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SERIAL STRICT TECHNIQUE CLASSICALMUSIC IN by Hans Keller Vaughan Williams' inspired attacks on musical history in The Making of Music (London, 1955) have come in for some heavy censure. " There is no physical reason," he writes, " why an i8th-century composer should not have written the whole of Strawinsky and Schoenberg, provided that he had the pen and " Only the same reason," Martin Cooper comments, " that prevents paper." a monkey with a typewriter producing Hamlet." The present essay, on the other hand, which fulfils a promise given in my ' Music in The Musical Timesof last March, article on ' Contemporary proposes to demonstrate that two great i8th-century composers did in fact write with the help of a composing method which the historian regards as the one aspect of both Schoenberg and the latest Strawinsky that is exclusively of the 2oth century, namely, the method of composing with tone-rows. What is, in fact, wrong with Vaughan Williams' suggestion is that it is all too guarded. But then, he does not know about classical serial technique. Nor, for that matter, did Schoenberg. In his only written exposition of his method (Compositionwith Twelve Tones, in Style and Idea, New York, 19go, and London, I95I), he illustrates its classical history by a single example from late Beethoven which shows Beethoven's use of pre-classical contrapuntal devices rather than a characteristically serial approach. I am taking the liberty of explaining Schoenberg's example in my own analytical terms. The movement in question is the finale of the F major Quartet, Op. 1 3. Ex. 1
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" " motif of the slow introduction, is Muss es sein? Ex. i (a), the opening " Es muss sein! " consequent, which inverted in the major in Ex. i (b), i.e. its



is the root motif of the body of the movement. So far, no doubt, so conscious. The unconscious method would seem to start when Beethoven goes on to turn this consequent and its sequence into an antecedent by succeeding it with a renewed consequent (Ex. I(e)). Ex. i (c) gives the retrograde version of " Es muss sein! ", Ex. I (d) re-inverts this and thus establishes the basic line of Ex. I (e) which merely fills in passing notes. Schoenberg comments: "Whether or not this device was used consciously by Beethoven does not matter at all." Such questions certainly do not matter creatively, but they matter a great deal critically, as we shall see in our final paragraph. Meanwhile, we note that while Beethoven here employs the mirror forms of twelve-tone technique, he does not avail himself of serial technique proper. In themselves, the mirror forms are old, primarily contrapuntal devices of thematic economy and by no means a decisive characteristic of serial technique; on the contrary, you can write a
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twelve-tone piece without resorting to them, as Schoenberg himself has shown at the very beginning of his twelve-tonal development, i.e. in the fourth movement of his Serenade,Op. 24, wherein the tone-row revolves throughout in its straight form. The central point about serial technique is the unifying function of a certain succession of notes, i.e. a row; and the point about a row is that it need not be a theme or thematic unit, that it is not rhythmically committed. In my serial analysis of Strawinsky's In MemoriamDylan Thomas(Tempo, Spring, I95g), I have described a " real " row as " sub-thematic and pre-rhythmic ". Beethoven's " Muss es sein?", however, is and remains rhythmically committed, forming as it does a strictly motivic unit: even in Ex. i (e), that is to say, the motivic entity is retained, for the three asterisked notes are the main notes of the phrase, defining it at either end and at its pivot. Nor is the mirror form which it uses absolutely true; if it were, the re-inversion (Ex. i (d) ) of the retrograde version (Ex. i (c) ) of the inversion (Ex. i (b) ) would be identical with the retrograde version of Ex. I (a). It is not, because the inversion (Ex. i (b) ) is untrue in the first place: it replaces the diminished fourth of Ex. i (a) by a perfect fourth. From the standpoint of serial technique, we might call this transformation a (tonal corruption", for what distinguishes a tone-row is that its intervals always remain the same: it is this characteristic which secures it its unifying " power. The tonal corruption " in the Beethoven example is merely a symptom of the fact that far from being the only unifying element, the basic motif is not even the strongest one: tonality is at least as strong. We are indeed a far cry from the Strawinsky " Dirge ", which also employs tonality, but which would, as I have shown, fall to pieces without its row. I should say that the strength of in tonality in the Strawinsky piece equals the strength of the basic motif the For mirror forms. Schoenberg's Beethoven example of markedly un-serial rest, we may be sure that if Schoenberg had found a more properly serial device in classical music, he would not have failed to quote it instead. Before we turn to our own examples of classical serial technique, however, we have to define the concept of serialism a little more carefully; otherwise we might justly be reproached with begging the question. There is much talk nowadays of " free " and " strict " serial technique, but while it is doubtless which possible and indeed useful to talk of free serialism in the same way in " Dissonant" Mozart's of one would talk of free diatonicism at, say, the beginning C major Quartet, I have often found that the freedom lies in the eye (not even in the ear) of the beholder: as soon as an observer (self-observers not excluded!) is unable to account for certain notes or chords in terms of traditional twelve-tone "rules", the magic term " freedom " presents itself to him and he duly uses it for the purpose of turning his confusion into a discovery. Thus, before my analysis of the Dylan Thomaspiece appeared, I heard it triumphantly said by some who, that there "acting on information received ", had tried dutifully to dissect it, " " is The cue after bars was a free passage three 3. passage certainly far more and in the else compared with Strawinsky's piece, complex serially than anything it is the since But is it only stretch in the piece irregular. procedure elsewhere, over-determined have as I note whose every demonstrated, serially, it is exactly is, twice as strict as the rest of the music. In his Studiesin Counterpoint(New York, I940), Ernst Krenek has implied some simple criteria of serial technique. My own criteria, deduced solely from Schoenberg's music and from no theoretical considerations whatever (not even his own), are somewhat different, but in order to avoid the impression that
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I am making the concept of serialism suit my present purpose, I shall, for the duration of this article, withdraw in favour of Krenek. We already know his first rule in outline: " A theme is not necessarily identical with the series; on the contrary, that will only occasionally be the case. Therefore," Krenek continues pedagogically rather than analytically, " the cesuras between the themes (or, in general, between the articulated sections of the melodic line) should not coincide with the consecutive entrances of the series." Secondly, " repetition of a tone is allowed before the following tone of the series is introduced, and within the same octave. . . Repetition of a tone after the appearance of the forthcoming tone of the series is allowed in trills, tremolos, and tremolo-like formations." Later in his book, Krenek goes on to extend his " rule concerning repetition of tones ": " generally speaking, interpolationof new materialbetweenan element. . . and its repetitionis permissiblein so jar as the repetition can reasonably be expected to bejelt as such." (His italics). Every piece or passage, then, which is written in strict serial technique is primarily unified by the uninterrupted rotation of a row which fulfils these conditions. I shall speak of " free " serial technique where the employment of the row is not continuous, even though serial conditions may otherwise be fulfilled. In short, strict serialism is the basis of both unity and continuity; free serialism is still an essential factor of unity, but does not equally contribute to continuity. There is already an example of free serial technique in Mozart's early C major Quartet, K. ig6 (1772). The passage in question, i.e. the opening of the first movement's development (Ex. 2 (b)), has baffled Einstein to the point of noncomprehension: " It [the development] bears indeed no relation to the themes of the exposition." (Mozart, London, 1946). Ex.2
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