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PREFACE 

The purpose of this study is to introduce analysis 

of early twentieth-century music to serious music students 

by using chamber music as the medium. The paper is designed 

as an independent study project for the student interested 

in such music. 

The scope of most music literature books—for exam

ple, Bernstein and Picker 1972, Boyden 1970, Gillespie 1972, 

Hoffer 1971—is so large that chamber music and twentieth-

century music are covered only briefly. On the other hand, 

twentieth-century analyses of chamber music in many music 

journals—for example, Journal of Music Theory, Perspectives 

of New Music—are much too technical for most music stu

dents . This study, therefore, offers analyses that are de

tailed but presented in a way that a student will be able to 

read and, hopefully, understand them with a minimum of help 

from a teacher or from a music dictionary. 

This paper is organized into six chapters, followed 

by a list of abbreviations, a glossary of terms, and a se

lected bibliography. Chapter 1 sets forth the educational 

emphasis and purpose of the paper. Chapters 2 through 5 

contain the analyses of the selected quartets: Maurice 
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Ravel's Quartet in ff Major, Bela Bartok's fourth String 

Quartet, Alban Berg's Lyric Suite, and Anton Webern's String 

Quartet, Op. 28. Chapter 6 is a concluding statement of 

ideas contained in this paper. The list of abbreviations 

includes those used in the figures and examples in this 

paper. The glossary consists of a list and definitions of 

relevant twentieth-century musical terms used in this paper. 

The analyses in the paper are original with the 

author. Much research, however, was done before the analy

ses were made. Articles in English in scholarly music jour

nals concerned with the general styles of the selected 

composers or the specific works were consulted. Also, pub

lished books on the composers and their compositions were 

used. Books written on significant musical trends and de

velopments of the twentieth century were utilized. Unpub

lished dissertations on the composers or the specific 

quartets were used. Writings on Barto'k and Berg are more 

numerous than on Ravel. Very little research on Ravel is 

available in English. A large amount of research is avail

able on Webern but very little on String Quartet, Op. 28. 

Only the more significant works related to this study have 

been listed in the selected bibliography. 

It is hoped that the materials in this study can be 

of value to students wanting to know more about problems and 

techniques in analyzing some of the music of our century. 
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ABSTRACT 

Four string quartets which illustrate important 

styles in early twentieth-century music are analyzed for the 

purpose of introducing analysis of twentieth-century art mu

sic. The study is designed as an independent project in 

listening and analysis for a student interested in develop

ing further skills in analysis. 

The opening chapter introduces the educational em

phasis of the study, stressing the need for all music stu

dents to be more aware of the music of our century. The 

four quartets selected for this study are Maurice Ravel's 

Quartet in F Major, Bela Barto'k's Fourth String Quartet, 

Alban Berg's Lyric Suite, and Anton Webern's String Quartet, 

Op. 28. Each composition is analyzed by a descriptive 

method to identify its basic formal structures and, in par

ticular, its principal unifying features. The analyses are 

detailed but not extremely technical. 

Ravel's Quartet in F Ma.jor is a work with tonal cen

ters present throughout that often are emphasized by pedal 

tones. The main harmonic structures are seventh and ninth 

chords. The quartet follows the traditional pattern of four 

movements: an allegro in sonata form, a scherzo, a lyric 

slow movement•in rondo form, and a finale in sonata form. 

xi 



xii 

In addition to unifying the movements by tonal-center rela

tionships, the composer creates unity by the cyclic repeti

tion of themes. The quartet is typical of much early 

twentieth-century music that uses major-minor tonal schemes 

in a freer, nonfunctional manner. 

Bartok's Fourth String Quartet is unified by the use 

of two basic motives and their main intervals (the major and 

minor second). Tonal centers, which are not established by 

the diatonic system, operate in each movement. The forms of 

the movements resemble established ones. The first movement 

is in sonata form, while the second and fourth are scherzo

like movements. The third is a ternary form. The fifth is 

sectional, like a rondo. The entire work is an arch form, 

which is a typical Bartok trait. The quartet illustrates 

the twentieth-century practice of unification by non-

diatonic tonal centers and motivic construction. 

Berg's Lyric Suite is an example of one of the most 

radical compositional styles of the early twentieth century. 

Two movements are freely composed. Two others are based on 

twelve-tone construction, while the remaining movements are 

only partially twelve tone. The work is unified by the 

twelve-tone basic set and by motives recalled and developed 

in later movements. The basic set in the quartet is modi

fied in each movement by the interchange of notes and by the 

rearrangement of the set into patterns of hexachords and of 
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fifths used vertically. The first movement is in binary 

form, with an exposition and recapitulation of themes. The 

second movement is a rondo, while the third and fifth move

ments are scherzos. The other movements are sectional in 

form and do not use established patterns. 

Webern's String; Quartet, Op. 28 is unified by a sin

gle twelve-tone basic set for the entire composition and by 

intricate canons in each movement. The first movement is a 

set of canonic variations. The second is a miniature scher

zo, while the third is sectional and contains a fugue expo

sition. The basic set is symmetrically constructed and 

segmented. The quartet uses two of the composer's tech

niques (set overlapping and the simultaneous use of four 

different transpositions) as important organizational fea

tures . 



CHAPTER 1 

INTRODUCTION 

Many educators are becoming increasingly aware of 

the need for more study, performance, and teaching of music 

representative of the twentieth century. During the past 

decade, numerous articles in the Music Educators Journal 

have appeared stressing this need. Jon H. Riegger (1975, 

p. 32) states: "The serious music of our time intersects 

the students' beliefs, values, and experiences at many 

points and can be used effectively in the process of music 

education." All of the arts—including music, art, and 

poetry—are reflections of their time in history. One 

needs, therefore, to study the arts of the twentieth century 

to fully understand its philosophies and ideas. John T. 

Naples (1971, p. 29), in his article "Existentialism and 

Aesthetic Education," stresses the need of "revealing the 

dynamics of art throughout history, correlating them to so

ciological, political, and economic events." Naples (1971, 

p. 29) further emphasizes that, "if art does have a forma

tive function in life, we have a tremendous moral responsi

bility to acquaint our students with as much contemporary 

art as possible, to make them aware of all possibilities." 
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Music educators suggest many ways that students and 

teachers need to experience the art music of our own time. 

A basic way of learning more about twentieth-century music 

is to include it in many different kinds of listening 

activities. Other educators call attention to the need for 

performing new music. Two recent articles (Northrup 1971, 

Reese 1973) stressing this need include lists of serious 

twentieth-century music suitable for performance by small 

chamber ensembles and bands. Other articles (Neidlinger 

1973, Fitch 1973) emphasize the need to extend the teaching 

of theory to produce listeners who are capable of under

standing the music of their own culture. Developing cre

ativity in students is explored in many articles, which 

emphasize the importance of using twentieth-century sounds 

and concepts. Creativity using the electronic medium and 

new notations has been tried successfully in many schools 

(Hummier 1973). 

Many teachers emphasize the importance of teaching 

and encouraging students to learn to analyze music, includ

ing music of our own century. Jan LaRue (1973) has devel

oped an approach to analysis that can be adapted to all 

levels of students and to all styles of music. Analysis of 

twentieth-century music tends to be difficult, even for ad

vanced students. Concepts of form and of basic harmonic 

principles that have already been learned through a study of 
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traditional music can be the foundation for analyzing 

twentieth-century music. Many composers of the early twen

tieth century used formal designs that were similar to those 

of the past, but with aural materials used in a new way. By 

learning to describe what the sounds are and what relation

ships are found in the music, the student will be better 

able to understand, the music. Donald J. Funes (1973, p. 55) 

states: "Descriptive analysis . . . can be a useful aid to 

perception." This is especially helpful in analysis of 

twentieth-century music. 

Teachers at all levels are expected to be knowledge

able of music of our own century. For example, three re

cently published or revised music series texts—Silver 

Burdett, Music, 1974; Holt, Rinehart, and Winston, Exploring 

Music, 1975; and American Book Company, Hew Dimensions in 

Music, 1971 and 1976—include many listening and learning 

activities directly related to serious twentieth-century 

music. All three texts include listening lessons on less 

difficult music from such composers as Ravel, Debussy, Cop

land, Villa-Iobos, and Gershwin. The editors of these texts 

expect teachers to be knowledgeable also of more complex 

music of the twentieth century, such as the music of Stra

vinsky, Bartok, Schoenberg, Berg, Webern, Babbitt, and 

Varese. The texts introduce and explore concepts of atonal-

ity, twelve-tone construction, and experimental music. 
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Scores for twentieth-century music for large or 

sometimes even chamber orchestras are very difficult to read 

and analyze. The medium of the string quartet, therefore, 

has been chosen for this study. It provides the interest of 

more than one instrumental sound; in addition, each voice is 

heard as written without being transposed. Furthermore, any 

composition written for small instrumental ensemble can be 

useful in acquainting students with reading in open score. 

The analyses in this paper are of four string quar

tets written during the first half of the twentieth century 

and will provide some background in analysis that, hope

fully, will be useful to a student of twentieth-century 

music. The criteria for the selection of these four quar

tets include the following: (1) each quartet is an example 

of an important style of the early twentieth century; (2) 

each work requires a somewhat different method of analysis; 

and (3) each quartet is a significant work in itself. The 

four compositions are Ravel's Quartet in F Major, Bartok's 

Fourth String Quartet, Berg's Lyric Suite, and Webern's 

String Quartet, Op. 28. 

This study is designed primarily for use as an inde

pendent study project by the serious music student who has 

the proper background. It is designed as an experience in 

listening and analysis for the purpose of gaining skill in 

the analysis of twentieth-century music. It is hoped that 
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the student, by carefully reading this paper and listening 

to the music with a score, will (1) gain a knowledge of im

portant compositional techniques of the early twentieth cen

tury, (2) acquire some knowledge of formal principles used 

in early twentieth-century music, (3) develop a minimal 

ability to read twentieth-century scores, and (4) develop a 

further interest in twentieth-century music. 

Because of the complexity of the music analyzed in 

this study, it is necessary that the student have some back

ground in theory and analysis. Specifically, he must have a 

basic knowledge of scales, keys, harmonic progressions, and 

rhythm. He must also have a knowledge of traditional forms, 

such as binary, ternary, rondo, and sonata. 

As an independent study project, this paper can be 

of value to capable students at various levels. Although it 

is unlikely that many high school students would have the 

desire to read this paper, there are undoubtedly certain 

gifted students who may find it a challenging experience. A 

very specific use of these analyses is for college music 

education majors, who need to be knowledgeable about the mu

sic of our century. Such students can use this paper for 

independent study of examples of early twentieth-century 

analysis. Another possible use for this paper is as an en

richment study for certain students who have considerable 

background in music but who are not music majors. Such 



persons can find the analytical study of music an enjoyable 

task. Other students who can find these analyses helpful 

are certain graduate students (including returning teachers) 

in the field of music education who have not had sufficient 

exposure to twentieth-century music in their undergraduate 

programs. 

One who studies twentieth-century music encounters 

many special problems in analyzing this music. Several 

recent authors—including Edward Cone (i960), leon Dallin 

(1964), William Austin (1966), and Karl Eschman (1968)—help 

identify some of these areas. One problem facing twentieth-

century composers, as well as composers in the past, is how 

to create unity and variety within a composition. It is no 

longer necessary to use tonality as the principal means of 

delineation of form and of creation of unity or variety. 

Some twentieth-century composers, such as Schoenberg, have 

used formal organizations which resemble established forms 

but which do not use classical tonality. In analysis, 

therefore, each composition must b'e examined to see what its 

unifying features are and how its composer creates contrast. 

All parameters (melody, rhythm, harmony, timbre, texture, 

and form) of a composition are important to examine, because 

any element can be a unifying feature. Techniques used to 

analyze traditional music are helpful also in analyzing 

twentieth-century music. 



The Ravel quartet has definite key centers. Also, 

the harmonic structure is extended and enriched with more 

complex chords. The formal patterns of this quartet, how

ever, are based on conventional formal principles. 

7 

The Bartek quartet, likewise, has tonal centers; but 

they are remote from tonal centers in a traditional sense. 

It is necessary to examine the melodic ideas, the harmonic 

structures, and the rhythmic organization to find the most 

significant unifying features of the work. 

Many special problems are encountered in analyzing 

atonal and twelve-tone music, as in the Berg and Webern 

quartets. (The reader is directed to the glossary on pages 

142-143 for definitions of such terms used in this paper.) 

The distinguishing characteristic of atonal music is the 

complete abandonment of a tonal center. Other devices, 

however, create unity in atonal compositions. It is neces

sary, therefore, to look at all features of an atonal work. 

The main integrating feature is often an intervallic cell. 

The atonal sections of Berg's Lyric Suite are composed of 

smaller motives woven into recognizable melodies and 

rhythms, which then become the unifying features of the mu

sic. In some atonal compositions, the basic cell is treated 

in an athematic manner and is continuously varied. Rhythm, 

also an important feature, is a significant means of estab

lishing phrase structure and cadence points. Pitch levels 
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sometimes continue to form unifying devices. Many instru

mental atonal compositions are extremely short. Schoenberg 

(1965, p. 2) states that this brevity helps one to grasp the 

whole idea and encourages the understanding of the composi

tion. 

"In music there is no form without logic, there is 

no logic without unity" (Schoenberg 1950, p. 143). With 

these words, Schoenberg emphasizes that his development of 

the twelve-tone method of composition came about through his 

search for unity in his music. This search did not result 

in an abandonment of traditional values but was the out

growth of the principle of motivic development. His twelve-

tone technique is also seen, though altered, in the music of 

his students Berg and Webern. The books of Josef Rufer 

(1954) and George Perle (1972) are helpful in understanding 

this development. 

The twelve-tone method substitutes for the melodic 

and harmonic order found in tonality. This order is pro

duced because every unit of the piece is derived from the 

basic set of twelve notes. The basic set (row, series, or 

Grundgestalt) is an ordered arrangement of the twelve dif

ferent tones of the chromatic scale. It can be stated in 

its original or prime form (P), in retrograde (R), in inver

sion (I), or in retrograde inversion (RI). These forms may 

be transposed to any of the other eleven tones. 
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The invention of the basic set is the first creative 

act of the composer. The basic set represents the basic 

shape or melodic thought of the entire piece and is the 

basis of the harmonic content of the piece. It can be used 

in many ways in composition. It can become a theme, with an 

accompaniment derived from other forms of the basic set. 

The set does not, at other times, become a melodic theme; 

but motives from it produce a characteristic pattern. In 

addition to being used linearly, the basic set can be used 

vertically. Small motivic cells, as found in free atonal 

music, are likewise used occasionally. The set is divided 

frequently, as in Webern's String Quartet, Op. 28, into 

smaller segments that permit a great linear variety, without 

losing the integrative function of the set. 

Analysis should reveal how a composition needs to be 

heard and, therefore, how it should be interpreted (Cone 

I960, p. 174). Simply to describe what happens in a compo

sition is not really analysis, yet every analysis must start 

with a description of the basic elements of the composition. 

Unifying features and relationships between various parts of 

a composition can then be identified. ' Each composition used 

in this study is examined to determine its basic formal 

structure, including its important unifying features and 

other parameters of rhythm, melody, harmony, texture, and 

timbre pertinent to each work. 



CHAPTER 2 

RAVEL: QUARTET IF F MAJOR 

Maurice Ravel (1875-1937) wrote a small, "but signif

icant, amount of chamber music spanning his entire creative 

life. His only string quartet, Quartet in F Major, was 

written in the years 1902-1903 and was his first chamber 

music work. He lived in a time of much transition, innova

tion, and change in music. This time saw a rejection of 

tonal logic, which resulted in a modification of traditional 

forms and in a search for new methods of unification. While 

his style reflects much that is traditional, it also re

flects new trends of the early twentieth century. 

A number of characteristics of Ravel's music are 

seen in this quartet. His melodies are most often lyrical, 

modal, straightforward, and somewhat characteristic of folk 

song. His music is very tonal, but his chord progressions 

are often not conventional. Phrase endings frequently 

emphasize dominant-tonic relationships. Static pedals oper

ate many times to emphasize a harmonic center. He enriches 

the harmonic language with consistent use of complex chords, 

including major sevenths, minor ninths, eleventh chords, and 

thirteenth chords. Three-note chords with open fifths and 

10 
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octaves are present. Rhythm in his music is somewhat tradi

tional but full of life and variety. 

The quartet follows the traditional pattern of four 

movements: an allegro in sonata form, a scherzo, a lyric 

slow movement in rondo form, and a vigorous finale in sonata 

form. The composer creates unity within the entire work by 

quoting themes from a preceding movement and by using simi

lar thematic structures from one movement to the next. The 

themes of the fourth movement are similar in interval con

tent and order to the themes of the first movement. The 

scherzo theme resembles the second theme of the first move

ment. The third movement contains direct quotations from 

the first movement in the form of an interrupting theme. 

First Movement 

The lyric first movement of the quartet is in sonata 

form. The diagram in Figure 1 is a guide to the formal out

line of the movement: 
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Exposition A (1-68) 

First Theme (F.T.) 
a b a 
1-8 9-16 17-23 
F: 

Second Theme (S.T.) 
55-68 
d; 

Development B (69-128) 

1 
69-83 

2 
84-101 
ds 

102-113 
B: 

Recapitulation A (129-200) 

F.T. 

129-151 
F: 

Coda (201-213) 

Transition (Tr.) 
12 3 
24-30 31-44 44-54 
C: A: 

4 Retransition (Rt.) 
114-128 

Tr. 
12 3 
152-158 159-172 172-183 

S.T. 

184-200 
F: 

Figure 1. Formal Outline of Ravel's Quartet in F Major, 
Mvt. I 

Abbreviations used in the above and following figures and in 

the music examples are listed on page 141. An effort has 

been made, however, to state each term and its abbreviation 

on its initial appearance in these formal outlines. For the 

sake of conciseness, only the abbreviations are used there

after. In the figures on Ravel, key designations are given 

only where the tonality is definite—with major keys being 

designated by capital letters and minor keys by smaller 

letters. 
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The first theme of the movement is presented quietly 

by the first violin in the opening measures of the quartet. 

The first phrase of the melody (Example 1) contains the main 

melodic motive of the movement in measure Is 

Example 1. Mvt. I, mm. 1-4 

m :fe i 
-p I r.J 

M©+iVe 

iFgB 

i 

The transition passage (measures 24-54) uses this motive in 

recognizable form at least five times, while the opening of 

the transition contains a variation of the melodic motive. 

After the key of A major is established as a dominant, the 

second theme is stated in D minor in measure 55 (Example 2): 



Example 2. Mvt. I, mm. 55-58 
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A closing theme is not added to the exposition, but, after 

an expressive diminuendo, a double bar indicates the end of 

the exposition. 

The first section of the development continues with 

the second theme, while adding the first theme in measure 

81. Section two of the development presents in measures 86-

87 (Example 3) what is first felt as a new theme. Actually, 

it is taken from measures 9-10 (Example 4) of the middle 

part of the first theme, as seen when comparing the two ex

amples : 



Example 3• Mvt. I, mm. 86-87 

15 

Example 4. Mvt. I, mm. 9-10 

i f ' :  f t f t f r in f f i  
1 T-P express. 

This melody is played first in the viola against a tremolo 

in the upper strings. The third section of the development 

features a variation of the second-theme melody, with con

tinued use of tremolo in the accompaniment. The retransi-

tion emphasizes the first-theme motive against a persistent 

P# pedal tone, which seems to be preparing for a return to 

the key of B, rather than P. After emphasizing a dominant 

ninth on F#, the chord slips down to the key of F for a re

turn to the first theme. 

The recapitulation returns to all the ideas and 

sections of the exposition in a very regular fashion. The 

melodies and accompaniments are the same in both transition 

sections but are at different pitch levels in the recapitu

lation. The return of the second theme shows an interesting 
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example of one of Ravel's typical practices (Wilson 1968, p. 

25). The second-theme melody at measure 184- (Example 5) is 

presented at the exact same pitch level as in the exposi

tion, with most of the harmony the same. The cello part, 

however, is changed to a different pitch level to indicate a 

feeling of being in the tonic F majori 

Example 5• Mvt. I, mm. 184-187 

i i  

+res expr. 

Es=i 5 
"tres fixpi*. 

* 
S33 

The movement closes as quietly as it began. The 

brief coda (measures 201-213) uses motives from both first 

and second themes, as in the first section of the develop

ment. 
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The first movement, as the title of the quartet in

dicates, is in the key of 3? major. There are not, however," 

many dominant-tonic progressions. The mode is changed at 

measure 5 to P minor. A strong dominant-tonic resolution 

appears in measures 16-17. The chords that are found most 

often are seventh and ninth chords built on the secondary 

notes (2, 3, 6, 7) of the scale. This frequent use of 

chords with major sevenths or with minor ninths is an impor

tant characteristic of Ravel's music. 

The transition section of the exposition uses a num

ber of different pedal tones. The key of A major appears to 

be established, beginning in measure 44, but it changes to 

become the dominant of D minor—the key of the second theme 

(Example 2 above). 

The development section continues the use of seventh 

and ninth chords as the main sonorities. The persistent use 

of the seventh chord on F# in the retransition has already 

been observed. The tonal and harmonic schemes of the reca

pitulation resemble those of the exposition. The final mea

sures of the coda, measures 210-213 (Example 6), establish 

the tonality of P major: 



Example 6. Mvt. I, mm. 210-213 
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The chord moving from the P chord is a dominant seventh 

built on Eb—the lowered seventh of the scale. In measure 

212 the chord, which contains a major third above its root, 

is a ninth chord and is built on the second degree of the 

scale. It resolves to an F major chord to end the movement. 

Both of these chord progressions use modal root movement of 

major seconds, rather than the traditional fourths and 

fifths. 
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Second Movement 

The rhythmic second movement of the quartet is in 

the form of a scherzo with a trio. The meter signature 

draws attention to the simultaneous use of both 6/8 and 3/4 

rhythms, which gives much rhythmic vitality to the movement. 

The diagram in Figure 2 is a guide to the formal outline of 

the movement: 

Scherzo A (1-87) 

a b 
1-12 13-39 
a: A: 

a 
40-51 
a: 

b a 
52-76 77-87 
F: a: 

Trio B (88-129) 

a b 
88-103 104-114 

Rt. 
115-119 

a (variation) 
120-129 

Retransition (129-149) 

(A material) 

Scherzo A (150-198) 

a b 
150-161 162-
a: A: 

-186 
a 
187-198 
a: 

Figure 2. Formal Outline of Ravel's Quartet in F Major, 
Mvt. II 

The scherzo A is made up of two contrasting ideas in 

measures 1-4 (Example 7) and 13-16 (Example 8). These ideas 

form small alternating sections, as can be seen by comparing 

the two examples: 
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Example 8. Mvt. II, mm 
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The first melody is loud and vigorous, and is played pizzi

cato. The second melodic idea (measures (13-16) is quiet, 

lyric, and bowed throughout. The short sections alternate 

and finally close with a brief repetition of the first sec

tion. 

The trio B is greatly contrasted with the scherzo. 

It is in a very slow tempo and contains very expressive mel

odies. Formally, the trio is divided into three sections. 

The first one, beginning in measure 88 (Example 9), has an 

expressive melody in the cello: 

Example 9. Mvt. II, mm. 88-92 
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The accompanying pattern is the basis for the main melodic 

idea of the second section, which begins in measure 104 (Ex

ample 10): 

Example 10. Mvt. II, mm. 104-106 
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A variation of the first melody returns in measure 120 to 

close the trio. 

A retransition (measures 129-149) uses material al

ready presented in the scherzo. This leads to a shortened 

return of the scherzo, containing only three small sections, 

to quickly close the movement. 
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The key of the scherzo is A minor, with the con

trasting b section in major keys. The movement continues to 

use secondary seventh and ninth chords as important harmonic 

sonorities. The contrasting major sections, as in measures 

13-16 (Example 8 above), have very indefinite cadences that 

obscure the key. The key, however, is A major, as indicated 

by the signature and by the center part of the section. The 

chords oscillate between a minor chord on the third and a 

major chord on the sixth degree of the scale. The trio be

gins in G- minor but has no cadences to establish a clear 

tonal feeling. Pedal tones on C#, C, and F provide a feel

ing of tonality in the last part of the trio (measures 111-

129). 

Third Movement 

The slow third movement provides a great contrast to 

the scherzo of the second movement. Its form is that of a 

rondo. Eugene Wilson (1968, pp. 57-61) describes the move

ment as an arch form, partly because of the symmetrical 

arrangement of its parts, but more importantly because of 

the gradual increase in intensity and complexity throughout 

the first part of the movement and the decrease in intensity 

after the climax. The diagram in Figure 3 is a guide to the 

formal outline of the movement: 
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A (1-13) 

Phrase 1 
1-4 
as 

Phrase 2 
5-9 

Phrase 3 
10-13 

B (14-47) 

14-18 
Gfci 

19-21 
(Mvt. I phrase) 

21-25 

26-27 28-44 
(Mvt. I phrase) 

45-47 
(Mvt. I phrase) 

A (48-64) C (65-80) 

Phrase 1 
48-55 

Phrase 2 
56-64 

65-80 
a: 

A (+ Mvt. I 

81-88 
G: 

phrase) B (+ Mvt. I phrase) 

89-108 
Gfo: 

A (108-119) 

Phrase 1 
108-116 

Phrase 2 
117-119 
(Mvt. I phrase) 

Figure 3. Formal Outline of Ravel's Quartet in F Major, 
Mvt. Ill 

The movement begins with an expressive melodic 

phrase in the viola, accompanied by slightly accented chords 

(Example 11): 



2 5  

Example 11. Mvt. Ill, mm. 1-4 

TP 

expir. 

This melodic phrase is repeated two times (measures 5-9» 10-

13) in an almost identical form at the same tonal level, but 

with the accompanying chords at different pitch levels and 

with increasing textual effects. After these three short 

phrases, the lyric B section of the movement begins at mea

sure 14. 

The B sections of the movement are longer and very 

different from the A sections. A feature of this first B 

section is an interrupting phrase that breaks into the 

melody at measure 19 (Example 12), only five measures after 

the section begins; 
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Example 12. Mvt. Ill, mm. 19-20 

"TVes calme. 
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This phrase is a variation of the first-theme motive of the 

first movement, where it occurs in measures 48-50, 176-177, 

and 201-203. It is found again in the third movement in 

measures 26-28 and at the close of the section in measures 

45-47, where it breaks each time into the melodic flow of 

the section. 

The A section material returns at measure 48. Here 

it contains a much more elaborate melodic line, but with the 

same rhythmic, percussive chord accompaniment and tremolo 

effects as at the beginning of the movement. This 
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presentation of the A material is seventeen measures long, 

as compared to only thirteen measures in the first statement 

of this material. 

The contrasting C section (measures 65-80) begins 

with a continuous arpeggio of seventh chords (Example 13), 

which unifies the section: 

Example 13. Mvt. Ill, m. 65 

Poa op I a n't 

¥ I 
ptn. 

express if 

This arpeggio, which later moves to the viola and cello, 

serves as the accompaniment for a very expressive, long-line 

melody. This section, the central one of the movement, 

builds to a passionate climax in measure 77. After this 
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climactic point, the movement continues with a shortened re

turn to the beginning ABA sections, which diminish in inten

sity to the end of the movement. 

This return to the beginning sections is quite 

varied. The interrupting phrase from the first movement is 

not only associated with the B section but now is found 

combined with the return to the A material in measure 81 

(Example 14): 

Example 14. Mvt. Ill, mm. 81-82 
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Here the melodic phrase is associated with the rhythmic 

chords of the A material. The section is very short--only 

eight measures--going immediately to B material at measure 

89. The only new feature of this section is the addition of 

a string tremolo accompaniment at measures 96-98, similar to 

the one found in the A sections. When the A material re

turns at measure 109, the movement closes quickly. The 

closing three measures contain another brief reference to 

the melodic motive of the first movement, but a variation of 

the one previously heard in the third movement. 

The main tonality of the movement is Gt major, which 

is found in the B sections and in the final A section of the 

movement. The opening A section seems to center on the use 

of the note A, with no real establishment of a key. No 

clear tonality is found in the second A section either; but 

important notes in the cello center first on E, then on Db, 

and finally down to C. The central section of the movement 

uses many seventh and ninth chords, which obscure the tonal 

feeling. The chords center for a few measures around F#, 

which could be interpreted as a return to Cit). The Gb tonal

ity, however, does not return until the return of Bat mea

sure 89. As in the other movements, very few dominant-tonic 

relationships occur. The principal harmonic basis of this 

movement consists of seventh and ninth chords. 
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Fourth Movement 

The colorful, energetic fourth movement is dominated 

almost continually by string tremolo effects. The movement 

is in sonata form, but again with some unusual features. 

The key schemes are unusual, as are the number and order of 

the themes. The diagram in Figure 4 is a guide to the for

mal outline of the movement: 

Exposition (1-85) 

Intro. F.T. Tr. S.T. Closing Theme (C.T.) 
1-18 19-42 43-53 54-72 72-85 
d: F: Fs 

Development (86-153) 

1 (F.T.) 
86-113 
F#s 

2 (Tr.) 
114-125 

3 (S.T.) 
126-137 
Ds 

4 Rt. 
138-153 

Recapitulation (154-234) 

F.T. Material Tr. 
172-191 
E: 

S.T. 
192-210 
F: 

C.T. 
210-234 
C: 

Coda (235-278) 

1 
235-260 

2 
261-278 

Figure 4. Formal Outline of Ravel's Quartet in F Major, 
Mvt. IV 
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The movement begins with a short eighteen-measure 

introduction, which uses the same string tremolo effects and 

the same meter signature as the first theme, beginning in 

measure 19 (Example 15)s 

Example 15- Mvt. IV, mm. 19-22 

i i  

— 

A melodic idea is present, but the important element in the 

first-theme material is an overall effect of agitation. The 

many factors that produce this feeling of agitation include 

the string tremolo in all instruments, the dynamic contrasts 

from sudden softness to forceful loudness, and the 5/8 

asymmetrical rhythmic structure. A short transition section 
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begins in measure 43 > which changes the character of the 

movement to one of lyricism, but which also continues the 

five-beat meter. The melody in this section anticipates the 

melody of the second theme. 

The second theme, which is a complete contrast to 

the first one, begins in measure 54 (Example 16) with an ex

pressive melody and a quiet accompaniment: 

Example 16. Mvt. IY, mm. 54-56 

s<yns mojerrb'r 

% m -p express 

m 

m 
The rhythmic structure uses a 3/4 meter, in contrast to the 

asymmetrical rhythm of the introduction and first theme. A 

closing theme, with a different lyric melody, begins in mea

sure 72 (Example 17): 
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Example 17. Mvt. IY, mm. 73-76 

73 

The melody does not change in character from the second 

theme. The intervallic structure of these themes resembles 

that of the two principal themes of the first movement. 

The development section begins at measure 86, with a 

return to the asymmetrical 5/4 meter and the tremolo figure 

of the first theme. First-theme material is still used 

throughout the first section of the development. The 

stress, however, is upon a two-measure melodic segment of 

the first theme, as seen in measures 90-91 (Example 18), 

which is repeated each time at a higher pitch level: 



Example 18. Mvt. IV, mm. 90-91 

34 

The second section of the development is shorter, and uses 

material from the transition section of the exposition. 

This leads directly into the third section (measures 126-

137)> where the second theme is developed. This can be 

viewed, perhaps, as a variation of the exposition. A brief 

retransition, using both first-theme and second-theme mate

rial, begins at measure 138. 

The recapitulation, beginning at measure 154, re

turns to the key of D minor, but the expected melodic fig

ures do not return. The section at measure 158, in 

particular, resembles the first theme. The theme is abbre

viated, with the transition beginning in measure 172. As 

the melody in the transition section of the exposition an

ticipates the second theme, here the melody anticipates the 

closing theme. The second and closing themes.are changed 

very little from the exposition. 

The short coda (measures 235-278) uses a combination 

of both first-theme and second-theme material. The first 

section of the coda combines the lyric quality of the second 
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theme with the tremolo figure and meter of the first theme. 

The final section of the coda (measures 261-278) uses mate

rial from the introduction to generate the same kind of ex

citement as at the beginning of the movement. 

The principal tonality of the last movement of the 

quartet is not as clear as in the other movements. The 

movement ends in I* major, and the second theme and the clos

ing theme of the movement are, likewise, in F major. The 

introduction and first theme of the exposition center around 

the tonality of A. There are, however, no dominant-tonic 

harmonies to support this as the key. This emphasis on A is 

best described as being the dominant of D minor. The ini

tial chord of each of the first three measures of the first 

theme in the exposition is D minor, and the opening chord of 

the recapitulation is, likewise, D minor. 

An interesting feature of this movement is the use 

of the same bass notes centering around F major for the 

second theme in both the exposition and recapitulation, 

while the melody is at a different pitch level. This is 

evident when comparing the same place in the exposition (Ex

ample 16 above) with measures 192-194 of the recapitulation 

(Example 19)J 



Example 19. Mvt. IV, mm. 192-194 

36 

The harmonies of the fourth movement are, in general, the 

same as in the other movements, with a predominance of 

seventh and ninth chords. 

The harmonic idiom of seventh-chord and ninth-chord 

sonorities occurs throughout the entire quartet. A tonal 

center is always present, but the quartet makes use of non

functional harmony. The composition is unified by tonal 

centers and by the cyclic repetition of themes. Many tradi

tional elements are found in the quartet, especially in the 

formal arrangement of the movements. The forms and their 

order are reflective of the nineteenth century. 



CHAPTER 3 

BARTOK: FOURTH STRING QUARTET 

Bela Bartok (1881-1945) wrote the Fourth String 

Quartet in 1928. This quartet, or portions of it, has been 

the subject of many scholarly analyses, in which different 

methods of analysis have been used: melodic sequence (Walk

er 1955), motivic construction (Thomason 1965, Mason 1957b), 

serial techniques (Forte I960), Schenker's dissonant-tonic 

sonority (Travis 1970), motivic-set construction (Perle 

1955). A controversial method of analyzing Bartok is set 

forth by Erno Lendvai (1971). Although he does not analyze 

this quartet, reference has been made to his methods. 

The quartet is motivically constructed, containing 

many distinct melodic and rhythmic motives throughout the 

entire work. It contains many dissonant sounds. It abounds 

in complicated rhythmic structures, percussive chords, con

trapuntal intricacies, and simple folk elements—all of 

which are general characteristics of Bartok's music. 

The quartet, containing five movements, is symmetri

cally constructed into an arch form, characteristic of the 

composer's late works. The first and fifth movements are 

related, as are the second and fourth. 

37 
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First Movement 

The first movement of the quartet is in sonata form. 

The diagram in Figure 5 is a guide to the formal outline of 

the movement: 

Exposition (1-4-9) 

F.T. S.T. 

1-13 14-26 

C.T. 
1 2 
26-37 37-

3 
-43 44-49 

Development (49-91) 

12 3 
49_58 59-68 69-74 
(F.T.) (S.T.) 

4 
75-81 
(glissando) 

Rt. 
82-91 

Recapitulation (92-126) 

F.T. S.T. 
92-104 104--115 

C.T. 
116-126 

Coda (126-161) 

1 2 
126-134 134--148 

3 
149-161 

Figure 5. Formal Outline of Bartok's Fourth String Quartet, 
Mvt. I 

The first six measures of the movement form an in

troduction to the dramatic and forceful principal melodic 

motive introduced in measure 7 (Example 20): 



Example 20. Mvt. I, m. 7 
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This motive, composed of minor seconds, has been labeled by-

George Perle (1955, p. 310) as motive X, which calls atten

tion to its importance in the entire quartet. The cadence 

notes of three major seconds at this point form motive Y 

(Perle 1955, p. 310). These two motives, including their 

range-spans of a minor third and a tritone, form the main 

melodic and harmonic material of the entire quartet. Al

though motive X is melodic, the four notes that form the 

half-step movement are often used harmonically. Half steps 

from C to D# resolve to motive Y from Bb to 3 in measures 

5-7 (Example 21): 



Example 21. Mvt. I, mm. 5-7 

40 
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Motive X, which is found at strategic places in the 

first movement, provides clues to the overall formal design. 

The first decisive statements of motive X are part of the 

first subject of the movement. The motive then returns at 

the beginning of the closing subject in measures 26-27 (Ex

ample 22): 



Example 22. Mvt. I, mm. 26-27 
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A mirror canon is formed between the upper voices and the 

lower two voices. The violins, a major ninth apart, play 

the original version of the motive, while the viola and 

cello play it inverted, also in parallel major ninths. The 

beginning notes of each statement form motive Y at its orig

inal tonal level. A variation of motive X (using only the 

half steps, but not the rhythm) and the linear versions of 

motive Y are woven together in a typical polyphonic passage 

at the end of the closing section, in measures 39-40 (Ex

ample 23): 



Example 23. Mvt. I, mm. 39-40 
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The development section (measures 49-91) opens with 

variants of motive X and motive Y. This passage, through 

successively higher statements, serves the purpose of moving 

into a new tonal level. The movement contains many melodic 

and acoompanimental patterns derived from motives X and Y, 

although the familiar version of motive X does not return 

until the end of the development section. The first three 

notes of motive X begin to return with much insistence in 

measure 83. These measures serve as a retransition back to 

the recapitulation. 
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The recapitulation begins in measure 92 (Example 

24), with motive X combined with music from the first mea

sures of the movement: 

Example 24. Mvt. I, mm. 92-94 
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The closing section of the recapitulation again uses the 

same material as in the exposition. Motive X predominates 

in the coda (measures 126-134) but is combined with very 

percussive statements of motive Y. The movement closes (Ex

ample 25) with a Pesante statement of motive X: 



Example 25. Mvt. I, mm. 160-161 

—— V— ..... ,. ... .... « • 
« 

H i— 
r r \QH .  I 

r 
\ 

T— — :  

V ' -5-

- =| 

4 7 „ d 

ff L—± 
TTvCMr c. 

1/ q T v M 

\ 

® 

QU 
V 

-tJ « = 

M 7 ^ J 

# _ 
^ rAavc,. 

O'. ̂  H v—$U 
\ 

T-J ^ 

tCJ 
V ' i 
r\ 

« v —1 

t7 T if 

" Ur 
-y i 

m 
A clearly defined new section begins in measure 14 

(Example 26) and serves as the second theme of the sonata 

form: 
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Example 26. Mvt. I, mm. 14-16 

I 
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The melody, composed of major and minor seconds and minor 

thirds spanning the range of the tritone, is presented in 

canon, beginning in the violins. The cello has an ostinato 

accompaniment pattern based on the violin melody, while the 

viola has a separate ostinato pattern. The viola adds a 

third voice to the canon, beginning in measure 18. 

The second theme appears in a new version in the 

development section in measures 60-68. It appears at a 

different pitch level, with a different accompaniment and 



with the imitating voice inverted. The cello has the same 

accompaniment pattern in the recapitulation at measure 104, 

while the upper voices are in three-part canon. 

The movement uses a traditional formal scheme but 

does not use traditional tonal schemes. A tonal center op

erates throughout most of the movement, but the movement 

cannot be described as being in any major, minor, or modal 

key. The principal tonality of the entire movement is G. 

This tone is emphasized in a number of different ways. The 

movement begins and ends, for example, by emphasizing C. It 

contains pedal tones on C at important places, such as at 

the closing sections of both the exposition and recapitula

tion (measures 27-28, 116) and at the beginning of the coda 

(measure 124). The movement also uses an ostinato pattern 

on the notes C-D-E (measures 14-24) or pedal tones on the 

same notes (measures 44-45). 

Second Movement 

The scherzo-like second movement of the quartet 

leaves the listener with an impression of indistinct whir

ring sounds, punctuated occasionally with percussive chords 

and special glissando passages. The basic melodic and har

monic intervals, as in the first movement, are the major and 

minor second. The constant movement in seconds adds to the 
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general vagueness of the music. The "eerie" effect is 

brought about, also, by the use of mutes throughout the 

movement. 

The diagram in Figure 6 is a guide to the formal 

outline of the movement: 

Scherzo A (1-75) 

a (6/8) 
(a) (a) (b) 
1-10 10-19 20-33 

b (3/4 and 6/8) 
(a) (b) (Tr.) (a) 
34-45 45-51 51-53 54-62 

Tr. 

63-75 

Trio B (76-169) 

1 2 
76-101 102-136 

3 4 
136-145 146-169 

Retransition (170-187) Scherzo A (188-212) 

(A material) a 
188-212 

Coda (213-250) (A and B material) 

1 2 
213-223 223-

3 
237 238-250 

Figure 6. Formal Outline of Bartok's Fourth String Quartet, 
Mvt. II 

The formal design of the movement can be observed by 

listening to the melodic patterns made up of minor seconds 

in the first large section (A) and of the many major seconds 

in the middle section (B). The first melodic idea, formed 

from minor seconds, spans the range of a fifth (Example 27): 



Example 27. Mvt. II, mm. 1-4 
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The violin accompaniment is composed of minor seconds also. 

The pattern is repeated with a change of instruments, begin

ning in measure 10, and is extended to measure 31. 

The trio, consisting of four independent sections, 

follows a short transition phrase that establishes a new 

meter. The new melodic sound, beginning in measure 78 (Ex

ample 28), is primarily that of major seconds, enharmoni-

cally written as diminished thirds to surround or P. The 

accompaniment pattern uses both minor seconds and minor 

thirds, as also seen in these same measures: 
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Example 28. Mvt. II, mm. 78-80 
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The second section (measures 102-136) is less dis

tinct melodically, consisting of a presentation of the dou

ble ostinato accompaniment pattern from the first section of 

the trio. A more elaborate double ostinato pattern is pre

sented in canon at measure 113. 

The short third section of the trio (measures 136-

145) is composed completely of very soft glissando passages. 

The fourth section (measures 146-169) is characterized by 

the use of scale passages, punctuated occasionally by pizzi

cato chords. The retransition (measures 170-187) uses mate

rial from the scherzo section. 
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The shortened recapitulation of the scherzo is fol

lowed immediately by a coda, beginning in measure 213. The 

most distinct melody of the entire movement is heard in the 

viola at this point (Example 29): 

Example 29. Mvt. II, mm. 213-218 

This melody is composed of both minor and major seconds and 

is coupled with an accompaniment using the rhythm of the 

trio. The indistinct whirring sounds return in measure 218 

to bring the movement to a swift close. 

The tone E, often associated with F, serves as the 

central tone of much of this movement. The movement begins 

and ends on E. The harmonic emphasis throughout the move

ment centers on the alternation of major and minor seconds, 

emphasizing the importance of these two intervals already 

established in the first movement. 
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Third Movement 

The slow, rhapsodic third movement stands in the 

center of the quartet, both in symmetry and in feeling. The 

approximate center of the movement is also the center of the 

entire quartet, which emphasizes the arch form of the work. 

The diagram in Figure 7 is a guide to the formal outline of 

the movement: 

A (1-34) (Cello melody) 

Intro. 

1-5 

Main Theme 
1 
6-13 

(M.T.) 
2 
14-21 

3 
22-34 

B (34-55) 

1 
34-41 

2 
42-46 

3 
47-55 

A (55-63) (Cello + Violin) 

Coda (64-71) (A and B material) 

Figure 7. Formal Outline of Bart&c's Fourth String Quartet, 
Mvt. Ill 

The first five measures (Example 30) serve as a har

monic introduction to the movement: 
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The structure of the movement is defined by the pro

gression of the cello melody. This type of melody is iden

tified by Halsey Stevens (1964, p. 190) as being a Magyar 

melody, resembling a kind played on a tarogato, a Hungarian 

woodwind instrument. This cello melody first appears in 

measures 6-11 (Example 31): 



Example 31. Mvt. Ill, mm. 6-11 

This melody, with variations and at higher pitches, is re

peated two times to form the first section of the three-part 

form. When the cello melody is heard again in measure 55 at 

the recapitulation, the first violin canonically imitates 

the melody in inversion. 

The contrasting middle section (measures 35-54) is 

an example of one of Bartok's most distinctive effects—the 

imitation of fluttering night sounds. The section is heard 

in three different smaller parts, according to the types of 

fluttering and the string techniques used: twittering re

peated notes in the first violin (measures 35-40), tremolo 

sul ponticello against a melody similar to that in section 

A in the second violin (measures 41-46), and chirping re

peated notes in the viola against the continued melody of 

the second violin (measures 47-54)• The coda of the 



movement continues the cello melody of A, combined with the 

harmonic structure of the introduction and with the flutter

ing night sounds of the first violin. 

Two different authors, Allen Forte (I960) and Colin 

Mason (1957b), have looked to the third movement to find the 

thematic ana harmonic sources for the entire quartet. 

Whether this movement or the first movement contains the mo

tive source, the important fact to note is that the major 

and minor seconds are still the most significant intervals. 

The harmonic introduction to the movement (Example 30 above) 

presents two sets of three descending major seconds, placed 

a minor third apart. The beginning notes of the cello solo, 

with the oscillation between D# and D, fill in the minor 

third to produce minor seconds from C# to E (the number of 

minor seconds needed to form motive X of the first move

ment). Also, the important motive Y appears, with the ad

dition of one of the melody notes to the major second 

pattern. 

Forte (I960) develops a very complex system of se

rial symmetrical formations from this introduction. The 

important consideration for this study, however, is the out

ward movement in each new harmonic formation. The initial 

harmonic formation of the introduction continues throughout 

the first section (measures 6-13). The voices move outward, 

at the beginning of the second section (measure 13), to form 
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a new harmonic sound. Again, the harmony notes move outward 

to form a new chord at the beginning of the third section 

(measure 22). The lower notes of the progressions have de

scended from A down to P. The chords change quickly in mea

sures 31-34 (Example 32), and the bass note descends to C to 

end this first section: 

Example 32. Mvt. Ill, mm. 31-34 

m i  

n I 
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ff Tff 

The melodic cadences in the section have been on E, C, A, 

and finally on C, which gives emphasis to C as the tonal 

center. 
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The harmonic formations in the middle section (mea

sures 35-54) do not appear to be as symmetrical as those in 

the first part. But C is an important tone in the first 

part, and the final cadence of the section is on C. At the 

recapitulation, shortened to only one section (measures 55-

63), the melodic cadence is again on C. The original har

mony of the introduction returns at the beginning of the 

coda (measure 64), with A becoming the important bass note 

of the formation. The twittering night sound of the first 

violin hovers around C and D, and finally ends on D, which 

leaves an indefinite tonal feeling at the end of the move

ment . 

Fourth Movement 

The fourth movement of the quartet is related to the 

second movement in many features. It stands in symmetrical 

relationship to the second movement and is a scherzo-like 

movement. Both movements use special string treatments, 

with the fourth movement being entirely pizzicato. For

mally, both movements are ternary in character. Themat-

ically, both movements are related, with the fourth being 

diatonic in contrast to the chromatic nature of the second. 

The diagram in Figure 8 is a guide to the formal 

outline of the movement: 
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Scherzo A (1-45) 

Intro. M. 
1-5 6-

.T. 
-13 

(phrases) 
13-20 20-29 28-37 

Codetta 
37-45 

Trio B (45-77) 

Intro. 
45-47 

S.T. (phrases) 
47-54 54-64 

Rt. 
65-77 

Scherzo A (78-112) 

M.T. (phrases) 
78-87 88-95 95--101 102-112 

Coda.(102-124) 

Figure 8. Formal Outline of Bartok's Fourth String Quartet, 
Mvt. IV 

The first musical idea, beginning in measure 6 (Ex

ample 33), is in the form of a melodic scale: 

Example 33. Mvt. IV, mm. 6-9 
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The diatonic character of the melodic figure is an expansion 

of the chromatic theme in the second movement. Various pre

sentations of the scale melody, at different pitch levels, 

make up the first section. The next melodic idea, beginning 

in measure 47 (Example 34), is also similar to the trio ma

terial in the second movement: 

Example 34. Mvt. IV, mm. 48-50 

z 

'f ff IT U if a 

The scale motive returns in measure 78 to begin the last 

section. 
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The main tonality of the fourth movement is A^. Ex

amination of the melodic scale, beginning in measure 6, re

veals that it is an scale with a raised fourth and a 

lowered seventh. This is the scale which Lendvai (1971), 

throughout his book, calls an "acoustic diatonic scale" and 

which he considers compositionally very important in Bar-

to'k's music. The accomp^^ing chords, however, contain a 

Gt?. The movement continues to use the same scale, but 

transposed to other notes, frequently to E^. The A^ scale 

returns with the return of the main theme in measure 78. 

Notes in the final cadence and chord belong, again, to the 

At, tonality. 

Fifth Movement 

The symmetrical arrangement of the movements of this 

quartet is very evident in the fifth movement (as in the 

second and fourth movements), with a return to the almost 

identical melodic motives of the first movement. This 

allegro fifth movement is very bold, with the flavor of a 

wild Hungarian peasant dance. It is a sectional form, much 

like a rondo. The first and second sections are woven to

gether, with the same accompaniment pattern. The large cen

ter section (measures 151-237) is quite contrasted to the 

other sections. 

The diagram in Figure 9 is a guide to the formal 

outline of the movement: 
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A (1-44) 

Intro. 

1-10 

M.T. 
1 
a b 
11-18 19-26 

2 
a b 
26-34 35 

Tr • 
-40 40-44 

B (44-75) A (75-99) (new pitch) 

a a 
44-63 63-75 

M.T. 
75-99 

Transition (100-150) (3-note motive) 

1 
100-120 

2 
121-150 

C (151-237) 

1 
a 
151-162 

2 
b a b 
163-165 166-172 172 

3 
a b 

-175 175-182 183-196 

4 
a 
196-218 

Rt. 
b a and b 
215-220 220-237 

A (238-272) B (273-299) 

Intro. + 
238-272 

a and b a and b 
273-284 

a and b 
285-299 

Retransition (300-319) A (320-341) 

Coda (341-392) 

1 
341-364 

2 3 
365-374 374-392 

Figure 9. Formal Outline of Bartdk's Fourth String Quartet, 
Mvt. V 
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The melodic motive of the first section, after the 

bold, rhythmic chordal introduction, is recognized as an ex

pansion of the second theme of the first movement. This 

similarity can be seen by comparing measures 14-16 of the 

first movement (Example 26 above) with measures 15-18 of the 

fifth movement (Example 35): 

Example 35. Mvt. Y ,  mm. 15-18 

IS 

ft 

y 

An answering, inverted statement of the molody begins at a 

higher pitch level at the pickup note to measure 24. These 

two parts seem to fit together as the complete melodic 

statement. This section is repeated with variations begin

ning at measure 31. A new pitch level for the accompanying 



chords is introduced at measure 44. Here the melody is con

siderably expanded to form the second section of the move

ment, beginning at measure 48 (Example 36): 

Example 36. Mvt. V, mm. 48-53 

Following this section, the movement returns briefly 

to the first melodic motive at the new pitch level in mea

sures 75-99. Beginning at measure 100, a more lyrical vari

ation, using only the first three-note motive of the first 

melody, begins a transition to the large center section of 

the movement. This transition is in two parts. The first 

uses the three-note melodic motive, while the second returns 

to the introductory chords. 

The melodic ideas of the center section return to 

the original motive (motive X in Example 20 above) of the 

first theme of the first movement. This motive is coupled 

with a graceful motive composed of the important intervals 

of a major and minor second and a minor third. These two 

melodic motives occur in measures 156-158 (Example 37) and 

162-165 (Example 38): 
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Example 37. Mvt. V, mm. 156-158 
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Example 38. Mvt. V, mm. 162-165 
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The entire section is composed of alternating statements and 

variations of these two motives. Both motives are presented 

simultaneously, beginning in measure 220, with much emphasis 

placed on the minor third. This minor third is repeated 

constantly and thus becomes an interrupting force by the 

end of the section. It is also used as such in the recapit

ulation of the first sections. 

The recapitulation, beginning in measure 238, re

turns to the percussive chords and melodic motives of the 

first section. The music continues to be interrupted by the 

forceful insertion of the minor third in all instruments, as 

in measures 248-249 (Example 39): 

Example 39• Mvt. V, mm. 248-249 



The second section returns in measure 272, with the motive 

expanded into a folk-like melody played by all the instru

ments in octaves (Example 40): 

Example 40. Mvt. V, mm. 273-280 

This emphasis on the melody played by all the instruments 

has led Raymond Monelle (1968) to conclude that this melody 

is, in fact, the melodic motive source of the entire work. 

The melody contains the basic intervals, melodic fragments, 

and important rhythmic patterns found in the entire quartet. 

Repeats and variations of this melody continue in the sec

tion. A retransition begins in measure 300 and is inter

rupted in measure 316 by the forceful main motive X of the 

center section. The melodies of the first section return in 

measure 321. 

The coda (measures 341-392) is in three parts. The 

first contains the lyric, three-note motive of the transi

tion (measure 100). The main theme of the next section is 
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the subject of the second part (measures 365-374). Motive X 

of the center section is the subject of the third part of 

the coda. The movement ends exactly as in the first move

ment (Example 25 above), emphasizing this melodic motive. 

Much of the tonal and harmonic structure in this 

movement, as in the first one, is built on the tone C. The 

opening chords (Example 41) emphasize perfect fifths up and 

down from C: 

Example 41. Mvt. V, mm. 3-5 
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Tritones in the upper voices from C to P# and to G are 

found. lendvai (1971, p. 44) describes these as "alpha" 

chords and claims that they are an important aspect of Bar-

tok's tonal system. The perfect fifth C-G- continues to be 

emphasized as the accompaniment to the first melody (Example 

35 above). The perfect fifth accompaniment is shifted to 

A-E in the second section (measures 44-74), but returns to 

C-G and F#-C# at the return of the first section (measures 

75-99)• The center section opens with open-string accom

paniment patterns of perfect fifths. The final positive 

statement of motive X emphasizes again that 0 is the tonal 

center of the movement and of the entire quartet. 

As stated•earlier, this quartet is an example of 

Bartdk's most dissonant style. The percussive and melodic 

flavor of Hungarian folk song is also present. Many unusual 

string sound effects occur throughout the quartet. The work 

is not written in any key; but tonal centers, especially on 

C, operate throughout the quartet to create unity. In addi

tion to this, all movements are formed from elements found 

in the motives introduced in the first movement. The recog

nizable use of conventional forms is present, but the large 

amount of dissonance and the extreme special effects show 

the work to be from the twentieth century. 



CHAPTER 4 

BERG: LYRIC SUITE 

Alban Berg (1885-1935) composed the Lyric Suite dur

ing the years of 1925 and 1926. It is a cycle of six in

strumental movements. Each movement has a contrasting 

character and tempo. The first, third, and fifth movements 

are fast. The tempo in the third is faster than in the 

first, and the tempo in the fifth is faster than in the 

third. Likewise, in the alternating slow movements the 

tempo gets slower in each succeeding movement. 

This quartet is the first major work in which Berg 

employs Schoeriberg's twelve-tone method of composing. The 

first and sixth movements are completely twelve-tone, while 

the third and fifth movements are only partially twelve-

tone. The second and fourth movements are freely composed. 

In addition to the unification provided by use of 

the twelve-tone series, the composer unifies the entire com

position by recalling themes from other movements and by an

ticipating themes to be found in a following movement. The 

second theme of the second movement, for example, is a vari

ant of the second theme from the first movement. Motives 

are stated in the trio of the third movement that become im

portant thematic statements in the fourth movement. 

68 
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The twelve-tone method substitutes for the melodic 

and harmonic order found in tonality, as stated in Chapter 

1. This order is produced because every unit of the piece 

is derived from the basic set of twelve notes. The basic 

set, an ordered arrangement of the twelve different tones, 

is statable in its original or prime form (P), in retrograde 

(R), in inversion (I), or in retrograde inversion (RI). 

These forms may be transposed to any of the other eleven 

tones, and each is called a set form. The four basic forms 

are labeled P-0, R-0, 1-0, and RI-O, designating the forms 

in their original position. Transpositions are numbered by 

the half-step distance from the original pitch level. 

The basic set used in the Lyric Suite is illustrated 

in Figure 10. It is labeled P-0 because it is in its orig

inal position. The numbers 0-11 are used to indicate the 

numerical order of the basic set or any other set form. The 

inversion of the original set (1-0) is also illustrated in 

Figure 10. The inversion begins on the same note as the 

basic set, but each interval is inverted and moves in the 

opposite direction from the original set. The notes of the 

retrograde (R-0) and the retrograde inversion (RI-O) are 

found by reading the notes of the basic set and the inver

sion from right to left or from last to first. These forms 

are seen in Figure 10: 



70 

\ P- o -*> <.— K- 0 

i  = « ° bn r feo 
P & © 2 1 k0 P Q PO 

O  i a . 3  H 5 & T  %  9  1 0  u  

p| J-O —* <— RT-C 
i 

-/ K \ - • -

n l L bo n VTcT bo * o ° — 

Figure 10. Basic Set in Berg's Lyric Suite 

The set itself has several features. It can be di

vided into two hexachords, using letter names from C to A 

and from to Efc. This segmentation of the set is an im

portant feature of the first movement. The two strategi

cally placed tritones in the basic set (the two center notes 

and the last and first notes of the set) create an unusual 

situation when the basic set is transposed up a tritone. 

The resulting set is exactly the same as the retrograde of 

the basic set. This use of the set is somewhat like the 

principle of combinatoriality, which has been used exten

sively by Schoenberg and Web em. 

The basic set is not used in the other movements 

exactly as it is used in the first one. It is transposed up 

a perfect fourth in the third movement, with notes four and 

ten exchanged. The set used in the fifth movement is again 
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transposed from that in the third movement, with further 

notes exchanged. Two sets that are related to each other in 

a subtle way are used in the sixth movement. Set A is a 

transposed inversion of the set used previously in the fifth 

movement. Set B is an arrangement of set A. 

First Movement 

The first movement of the quartet is in a binary 

form, first with an exposition of themes and next with a re

capitulation of the same themes. The diagram in Figure 11 

shows the formal structure of this movement: 

Exposition (1-35) 

F.T. (A) 
Intro. a b 
1 2-12 13-19 

a 
20-22 

S.T. (B) Rt. 

23-32 33-35 

Recapitulation (36-61) 

F.T. (A) 
a b 
36-48 49-•52 

S.T. (B) 

53-61 

Coda (62-69) 

Figure 11. Formal Outline of Berg's Lyric Suite. Mvt. I 

The first theme (Example 42) is introduced in mea

sure 2, after a one-measure introduction of chords contain

ing the basic set arranged in perfect fifths: 



Example 42. Mvt. I, mm. 2-4 
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The symbol "H"" in this example stands for the German word 

Hauptstimme, meaning main theme. The three main motives in 

this theme are an upward sweep, a distinctive rhythmic shape 

of the center notes, and a slower descending melodic line. 

Although the exact notes are never the same in this theme, 

it is quite recognizable each time it reappears, as in 

measures 7-11, where it is used imitatively to close the 

section. 

The section from measure 13 to 19 opens with a me

lodic motive outlining triads. It contains alternating 

pizzicato and arco passages, combined with an expressive 

cello melody. The first theme returns in measures 20-22 to 

close the section. 

The second theme is separated from the first section 

by a change in character and also by a change to a more 

tranquil tempo. This theme begins in measures 23-24 (Exam

ple 43) with a slow melody and a light, moving accompani

ment : 
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This theme builds to a fortissimo climax, beginning in mea

sure 26, with a melody containing wide intervals placed an 

octave or more apart. A short retransition (measures 33-

35), emphasizing the hexachord scales of the basic set and 

the basic set arranged in fifths, leads to the recapitula

tion. 

The use of the basic set arranged in fifths and in 

hexachords continues into the recapitulation, which begins 

in measure 36 (Example 44): 



74 

Example 44. Mvt. I, mm. 35-37 

The highest melody line in the first violin has the shape of 

the first theme but uses the notes in the hexachord order. 

The melody line in the second violin uses the notes of the 

basic set as presented in the exposition, but with octave 

displacements. The section is lengthened from eleven mea

sures in the exposition to thirteen measures in the recapit

ulation. The second section of the first theme, beginning 

in measure 49, is shortened to only four measures in length. 
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The second theme is again introduced with a change 

of tempo at measure 53. It builds to a climax, but on a 

much smaller scale than in the exposition. At this point in 

the second theme, where hexachords begin a retransition in 

the exposition, a short coda begins in measure 62 with an 

immediate return to "Tempo I." The coda emphasizes material 

from the first theme to conclude the movement. 

The principal method of unification in this move

ment is the twelve-tone set, which is used in many ingenious 

ways. It is necessary to observe the set and its trans

positions, as illustrated in Figure 12: 
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I -0 
1 

11 7 4 2 9 3 8 10 1 5 6 

» 
Ab 

< 
P-0 F E C A G D Ab Db Eb Gb Bb Cb R-0 

1 °b Eb C 1 

5 Bb G E 5 

8 Db Bb G 8 

10 Eb C A 10 

3 Ab G Eb C Bb F B E F# A c# D 3 

9 D c# A F# E B F Bb C Sb G G# 9 

4 A F# D# 4 

2 G E c# 2 

11 E c# A# 11 

7 C A F# 7 

6 B 

T 

A# F# D# c# G# D G A C E E# 6 

RI--0 11 7 4 2 9 3 8 10 1 5 6 

Figure 12. Set Forms in Berg's Lyric Suite, Mvt. I 

The above diagram makes it easy to compare the ar

rangement of notes in the various transpositions of the 

basic set. The top row of notes, labeled P-0 and read from 

left to right, is the basic set. Its retrograde, labeled 

R-0, is read from right to left, as indicated by the arrow 

in the chart. The inversion of the basic set (1-0) is read 

in the left-hand column of notes from top to bottom. Its 
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retrograde (RI-O) is read from bottom to top in the left-

hand column. The numbers at the top and at the left side of 

the diagram are the transpositions of the set. Each number 

indicates the half-step distance of the beginning note of 

the transposition from the starting note of the basic set. 

For example, both P-9 in the left column and 1-9 in the top 

line start on D, which is nine half steps from the starting 

note (F) of the set. The retrograde and retrograde inver

sion have the same number as the prime and inversion forms. 

The retrograde of P-9, then, is labeled R-9* The retrograde 

inversion of 1-9 is labeled RI-9. Only the transpositions 

of the set that are used in the movement are written out in 

this diagram. 

The basic set and its transpositions are used in the 

first movement in normal order for both melodic and harmonic 

purposes. The first-theme melody, beginning in measure 2 

(Example 42 above), is an example of the set used melodical-

ly. Pour set forms (P-0, 1-6, P-6, 1-0) are used, one after 

another, at the beginning of the transition in measure 13 

(Example 45) to create both melody and harmony: 
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Example 4-5- Mvt. I, mm. 13-15 

p-o o_ + e.nrs po X-4 "V-b x-o 
•ail*. arco pfii. «-r&0 

. >1» • . 

Immediately following this use of the set, the basic 

set and three different transpositions of it are used simul

taneously in measures 15-17 (Example 46): 
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Example 46. Mvt. I, mm. 15-17 

T— ±  

P-3 

The transpositions, beginning on D, A^, and B, emphasize the 

tritones found in the basic set. 

In addition to the usual melodic and harmonic use of 

the original set forms, the set is arranged in perfect 

fifths and in hexachords at various places in the movement. 

The first use of the set arranged in fifths serves as an 

introduction to the movement (Example 47): 



80 

Example 47. Mvt. I, m. 1 

oy-<\e.v of fifths 

The retrograde of the set arranged in fifths is used to ac

company the restatement of the first theme, beginning in 

measure 7. The use of both fifths and hexachords at the re-

transition has already been noted. Their final use occurs 

in the coda, where they are the most important compositional 

elements. 
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Second Movement 

The second movement of the quartet is the first of 

three slow movements. This lyric andante movement is called 

a rondo by Berg (Reich 1965, p. 150). The movement is com

posed of alternations of three distinct sections. Each sec

tion is composed of distinct melodic and rhythmic motives, 

each in a different tempo. 

The diagram in Figure 13 gives the structural out

line of the movement: 

A B A C 

1-15 16-40 41-55 56-80 

A B. C + B Coda (A material) 

81-93 94-104 105-142 143-150 

Figure 15. Formal Outline of Berg's Lyric Suite, Mvt. II 

In the beginning section, two motives are very im

portant melodically: the opening melody in measures 1-2 

(Example 48) and the motive in measure 5 (Example 49)s 
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Example 48. Mvt. II, mm. 1-2 

flnctairN'Ve. amoroso 
Te.rv\po X 

r  ̂ — •=—- > < > 

Example 49. Mvt. II, m. 5 

Other motives are present in the sixteenth-note patterns in 

the cello in measure 7 and in the violin in measure 11, but 

they are not as prominent. 

The second section (measures 16-40) contains two 

links to the first movement. The first melody, from measure 

16 through measure 23, contains three distinct motives (Ex

ample 50): 
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Example 50. Mvt. II, mm. 16-24 

b* 
Ifc H 

i !  m i 

i f 
***£ V Slf j r  b  n 1  1  /o {  i  ?  9  'o)  

The first link is the melody line, beginning in measure 18. 

It contains the notes found in 1-9 of the basic set. Imme

diately following this melody, the rhythm of b^ and b3 and 

the melodic shape of b^ present the other link to the first 

movement (Example 51): 

Example 51. Mvt. II, mm. 24-27 

IT 

mf1 

-frV 
if-n-f fir 

This melody is the basic set transposed to begin on Afc, with 

two notes interchanged. The set, transposed to is the 

basic set of the third movement. 
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The important a2 motive is inserted into the fabric, 

beginning in measure 35, to provide a retransition back to 

the first section. The tempo is gradually slowed and broad

ened to the original tempo of section one. This return to 

section one is not an exact return, but all of the melodic 

motives are present. 

The third section (measures 56-80) is the slowest of 

the three sections. Again, several distinct melodic and 

rhythmic motives appear, two of which are present in mea

sures 56-59 (Example 52): 

Example 52. Mvt. II, mm. 56-59 

Tsr^po CEL 

V I  $ 
DOU6 

i  i  i  
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Two other important motives are found in measures 62-65 (Ex

ample 53) and in measures 66-67 (Example 54): 

Example 53* Mvt. II, mm. 62-65 

feat 

Is 
rqrj-

Example 54. Mvt. II, mm. 66-67 

A recapitulation of all three sections begins at 

measure 81, but with subtle differences. The return of the 

first section is not too unusual until measure 91> where the 

rhythmic shape of the first three notes of motive a1 is used 

as a transition to the second section. This short return is 

inverted, with the second half presented first. A return tc? 

the third-section material is found in measures 105-108, 

after which the b motives return for another four measures. 
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Motives are combined from all three sections, begin

ning in measure 113. The rhythmic motive c4 of the C sec

tion is combined first with the principal melodic motive al. 

Next, the rhythmic motive b^ is combined with the melodic 

shape of c^. The b^ rhythmic motive and a condensed version 

of c? continue in a section that builds in intensity. The 

motives return for a short coda at measure 143 to close the 

movement. 

The entire movement is unified by the melodic and 

rhythmic motives found in the three sections. One important 

harmonic feature of the movement is the use of tritone ver

tical formations. The basic set link to the first movement, 

with the two notes interchanged, contains four tritones, 

perhaps accounting for the many tritones found in this move

ment . 

Third Movement 

The third movement is entitled Allegro misterioso. 

The tempo is faster than the Allegretto gioviale of the 

first movement. Berg's legacy from Gustav Mahler begins to 

be very evident, especially from this movement on in the 

quartet. Mahler, also, was fond of writing grotesque scher

zo movements. The form of the movement is three-part and is 

called a scherzo and trio by Berg (Parish 1970, p. 83). The 

movement begins quietly but builds in tension throughout the 
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scherzo, even though the dynamics are quiet. This tension 

reaches its height in the trio, which is called Trio estati-

co in the score. The tension is diminished on the return to 

the scherzo. 

The diagram in Figure 14 presents the formal outline 

of the movement: 

Scherzo A (1-69) 

1 2 
1-9 10-21 

3 
22-29 

4 
30-45 

5 
46-69 

Trio B (70-92) 

1 2 
70-78 79-92 

Scherzo A (93-138) 

5 4 
93-105 105-109 

3 
109-116 

2 
117-128 

1 
129-138 

Figure 14. Formal Outline of Berg's Lyric Suite, Mvt. Ill 

The scherzo sections of the movement are constructed 

by using the twelve-tone method. The set used in this move

ment is introduced in the second movement (Example 51 

above). It is the same as the basic set transposed, but 

with two notes interchanged. The diagram in Figure 15 shows 

this set and its transpositions used in the third movement: 
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I -0 

1 

n 7 1 2 9 3 8 10 4 5 6 

P-0^ lib A F 0 G ^b Gb ab D Eb E R-0 

1 B E 1 

5 D# G# 5 

11 A D 11 

10 G# G & bb F H E F# C c# D 10 

3 c# F# 3 

9 G C 9 

4 D G 4 

2 C (¥1 2 

8 ?# B 8 

7 F) E C G I) Ab Db Eb (A Bb B 7 

6 E 

T 
iAj 6 

RI-
1 

-0 11 7 1 2 9 3 8 10 4 5 6 

Figure 15. Set Forms in Berg's Lyric Suitef Mvt. Ill 

The most important fonns of the set used in this movement 

contain four notes (Bb A F B) that are always found con

secutively. These four notes (designated by brackets in the 

above figure), although in different orders, form an almost 

constant ostinato in the sections. The other remaining 

notes act as independent eight-note sets. The return of the 

scherzo is in retrograde. 
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The scherzo is in five short sections, with changes 

in texture and tempo as the principal means of division. 

The opening emphasizes a four-note ostinato (Example 55) s 

Example 55. Mvt. Ill, mm. 1-2 

Atfe-qro mis+sr ioso 

"P-0 -py s&m pre 

m 
a. 3 

sa»r> pre.  1/ 5- U 7 * /O f 

m 5 X 7 
7-n to-

S£ 
^ >o \\ o 

HI m i  m 
*?-»o 3 4 

serhl 
(• 

-pr t 

The basic set and its transpositions used here contain the 

four-note group. Each statement of the set begins with 

these four notes. The cello begins in measure 6 playing an 

important rhythmic ostinato pattern made up of the four 

notes, while the other voices use the eight-note sets. 
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The second section of the scherzo (measures 10-21) 

emphasizes the rhythmic pattern introduced in the cello of 

the first section. The set-form inversion (1-5), which con

tains the four-note motive, is introduced in this section. 

A texture change marks the beginning of the third section at 

measure 22. Again, the four-note ostinato appears almost 

constantly throughout the section. 

The fourth section (measures 30-45) and the fifth 

section (measures 46-69) are quite intricate and complex. 

Also, these two sections are found only briefly in the re

capitulation of the scherzo. In measures 30-31 (Example 56) 

the outer voices, using two different set forms, begin a 

canon emphasizing the notes in the eight-note sets. The 

inner voices (designated in the score by the symbol "IT" as 

the Uebenstimme or subordinate theme) are in canon using the 

four-note ostinato motive, as seen in these same measures: 
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Example 56. Mvt. Ill, mm. 30-31 

i  i  

'f'P P-T 

m 
<v' -ff , , , 

4- - t^oT^ osti noToi. 

m 

fiN=i=) 
f-O 3-rvo+e 5ft1 P-o 

The fifth section, even though still light and 

"whispery," is thicker in texture, with a continuous flow of 

sixteenth notes in all voices. Each line, a sequential pat

tern moving upward, uses a sequence of set forms. All 

transpositions of the basic set and its inversion are used 

in this section. 

The trio (measures 70-92) breaks into the quietness 

of the scherzo with sudden force. The score indicates that 

the entire trio is to be played as loudly as possible. The 



92 

section is characterized by wide-spaced melodic lines. Mea

sures 74-75 (Example 57) contain two motives that are im

portant links to the fourth movement: 

Example 57. Mvt. Ill, mm. 74-75 

J- n r -i r 

r  *  7 t  t 
3 

r 

p'tu mot+o 

3 

H" 
fuKrervol m 

3 

fe=i 

tnolhi 

a 

rr>e*"»o 

-t r 

i i ipf! £E £ * 7 7 
rr\a\+«» 

3 

TYN.G. NO 

i T T j j U  

The dynamic level suddenly returns at the end of 

measure 92 to the softness of the scherzo, where the retro

grade of the scherzo begins. Measures 93-104 are the exact 

retrograde of the end of the scherzo (measures 69-58). The 

scherzo found in measures 57-29 is condensed in measures 

105-109, leaving out most of the fourth section and part of 
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the fifth section. The exact retrograde of measure 29 to 

the beginning of the scherzo is presented, beginning in mea

sure 109. The movement ends with the same four-note motive. 

Fourth Movement 

The slow, lyrical fourth movement of the quartet is 

entitled "Adagio appassionato." It is the central, climac

tic movement of the entire composition. It is considered by 

Rend" Leibowitz (1949, p. 157) and H. F. Redlich (1957, p. 

148) as the central development section of the work. The 

principal melodic motives come from previous movements of 

the suite, especially the trio of the third movement. Berg 

quotes two melodies in the fourth movement from Alexander 

von Zemlinsky's Lyric Symphony (Parish 1970, p. 121). The 

entire suite, in fact, is dedicated to this friend. Berg 

does not elaborate on the type of form used in the movement, 

and even indicates his uncertainty by writing "form?" (Par

ish 1970, p. 120). 

The movement can be divided into six short sections, 

according to motives used. Figure 16 shows the sectional 

character of the movements 
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1 2 3 4 5 6 

1-13 14-23 24-29 29-44 45-58 59-69 

Figure 16. Formal Outline of Berg's Lyric Suite, Mvt. IV 

The first section of the movement introduces the me

lodic motives from the trio of the third movement. The 

principal motive—treated imitatively, beginning with the 

cello—increases in intensity as it moves up to the top 

voice. The melodic motives in the first violin part, begin

ning in measure 2 (Example 58), come from measures 74-75 of 

the trio of the third movement: 

Example 58. Mvt. IV, mm. 2-4 

ifl - 411 

These melodic motives are also used imitatively in the trio 

of the third movement in measures 85-86. Another melodic 

motive is introduced in measure 5 (Example 59), which is 

used extensively in the fourth movements 
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Example 59• Mvt. IV, m. 5 

v Ai"e.mpo r-— 

I t  n  i  n  j  j  

A cadential pattern using descending seconds occurs 

in measure 7 which is important also in the trio of the 

third movement. The wide-spaced melody that begins the trio 

closes the first section (Example 60), with measure 13 quot

ing exactly measures 72-73 of the trio: 

Example 60. Mvt. 17, mm. 12-13 

f 
IQ^CO-'ISS 

esc.. 
le«r<CnS5. 

rr.4 

m % 3 i • 3 i ' 3 i • ^ •**' 



The second section of the movement (measures 14-23) 

is a development of materials presented in the first sec

tion. The melodic figure (Example 59 above) and the scale-

passage melodic motive (measure 7) are almost constantly 

present in the second section. 

The third section begins in measure 24 with a return 

to the first melodic motives of the movement (Example 58 

above). The section also uses the wide-spaced melodic mo

tive of measures 12-13 (Example 60 above). 

The fourth section (measures 29-44) introduces new 

material to the movement. The motive of measure 5 (Example 

59 above) recurs frequently. The principal melody from the 

second movement (a2 in measures 1-2) is used in this sec

tion. The movement comes to a very passionate climax in 

measure 35 > introducing one of von Zemlinsky's melodies in 

the viola part of measures 32-33 (Example 61): 

Example 61. Mvt. IV, mm. 32-33 
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This melody, however, does not stand out over the other 

voice parts. Another significant new melody begins at the 

end of measure 40 (Example 62) in the cello part: 

Example 62. Mvt. IV, mm. 41-42 

motto espress 

\nr\olto f- e pa.+e*t«c© 

Immediately after a quiet closing, the fifth section 

begins in measure 45. The opening accompaniment measures of 

the viola seem rather insignificant. Actually, the measure 

forms a link to the fifth movement, since the melodic shape 

of the passage is a transposed version of the opening me

lodic motive of the fifth movement. The other von Zemlinsky 

melody is introduced in measures 47-50 (Example 63) in a 

free recitative-like manner: 

Example 63. Mvt. IV, mm. 47-50 

ga.nx -frci visc-ln 
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The section continues with more movement in measure 55 to 

build to another climax by using ascending chromatic pas

sages, punctuated by percussive chords. 

The last coda-like section begins in measure 59 with 

a return to the cello melody (Example 62 above), but this 

time it is played very expressively by the violin. The 

movement closes quietly with scale-like melodic motives that 

ascend and descend. 

Triads or seventh chords occur as accompaniment fig

ures, even though the movement establishes no distinct tonal 

centers. Many seventh chords occur in the flowing arpeggio 

accompaniment of the cello, especially in the third section. 

The movement is a complex contrapuntal structure, with each 

voice containing the melodic motives skillfully woven to

gether . 

Fifth Movement 

The fifth movement, the fastest of the six move

ments, is an extended scherzo with two trios. The trios 

only are in the twelve-tone technique, but the opening mel

ody is made up of all twelve chromatic tones. The diagram 

in Figure 17 is a guide to the formal outline of the move

ment: 
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Scherzo A (1-50) 

1 2 
1-14 15-35 

3 
36-50 

Trio B (51-120) 

1 2 
51-85 86-120 

Scherzo A (121-210) 

1 2 
121-131 132-147 

3 
148-170 

4 
171-•194 

5 
195-210 

Trio B (211-320) 

1 2 
211-260 261-280 

3 
281-297 

4 
298-•320 

Scherzo A (321-440) 

1 2 
321-341 342-355 

3 
356-370 

4 
371-•385 

5 
386-400 

6 7 
401-420 421-440 

Coda (441-460) 

Figure 17. Formal Outline of Berg's Lyric Suite, Mvt. V 

The scherzo sections of the movement are character

ized by very disjunct, polyphonic passages. The opening 

melody (Example 64) is very recognizable because of its an

gular quality and its accents: 
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Example 64. Mvt. V, mm. 1-5 

' HT 
Presto Je/iVahdo 

7 "3" 

is 
^ 7 

•» > J ? 

v> 
ff 7 

The melody is a connection between this movement and the 

fourth one, where the viola part, beginning in measure 45, 

is a transposed version of the notes contained in the mel

ody. The first scherzo is easily divided into three smaller 

sections. The second section (measures 15-35) is distin

guished by a percussive chord accompaniment in groups of two 

beats in contrast to the three-beat melody. The third sec

tion, beginning in measure 36, closes the first scherzo. 

The Tenebroso trio sections form a vivid contrast to 

the angular scherzo. The trio is vertically constructed 

with quiet, drawn-out chords. The trio is divided into two 

smaller sections, according to the use of the string ef

fects. The ordering of the set would be difficult, because 

of the vertical structure in the trio, if Berg had not given 

the order in his notes on the movement (Reich 1965, p. 151). 

The set in this movement is a variant of the set 

used in the third movement, with note five interchanged with 

ten and with note six interchanged with eight. The diagram 

in Figure 18 shows the set as used in the present movement: 
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I -0 
1 

11 7 1 4 8 3 9 10 2 5 6 

—> 
P-0 Db C Ab D F A E Bb B D# F# G 

< 
R-0 

1 D Eb Bb F 1 

5 F# F Db G Bb D A D# E G# B C 5 

11 C c# G# D# 11 

8 A G# E Bb Db F C F# G B D Eb 8 

4 F Gb 3>b Ah 4 

9 Bb B F# Db 9 

3 E D# B F G# C G c# D F# A Bb 3 

2 Eb D Bb E G B F# c ®b F Ab A 2 

10 B A# F# C Eb G ID G# A Db E F 10 

7 Ab A E B 7 

6 G 

f 

Ab ®b Bb 6 

RI-
1 
-0 11 7 1 4 8 3 9 10 2 5 6 

Figure 18. Set Forms in Berg's Lyric Suite, Mvt. V 

The prime form of the set and the inversion 1-3 on E 

are the only set forms used in the first trio. These two 

set forms have common adjacent notes in each set form, as 

F A E in P-0 and E P A in 1-3. The notes EPA are espe

cially emphasized in this trio. 
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The first trio employs a system of shortening the 

length of each chord structure until it is one measure long. 

The chords then successively increase in duration to five 

measures in length. This is more easily seen in the second 

section (measures 86-120) than in the first section, where 

the chords overlap. Measures 62-70 (Example 65), taken from 

the center of the first section, show both the use of the 

set and the shortening of the chords: 

Example 65. Mvt. V, mm. 62-70 

m 
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The scherzo returns with the bold, angular melody in 

measure 121. The return is not the same as the first scher

zo, but the melodic motives and accompaniment chords are 

still present. The second scherzo is much longer than the 

first and is divided into five sections rather than three. 

Each section is based on an individual use of the main mel

ody or smaller motives taken from it. 

The second trio (measures 211-320) has the same 

character as the first one, but is longer and more compli

cated. The first section, using the notes of the P-5 and 

P-2 transpositions of the basic set, is in five-measure 

units throughout. The second section (measures 261-280) 

contains intricate canons between the first violin and the 

viola, and between the cello and the second violin. This 

pairing of the instruments occurs, for instance, in measures 

261-269 (Example 66). The instruments are paired differ

ently in the use of the basic set: the violins are paired 

in using a single set form (P-2), while the cello and viola 

are paired in using the same set form, as seen in these same 

measures: 
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Example 66. Mvt. V, mm. 261-269 

• h ' > *"• , 

*•—j. 

sempvt. 

f f f  

The third section (measures 281-297) has a melodic motive in 

the cello that resembles the main motive of the scherzos. 

The fourth section (measures 298-320) closes the trio with a 

return to the drawn-out chords in two voices and to short

ening lengths of chords in two voices. 

The final return to the scherzo, beginning in mea

sure 321, emphasizes the percussive chords, followed by the 

main melody. The sections are not as clearly defined as in 

the first scherzo. The third scherzo has seven sections, 
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compared to five in the second scherzo and to three in the 

first one. Each section of the third scherzo uses some me

lodic idea taken from the main melody. The third section 

begins in measure 355, with the main motive presented in 

long-note values against a cello ostinato. The fourth sec

tion (measures 371-385) contains a reference to the sixth 

movement in the melodic line at measure 375 (Example 67): 

Example 67. Mvt. V, mm. 375-383 

This melodic line is a transposition of one of the basic 

sets used in the sixth movement. 
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The short coda (measures 441-460) is also based on 

the main melodic motive of the scherzo, bringing the move

ment to a fast, very forceful ending. 

The two principal unifying features of the movement 

are the main melody from the scherzo and the twelve-tone set 

from the trio. Almost every motive in the scherzo is taken 

from the main melody. The resulting harmonic structures, 

because of the polyphonic character of the scherzo, are not 

very significant. The harmonic structures of the trio are 

derived directly from the twelve-tone set. 

Sixth Movement 

The somber, quiet sixth movement, with its slow 

Largo desolato tempo, brings the Lyric Suite to an effective 

close. It is composed entirely by the twelve-tone method, 

using two basic sets. The movement is based upon melodic 

ideas taken from near the opening of the movement. It can 

be divided into three sections: an exposition, a develop

ment, and a coda. The diagram in Figure 19 is a guide to 

the basic structure of the movement: 
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Exposition (1-15) 

Intro. M.T. (anticipated) Intro. M.T. 
1-6 7-8 9-12 

M.T. 
13-15 

Development (16-35) 

1 2 
16-21 22-35 

Coda (36-46) 

Figure 19. Formal Outline of Berg's lyric Suite, Mvt. VI 

The movement opens very quietly with pizzicato 

statements of the two basic sets, beginning with the cello 

only, and then adding each instrument (Example 68). The 

original prime forma of the set are stated, followed by the 

inversions of both sets at the original pitch. This forms a 

short introduction to the movements 
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Example 68. Mvt. VI, mm. 1-4 

A 
Lojrgo Aesol a."to Te m pt> H" 

a ipsee: 
\rr»-p 

I-OCB) 

i 

wr 
p-o 
p^iL 

CB) 

t — ^ 1  r  

£ 
3 i 11 • 

«Plj Pi 
p-o r a) 

B 

3 

"PT 
Ifil îif 

>- ••* i > 1 > 

^HP ill nrp 

The main theme of the movement begins in measures 

7-8 but breaks off quickly where another introductory mo 

tive returns. All instruments use tremolo except the 

cello. The cello melody seems to imply or anticipate the 

main melody, which finally begins in the viola in measure 

13. This theme, indicated by Berg in his notes to be the 

main melody of the movement (Parish 1970, p. 206), appears 

in measures 13-14 (Example 69): 



Example.69. Mvt. VI, mm. 13-14 

109 

The development of the melodic motives from the main 

theme begins in measure 16, following a double bar in the 

score. This large section (measures 16-35) is divided into 

smaller sections, with each coming to an emotional climax. 

Berg (Reich 1965, p. 151) acknowledges use of the opening 

motive from Wagner's Tristan and Isolde in measures 26-27 of 

the second small section. This chromatic idea builds to 

climax the section and then closes quietly. 

The coda (measures 36-46) uses melodic ideas taken 

from the main theme. The movement ends, as it began, with 

the instruments dropping out one at a time. Ths music dies 

away, with the last melody line of the viola fading out with 

an oscillating Db-I1 figure. 

The principal unifying feature of the movement is 

provided by the two basic sets, given in Figures 20 and 21: 
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I--0 
1 

i 5 11 8 4 9 3 2 10 7 6 

P-0* 
4' 
F F# A# E c# A D Ab G Eb C B <R-0 

11 E Eb C Ab F# D Bb 11 

7 C c# F B Ab E A Eb D A# G F# 7 

1 F# F D Bb Ab E C 1 

4 A Ab F ^b B G Eb 4 

8 c# D F# C A F Bb E Eb B Ab G 8 

3 G# G E C Bb Gb D 3 

9 D ^b Bb Gb E C Ab 9 

10 Eb D B G F c# A 10 

2 G Ab C F# D# B E Bb A F D c# 2 

5 Bb B D# A F# D G c# C Ab F E 5 

6 B 

T 

C E Bb G Eb Ab D c# A Gb F 6 

HI-
1 

-0 1 5 11 8 4 9 3 2 10 7 6 

Figure 20. Set Form A in Berg's Lyric Suite, Mvt. VI 
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1-0 

si 

11 8 10 

P-0 F E c# D C B F# A# A G# G Eb R-0 

1 F# D# c# C E 1 

4 A G# F F# E Eb Bb D Db C B G 4 

3 -A-b F Eb D F# 3 

5 A F# G F E B D# D C# C G# 5 

6 B Bb G G# F# F C E Eb D c# A 6 

11 E Eb C c# B Bb F A Ab G F# D 11 

7 C A G Gb Bb 7 

8 c# C A A# G# G D Gb F E EB B 8 

9 D B A Ab C 9 

10 D# D B C Bb A E G# G F# F c# 10 

2 G 
t 

F# I# E D c# G# C B A# A F 2 

RI-
1 

-0 11 8 9 7 6 1 5 4 3 2 10 

Figure 21. Set Form B in Berg's Lyric Suite, Mvt. VI 

Set A is the inversion of the basic set of the fifth move

ment, transposed to begin on F. Set B is only subtly re

lated to set A, with all tones below F, except Eb, in the 

first half of the set. With the exception of the Eb, these 

tones include all the descending notes from F to B. 
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The use of the basic sets in the prime and inversion 

forms has already been observed in the introduction (Example 

68 above). The main theme (Example 69 above) is composed of 

two transpositions of the basic sets. 

This movement most often contains one set fonn for 

the main melodic idea, with another set form for the accom

panying voices. This appears clearly in measures 10-12 (Ex

ample 70), where two forms of set A are combined: 

Example 70. Mvt. VI, ram. 10-12 
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Elsewhere, other set forms are combined in melodic linear 

statements, as at the beginning of the second section of the 

development (Example 71): 

Example 71. Mvt. VI, mm. 22-23 

Teirkp© H tf" 

SeiKp*e. CWr»V«.W'» \i 

O 

One set form is divided between the two violins for the mel

ody at the climax of the second section in the development. 

Two other set forms are used for accompanying voices. This 

is' followed in measure 30 (Example 72) by two more set forms 

that, again, are divided between the instruments: 



Example 72. Mvt. VI, m. 30 
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The use of tonal elements in this movement occurs in 

measure 31 (Example 73): 
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Example 73. Mvt. VI, m. 31 
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This passage, with a definite G major sound, uses the con

tinuation of set A, 1-4. The tones are repeated in arpeg-

giated fashion, with only one new tone of the set added at a 

time. 

The end of the composition, beginning in measure 40, 

combines four different set forms, then three, next two, and 

finally only the one, which dies away. 
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This dramatic closing movement shows the influence 

of Mahler on Berg's music. The dramatic lyricism of the 

entire suite is also a reflection of Mahler's music. The 

composition is unified by melodic motives and by twelve-tone 

construction. The unique and flexible manner in which Berg 

uses the twelve-tone technique is a great contrast to the 

way it is used by Webern. 



CHAPTER 5 

WEBERN: STRING QUARTET, OP. 28 

Anton Webern (1883-1945) finished his String Quar

tet, Op. 28 in the spring of 1938. It is a work noted for 

its extreme concentration and economy of material. Webern 

is considered the most radical composer of Schoenberg's 

school. His music requires listening with intense concen

tration. Even then, many of the subtle features are not 

easily discerned by the ear. 

His music was performed very little during his life

time. In the early 1950s, though, he was considered the 

founder of the music of the future (Salzman 1967, p. 159; 

Grout 1973, p. 716). Stravinsky turned to composition in 

the twelve-tone technique after a study of the music of 

Webern. The post-World War II avant-garde composers looked 

to the music of Webern and saw the beginning of total serial 

composition (Huff 1970, Stockhausen 1958, Eimert 1958). 

Many aspects of his style had already crystallized 

before he began using the twelve-tone method of composition 

(McKenzie I960, p. 376). Many of these characteristics— 

such as his use of tone-color melody, large melodic leaps, 

extreme ranges of instruments, spacial organization, and 
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rigid formal organization—occur in Op. 28. The late in

strumental works show these above characteristics and are 

also more austere in sound and more open in texture. An im

portant characteristic in all of Webera's music is his con

stant use of Renaissance canonic contrapuntal techniques. 

This quartet is considered the culmination of his contra

puntal style (leibowitz 1949, p. 24-1). The formal structure 

of the work is determined by strict double canons throughout 

most of the three movements. 

nique, with only one basic set for the entire work. The set 

itself and the composer's use of it are characteristic of 

all of his late instrumental works. Many relationships are 

found within the set itself. It is divided into three four-

note groups, each being a form of the BACH motive. (In Ger

man spelling, the notes Bfc A C Btj are designated by the 

letters BACH.) The original form of the set, however, be

gins on the pitch G, as illustrated in Figure 22: 

The quartet is written in strict twelve-tone tech-

>0 

Figure 22. Basic Set in Webern's String Quartet, Op. 28 
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The second four-note group is both an inversion and a retro

grade of the first and third groups. Each group in the se

ries is symmetrical within itself, in addition to the entire 

set being symmetrical. The second half of the set is both 

an inversion and a retrograde of the first six notes. This 

is characteristic of the type of set that is used frequently 

in his music, resulting in only twenty-four possible set 

forms, rather than forty-eight. The inversion on E is ex

actly the same as the retrograde of the basic set at its 

original pitch. This feature is illustrated in Figure 23s 
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I -0 
1 

11 2 1 5 6 3 4 8 7 10 9 

» 
P-0 G F# A G# C Db Bb 5? Eh D F E 

0
 1 

1 Ab G Bb A c# D B C E Eb F# F 1 

10 F E G F# A# B G# A c# C Eb D 10 

11 % F Ab G B C A D c# E D# 11 

7 D c# E D# G G# F F# Bb A C B 7 

6 c# C Efe D F# G E F A G# B Bb 6 

9 E Eb Gb F A Bb G Ab C B D c# 9 

8 Eb D F E G# A F# G B A# c# C 8 

4 B Bb Eb C E F D Eb G- F# A Ab 4 

5 C B D c# F F# ®b E G# G Bb A 5 

2 A G# B A# D C ^b F E G F# 2 

3 Hb A C BS D# E c# D Gb F Ab G 3 

HI 
1 

-0 11 2 1 5 6 3 4 8 7 10 9 

Figure 23. Set Forms in Webern's String Quartet. Op. 28 

Another feature of the set is that the six two-note 

dyads remain the same in six transpositions, creating two 

different tonal areas in the set. For example, the dyad 

G-F#, found as the first two notes of the original set, is 

found also in all the even-numbered transpositions of the 
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original set. This feature of the set is used to further 

unify sections or to create necessary contrast within sec

tions . 

The construction of the set permits the overlapping 

of certain transpositions of the set throughout the composi

tion. The last four notes of one set form are the beginning 

four notes of another set form. Pour different set forms 

are used simultaneously throughout much of the quartet. 

These two techniques are characteristic of his use of the 

twelve-tone technique in his other works also. 

First Movement 

The first movement of the quartet is divided for

mally into seven sections. The movement can be considered a 

set of canonic variations. Figure 24 shows the formal divi

sion: 

1 2 3 4 5 6 7 

1-15 16-32 33-49 49-65 66-7 9 80-95 96-112 

Figure 24. Formal Outline of Webern's String Quartet, Op. 
28, Mvt. I 
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The first section serves as an opening exposition of 

material for the double canons, which begin at measure 16. 

The beginning of the first section (Example 74) is a typical 

Webern passage: 

Example 74. Mvt. I, mm. 1-6 

to 

Each individual note is treated carefully, with its own spe

cial markings. The melody line moves from instrument to in

strument to create an everchanging sound. This same passage 

also shows the composer's technique of set overlapping in 

measures 5-6. The last four notes of the P-0 set are the 

first four notes of the P-8 transposition. 
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Each instrument is limited to only two to four 

pitches in the first fifteen measures. All of these pitch 

levels are present in the first six measures of the move

ment. This organization of pitches points to the composer's 

possible interest in total serial composition, but the re

mainder of the movement does not give any more evidence of 

this. 

The double canons begin in the second section*" at 

measure 16 (Example 75), and are ingeniously worked out; 

Example 75. Mvt. I, mm. 16-20 

*° 
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Each canon is at the interval of a major sixth. The melodic 

line and the voice parts of the canons shift constantly, 

causing difficulty in following them, either by listening or 

even by studying the score. Being able to follow the canons 

and the twelve-tone construction, however, is helpful in 

understanding the basic structure of the movement. But 

hearing the everchanging tone colors of the melody lines is 

the most significant listening experience. 

Each of the first three sections of the movement be

gins with new statements of the basic set, each with subtle 

tempo variations and distinct changes in the texture. The 

dividing line between sections three and four is more ob

scure because of the overlapping use of the set forms. The 

beginning of section five (Example 76) contains the most ob

vious statement of the BACH motive in the entire movement: 



Example 76. Mvt. I, mm. 66-68 
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The sixth section of the movement begins in measure 

80, after a distinct pause in measure 79. This section acts 

as a kind of recapitulation of section two. The canons be

gin now at the interval of a minor third but continue to be 

difficult to follow. The final section of the movement 

(measures 96-112) is separated by another pause and a tempo 

change. 

The short movement is unified entirely by use of the 

twelve-tone technique and the intricate canons. The term 

"athematic" is often used to describe this composer's music 
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(Perle 1972, p. 19). The term refers to the perpetual vari

ation of even the smallest motive. This principle of con

stant variation and his distinct pointillistic style create 

a movement that is changing constantly in texture and tim

bre. These ideas distinguish Webern's music from that of 

Schoeriberg and Berg, in which recognizable themes are set 

apart from secondary musical materials. Nothing is in the 

background in Webern's music. His music, and in particular 

this movement of the 'quartet, is not mechanical, even though 

it is very strictly constructed. The special attention that 

is given to rhythm, dynamics, register, and instrumental 

timbre adds to the constantly shifting sound of the music. 

Second Movement 

The leisurely tempo of the second movement provides 

a contrast to the first movement. The movement is an ABA 

form in the character of a scherzo. Webern calls the move

ment a miniature scherzo (Rauchhaupt 1971, p. 133). The 

diagram in Figure 25 shows the formal design of the move

ment: 
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A (1-18) B (19-36) 

12 3 4 
19-22 23-26 27-30 31-36 II 

A (37-50) Coda (51-53) 

II 
.a 
• 37-43 

b 
44-50 II 

Figure 25. Formal Outline of Webern's String Quartet, Op. 
28, Mvt. II 

The first A section introduces a double canon, in 

which each melody is imitated at the interval of a major 

third. The first violin and viola are paired together, 

while the second violin and cello combine for the other mel

ody. Both canons are more easily seen and heard in this 

movement. The skillful combining of four set forms simul

taneously is observed in measures 1-6 (Example 77)s 
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Example 77- Mvt. II, mm. 1-6 

«z.%. 
a. 

•fT 

X- lo 

The A section is divided into two smaller sections 

by tempo fluctuations and by set structure. A slower 

phrase, beginning in measure 9 with a slight ritard, uses 

four-note groups—all from a single transposition of the 

basic set. This introduces a new idea. The simple use of a 

legato two-note phrase creates an important contrast to the 

pizzicato of the beginning. The entire section is then re

peated to emphasize the continuous canon. 

The trio B section (measures 19-36) moves in a more 

animated fashion in four short phrases. Both of the canons 
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are in contrary motion, with the two violins paired against 

the two lower instruments (Example 78): 

Example 78. Mvt. II, mm. 19-22 
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The lower canon moves in shorter note values and is more 

easily heard. The canons begin very strictly but become 

freer as the voice parts begin to change. The simultaneous 

use of four different transpositions of the set continues. 

The A section returns in measure 37 with its slower 

tempo. The interval of imitation for the canons is now re

versed from a major third to a minor sixth. The same set 
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forms return that are used in the opening A section. The 

contrasting second section begins in measure 44. The entire 

A section is then repeated. The canons and the movement end 

with a brief phrase, in which the first four notes of each 

canon voice are repeated at a faster tempo, with the tones 

gradually fading away. 

This movement, as the first one, is unified by the 

use of the twelve-tone technique and the canons. The spe

cial attention that the composer pays to each individual 

note is evident also in this movement. 

Third Movement 

The faster third movement is in four sections, with 

the last section a reprise of the first. The formal plan of 

the movement is given in Figure 26s 

1 (1-15) 2 (16--37) 3 (38--53) 4 (reprise of 1) 

a b a b a b a b 
1-8 8-15 16-26 26-37 

•<3
-

i C
O 

44-53 54-61 61-68 

Figure 26. Formal Outline of Webern's String Quartet, Op. 
28, Mvt. Ill 

Strict canons play an important organizational role 

in this movement, as in the other two. Again, the canons 

are disguised and very complex. The first violin and cello 
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form one canon, and the second violin and viola form the 

other. The relationships between the voices in each pair 

are difficult to follow, as one is the melodic and rhythmic 

retrograde of the other. Measures 1-5 (Example 79) show 

these opening melodic motives: 

Example 79. Mvt. Ill, mm. 1-5 

•Sek»» •f-iic.SS&hd 
Di *hr\©fe»> , - — 
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X-3 

The simultaneous use of four set forms is again very 

evident. One interesting feature of the first and last sec

tions is the use of only four transpositions of the basic 

set and their inversions for the entire sections. 
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Subtle tempo variations and new set forms are used 

again as structural guides. In addition to these elements, 

very small four-note motives are found, which retain their 

melodic and rhythmic shape. The beginning of section two, 

in measures 16-19 (Example 80), shows these motives: 

Example 80. Mvt. Ill, mm. 16-19 

POTO Y»\V. "T~ERV%PO 

X-3 

Webern calls this section a fugue exposition (Rauchhaupt 

1971, p. 134-). These distinct motives make up the fugue 

subject. A strict four-part canon returns at measure 26, 

which continues to the end of the section. 
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Section three (measures 38-53) is distinguished by 

another tempo variation and by the introduction of seemingly 

new melodic motives that are again recognizable. The most 

noticeable motive is the introduction of a brief trill, 

which is a variation of the beginning motive of the fugue 

subject. Webern considers this a second exposition of the 

fugue (Rauchhaupt 1971, p. 135). Another intricate four-

part canon begins in measure 44. A conspicuous revealing of 

the BACH motive (Example 81) closes, the section: 

Example 81. Mvt. Ill, mm. 52-53 
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Section four, a reprise of section one, begins in 

measure 54, after a distinct pause. Pour simultaneous set 

forms are again used. These are the same ones as at the be

ginning, although they are placed in different voice parts. 

The section is divided into two smaller parts by the rever

sal of the set forms. 

The entire movement is unified by the use of the 

twelve-tone set. Canon still plays an important role in the 

formal divisions of the movement, contrasted with the freer 

fugue sections. Each single note or brief motive often has 

its own special dynamic mark or other expressive sign, as in 

the other movements. 

The entire quartet is very carefully organized. It 

requires great concentration and much listening for one to 

hear the subtle complexities of the canons used in the or

ganization of each movement. Webern's technique of set 

overlapping and his simultaneous use of four different 

transpositions of the set are two other important features 

in the organization of the quartet. The musical fabric of 

the composition presents a kaleidoscope of everchanging 

shape and sound that can delight the ear. 



CHAPTER 6 

CONCLUSION 

Many music educators have stressed, as pointed out 

in Chapter 1, the need for music students at all levels of 

their preparation and study to become acquainted with music 

of the twentieth century. These same music educators point 

out that students often complete their education without an 

adequate exposure to contemporary music. Consequently, many 

college music students and some music teachers now teaching 

in the schools have not had sufficient preparation to deal 

adequately with twentieth-century music. The purpose of 

this paper, therefore, has been to establish one new option 

for students and teachers interested in a better understand

ing of twentieth-century music through analysis. 

It is hoped that the analyses of the string quartets 

in this study can make the reader more aware of some of the 

significant developments in early twentieth-century music. 

One common trend in serious music of the early part of the 

century, as discussed in Chapter 1, was the gradual dissolu

tion of classical tonality and of its function as a unifying 

feature. Each quartet analyzed has illustrated a different 

way of creating unity in a composition. 
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Ravel's Quartet in F Major, as observed in Chapter 

2, is a tonal work with a tonal center present at all times. 

The composition is typical, though, of much early twentieth-

century music that uses the major-minor tonal schemes in a 

freer, nonfunctional way. The harmonic structures are com

plex, with seventh and ninth chords being used quite com

monly. Root movement is often modal, using the interval of 

a second. In addition to unifying each movement by tonal 

centers, the composer has created unity by the cyclical 

repetition of themes in different movements, especially by 

use of a repeated melodic phrase from the first movement. 

The quartet follows the pattern of four movements, each of 

which uses a traditional nineteenth-century form: an alle

gro in sonata form, a scherzo, a lyric slow movement in 

rondo form, and a finale in sonata form. The reader might 

find it profitable to study a later work by Ravel, such as 

the Sonata for Violin and Cello, in which some of these same 

compositional techniques are found. Claude Debussy's Quar

tet in G Minor, Op. 10 is also very similar to the Ravel 

work. 

In Bartdk's Fourth String Quartet, analyzed in Chap

ter 3, tonal centers are present in each movement, but they 

do not fit into the diatonic system. The quartet is unified 

by two main motives that contain the melodic, harmonic, and 

some rhythmic germs of the entire work. Again, as in the 
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Ravel quartet, the forms of the individual movements resem

ble classical ones: a sonata form, two scherzo movements, a 

ternary slow movement, and a sectional rondo-like movement. 

Bartok utilizes many special string techniques that are com

mon to twentieth-century music. He includes also one of his 

most distinctive effects—fluttering night sounds. Although 

the quartet is quite dissonant, it is full of expressive 

Hungarian folk-like music. Study of any of the other five 

Bartdk string quartets would reveal many of the same char

acteristics. Bartok's Music for Strings, Percussion, and 

Celesta is unified somewhat like the Fourth String Quartet 

with a single motive throughout. 

The reader has observed in Chapter 4 that Berg's 

Lyric Suite goes even further than the Ravel and Bartdk 

quartets in abandoning the nineteenth-century concept of 

tonality. Two movements are freely composed and atonal. 

Two other movements are based on the twelve-tone set con

struction. The two remaining movements contain alternating 

free atonal and twelve-tone sections. The composer uses the 

twelve-tone set in a flexible manner by modifying it in each 

movement. Characteristic patterns, shapes, or motives are 

used in all movements to further unify the work. Like the 

Ravel and Bartdk quartets, three of the movements of the 

Lyric Suite resemble traditional rondo and scherzo forms, 

while the other three movements are sectional and do not use 
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established forms. As in the Bartdk work, the Berg quartet 

contains special string techniques to create variety within 

the composition. Earlier works of Berg, such as the minia

ture Clarinet and Piano Pieces, Op. 5, reveal the composer's 

technique of unifying compositions with motives, color, and 

texture. 

Webern's String Quartet, Op. 28, discussed in Chap

ter 5, is an example of a composition unified by the strict 

twelve-tone basic set. The quartet is further unified by 

intricate canons in each movement. The first movement is a 

set of canonic variations. The second one is a miniature 

scherzo. The last movement is sectional and contains a 

fugue exposition. The composer treats the set in unique 

ways that are characteristic of his late works. The set is 

constructed, for example, of three four-note groups, each 

being a form of the BACH motive. The techniques of set 

overlapping and the simultaneous use of four different 

transpositions of the set are other important features in 

the quartet's organization. Another characteristic of the 

composition is that each individual note or brief motive is 

treated carefully with its own special dynamic mark or other 

expressive sign. Other works by the same composer that show 

some of these same features are the String Trio, Op. 20 and 

the Quartet, Op. 22 for violin, clarinet, tenor saxophone, 

and piano. 
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If the student has carefully studied the four analy

ses in this paper and listened repeatedly to the music with 

a score, he should have gained a better understanding of 

some of the compositional techniques in early twentieth-

century music. The most important techniques observed in 

this study are the following: use of established formal 

patterns, freer use of the major-minor tonal system, utili

zation of tonal centers that do not fit into the diatonic 

system, unification by motives in free atonal music, use of 

twelve-tone set construction, unification by motives or 

themes recurring in all movements of a composition, and uti

lization of special string effects to create variety within 

a composition. 

The student should be encouraged to explore addi

tional literature which is now unfamiliar to him, but which 

can be approached through the same analytical techniques 

found in this study. An excellent collection of twentieth-

century music for such further study is the Anthology of 

Twentieth-Century Music by Mary H. Wennerstrom. Selections 

range from early in the twentieth century to one composition 

written as late as 1967• A number of the compositions in 

the collection are by American composers. 

listening, performing, creating, and analyzing are 

different approaches which can be used in studying and expe

riencing the music of our century. Each of these approaches 



140 

can have educational value for the student. The analytical 

approach suggested for use on an independent study basis is 

only one of many ways to encourage and establish a greater 

understanding of twentieth-century music. 



LIST OP ABBREVIATIONS 

C.T. Closing Theme 

F.T. First Theme 

HT Hauptstimme 

I Inversion 

Intro. Introduction 

M. Measure 

Mm. Measures 

M.T. Main Theme 

Mvt. Movement 

F Nebenstimme 

P Prime 

R Retrograde 

RI Retrograde Inversion 

Rt. Retransition 

S.T. Second Theme 

Tr. Transition 

141 



GLOSSARY OF TEEMS 

At hematic 

Atonality 

Basic Set 

C omb inat oriality 

Dyad 

Grundgestalt 

Hauptstimme 

Hexachord 

Intervallic Cell 

Inversion 

Klangfarbenmelodie 

Nebenstimme 

A technique of composition which does 
not use themes as structural units. 

The absence of tonality. 

An ordered arrangement of the twelve 
different tones of the chromatic scale 
used in twelve-tone music; also re
ferred to simply as the set, row, se
ries, or Grundgestalt. 

The principle of hexachordal mirror 
inversion in which six tones are 
arranged in such a way that, when 
transposed and inverted, produce six 
new tones. 

A pair of notes that remain together 
within a basic set and its trans
positions . 

See Basic Set. 

The German word indicating the prin
cipal part or main theme. 

An ordered scale-like arrangement of 
six notes. 

In atonal music a very small motive, 
sometimes only one interval long, that 
has compositional significance. 

A term which designates the basic set 
stated in melodic inversion; the sub
stitution of an equal descending in
terval for an ascending interval, or 
vice versa. 

See Tone-Color Melody. 

The German word indicating the secon
dary or subordinate part. 
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Octave Displace
ment 

Ostinato 

Pointillistic 

Prime 

Retrograde 

The substitution of notes one or more 
octaves higher or lower than the orig
inal tone. 

A short melodic figure persistently-
repeated throughout a section or an 
entire composition; a persistently re
peated pattern of rhythm. 

An art term referring to the use of 
small dots of color; a description of 
music which is composed with small 
isolated sounds. In Webern, spots of 
sound usually in different registers 
separated by rests. 

A term which designates the basic set 
stated in its normal order. 

A term which designates the basic set 
stated in reverse order, or from its 
last note to the first. 

Retrograde In
version 

Serial 

Set Form 

Tone-Color 
Melody 

A term which designates the basic set 
stated in its inversion form in re
verse order. 

A general term denoting twelve-tone 
music and other music based on a 
series of pitches; more technically, 
a designation of music very strictly 
organized with every facet of the 
music, such as rhythm or dynamics, 
based on a series. 

Any of the forty-eight possible state
ments or forms of the basic set re
sulting from the transpositions of the 
prime, retrograde, inversion, and ret
rograde inversion of the basic set. 

Klangfarbenmelodie; a term to denote 
the constantly shifting timbre in a 
composition. 
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