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MTO 28.1 Examples: Reenan, Integration, Urbanity, and Multi-Dimensionality
in Schoenberg’s First Quartet

(Note: audio, video, and other interactive examples are only available online)
https://mtosmt.org/issues/mto.22.28.1/mto.22.28.1.reenan.html

Example 1. Concentric circles as metaphorical models. (a) Vande Moortele’s concentric-circle
model of the history of musical form; (b) Burgess’s concentric-circle model of the city.

a. b. . 5. Commuter Zone
Schoenbe‘rg & Zemlinsky's 7 4, Residential Zone
2D Sonata Forms < )
“‘.‘ ) ; i3 Working Class Zone
"\\ Strauss’s 2D Pt . 2. Transition i
Sonata l-iorms.,-"’ Zone I

1. Central
Business
District



https://mtosmt.org/issues/mto.22.28.1/mto.22.28.1.reenan.html

Example 2. A generic network for Schoenberg’s First String Quartet, op. 7. Single-movement
forms-as-genres are in gray, multi-movement forms-as-genres in black, single-movement genres
in white, and multi-movement genres in white with a double outline.

String
quartet

LEGEND FOR GENERIC INTERACTIONS:

—> = a form defining a work

_——

a form defining a section of a work

|

interactions between two equivalent genres
----------------- » = a genre (re)defining a form

O—O = a genre as a component of a larger genre



Example 3. The “very definite—but very private” program for Schoenberg’s op. 7 Quartet, as
translated by J. Daniel Jenkins (2016, 152-53)

I. 1. a) Rebellion; defiance; b) longing ¢) rapture
2. a) Depression; despair; fear of engulfment, unaccustomed feelings of love, a need to be
completely absorbed

b) Solace, assuagement (she and he)
¢) A new eruption: depression, despair, and
d) Transition to

3. Struggle among all the motives with the resolve to begin a new life
(Development )
e) mild dispute

IL. 1. “Feeling New Life”
a) Aggressively joyful energy, unfolding fantasy, momentum
b) New love: intimacy, devotion, rapture, understanding, supreme sensual intoxication,
(repetition or a part of I1. 1. a)
2. a) Disappointment, (hangover), brief.
3. a) Return of depression, despair, transition to
b) the return of the first mood . 1. a Development 11
¢) transition to a gentler mood
II1. 1. a) Increasing longing for deserted loved ones, transition to despair over the pain it has
caused them.
b) Falling into sleep. A dream image shows the deserted ones, each grieving in his own way
for the distant one, thinking of him, hoping for his return
¢) Transition to the decision to return home; increasing |0nging for peace and rest
d) Homecoming; joyful reception, quiet joy and the contemplation of rest and harmony



Example 4. A paradigmatic analysis of the program to Schoenberg’s op. 7 Quartet.
Programmatic labels are allocated to one of seven expressive categories. Lines with arrows
indicate a programmatic entry that unites two expressive categories.

ASSERTION LONGING Joy [DESPAIR CALM TRANSITION STRUGGLE
1.a) 1. ) 1.¢) 2.a) 2.b) 2.d) 3)
Rebellion/ Longing Rapiure Depression/ Solace/ ransition o Struggle
I Dehance Despair Assuagement e) Mild dispure
2.¢)
A new eruption i
Depression/ Despair i
l.a) l.a)
Aggresively Joytul Energy
1. D)
i New love, Raprure
]I 2.4) 3 a) 3.4
i Dissapointinent Return of Transition o
Depression/Despair
H 3 30
;RL‘[I[I[I of the Transition o
first mood doo)
gentler mood
1.a) 1.a)
Increasing Transition to
longing
1.a) 1. b}
Despair over pain  Falling to Sleep
: 1. L) 1.¢)
[11 Adreain image Transition to
1.¢) 1.¢) 1.4d)
¢ Decision to Increasing Homecoming
i return home longing
: BHIE 1.d) = = 1. d)
Joyful Quict Joy and

reception Contemplation




Example 5. A table highlighting the main differences among the most significant analyses of
Schoenberg’s op. 7 Quartet

ANALYSIS

LOCAL RECAPITULATION
AT M, 30172

1 OR 2 DEVELOPMENTS?

DOUBLE
FUNCTIONALITY?

CODAS?

Schoenberg 1907

1935

1949

Webern 1912

Stefan 1924

Wellesz 1925

Whirtall 1972

Keller 1974

Samson 1977

Neff 1984

Dahlhaus 1988

Frisch 1988/93

Benson 1993

Cherlin 2007

Vande Moortele 2009

No mention

No mention

No mention

No explicit mention, but refers to
a “main sonata movement”

No mention

No mention

No mention

Not a Recap

No mention

*I prefer to consider it a
recapitulation of the opening
material in a different key” (33n38)

No mention

Cites Neffin interpreting the

Ct—mim)r [CTturn as a recap

“Brief reprise of ' and 87 (377)

Not a Recap

False recap thar also
functions as local recap of sonara

2 separate developments

2 separate developments

2 separate developments

2 developments, making up
one large-scale sonata development

2

1 interrupted by scherzo

2 .SCP‘E{[E}[C dC\r’L’I()PFDL‘l'I s

2 Ei[.'pﬂ[ilt{‘ (.{L'VL‘IOPITI(_‘HIS

2 separate developments,
but the Scherzo is “interpolated
within the Development”

“The varied reprise of the scherzo
functions also as a
continuation or resumption of
the development” (291)

2 separare developments
2 separate developments,
the second is a

“Development af Scherzo™ (167)

1 interrupted development

“sections thar overlap
with each other”

“each part “fulfills not
only its own task but also
one of the whole work”

implies that the scherzo
and development share a
common “character”

cycle movements are
“interpolated”

cycle movements are
“interpolated”

No direct mention

cycle movements are
- Wis ¥
interpolared

a "

scherzo “intrudes,

slow movement
“interruprs”

interprets l’—complcx
as local sonata

No direct mention

cycle movements are
“interpolared”;
exposition is a cycle,
P-complex a local sonara

Scherzo is double-
functional;
Adagio and Rondo are
interpolated

Na direct mention
recursive model of

the whole quarrer

double-function of the
Expo-Development as
local sonata form

1, Afrer
Rondo

1, After
Rondo

1, After
Rondo

Rondo
as coda

N/A

2, with coda
to the coda

N/A

N/A




Example 6. A reproduction of the form chart for Vande Moortele’s (2009) two-dimensional
sonata form analysis of Liszt’s B-Minor Sonata

form

Introduction Exposition

Development

Intro return

Recapitulation

Coda

cycle

Sonata-Form First Movement

-

/

~

Scherzo

Finale

Example 7. A hypothetical form chart of a two-dimensional large rondo, in which the first-
movement sonata is double-functional as the initial refrain-episode-refrain paradigm

] Refrain 1 Episode 1 Refrain 2 Episode 2 Refrain 3 |Episode 3 | Refrain 4
form | B A C A B A
evele exposition development recapitulation // abacaba

) First Movement Adagio Scherzo Rondo Finale

Example 8. A hypothetical form chart of a two-dimensional sonata form that features an
interpolated first-movement sonata

form

cycle

Introduction Exposition Development Recapitulation | Coda
pre-
core  core
—"lexpo. dev. recap -
- . . < - /
/_.,-/ I f -
First Movement | Adagio Scherzo _ Rondo Finale

Example 9. A form chart of a single-movement/multi-movement structure that involves
shuttling between the dimension of the sonata form and the dimension of the cycle, with no
double-functional components

sonarta

cycle

Introduction

Exposition

TN

Development

Recapitulation

TN

Coda

Scherzo

J

Adagio

A

Rondo Finale




Example 10. An account of the large-scale form of Schoenberg’s op. 7 Quartet

(a) The overarching form, which features a large-scale five-part rondo in the dimension of the form, a discontinuous sonata form that is

interrupted by cycle movements, and a local, epiphanic rondo “ en abyme”
GP
. Rerramn 1 Frisopr | Rer, 11 Frisopr 11 Rer. 111 [ Copa
overarching
form H transition to E retransition to E n A’
ExposITioN Ur,_rrc_.z_.z: DEVELOPMENT 2 Rrcar: ) , E.ﬁ,% Coba Coda
sonata i transition to
. ( he
] ) N e \ DS
1] s jiEnn \ it ] i ] rens [P D) ,,,., \ H Coda
ScHERZO ADAGIO | ?Z:C FINALE
cycle ;
& aE [ @
mim. | 1 99 153 213 252 301 366 399 575 706 740 784 BO4 B46 872 909 952 1003 :u...: 1082 1122 1150 1169 1181 1247 1270 1288
letter A3 AS57 B4 C.1 D.1 E.l 138 K.1 L.52 M. M29 M48 N N.67 0.1 0.19



(b) a detailed account of the discontinuous sonata form

ExXPosITIoN

Dm Ebm C¥m Dm
P Lquidacon]
X mative
1 14 24 30 54 65
transition to

T
. Development 1

(C-AThEPC) (B> G L CH) EbM EPM Dby

woverlapping and altemating liquidation
Tr, and Tr,

build lm‘mdaunn

’ I alternating Tr, and Tr,
I'= Tugao minar third cycles

99 117 140

‘ DEVELOPMENT 1 |

Retransition|= trans to Scherzo

F7 B—Dr—) CM B DFCH AAb CFm ErCA C7  BbY Bbm DM F G C7 Db7
(CED b GF
wich P and liguidation to chromatic ascent

L=

213 236 252 275 301 312 330 335 349 360 366 375 380 383

‘DF,\‘"F.I,(_)PMF,NT 2|

LR
@ 1l
(B*-G-F-Dh-G-F-B)C7-A7 Fm Dm D Gm Ffm D F Db D G B A% (Ckm)
3 based on X. qui build liquidated motives . buildy
accompanied by P PC from 1-’C y Trl, and Sﬂ
740 761 771 784 804 828 841 846 854 872 892

‘ RECAPITULATION |

Dm
._.,'ﬂ':“l‘.ﬂ.ﬂ.u.
209 927




() a detailed account of the local rondo form

RerraN 1 Erisopr 1
A#a7 EM (D-C-BP-A) (CM)

1122 1129 113 1136 1141 1143 1150 1153 1158 1163 1165

REFRAIN 2 Erisopr 2

5

AM FM BPM AbM CM FM  EPM M G7 Dm
d’

1169 1176 1179 1181 11891195 1208 1213 1216 1219 1222 1226 1245

RErrAIN 3

(AM-CM-EM})

cxtended

continuation

1248 1259



Example 11. Excerpts from the sonata exposition of Schoenberg’s op. 7 Quartet

(a) the Pa theme, mm. 1-10

i Nicht zu rasch.
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(b) the Pv theme, mm. 14-19
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(c) the Pc theme, mm. 24-29
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d) the transition theme, mm. 97-103
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(e) the secondary-theme complex, mm. 152-61, 167-70, 178-81
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Example 12. Excerpts from the sonata transition of Schoenberg’s op. 7 Quartet, which
demonstrate the evolution of the chromatic neighbor figure

(a) mm. 127-32
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(b) mm. 140-51
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Example 13. The false recapitulation during the first development of Schoenberg’s op. 7

fle
bt

SE

fa:

b e

af 1

i

-]
T
fa:

II [ i

[

'F'

[

e — L

#al

—

e je

1

i

E n M &I‘r
o O e O = S
1 . . 4
b b h”n -+t = LY
| Ay = L)
b a...; & t.-&;..
o
| HEEE | B = 8
-+ = 2
AL n S == .
1 =Ll c = M
e — He
=
Ll L] S o 1
¥ \ Yo7
E=3 Ll | x| Ll | = m
g > Wt ﬂ U
[N} +H13 HHHS .mh_ W
Awll Al ™ o =D
n o L4} =S o
-ulﬂ__ X 2 o _+ -
b~ 7 e = g i
M Y n.ﬂ == m m
) i) i = 2
.hw Ll | ﬁ._h.m” ﬁ \ m 1_.DL uun m
" ] W a8 & W..b o]
| | N L1 I .m. |
) S aN]
m AN - P Y
.J..D.. & @ b L]
I A = a
L J
2 (1) It h‘ﬂl
Mos A
[ . ‘Al NEEE
il Iz = S 3 A
L [ LEEED] i ]
i E= 3 A Ex3
i~ T
X [||$ A I3
LN s
A
§ SO M
™ I»__w hw
X LA L
A e 1e 1
RS e o e E
¥l e ﬂr 4
T ot I R
i g -
[LID,] [LIED.]
EE8 =
ah~] r ol
L T e Bk ) »
sy i i g - |
1 4 -p@ . =
s N 28 /|




the transition theme.

Kriftig (nicht zu rasch) d.

359

Example 14. The scherzo theme of Schoenberg’s op. 7 Quartet, m. 399414, which is based on
Scherzo
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Example 15. The primary theme from the sonata recapitulation of Schoenberg’s op. 7 Quartet

(a) the return of P, mm. 909-17
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(b) the return of Pb, mm. 927-31
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Example 16. The first refrain of the local rondo of Schoenberg’s op. 7 Quartet, mm. 112242
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Example 17. The second episode of the local rondo in Schoenberg’s op. 7 Quartet, featuring
counterpoint between themes from P, Tr, and S of the sonata form as well as the trio’s b theme
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Example 18. The rondo’s final refrain in Schoenberg’s op. 7 Quartet, in which the rondo theme

and its own contrasting theme are placed in counterpoint

sehr zurickhaltend Zeitmass.
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