughou’f’ mm. 5-'. if only slightlv more than thi
sul.robunding pitches. The first seven pi tches of the solo'

clarinet«line at m." 5 give set 7 1; the seventh pitch is D o ol

appeans to. wthe goal of the . lin,e approached .from above and

kY

below by semltone Rowwrd fr’om the in?:.aL F# and upwards from 6

".C a few notes later (:;ge »&ample V-"

5, the clarmet'“lxne Peaps away‘ t\P Ab the cadentlal;-lik ‘ el
¥ A f ‘ uﬂﬂ"“~ -’?‘ *
in t:he clarmet at the end of m 7 supp,,or;,%:the Bb C f‘fﬂgmenb o

" R " ‘,A.ﬁv.".'

repeated throughout m. 8 as the goal of the lrne (see Example

V- 8b) Bb and G eventually become part of set 5 28 at the

hd *

conclusion .of the second phrase. At m. 6',‘ the piano ,_right—han'd o
v N : , . . ' f "} )
enters, and Bb ‘j&s emphasized, like.D in the clarinet line in m.
R a. B

%, as the goal of the preceding pltches by approaches from above

¥ LS
‘ below by semltone (see Example V 80), itis: further

" “/’1

emphaslzed by the subsequent leap through ‘an octave to the Bb, o
'above. The hlgh pomt ‘of the lxne D, fol’ows‘ immédiatel&, and

.i’f”“escends& to F#, which is pw'ﬂrsugh its: L
AT . - ot

. repéﬁt‘zon and’ symmetrlcal frammg ‘oy F and G. A sketchvof the oY

> i
- R

left- hand prang part réveals _'motzon whiah begias wi th Bb  and

'~ rises by semitone’ throuih H at, 'he,*mnnm& of m. 7 'up to Eb .‘, )

_ through the measure, emphas z:,ng-b*l#’ ‘and r.b at the end (see ~ _ S

“Examp&e v-8d). - 'I'he two Pltches Symmetrlcallv frame the D. of T : :‘ ’T""_,'

: ,fp1ano left ‘hand at"‘tHe begmnlng of m. _8,‘ D in *urn(m‘qyes by o '. ’
".\'semltone to C#., whrch is a member 8f the 8- 229 constructlons at‘: L ~ x
%@he end of the phrase. | ‘ . . ‘ e T , '*’ _q. .. .

- ﬁ”
Y ;
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Example V-8: Focus on D ‘in the Secon@?hr’ase L .
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"part reaches D in m. 7, the left-hand piano and clarin:t parts do ’

g

L ct w’
Example V-8 (cont'd)

\

“d)

-yt
e
v > !
' . ',;'V(r'
" ®
. --\r\. ?'-&-\O' o8
, e BTEL g
g S
4 !& ’5 o
) ) ‘w' § N
-
B ¥ ‘,‘ . LN
. 1&% . . )
But to state that the musical substance of this passage
, ’ ) ‘ A V o ' ' '

revolves around a focal point of b“énd/or‘4-19 related sets based
on the above evidence attempts to simplify the music toitoo great

a degree. The problem of analysis here is compounded further by

-

. . ) ) .
the independence of tée four voices..! When,the right-hand piano
s ' : .

&

\\\\\\

its apparent ‘goal of D .at the beginning ‘of m. 3, the other parts_
. . ' -~
in’ ar L. t point,_ ing int. t i
again e ?ot 2 that pQg&i‘fuppértlng D af’a focal point I is
difficult to hear D as a focal point in this passage when all

- [

&
0y

) - - AN s . .
.~ four voices sound together, as of cousse, is required. . ,

Ultimately, these four lines will solidify”into.chords which are

‘

. -symmetrically arranged.afOUhd B and C#7in the ‘third phrase. A

linear summary of the second phrase is‘'given in Example V-9.
. . N~ . . S

- : . . B . i

78
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Example V-9: Linear Apalysis of the Second Phrase

. with it to form set 5-21Y., ’{}3;6 t_;gpspositién of 5-21‘7", with D

fii's'it‘four,occurrences, of the set, a four-note semitone clarinet

3

R ¥ B
A o

The musical substance of the fourth phrase of the piece,

- . . “
ur‘ke the second: phrase, quite clearly revolves around both '
focus on D and 4-19 related sets. The fo,urtl-} phr&se is the
‘ . :
climax of th&pjece, and pcs ..uh_&\we've the foci of previous s

: i : [
phrases are .incorporated into it. T‘:e‘flrst two notes of‘she h 3

.t . h

"phrase, B a'hd C‘# prevalent in the thll‘d phrase‘ are ;mmedxa;ely \

A

. -
followed by a sgatement of the D augmented tr:ad; they conm ' o
)

. ; » A .. . -~
augmented triad prominently displayed, is then repeated. four

times.during the phrase  (see Example V-10). Over each of the . -

figure (E,F,F#,G) is 'heard, the rthythmic emphasis shifted -
- . s i '. } . N ? ) . ) .

»
»
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slightly each time, so that each pitch 1; in turn made prominent
while with each statement of 5-217, one more note is added in the
]

bass. The set constructions which result from combining 5;217

-

yith other even'ts in the fourth Phrase are also given in Example

V-10. ’ | "

gxample v-10: Focus on D and its Augmented Triad and 4-19

Related Sets in the Fourth Phrase

. | | . . . B
" > ’ ) . -
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Finally” hhe ‘last phrase of the piece is at onée pltt of '

the, frame of the piece (as discussed above and shown in. Example

v-3) an an autoﬂom;gi gollection of picches (see Eklmple vV-11).
v 1

The phrase consists of a six-note clarinet figure (set 6-2) over

a piano tetrad (set 4= 203 the fxrst two pcs of ;he clarinet,

figure are repeated as the last two pcs of the line. The

pentachords formed by comb1n1ng in turn clarinet px'ches (before  a'”

. .

the rest) with the piano accompaniment create a palindrome: 5-20

5-21 5-27 5-21 5-20. ‘'The pentachords combine to give 4-19

- : s L o *
related set$.” The set formed by combining the -tHrée middle .,
pentachdrds (5-21, 5-27 and 5J71)~is set 7-21. Th€ adjacent :‘\af

v L ¢
e 3

5-20s and 5-21s form set 6-16; tw1ce,_and the union of the two

£ o
6- 16s gives set 8-7 (not, however,rthe'same 8-7 given as part of,
s s . ‘ . . . ‘ \,‘ v N
the frame earlier in the chapter). - R

Example V,11: 4-19 Related Sets in the Fifth Phrase
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related sets and transformations by T4 thereof; on the other

Whi le the, and, third and ?ourth phrases flow into one 5

|

anothér.vthi Vﬂarp bfeak; betﬁéen bhe fourth and last T .

e . o

en- the firse and second phrases) "The' one

connectio Pen the fogrth and last phrases is_the appearance

: K

of two cQp entarv sets, which are not, however, 4-19 related
(@ee Ex e V-12). Set 5-2f, located at the heary 3f’vJ
palindrome of the last phrase, is furmed from the Same pcs as the

3 SN

cluster of low bass notes in"m. 17; its“dpmpleﬁent, 7-27, is
heard-in m. 15.as 5-217 plus two other pcs.

Example V-12: Linking of the Fourth and Fifth Phrases

v KR A

g

Jhand’ 1t is conta1ned within a frame clearly deflned by k- 19

.

“ *

7

hand, it contains %ome of the,mést enigmatic, difficult-to- v

i
s

analyze passages in"op. 5. The operation Ta\reveals the most

manifeét_links'among 4-19 related sets; in the last pieée of op. .

2
- 4
-
, .
' :,‘ | ¥
.y .
@@ _ ®
4 P
=S =TT i
| X v*. a4 — .
g i L - B -+ S i S ‘
v vl < gq Y E S."L
e -
. S
- : ) . ne. ) : .
The fourth of the Vier Stiicke’ fiir Klarinette und Klavier,
! . 1] . . ..
thengfpresents somethlng of a paradox to the analystr on one .. . O Al
‘ & v " R ERIPEEA I _;,'éf i l;' ", @_«.04 . ,



LS

3 . [

5, it is articulated in the music through consistent
transpos{tions of the framing;sets. In.this sense, the fourth

.

i
piece represents something of a summation of ‘set procedures
employed throughout the clarinet piecks. However, the tonal

implications of the fourth piece are exﬁremely difficu}t to

.

_understand within the context of op. 5.: In only one phrase of

the fourth piece is the D augmented triad clearly stated {the

< - :
fourth phrase), while another phrase .(the second) emphasizes D

; §
Rk : -
only slightly more than the sbrrounding pitches. The phrases

which comprise ‘the frame give, oddly enough, a fleeting tonal
) L
impression of C. But if C is thus the focal point of the fourth

-~ .
piece (and this is not at all supported by the music of the

non-frame sections), why is it established as such here (however

1. b

lihitedly) when it was not a fééal point of any of the earlier
music of op. 52 - g,

Ahswers to this must be left to the last chapger, in whichﬁ
‘connections ;ﬁohg the four pieces arefanalyzed.’ Of the fourth

. ! . ., . s 2 » .
piece we can at present simply conclude that most of its musica.

substance is based on the Same means as the previous pieces of

op. 5. namely“focus.on D and the pres%hée of 4-19 ‘related sets,

althqugh the latter are much more in evidence than is the-{ormer.
: o i ‘ Y

. »

-

*a3



_ CCHAPTER VI . . .. o
J . .\ LR h ‘ ‘ -

o . X * B - -
R e Connections Among the Pieces

D

In the previous chapters of this study, xt was shoun that

_ most of”the music in.the View Stiicke fiir. Klarinbtte und Klavxe; o N

¢

: ) T
1s§ar:1?ged“around a focal’ p01nt'of D and othén members‘of its

_faugmented triad and/ot 4-19 related’sets. This part ‘of the study
o T e ,

15~Q\\attempt to demonstrate that there/zte relationsh;ps among . ‘ o/

the Vier Stiicke that are ‘not 11m1ted.to common tonal focus and :
\ s n . Ao

'set materials. There is a deliberate sequence of musicaihegents e ’
that depends upon the order of the pieces, facilitating a I
. - ) i O . . . "..-.‘/
real-time analysisy one which‘fin addition to accounting for. the S

compésition of and relations among certain pitch configuratioms, =  / o
account[s] also for the order in which these configurations are ‘/' Lo
;L . ', . 1 . : . . ) : {/’
presented in context." The Kopfmotiv will be discussed in the /
context of real-time analysis, as will the dovetailing which ’
occurs between the be‘ginhings and engingg of consécutive piece_s,'/‘
and the resolution or expansiomn. ents from oune piece to the

. c ) N S _ £
next which occurs on two particularly notable occasions. It/will

also be shown that op. 5 divides into two pairs of __/

pon-consecutive pieces. \ S , ' SRV L
The analysis of each piece begins with descriptiog/of the

[ ~ —

v Kﬂnfmﬂsix-' In sUmmary (see Example VI-1): in the fyrst piece .

set 6~ Z4b4 is formed from the f1rst six clarlnet pxbches (C Eb'E G

~

Ab-A); in the second piece, set 6-244 appears agq{h io the -

z

clar1net, with the same pcs as in the flrst p1eée, but preceded

by its Z- palr, set 6- 219, also 1n the clarlne{ part, in the third ﬁ\
s . //

"84 /

R . :
s . . . ",
i 1 . . ' N B
. o .. O . . R . v . o
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. piece. set 6- ZA& ia formed from the first six pcs of the piece (C \ 

C# E G G# B), and in the fourth piece. it appears with its

2-pair, as 1n the second piece, and with the same pcs, but in two
'consecutive vertical statements. . - :
Example VIfl: The Eggfmotinni op.‘S : - ' SN s
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There are a number of 1nteresting relationships erticuluted

-~

by transposition and chenges in the ordering of the Khhimg;ig-

ol s -

from piece to piece that reflect significant events in the musfcr

v

Firsb in_the second piece, the addition of set 6-219 to set

\A’

56 24 adds one pc to the Kgpfmotiv-~Db Ue recall from Chapter

!

Il (p. 37) that this pc is prolonged at - IQQgth'ﬁn the mxdsection‘,‘

o

of the p1ece, as a lower ne1ghbour to D, the focal pc. Second,
.,the Kopfmgt1 of the th1rd p1ece glves ‘the first new
'trenspds1t1on of set 6-ZA4 fn’the pieces; it is T4 of the
vprevfous sets 6-24A;;and set 4-19 is heid inyeriant; as Forte has -
noted2 (see-Example-VI-Ze). Set A-19 isAgiven_as\é segment of
consecutive pitches in the Kopfmotiv for the first time in,the
" third piece, and is gluen “thus agi1n in the fourth~p1ece. fhe
5 two variant pcs Am the Eopfmotiv of the thlrd p1ece, B and C#
‘are also sxgn1f1cant in both the third and fourth p1eces (see
Example VI 2b). In Chapter IV (p. 62), the focal emphasis.of D
Ln\the thlrd and fourth ‘phrases of the third p1ece, heralded by_h
the presence of B and C#, was remarked’ upon, and in Chapter Y
\\(pp é 7 Example V-5) it was observed that in the fourth
piece, B'and C# also herald the arrival‘of,D, but are prolonged
further:5 they ere-the,focel pts of the third’phrase,‘and in the.
fourth phrase, combine wi th thL'D‘augmented triad to form aQ\
g SOTOTitY reiter;ted throughout. "The passing emphasis~of B -and C#.
: i _
’at the end of the thn‘d p1ece seems (with hindsight) to \
fcreshadoh the greater emphasis on those pcs in the fourth piece,

~ 2

vand such dn interpretation is supported byﬁthe similarity of the

-

performance markfhgs-;the repeated pcs in both the last phresevof

pl ’ - Tl
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the third piecc and the midsection of ‘the fourth ptece are marked
‘"Eﬁhznuiu' Note also that 1n the first phrase of . the fourth‘ e ?"’
'"plece; tpere is a veiled reference to”the'B-C# of the thirqA

phrase, as the two clarinet desieéts begin with B'and<C# o
'tespeetively Qeeé_txample V1-2¢). “Fiﬁhliy; chefsggjmgiix of the v,
. ‘ .

° . . . . . oet ']
fourth\Bdece includes the-same'gcs as,the Eogfmctiv of thewsecond

@ -

piece, but the dxfference in order1ng is signifxcant (see Example

t

Vi- lh & ld) “In’ both pieces, sets 6- 219 and 6-24 44 have five pc¢s

v { .
in common, which comblne to give set 5-21. Set 5-21 cannot be
. . . N - /J A

formed from consec&tiveapitches in the Kggfmégiy of the-second

piece, but in “the fourth piece, the Kogfmot1v is ordéred so that

set 5-21 is clearly segmented as the g\ano pentachord. .

Exanple-VI-Z:.~Slgn1f1cance of Transposition and Changes

-

in Ordering of the Kogfmetiv of op. 5

a) L ‘ :
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Example IV«I-,Z. (cont'd)
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Curiously, the augmented triad included within each of the

- K_op_ﬁmg_j.ix of op. 5 is a_'C," rather than D,. eugmgn'te\_d triad. (This

N

-
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" further demonstrates the close relatxonship between the Kogfmotlv

L R ' R
N o L " / ,
obsetvntion wns made ‘in Chapter III In the diacuuaion of the

. s
Pv /
comparison of Schoenberg s/ op. 19/2 and Berg 8 op. 5/2.) The ) '

inclusion 1‘ the c augmentéd triad within the ogfmogiv, although
strange uithin the context of focus on D, does at the very/least . ' o
Seem to make the frame sections of the fourth piece. qhich rest

upon C (and also include C augménted triads) less puzzling
within"the qpntegt of op. 5 (see Example VI 3). One could °
perhaps goes as far as to say that the C frame sections of the
fourth piece prov1de some sort of tonal resolution for the
Kopfmotiv, for until these sections.occur,.there is not even the
slightest reference to C focus in op. 5. The2vertica1 T

bresentation of the Kopfmotiy in the fourth piece and the

reiteration of subseéments of it in other of the frgme sections

and the frame sect1ons of the fourth p1ece )

Exampie—VIv3*~'SIgn1f1cance of the Inclusion of the C

Augmented Tria’d in the Kopfmotiy of op. s
' , -
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From thé above discussion of the changes in eachgggggmoiiv
from plece to pi e, we~can conclude that manipulations of the

- Kopfmotiv reflect, at leaﬁt.to some extent, thc order of the four

.;i cLatihet pieées.— Anothcr wny in uhich the ordgt of . thg/pieces is
-
reflected by events in the music is thrgq;p the use/of similar

5%
~ set materials or. motives from the end of one’ piecex!gé‘h

beg@nning o{ the next. There are examples of such dovetailing

between every successive pair of pieces of op. 5 (see Example
V1-4). For example, the pitches of the piano hexachord

Teiterated throughdut the last measures of the first piece form
' :
. , ) »
set 6-243; this set and set 6-219, which begins the Kopfmotiv of '

the second piece, have two pentachords in common,’ sets 5-20 .and

5-218. The bottom five pitches of 6-Z43 in the first piece form

: : %
set 5-20, as do the first five pitches of 6-Z19 in the second

piece (see Example Vi-4a). An interesting marker of the halfway

I
point in op. 5 is givgn by sets 3-12 and 4-19, formed

respéhtiveky from both the last three 'and 1ast»fouffﬁtches of
the second piece and the first three and first four pitches of

the third (see Example VI-4b). Finally, the clarinet parts of

both the end of the third piece and the beginning of the fourth
i L ' \ ' * .

consist of similar descending semitone figures (see Example

\\

VIQZC);.and, as noted above, pcs B and C#, promineht in the last

-

two phrases, of the third piece, respectively-initiate the two
, ; e
.clarinet descents in the opening measures of the ;6urth piece

(see Exampie VI-2b).

\
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) Example VI-4: Dovetailing Between Succcli(;: P‘Tri of

‘\Picces of op. 5
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Thc importance of the otdhr of the pi«:u o( op, 5 to the
nnalylh is reinforced by two o:hcr.phonomem. ths ruolu.tion of
pcs of one piece kn\ the next, ﬁf&‘w expmsion of ‘{l eveht {n
one piece.in the next. ‘rhere "\‘;e two pncicularly sthking

k4 \

examples of such occurrmcn ln..thc Yier St“ckg. Flutg thcu
~are two pitche: in the first piece which seem to be resoiyed'in
‘the sec?nd.' We recall from Chapter II (p. 32) that the l;kt
phrase of the first piece seems not to be based upon ?ocus on D
or upon the presehce of A-lQ-rglated‘sets, and that there arexgwo
particularly prominent pitches which are difficult to place in‘\
either context: G in the'clarinet part of the last three

measures, and low B in the last measure of the piano part.

. Several factors suggest their resolﬁiion in the second piece (see

Example VI-5a). F# of the D-F# referential sonority which begins

4

and ends the second pieée is a semitone lower?rthan the clarin G
which concludes the first biece; and it is surely\signjﬁ?can;
that G appears again (an octave higpér) in the "B" section of the
second piece as an extended neighbour to F#. Another memb;r of

the D augmented triad, Bb, which sounds at the end of the piece,

.

N . P

is likewise a ispito;z lower than the low B at the end of the ﬁ
first piece; and as the 3b is an octave lower than any other
pitch.in the second piece it seéms plausible to sugge;t that it
provides resolution for the B of the fir;; piecii:__———-‘
Second, a relatively minor event iﬁ(the'third'piece becgmes
in the fourfﬁ piece a large-scale event which spans two phrases.
In both pieces, set 4-25, an uncommon set in op. 5, abpears in

cﬁ:}pnction with set 3:12 (see Example VI-5b). 1In the second

92"
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phrase of ‘the third pfece, the pian: triad (aset 3-12) evolvep
into a tetrad (set 4-23) in a smal. surface gesture which lasts
only a measure; the npmnncc of se: «-25 (s signiflcant only
insofar as it combines vith the pi::hes around it ta form set

- 8-19. However, in thc fourth piccc. the movement from set 3- 12
tJ\set 4-25 {s reversed and largel\ expanded: set 4-25 is
reiterated throyghout nlmost the ez:ire third phrase, and then #ts
reduced to two pitches uhich‘combi:e with set 3-12 to form the
sonority (set 5-217) reiterated thr}u}hout the phrase which
follows. In boéh bieces, set 4-25 s arranged so that its
inherent symmetry is obvious; sets :-15 and 5-28 are formeJ when
the piano tetzad is combined with cverlying pitches in the
right-hand piaqp #nd clarinet parts. Set 5-28 is found at the
end of the second phrase of the th:-d piece; and also beéins the
third phrase of the fourth piece. |

.

* .
Example VI-5: Resolution or Expansion of Events From gne

v

Piece to the Next
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b)

reveal the division of op. 5 ifito two pairs of non-consecutive

Example VI-3 (cont'd)
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Finally, similarities in the execution of musical eveats

[ 4

L4

pieces: the first and third pieces constitute one pair, and the



‘second snd fourth the other. The fjirst and third pleces are '

»
particularly alike; not only do s{milar events occur, but for the

most part thc‘}zqucnc} of events (n one plece parallels.that of

«

the thcr. Both pi!;ca bcgin’witﬁ a 30lo statement of set éazaa,
slightiy set off from the remainder of the ;hrase, which s
strongly focussed on D (see Example VI-<6a). ‘In the first plece,
the D augmented triad is heard immediately after the Kopfmotiv,

while in the third fiece, the D augmented triad concludes the
, L -
first phrase. The movement from the C augmented triad of the

Kogfhotiv to.subsequeyt Db focus and D apgmented triad. is more

visible in the third plece, where the two triads are clearly
: {

articulated in the piap% part and frame the phrase. In the firss
pﬁrases of both pieges, the b midpofﬁ; is framed symmetrically:
we recall from Ch?pter 11 the sy?metr;cal framing of D by setv3gg
in m. 3 of the firgde piece, and from Chapter IV the symmetrical
framing of D by set 5-10 in m.'Z_of the third piece (see Examp}e
VI-6b)., The clarinet moti;e uhichvinitiétes the second phrase of
the third piece is alﬁosf identical to the first piano motiv; of
the first measure of the first piece (as noted in Chapter IV, p.54 ’
) (see Exampie VI-6¢). Likewise, the same fiuttertongued
ciarinet morive ends the second phrases of bd;h pieces ‘with pcs
F#, F, and E) (see Eiampie VI-6d). In the second phrase, many
4219 related sets are in evidence, while focus on D is much less
obvious. (Note the prominence of the 4-19 piano tetrads.) Sets
7-21, 5-21, 4-19 and 8-19 are all clearly articulated at the

, o ‘
climax of the third phrase; the nonachord within which they are

contained in each pilece is the Same transposition of set 9-12

e



\ -

. B TS
(sae !xnp’lc Vi-Ge). Set 6-34 {s given as & cadential figure (n |
the third phtuc..and it shguld be noted that eh-(.ppuuac. of
set 6-34 at :ndontial polnu is rentric!cd to the Hnt and third
" pieces of Bp. 5. The bdass of the third phrase ;oncludu with -»

E Y

‘membetlof the D augmented triad: {n the first piece, the pc is

D: whic; as we recall, concludes a descent initiated in m. J of

the pi:ce; l;é!wise, in the third picée. the pc is F#, the '
resolution of a long-range neighbour G, bass of tbe second pthse

and most of the third phrase (see Example VI-6f). The fourth and .

final phrase does not ‘contain any significant set ‘relationships,

and is largely symmetrical in construction. .
\

Example VI-6: Comparison of First amd Third Pieces
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_The second and fourth pieces of op. 5 alse 1nciude‘sinilar.‘
'events, but to a lesset extent.' As {n the first and. third .
pieces; the similarity is first clearly markea in the Kgg‘mg;ix

‘which for the second and £ourth'pieces consists of both set 6-244

‘and 1ts Z- pair 6- 219. with 1dentigal pcs, as remarked upon

'earlier (see Example VI-1). -Unlike the first and third pieces,

where the‘ﬂgnimgiix is set agartfin‘thg first neasufe, ghe

 Kopfmotiv'qf thé secondwéna fourth pieceé }s eXtended.inﬁo ‘the
. , 5

phrase and bccurs’simulthneously wiﬁh other evénts. It was

mentloned earller that the transpositions of o6- 219 and 6-244 in

both pieces have five pcs in common, whlch cochine to give set

.5-21, the p1$no pentachord of the first phrase of the fourth

/

/

.piece (see Example VI-l).ﬁ Unlike,fhe first and third pieces; the
" second and fburthibieces»iﬁciude.fecurring referential
sonor1t1es--a re1terated major thltd in theasgpond piece and a

3 piano pentachord (set 5-21) in the fourth piece. The

similarities between these two pieces of the set are not néarly

as extensive as are those between the first acd third pieces. :

In conclusion, it has been shown in this .studv that the

logic of the Vier Sfﬁcke;fﬁr Kiarinette'ynd Klavier can be

deciphered in two ways: through reference. to a tonal design

F

-whose'foéal pc ié D, and through the appearance and.(in some
circﬁﬁﬁtances) maﬁipﬁlationkthroughout of membefs of a group of

- se:s related to.;et'4;19, It was shown that tﬁe two ahalytiéal
mgthods are'nét-contradictory,‘but comﬁlementary; as both the

tonal design and members of the'set-group cal be appafent in the




'

¢

'musi_c at the same time for the samJ ends, anxd al so 'because' both .+

are dependent upon the augmented trlad as a str’uctlf—al unit. It . o /
] L _

was also shown that Yhile each piece can be analyzed as a

EIA

separatejentity (Chapters II, I1t1, v and V’ respectively)I the

pieces can also bde cons1dered as a set related not onlysby

»refegence to a common pc*and to common set materxals, but also by

4

' orderfspecif1c relatio&ships (Chapter VI).

The two systems do not account for every pitch in the work,

and indeed 'this was not intended As well,'subtletles of
changes in rhythm; tempovand density throughout op. 5 have rnot

been remarked upon, and the role of register has beénsﬁnvokéd
. R <&

.only incidentally, where it supports the tonal considerat1ons

¢

'There is certa1nly more here that is worthy of examination. Mark

-DeVato's study of the "motivicity" of the Altgnbezg_Liedgz; which

immediately'precedes op. 5, and hlS pass1ng observation of the -
: 3 "

1ntr1cate motivic strudture of Berg's op. 6 *point the-way
: P . -
towards an analysis of op. 5 strictly in terms of motivic
content., A comprehenslve examination of»motiue (ln theh
,,traditional sense).wasvbeyond the scope of this study; again‘ . '.v‘— s
' lihe register, it was 1nvoked only in 1solated c1rcumstances .
. One derives some perverse comfort: from the fact that no analy51s
no matter yhat aspects of the work's structure it ds intended to
declpher, can ever coMpletely account for all the rlchness and

beauty of. the work. Th1s study is 1ntended only to demonstrate .

that\wh1le the pitch structures of the ¥1g1_§;ngkg have

trad1tionaily defied . analy51s, ‘the combination of tonal and

atonal principles renders a rewardlng analys1s, one which



» ' . " ‘
demonstrates not only the substance of the pieces, but alvo, at

least some of the logic behind the sequence of events,
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2. Forte, Structure of Atbnal Music, 83.¢
3. 1Ibid., 84
4. 1bid., 83,
s, See Hasty, "Segmentation and Process in Post-Tonal Music,”
 Music Theory Spectrum 3 (1981): 54-73.
6. Forte, "Schoenberg's~Creative Evoldtion," 135.

- - : e

-




Ibid. . . .

The word "motive" is not used here in the traditional sense,

4s a recurring melodic or harmonic fragment, similar to the
original in tegms of pitch, rhythr and contour, but i{n the
sense of a recurring set, whose transformations from plece
to piece”reflect concurrent musica. events (as will be shown

,.in the last chhpter of this study). The word Kopfmotiv

seems to best describe the appearaace of set 6-244
(sometimes in conjunction with its Z-pair, set §-219) at
the head of every piece of op. 5. ~ v

]
. §

Because of the intervallic propor:ionality that exists

-

* between two sets which are complecents, Forte considers the

10.

~ll,

complement of a set to be "a reduced or enlarged replica of

‘that set.”" (Structure of Atonal Music, 78.) The last

pitch of the line that the two se:s share is D, which is
thus emphasized.

George Perle, "The Musical Languaze of ¥ozzeck." Music
Forum 1 (1967), 208: Perle claims that set 6-34 serves as
the referential sénority of the werk; it is apparent at many
of the cadences. While set 6-34 includes only one 4-19
subset, it is similar to set 4-19 in structure; like set
4-19, it includes pitches from one whole-tone scale equal to
its cardinality minus one. The appearance of the set at
cadential points in the first and third pieces of op. 5 will
be noted. . ‘

Forte notes that set 8-24 is prevalent in Wozzeck as well)
and is described by Berg in his iecture on Wozzeck as a
"quasi-cadential chord" (Structure of Atomal Mysic, 28).
The close relationship between se: 6-34 and set 8-24 (in
that 8-24 contains four subsets of set 6-34) permits us to
consider both sets as important cadential events. ‘

Chapter I1I ’ .

1.

2.

Redlich, 47.

Mark DeVoto, ""Some Notes on the.lrxnown Altenberg Lieder,"
Perspectives of New Music 5 (1966), 44.

) _ @

Tbid.

Moéco Carner; Alban Berg: The ﬁa: and.the Work (London:
Gerald Duckworth & Co. Ltd., 1975), 108, .

Redlich, 56.

"The Db in the third quarter must be clearly audible,
without again being struck."
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Chapter 1V

1. Lewis, 87,

2. 1Ibid., 89. -

3. 1bid.
4, Igid..
5. 1bid.
6. Ibid.

7. TIbid., 91.
8. 1Ibid. *
9. 1Ibid., 90,
10. 1Ibid., 94.
11. 1Ibid.
12. 1Ibid., 96.
Chapter V
1. Incidentélly, Forte ("Schbgnberg'; Cre;tive Evolution," 138)
notes that sets 6-244 and 6-Z19 are represented in set 9-3
more times than any other complement-related pair.
Chapter VI

1. William Benjamin, "Ideas of Order in Motivic Music," Music
Theory Spectrum 1 (1979), 24.

2. Forte, Structure of Atonal Music, 33.

3. DeVoto, 72.
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