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Schoenberg, Boulez, and Twelve-Tone
Composition as "Ideal Type"
ARVED ASHBY

... the most influentialhypothetic-deductivesystemin the historyof music.
-Milton Babbitt,reviewingLeibowitz's
etson ecole(1950)
Schoenberg

WV

IT tTith twelve-tonetechniques,Schoenbergand other serialistsof

the earlytwentiethcenturydecisivelybroughtcompositioninto

the discourseof intellectualhistory. They accomplishedthis by de-

velopingthe idea that musicalcomposition,in analogyto science,was not
an aesthetic project but rather a kind of problem solving. Compositional
"problems"were not exclusiveto the twentieth century, certainly,but many
modernist composers came to find the scientificmodel of inquiry irresistible.
Twelve-tone techniquesgained their very historicaland intellectuallegitimacy
to the degree that they offered solutions to an ongoing compositional
or historicalproblematic."Modern music has centered inProblemgeschichte,
terest on two problems," Schoenberg wrote in 1934, "that of tonality, and
that of dissonance. [But] it cannot be said that the conflict regardingthese
two questions is new, nor that it is waged with new weapons."' According to
received wisdom, twelve-tone methods represented-as Andrew Mead recently describedthem-"a solution to the problem of writing extended music
in the total chromatic."2

A much shorter,earlyversion of this study was read at the Sixty-secondAnnual Meeting of the
American Musicological Society, Baltimore, November 1996. I thank Joseph Auner, Michael
Friedmann,Robert Morgan, and Philip Rupprechtfor commenting generouslyon earlierdrafts.
In the end I did not choose to incorporateevery one of their astute suggestions, and any remaining errorsand omissionsaremy own.
1. Schoenberg, "Problemsof Harmony,"in his Styleand Idea, ed. LeonardStein, trans.Leo
Black(Berkeleyand Los Angeles:Universityof CaliforniaPress, 1975), 268.
2. "Webemr,Tradition,and 'Composing with Twelve Tones ...,'" Music TheorySpectrum
15 (1993): 173.
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As philosopher of science Larry Laudan reminds us, a scientific theory
functions in two ways:(1) empirically,to explainand predictspecificdetailsof
experience,and (2) heuristically,to guide and modify thinking ratherthan to
specify it-in short, to suggest possibilities.3A heuristic is commonly taken
to be a system of decision making. In viewing twelve-tone composition as a
heuristic, I choose to take up a particularvariantof that definition, understandinga heuristicmore generallyas a means of organizing,stimulating,and
facilitating thought about a particularsubject, especially a new one.4 Discussions of serialismand twelve-tone music have concentratedalmost exclusively on their empiricalaspects-sinking at worst to what Schoenberg called
"counting notes." Philosophers of science, too, focused on deduction and
empiricismuntil the work of Karl Popper, Paul Feyerabend,Imre Lakatos,
Thomas Kuhn, and other "post-rationalists."But those thinkers wrought
their changes half a century ago. If we wish to grasptwelve-tone music as an
endeavornot exhaustedby any one composer-or, indeed, if we wish to understandthe term twelve-toneitself in any meaningfulsense-we, too, need to
shift discussiontoward heuristics,establishingphenomenological and cultural
as well as paradigmaticmeaningsfor this music.5
The heuristicinquiry differsfrom the empiricalin that it is not based on
universals, laws, and unchanging definitions. Indeed, I would argue that
twelve-tone composition's urgency of purpose and the ill-definednessof the
problems it addressedwere its very attractions.Its malleabilityas a compositional concept was one reason twelve-tone methods proved so conceptually
and methodologically attractiveto such a varietyof composers. If there was
a "problem"to be solved by twelve-tone composition, it was perceived not
before the term itself was coined but after.It was each composer's problem
simplyto define what "twelve-tone"could mean in individualcompositionalmusicalterms. For this reason, I contend that the term twelve-toneis a peculiar
conflationof compositionaland historicalheuristics-or, as Laudancallsthem,
3. Progressand Its Problems:Towardsa Theoryof ScientificGrowth(Berkeleyand Los Angeles:
Universityof CaliforniaPress, 1977), 71.
4. For discussionsof heuristicsin the second sense, the one exploredin this essay,see Patrick
Suppes, "Heuristicsand the Axiomatic Method," in Methodsof Heuristics,ed. Rudolf Groner,
MarinaGroner, and WalterF. Bischof (Hillsdale, N.J., and London: LawrenceErlbaum, 1983),
79-88; Dietrich Dorner, "Heuristics and Cognition in Complex Systems," in Methods of
Heuristics,ed. Groneret al., 89-107; and Horetta Koertge, "Ideology,Heuristicsand Rationality
in the Context of Discovery,"in Correspondence,
Invariance and Heuristics:Essaysin Honour of
Heinz Post,ed. Steven Frenchand Harmke Kamminga(Dordrecht, Boston, and London: Kluwer
AcademicPublishers,1993), 125-36.
5. Joseph DuBiel has begun heuristic-phenomenological investigations of his own into
Babbitt's music, notably in "What'sthe Use of the Twelve-Tone System?"Perspectivesof New
Music35, no. 2 (1997): 33-51. Here he writes, "I urge that, as we continue to speakof Babbitt's
music as twelve-tone, we try to undermine the received image of the twelve-tone system as a
forcefulmethod of construction,and portrayit instead as a loose and flexibleway to define some
possibilitiesof choice" (p. 37).

Twelve-ToneComposition as "IdealType"

587

the specific "mini theory" group of beliefs that are used to make predictions
and explain phenomena, and the more general "maxi theory" assumptions
that are harderto test.6 For an idea to function heuristically,it must push the
individualthinkerin new directions and must be something that the thinker
acknowledges.It has to offer a combinationof surfaceexactitude(verifiability)
and ulteriorimprecision(lack of testability),and in this way the twelve-tone
heuristic may be differentiatedfrom general aesthetic ideas (e.g., classicism,
impressionism,modernism);from compositionalpracticesthat have for all intents and purposes alwaysexisted (invertiblecounterpoint);from specificyet
aestheticallysignificantfeaturesthat, in any event, would hardlydefine a new
approachto composition (e.g., a conscious tendency towarddisjunctmotion);
and from subsuming constructs that have been arrived at after the fact
through theoreticaleffort (e.g., functionaltonality).
The Ideal Type
One heuristicconcept provesparticularlyappropriateto twelve-tone composition: the ideal type (Idealtypus)firstdeveloped and describedby socialscientist
Max Weber in his essay "Die 'Objektivitat' sozialwissenschaftlicherund
sozialpolitischer Erkenntnis" (" 'Objectivity' in Social Science and Social
Policy,"1904).7 Weber'sideal type can help to move the discussionawayfrom
problem solving and can supply a basis for comprehending the various
unacknowledged ideological roles-Weber spoke of "values and cultural
significance"-that twelve-tone methodologies have played, courtesy of
their inexactitude,through the decades. (Weberwas a decisive influence on
Carl Dahlhaus, yet Dahlhaus-through the influence of Wilhelm Dilthey,
Johann Droysen, and others-also came to understandhistory as largelya set
of problematics,and in that respect ran counter to Weber'sunderstandingof
the ideal type.)8Specifically,serialistmethodologies have servedas instruments
of utopianism,as accessoriesto a scientisticworldview,and as a contribution
to processes of music-historical naming. As a "conceptual instrument for
6. Laudan,Progressand Its Problems,71.
7. In Weber, TheMethodology
of the SocialSciences,trans.and ed. EdwardA. Shils and Henry
A. Finch (New York:The Free Press, 1949), 49-112. On Weberand his Idealtypus,and for criticisms of his thinking,see SusanJ. Hekman, Weber,theIdeal Type,and ContemporarySocialTheory
(Notre Dame, Ind.: Universityof Notre Dame Press, 1983); Thomas Burger,Max Weber's
Theory
of ConceptFormation(Durham, N.C.: Duke UniversityPress, 1976); and Stephen Kalberg,Max
Weber'sComparative-HistoricalSociology(Chicago: Universityof Chicago Press, 1994). For an
overview,I also recommend an essaythat served as my own introductionto Weber:Henri-Irenee
Marrou's "The Use of the Concept," in his Meaning of History (Montreal: Palm Publishers/
Helicon Press, 1966), 155-76.
8. See Philip Gossett, "CarlDahlhausand the 'Ideal Type,'" 19th-CenturyMusic 13 (1989):
49-56; and James Hepokoski, "The Dahlhaus Project and Its Extra-MusicologicalSources,"
19th-CenturyMusic14 (1991): 221-46.
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comparisonand the measurementof reality,"9the ideal type allowsus to understand why composers regardedtwelve-tone imperativesas "laws,"how overarching concepts of "twelve-tone music" do or do not relate to individual
compositional cases, and also how twelve-tone ideas served as what Weber
called a "conceptualconstruct [Gedankenbild]"that may have only a limited
connection with compositionalreality.
As an idealisticconstruct, Philip Gossett notes, Weber'sideal type can be
comparedwith CharlesRosen's formulationof the Classicalstyle as "a fiction,
an attempt to create order, a construction that enables us to interpret the
change in the musicallanguage"in the eighteenth century.10When Dahlhaus
describedpostclassicalsonata form in ideal-typicalterms, he found in music a
prime Weberiannexus of culturalsignificance,compositionalheuristic,utopianism, and selectivitywith regard to specific and concrete musical details.11
Weber'sdescriptionof the ideal type as "an internallyconsistent system ... a
utopiawhich has been arrivedat by the analyticalaccentuationof certainelements of reality"providesa unique and revealingdescriptionof the "cultural
reality"of sonata form, a sonata ontology constructedwith the sole purpose
of facilitating discussion. "In its conceptual purity, this mental construct
[Gedankenbild] cannot be found empirically anywhere in reality,"Weber
writes. "It is a utopia.Historicalresearchfaces the taskof determiningin each
individualcase, the extent to which this ideal-constructapproximatesto or
divergesfrom reality."12
Weber thought the ideal type a necessary evil: the historian who rejects
ideal types as mere theoretical constructs, "as useless or dispensablefor his
concrete heuristicpurposes,"is bound to sufferthe inevitableconceptualfailure of either "consciously or unconsciously [using] other similar concepts
without formulatingthem verballyand elaboratingthem logicallyor ... [remaining] stuck in the realm of the vaguely 'felt.' "13What Weber did argue
againstis the historianor idealogue misusingthe ideal type by invertingthe relationshipbetween ideal type and reality,and going on to deduce realityfrom
the laws themselvesoriginallydeduced from that reality:"He now claimsempiricalvalidity, in the sense of the deducibilityof realityfrom 'laws,' for the
9. Weber, " 'Objectivity'in Social Science and Social Policy,"in his Methodology
of the Social
Sciences,97.
10. Rosen, The Classical Style(New York: Norton, 1972), 22; cited by Gossett in "Carl
Dahlhausand the 'IdealType,' 50.
11. See especiallyDahlhaus,"Issuesin SonataForm, ?2. Models of SonataExposition,"in his
Ludwig van Beethoven:Approachesto His Music,trans.Mary Whittall(Oxford: Clarendon Press,
1991), 96-105. Dahlhaus more explicitly developed Weber's ideal type in his Realism in
Nineteenth-CenturyMusic,Foundationsof MusicHistory,and Analysisand ValueJudgment-this
last a book whose very title acknowledgesWeber.But Dahlhauswas not alwaysconsistent in his
use of Weber's concept: his ideas of "neoromanticism"and "realism,"proposed in connection
with Weber,are less ideal types than generalizedaestheticcategories.
12. Weber," 'Objectivity'in SocialScience and SocialPolicy,"90.
13. Ibid., 94.
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propositionsof abstracttheory."14Through just such an a posteriorireification
of historicalconstruct,twelve-tone composition startedto take on specificideological encrustationsby the 1930s. Such ideology-drivenmisuses of an ideal
type are often predicated on abuses of terminology.In particular,they have
been served by the pseudo-positivistterms that often markhistoriesof twelvetone music:problem,solution,discovery,law,system,and even something called
the twelve-toneidea (terms I will return to when I discusstheir misapplication
to compositionalpracticeand history).
The argumentsbroachedby Weber'sideal type are primarilyhistoricalones,
and he could be interpretedas wanting to rewritethe historicalrecord,to take
historyfrom its bureaucratizingand utopian inscribersand returnit to its progenitors and their individual,practicalvalue-systems.Accordingly,I will focus
here primarilyon the differencesof perspectivebetween Schoenberg, as the
progenitorof twelve-tonemusic, and the young PierreBoulez-the modernist,
serialcomposer,and polemicalwriterof history.There are basicdivergencesin
their historicalviews: Schoenberg shared an unexpectedlyflexible historicism
with his fellow modernistKandinskyin the 1920s and even suggestedthe kinds
of reservationsover Problematik(or a problem-basedview of history)that Kuhn
spelledout later.He wrote the following affirmationof pluralityin 1934: "It is
evidentthat abandoningtonalitycan be contemplatedonly if other satisfactory
means for coherence and articulationpresentthemselves.... Without a doubt
there are means of accomplishingthis; certainlyit would not be impossibleto
mention and to explainat least a few."'15By the 1950s, Boulez held a much
more stringentlyexdusive and deterministic-ideal-typical-viewpoint, as seen
in his essayson Schoenbergand Bergwrittenin thisperiod.16
When Rosen describedthe Classicalstyle as "a fiction, an attemptto create
order,"he saw it as a historiographicconstruct,necessarilybased on a selective
set of characteristics.Similardescriptionsof dodecaphonyas an ideal type, as a
kind of fiction, involve four ideas that proved importantfor Boulez and other
Darmstadtmodernists:twelve-tone composition (1) as a stage in the historical
and teleologicalunificationof musicalspace, (2) as an instrumentused to help
effect a complete and consistent circulationof the total chromatic, (3) as a
music organizedarounda pervasiveand all-determiningprinciple,and (4) as a
music incompatible with traditional harmonic functions. Dodecaphony as
commonly defined was utopian in that these four ideas were incompatible(if
the composer pursuedthem in a literalway) with writingworks of any length
or real musicalinterest.If aesthetic-historicaldiscussionsof twelve-tone music
tend toward the utopian, definitionsof specificcompositionalapplicationsdo
14. Ibid., 87.
15. "Problemsof Harmony,"in Styleand Idea, 279.
16. "Moment de Jean-SebastienBach," "Incidences actuelles de Berg," "Schonberg est
mort," and "ArnoldSchonberg";reprintedas "A Time for JohannSebastianBach," "Present-day
Encounters with Berg," "Schoenberg is Dead," and "Arnold Schoenberg" in his Notes of an
trans.HerbertWeinstock(New York:Knopf, 1968).
Apprenticeship,
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the same. Some thirtyyearsago, David Lewin describedclassicaltwelve-tone
practiceas
the functionalinterrelationship
of two abstractly
independentstructural
printhatis, the use of a fundamental
successionof "things"
ciples.One is serialism,
(no matterwhat)throughtime,togetherwithvariousderivedsuccessions....
The other is what we might, following Babbitt, call permutational total chro-

maticism.One means,by "permutational,"
thatthe primarystructural
focusis
on configurations
of all twelvepossiblepitch-classes
(in time),andon the relations amongsuch configurations;
this as opposedto primarystructuralfocus
on combinations
of someof the twelvepitch-classes.17
The idealistic basis of such a definition becomes clear if one imagines
putting it into practice:the would-be dodecaphonistcould well askwhat seriality,or "the use of fundamentalsuccessionsof things," might mean in actual
composition. The likely answeris: no one thing, but many things. The ideals
of nonrepetitionand consistent circulationof the total chromatic-ideas that
standat the center of Darmstadt's"attemptto createorder"in its predecessors
-proved importantas historicaland teleologicalinstruments,but also deeply
problematic as compositional ones. More specifically:aggregate-formation,
one compositionalpriorityby which Ethan Haimo distinguishesSchoenberg's
fully developed twelve-tone practicefrom his earlierpracticeof "composing
with tones," entailspostponing pitch-classrepetitionas long as possiblewithin
each aggregate;but it can assureno such consistencyof repetition from one
aggregateto the next if partitioningand row form are to be variedat all.18On
into the 1930s, in fact, Schoenberg and Webern dismissedas fallacythe idea
that twelve-tone techniques might aspire to audible purity by distributing
pitch classesentirelyequally.19Similarly,the idea that an integralseriesof interval classescould prove binding on all verticalas well as melodic formulations
was a chimera, and this problem along with concomitant difficultiesin the
idea of conflatingverticaland horizontal dimensions are basic ambiguitiesin
applyingthe idea of serialityto non-monophonic music.20
17. "InversionalBalance as an Organizing Force in Schoenberg's Music and Thought,"
Perspectives
of New Music6, no. 2 (1968): 1.
18. The essay "Kompositionmit zwolf Tonen," which likelyrepresentsSchoenberg'sthinking in 1923 as describedbelow, discussesthis very issue (p. 8); see my discussionof abstraction
and uniformityof pitch class,below. Also see Schoenberg, "Hauer'sTheories,"in Styleand Idea,
211-12.
19. Webernsummarizedthis issue thus in Der Wegzur neuenMusik:"Of course composition
can't go on without note-repetition; the work would have to end when all twelve notes had
occurred" (The Path to the New Music, ed. Willi Reich, trans. Leo Black [London and Vienna:
Theodore Presser,1960], 39).
20. Perlewrites, "In twelve-tone music ... simultaneitymay or may not conform to the only
orderingprincipleprovidedby the system, and where it does not do so it bearsno necessaryrelation to this principle" (Serial Compositionand Atonality: An Introduction to the Music of
Schoenberg,
Berg,and Webern,6th ed. [Berkeleyand Los Angeles: Universityof CaliforniaPress,

Twelve-ToneComposition as "IdealType"

591

I cannot trace the idealisticturn of events without documenting Schoenberg'searlytwelve-toneperspective-the conception he developedwell before
the ideal-typicalproject began in earnest. For this I turn to a little-known
Viennese document on twelve-tone composition that dates from the very inception of Schoenberg's method in the early 1920s. I will use this source to
help contrastearlierideas about twelve-tone technique with laterhistoriography and compositionaland theoreticaldiscourse;indeed, my own essaygrew
out of an attempt to put this Viennese document in context. Although it is
anonymous, it almost certainlypresentsSchoenberg'sthinking quite directly.
Read alongsidelaterand better-knownpolemics on twelve-tone composition,
the source-a typescript carrying the simple title "Komposition mit zwolf
Tonen" ("Composition with Twelve Tones")-helps complete a picture of a
changeabletwelve-tone ideology that closely matches the ideological changes
predicatedin Weber'sideal type. More specifically,this document helps fill out
an overview of how the twelve-tone conceptions of the 1930s and lateryears
generallysympathizedless and less as time went on with Weber'sbasicdistinction between value judgments (Werturteile)and empiricalknowledge. (He
writes, "An empirical science cannot tell anyone what he should do-but
ratherwhat he can do-and under certaincircumstances-what he wishes to
do.")21"Kompositionmit zwolf Tonen" is particularlyinstructivebecause it
provides a rare glimpse into the earliestcontingencies of Schoenberg's "discovery."In midcentury,the philosopherof science Hans Reichenbachlooked
at scientificdevelopmentsand made a controversialbut useful distinctionbetween a "context of discovery"and a "context of justification,"attemptingto
declarethe formera provinceof psychology and the latteran areafor the epistemologist.22Scholarsof twelve-tone music are well versed in the contexts of
justificationas voiced by Babbitt, Boulez, Webern, and Schoenberg himself;
but the aesthetic context of the twelve-tone "discovery"is obscured by the
teleological historicalconstructs of its advocates.It is that little-knowninner
sanctum,the moment before compositionaland historicalaccountsof twelvetone composition began to converge, that "Kompositionmit zwolf Tonen"
illuminates.

1991], 84). As Douglas Jarmanpoints out, this paradoxbetween serialorder and a personalharmonic language is key to understandingmuch of Berg's music. See his Music of Alban Berg
(Berkeleyand Los Angeles:Universityof CaliforniaPress, 1979), 131-33.
21. Weber,"'Objectivity'in SocialScience and SocialPolicy,"54.
22. "The art of discoveryescapeslogical analysis;there areno logical rulesin terms of which a
'discoverymachine' could be constructed that would take over the creativefunction of genius"
(Reichenbach,TheRise of ScientificPhilosophy
[Berkeleyand Los Angeles: Universityof California
Press, 1964], 231). There are similaritieshere with Weber's ideal type, which in Hekman's descriptionfollows two steps toward culturalmeaning: that bestowed by the social actor (i.e., the
composer) and that bestowed by the investigator (the historian) (Weber,the Ideal Type,and
ContemporarySocialTheory,29-31).
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Schoenberg'sDiscovery
In a 1937 letter to Nicolas Slonimsky,Schoenberg himself took a heuristic
view of his earlyserialendeavors,describingthem as an effort to "[base] the
structureof my music consciously
on a unifyingidea.... As an exampleof such
I
mention
the
attempts may
piano pieces op. 23. Here I arrivedat a technique
which I called (for myself) 'composing with tones,' a very vague term, but it
meant something to me."23The vague term apparentlysignifieda proto-serial
method of fashioning new motives, themes, and accompaniments from a
referentialmotive-in "Composition with Twelve Tones (2)," he refers to
"workingwith tones of the motive"-but not entirely "systematically"and
without necessarilyconcentrating on the twelve pitches of the chromatic.24
Did this early "composing with tones," and Schoenberg's extension of
the practice into the Op. 24 Serenade and the first stages of work on the
KlavierstuckeOp. 25, representa tentative,interimphase in the gestation of a
revolutionary"twelve-tone idea"-a phase existing even before the practice
reallyhad a name? Or did it in fact present twelve-tone or serialcomposition
in a Weberian pristine form, before it was commandeered by various
teleologies-before it became an institution?As faras contemporarydocumentation is concerned,there is not a great deal to go on here: Schoenbergwrote
little prose on the subjectof twelve-tone composition in the 1920s. Still,what
he did write makes it clear that, early on, he did not share in the scientistic
utopianismof those who latertook up dodecaphoniccomposition, and it does
not describetwelve-tonecompositionas the answerto a Problemgeschichte.
The anonymous "Komposition mit zwolf T6nen" typescriptemerges as
the earliestsubstantialaccount of Schoenberg'stwelve-tone thinking. (I date
the document at 1923, for reasons given below, thus placing it in the same
year that Schoenberg decided to make his twelve-tone conclusions public.)
His publishedwritingsbarelydocument his thoughts on twelve-tone composition until the 1941 "Compositionwith Twelve Tones (1)" essay,which was
based on ideas from his Princetonlecture "Vortrag12TK" in 1934. (Table 1
lists earlyessayson twelve-tone music, publishedand unpublished,that relate
to the Schoenberg school. Among the earliestof these, MatthiasHauer's are
reallystudies of his own tropic techniques. One German document not included in the list, Herbert Eimert's Atonale Musiklehreof 1924, deals less
specificallywith serialism than with basic properties of atonality.) Among
23. In Slonimsky,MusicSince1900, 5th ed. (New York:Schirmer,1994), 1030.
24. Joseph Auner discusses"composing with tones of the motive" primarilyas a manifestation of Schoenberg'stendency towardreferentialpitch collections,while FusakoHamao describes
it as a set of interrelated practices. See Auner, "In Schoenberg's Workshop:Aggregates and
ReferentialCollections in the Composition of Die GlucklicheHand," Music TheorySpectrum18
(1996): 84-88; and Hamao, "The Origin and Development of Schoenberg's Twelve-Tone
Method" (Ph.D. diss., YaleUniversity,1988), 53-108.
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Schoenberg'searliestwritings, "In der Komposition mit 12 Tonen.. .."(not
to be confused with the "Komposition mit zwolf Tonen" typescriptunder
discussionhere) and "HauersTheorien" are only brief expositions, probably
not intended for publicationand at any rate not publishedin his lifetime.
I should offer a few words on the provenance of the "Komposition mit
zwolf Tonen" typescript,which survives only through a copy found in the
Alban Berg NachlafJat the AustrianNational Library,Vienna. Berg was involved with "Kompositionmit zwolf T6nen" (or KzT hereafter),at least at an
earlystage. Found alongside that source in the Berg archiveare four pages of
detailed notes in Berg's hand that relate closely to the content of KzT-and
which are primarilyconcerned with twelve-tone music's historicalprecedents,
Bach particularly. (Two summary annotations in the left margins read
"Entwicklungbei Bach" and "Entwicklungbei Schonberg.") A comparison
of Berg's notes to the typewrittentext (each of the two sources having some
materialthat does not appearin the other) suggests that KzT is an expansion
of what is contained in Berg's notes.25Consideringthe sparsecircumstantial
and documentary evidence, it seems likely that KzT representsSchoenberg
pupil Erwin Stein's fleshing out of ideas dictatedto Berg by Schoenberg,possibly intended as an addition to the book on Schoenbergthat Berg was compiling in the early1920s. And it is a strong possibilitythat Stein'stext expands
on ideas that Schoenberg expressed at the famous meeting he called in
Modling on 17 February 1923 to announce his discoveriesin twelve-tone
composition.26If these assumptionsare correct and Berg's notes do represent
Schoenberg'sremarksat this forum, he had farmore to say about historythan
about compositionaltechnique.
25. "Komposition mit zwolf Tonen" (OsterreichischeNationalbibliothek,Vienna, Musiksammlung,F 21 Berg 121) is typewrittenon thirteenpages, with pages 5-13 appearingas carbon
copies. Berg's five pages of notes relating closely to the essay are catalogued as ONB Musiksammlung, F 21 Berg 107, fols. 12r-13v and lr-2v. For a reproduction and transcriptionof
Berg's notes, and an English translationof KzT, see Ashby,"The Development of Berg'sTwelveTone Aestheticas Seen in the LyricSuiteand Its AutographSources"(Ph.D. diss.,YaleUniversity,
1995), 22341.
26. From interviewswith Felix Greissleand others who attended this meeting, Joan Allen
Smith ascertainedthat Stein was present (see her Schoenberg
and His Circle:A ViennesePortrait
[New York:SchirmerBooks, 1986], 197-98). JenniferShaw has scrutinizedKzT as part of her
dissertation research on Schoenberg and has proposed that Schoenberg might even have requested that Berg record the ideas given at the Modling lecture ("Schoenberg's Choral Symand OtherWartimeFragments:Genesisofthe gearbeiteteAesthetic,"State
phony, DieJakobsleiter,
Universityof New Yorkat Stony Brook, in progress). Details of Berg's manuscriptpages of notes
(for which he reused some paperthat had been used in the sketchesfor Wozzeck),as well as of the
KzT typescriptitself (which refersto no work laterthan Schoenberg'sSerenade),do indeed support a date of February1923 or shortly thereafter.Rudolf Stephanattributesthe essayto the late
1920s or early 1930s, "but certainlybefore 1933"; see his transcriptionof the Germantext, published with a briefdescriptionof the ONB manuscript,in "Ein fiiihes Dokument zur Entstehung
der Zwolftonkomposition,"FestschriftArno Forchertzum 60. Geburtstagam 29. Dezember1985,
ed. GerhardAllroggen and DetlefAltenburg (Basel, London, and New York:Barenreiter,1986),
296-302.

Table 1 EarlyViennese Writingson Twelve-Tone Composition
Author

Title, or given title

Date, or (if same year)
published source

Laterpu

J. M. Hauer

VomWesendesMusikalischen

1920

republis
derZwo

J. M. Hauer

"Spharenmusik"

Melos3 (1922)

J. M. Hauer

"AtonaleMusik"

Die Musik 16 (1923)

Schoenberg

("In der Komposition
mit 12 Tonen.. .")a

1923

firstpub

Schoenberg

"HauersTheorien"b

1923

firstpub

Erwin Stein

"Neue Formprinzipien"

MusikblatterdesAnbruch6 (1924)

republis

J. M. Hauer

"Die Tropen"

MusikblatterdesAnbruch6 (1924)

J. M. Hauer

"Zur Einfiihrungin meine
'Zwolft6nemusik'"

Neue Musik-Zeitung45 (1924)

J. M. Hauer

VomMeloszur Pauke:
Eine Einfuhrung in die Zwolftonmusik

1925

Erwin Stein

"Einige Bemerkungenzu
Schonbergs Zwolftonreihen"

MusikblatterdesAnbruch8 (1926)
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Given the emphasison historicismratherthan future practicein KzT and
the other essays from the 1920s, it is difficult to escape the conclusion that
Schoenberg did not yet have much of an idea of the celebratedcompositional
implicationsof his own "discovery,"despite his infamous declarationto Josef
Ruferin 1921 that he had "madea discoverywhich will ensure the supremacy
of Germanmusic for the next hundred years."27He had intuited a discovery,
in essence, and had taken it upon himself to give it a name while partway
through the process of refining it to something that resembles "twelve-tone
music" as we now understandit, or as Boulez understood it in the 1940s and
early 1950s. In this respect, Schoenberg's use of the word discoveryseems
tinged with historicistwishful thinking, propitious as the choice was. Kuhn
and Imre Lakatosquestion such conceptions, describinga discoveryas a kind
of ideological colonization of the past or the future, and a process that is
at best gradual.28Indeed, Kuhn suggested that the very notion of scientific
"discovery"tends to be a postfacto construction on the basis of subjective
hindsight.
A particularSchoenbergsketch,perhapshis most famous,helps connect his
early twelve-tone practicewith the problematicsof scientificmodels of "discovery" (see Fig. 1). Here Schoenberg demonstratesfor himself a subsidiary
row derived at the beginning of the third movement of the Op. 26 Wmd
Quintet, in measures1-7 of the horn line. In Haimo's view, this sketch shows
that Schoenberg had made a decisive breakthroughin the basic twelve-tone
difficultyof reconcilingthe serial,linearimperativewith the need for a consistent harmonicvocabulary.29
To substantiatethis proposal,he points to several
specificsthat he sayshave largerimplicationsfor Schoenberg'scareeras serialist: (1) the derived row presents an aggregate, complete and without pitchclass repetition; (2) Schoenberg produces that aggregate by performing
symmetricalextractionsfrom the two hexachords,forming the subsidiaryset
by joining (from repetitionsof the basicrow) the firstand last order positions
of the hexachords(EB,C, Bl, F), then the second and fifth (G, C#, D, G#),
and then the thirdand fourth (A, B, E, F#);(3) the firstand fourth of these extracted pitch-classsets are identical, and the tetrachordsrelated by T-6-the
transpositionfor the second theme group (mm. 53-60), where the four-note
collectionsare invariantwith those in measures1-7.
27. Rufer related Schoenberg's statement to H. H. Stuckenschmidt;see Stuckenschmidt,
His Lift, World,and Work,trans.HumphreySearle(New York:Schirmer,1977), 277.
Schoenberg:
28. See Kuhn, TheStructureof Scientfic Revolutions(Chicago: Universityof Chicago Press,
1962), 55; and Lakatoswith Elie Zahar,"WhyDid Copemicus's ResearchProgrammeSupersede
Ptolemy's?"in Lakatos's Methodologyof ScientificResearchProgrammes,ed. John Worralland
GregoryCurrie(Cambridgeand New York:CambridgeUniversityPress, 1978), 168-92.
29. Ethan Haimo, Schoenberg'sSerial Odyssey:The Evolution of His Twelve-ToneMethod,
1914-1928 (Oxford: Clarendon Press, 1990), 117-23. Also see Reinhold Brinkmann's and
Jonathan Khuner's commentaries on this sketch, and on Schoenberg's Goethe reference, in
Institute 1 (1977): 182-89.
Journal oftheArnold Schoenberg
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Figure 1 Schoenberg'ssketchedderivationof subsidiaryseriesin the WVmd
Quintet Op. 26, first
movement (letter names and order positions added, after Reinhold Brinkmannin Journal of the

ArnoldSchoenberg
Institute1 [1977]):182)

Even as he liststhese properties,Haimo admitsthat Schoenbergwas-as of
1 June 1923, the date the composer assigned to this sketch-probably unaware of their "full implications,"which would likely include Haimo's third
and most significantassertion.The document does bearout Haimo's firstand
second proposals.But there is no verificationhere or in the pitch-basedparts
of the sketch that Schoenberg was yet necessarilythinking in tetrachords
ratherthan aggregates,and that would imply that structuraluse of invariance
(the T-6 operationfor the second theme) was a later "discovery."Indeed, this
conclusion would also seem to follow from Haimo's own concession that the
composer "had not yet systematizeda generalizednotion of the aggregate as
something distinct from the twelve-tone set."30In retrospect, Schoenberg's
sketch documents one step within a seriesof smallerrevelations.It also shows
his discoveryto be more a historicalevent than a compositionalone: the primary revelationis the systematicelegance of the series derivationitself, yet
such processes did not actuallycome to play a significantrole in his twelvetone works. Here Schoenberg'sown historicismobviously encroachedon his
actual compositional work or even merged with it. He seems to have produced the sketchfor futuremusicologists,and annotatesthe relationswith the
remark"I believe Goethe would have been very happywith me" ("Ich glaube
Goethe miisste ganz zufriedenmit mir sein").
This sketch also suggests that, within the Schoenberg circle in the 1920s,
the conception of dodecaphonywas notablyill-defined.Such an impressionis
corroboratedby other indicationsthat the Schoenbergcircleonly vaguelyunderstood and realizedtwelve-tone constructsin musicalas opposed to historical terms, as least in its firstyears.Alban Berg could offer the most impartial
30. Haimo,Schoenberg's
SerialOdyssey,
117.
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testimony of this, since he-unlike Webern-did not see himself in competition with Schoenberg, nor did he think himself a promulgatorof twelve-tone
methods. In his open letter to Schoenbergdescribingthe ChamberConcerto
(9 February 1925), Berg pointed to "individualshorter passages of tonal
characterthat correspond to the regulations established by yourself in the
'Composition with 12 notes.' "31 The piece, particularlyits first movement,
could be a textbook illustrationof Lewin's definition:the "fundamentalsuccession of 'things' " aspect of twelve-tone thinkingthat Lewin mentions must
lie behind Berg's theme-and-variationsform, with the original subject given
over to basicserialoperationsof inversion,retrograde,and then retrogradeinversion. Likewise, "permutationaltotal chromaticism"doubtless lies behind
Berg's obvious concern in his sketchesto circulatethe total chromatic(particularlyin the introductionof the firstmovement, afterwhich his labeling exercise presumablybecameredundant).Yet the music is hardlytwelve-tone in any
acceptedsense, whether Schoenbergian,Webernian,or even Bergian.32
Several semantic and historical details also lead to the conclusion that
twelve-tone music was initiallyan unclearconcept. First,the basicterm for this
compositional method was not standardizedat the outset, a semantic issue
that reflectsmusicalpractice.Schoenbergand his disciplesreferredvariouslyto
"Formprinzipien,""Kompositionmit zwolf T6nen," "Kompositionin zwolf
Tonen," "Zwolftonkomposition,""12 Ton-Musik,""Reihen-Komposition,"
and "Kompositionmit zwolf nur aufeinanderbezogene Tonen." (Hauer apparentlyused the now-familiaradjectivaldescription"twelve-tone"from the
beginning, with some small variations: his 1923 and 1924 titles refer to
"Zwolftone-Musik,"or "twelve-tonesmusic.")
Second-and this is relatedto the issue of nonstandardizedterminologythere is the matter of conceptual definition. When Schoenberg wrote his
conciliatoryletters to Hauer in December 1923, responding to the latter's
suggestion that they cooperate on founding an academyof twelve-tone composition, he was eager (for whateverreason) to counter Hauer'sidea that they
had "discoveredthe same thing." And yet Schoenbergwas also eager to arrive
at a specificallyworded proposal that would bridge their differences,and to
that end he substituted"logic" for Hauer's concept of "Nomos" in what became a clumsyand heavilyqualifiedproposition:"WhatI suggest is therefore:
Let us take what is common to our results and regard it as 'possibilitiesof
achievinglogical form by the use of 12 notes.' "33
31. The Berg-SchoenbergCorrespondence:SelectedLetters,ed. Juliane Brand, Christopher
Hailey,and Donald Harris(New Yorkand London: W. W. Norton, 1987), 336.
32. In his sketchescataloguedat the OsterreichischeNationalbibliothekin Vienna (F 21 Berg
74/XI), Berg markedmeasure1 through beat 2 of measure5 "alle 12 Tone"; measure10, beat 2
through measure 12, beat 3 "11 ohne fis," and so on. But the Chamber Concerto, in George
Perle's description, "has nothing to do with Schoenberg's twelve-tone system" (The Operasof
Alban Berg, vol. 2, Lulu [Berkeley,Los Angeles, and London: University of CaliforniaPress,
1985],2).
33. Letter of 7 December 1923; Arnold SchoenbergLetters,ed. Erwin Stein, trans. Eithne
Wilkinsand ErnstKaiser(New York:St. Martin'sPress, 1965), 106.
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Third, it is difficult to assign any particulardate or year to Schoenberg's
"discovery"(a point that would confirm Kuhn's and Lakatos'sideas). Erwin
Stein problematized any idea of a dodecaphonic discoverywhen he republished his own 1924 essay "Neue Formprinzipien"in English in 1953. One
finds him anxious to clarifythat Schoenberg's music described as "twelvetone" in his original "Neue Formprinzipien"-specifically,Opp. 23-25-no
longer qualifiedas such in 1953. Connecting Schoenberg'scomment to Rufer
with Stein's theoreticaldismissalof the earlytwelve-tone music, one arrivesat
the anomalous conclusion that the composer who had "discovered"twelvetone composition in 1921 or 1923 did not in fact understandwhat he had
discovereduntil the later 1920s: "The presentessaydoes not describeSchoenberg's composition with twelve tones," Stein wrote in 1953, speakingof the
firstversion of "Neue Formprinzipien,""but the stage immediatelybefore it
had finallycrystallized."34
The Schoenberg work that separatedthe "twelvetone" from the "not-yet-twelve-tone"was surelythe Winmd
Quintet Op. 26,
which the composerpublishedlate in 1925.
But if Schoenberg failed to understandwhat it was that he had "discovered" between his first twelve-tone explorations in the late teens and his
compositions of 1925, who is to say that he ever fully clarifiedhis discovery?
Or has Schoenberg's discovery indeed ever been finalized?(In an essay for
the Schoenberg centenary,Babbitt referredto "a catalogue of the actualand
possible extensions of Schoenberg's 'composing with twelve tones,' manyprobablymost-of which yet are compositionallyunfulfilled.")35In all likelihood, conceptions of what twelve-tone music was continued to change well
beyond Op. 26-and did so at least until the young Boulez arrived at
Darmstadtin 1952.
Boulez made it clearat that time, despite his anti-Schoenbergrhetoric,that
he had not forgotten the "debt"he owed Schoenbergfor "discoveringthe series,"and in 1951 he chose to focus on serialityas the most importantaspect
of twelve-tone music. Yet Boulez did not conceive the series as a compositional mechanism:in his view, serialitywas importantfor bringingabout a liberation of sound and an emancipationof the individualmusicalmoment. As
serialitywas consummatedin Webern'swork, he wrote, "thereirrupt[ed]into
the acquired sensibilitythe first elements of a kind of musical thought irreducible to the fundamental schemata of earliersound-worlds."36Karlheinz
Stockhausenalso saw Schoenberg'sdiscoveryof the seriesas a watershed,if for
34. Stein, "New FormalPrinciples,"in his Orpheusin New Guises(London: Rockliff, 1953),
57. Schoenberg himself also distinguishedOpp. 23 and 24 from the later twelve-tone works in
"Compositionwith Twelve Tones (1)."
35. Babbitt, "SinceSchoenberg,"Perspectives
of New Music 12 (1974): 9. Babbitt'shistory of
twelve-tone music as progressivefulfillmentof compositional possibilitiesis simply an extension
of the Schoenbergteleology Haimo postulatesbetween 1914 and 1928. See Haimo, Schoenberg's
Serial Odyssey;
and MarthaHyde's detailedreview of this book and its premises,Journal of Music
Theory37(1993): 157-69.
36. Boulez, "A Time for JohannSebastianBach,"in Notesof an Apprenticeship,
12.
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its propagationof a deterministicstructureratherthan for any encouragement
of a new musicallanguage.And he held this view as late as 1981, with the seniesconstituting a kind of irreduciblemusical counterpartto the neutrino in
physics:
The universeseemed,then, to reflectEinstein'sconceptof a uniqueformula.
Thefirstcomposersdisposedto derivea newmusicalmethodfromsuchindicationswere MatthiasHauerand ArnoldSchoenberg.Schoenbergwent much
further,takingoff froma basicformwhichwascreatedin thewakeof the grand
traditionof BachandBeethoven.Note thatI'm not speakingat allof formula,
but ratherof form;an entireperiodof thishistoryof musicbeganto develop
fromthatmomenton the basisof the so-calledseries.... Everyscorewasto be
developedon the basisof thatsmallnucleus,thatsmallstructure,thatformno
one hadthe rightto alter.37
In his 1951 article, Boulez constantlypresses a definition of twelve-tone
music toward a specificationof just what it shouldexemplify,what it will represent in the future. (It should be noted that the articlewas written at about the
time Boulez composed Structuresla, his doctrinaireessay in total serialism.)
Twelve-tone music becomes a point of departure,with Boulez's representation of it consistentlypointing towardidealizedfuturepractice.Babbitttakesa
similarperspective,though he differsfrom Boulez and Stockhausenin being
a resolute Schoenbergian:dodecaphony, awaiting its true realizationin the
future, becomes a necessaryconcept that has been ill-treatedand misunderstood. And both Boulez and Babbittowe theirfuturismto a basisin scientistic
Problemgeschichte:
the readercomes awaywith the feeling that the solution has
been devised to a musical-aestheticproblem that, like the solution itself, is
only vaguelyunderstood.8

Non-utopianism and Tonality in "Komposition mit
zwolf Tonen"
Invocations of necessity and musical-historicalcrisisbegin two significantessays on twelve-tone music by Schoenberg disciples: Erwin Stein's "Neue
Formprinzipien"("New Formal Principles,"1924) and Webem's "Der Weg
zur zw1lfton Komposition" (1932-33). By contrast,KzT introduces twelvetone composition in more practicalterms: "[It] is recognizable by way of a
37. From an interview that took place in April 1981; Stockhausenwith Mya Tannenbaum,
Conversations
with Stockhausen,
trans.David Butchart(Oxford:ClarendonPress, 1987), 69-70.
38. In Kuhn's estimation of the methods of Problemgescbichte,
the problems addressedare
chosen for their solvabilityratherthan their importanceor concreteness:"Though intrinsicvalue
is no criterionfor a puzzle, the assuredexistence of a solution is.... One of the reasonswhy normal science seems to progressso rapidlyis that its practitionersconcentrateon problems that only
their own lack of ingenuity should keep them from solving" (The Structure of Scientific
Revolutions,27).
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principle:nonrepetitionof one tone, nonemphasisof one tone as keynote."39
KzT goes on to claim that twelve-tone music recognizes principlesof economy and nonrepetition, and that the modem chromaticstyle of composition
demandsthese principles:
it is chieflya questionof absoluteeconomy.The asRegardingnonrepetition,
sertionof tonalitydemandsthatallcharacteristic
tonesbe given.In the caseof
twelve-tonemusic,it is requiredthatalltwelvetonesbe usedbeforeone is repeated.(Thatis no eternallaw,but only a demandof economy.)The "style"
demandsfurther,in anothersense,thatrepetitionof tonesbe avoided:the precursorwas chromaticism,from which it resulted....

Thesenewnecessitiescompetewitheachother:to be bothfreedfromchromaticismandto obeyit. (KzT,p. 1)
KzT espouses a perspectivethat is characteristicof Schoenberg's earliest
compositional aesthetic, and which later became problematic: namely, the
view that intuition and the ear constitute the composer's first and last
resorts.40The authorsof KzT therebypropose that developingpost-tonal musical taste (Geschmack)in essence demanded twelve-tone music, which represents the optimal compositional response to that developed taste. According
to the listenerwho has developed this aesthetic, avoiding repetition of tones
and emphasison any one tone are "nothing essential,but explainableonly as a
reactionagainstthe earliercompositionalmethods; one avoidsrecallingearlier
chords."The authorsdeclareagain, furtheron, that "avoidingrepeatedtones
and triadsis no eternallaw, but probablyonly manifestationof a reaction.We
write according to our taste, and this imposed these restrictionson us above
all" (KzT, pp. 1, 8). The authorsof KzT also emphasizeintuition, taste, and
the musicalear when speakingabout motivic process (die motivischeArbeit),
which is seen as the primarystructuraldynamicof a twelve-tone composition.
Motivic processes, according to the authors of KzT, are the means of providing clarity,almost a visibledimension, to purelymusicalrelationships(what
Schoenberg elsewhere calls the "mutual relation of tones"):41 "[Motivic
process] serves also to make evident that which is comprehensibleby aural
perception. It moves representationof the thought from the audible to the
visible [sichtbar],whereby cohesion becomes recognizablefrom the representation of the notes [aus den Notenbild]"(KzT, p. 10).
One way that composersafterSchoenbergfalselyimputed their own values
to their predecessors (forcing a kind of "value relevance," to use Weber's
phrase) was by saying that twelve-tone methods were necessitatedby denial
of tonal reference;or that they functioned not as a kind of substitutionfor
39. I should also point out, however,that Berg'snotes servingas a templatefor KzT presenta
more rigoroushistoricalframeworkfor the development of twelve-tone music than does the KzT
essayitself.
40. See Auner, "In Schoenberg'sWorkshop,"77-105.
41. Schoenberg, "Compositionwith Twelve Tones (1)," in Styleand Idea, 220.
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tonality, a return to normative procedure, but as a means of obstructing or
opposing it. Boulez expressedthis ideal-typicalview as a compositionalmanifesto in 1952:
that technique
We mustexpandthe meansof a techniquealreadydiscovered;
havingbeen,up to now,a destructive
objectlinked,forthatveryreason,to what
willbe to giveit autonomy.
it haswantedto destroy,ourfirstdetermination
And,
to serialstructures
furthermore
to linkrhythmic
structures
bycommonorganizamodeof
of sound:intensity,
tions,whichwillalsoincludetheothercharacteristics
intoa coalescent
rhetoric.42
attack,timbre.Thento enlargethatmorphology
The year before he wrote these lines, Boulez had made the following rather
simplisticconnection between Schoenberg'swish to "avoid"tonality and his
desireto constructnew compositionalsystems:
Schoenberg... is the verymodelof a searchfor language.Arrivingduringa
to its extremeresult:"susperiodof dissolution,he pushedthat breaking-up
pension"of the tonallanguage.Thatexpression-whichI borrowfromRene
Leibowitz-seemsto me, in fact,to fit betterthan "atonal"language,for it
it
firstwish,whichis to "avoid"tonality,differentiating
pointsto Schoenberg's
workthus
fromthe second,constructivephaseof his thinking.Schoenberg's
restson two elevationsseparated
by sevenyearsof silence.Whichcertainlydoes
not meanthat the two elevationsareunconnected,as manywell-intentioned
spiritswouldhaveus suppose.43
One can turn to later Schoenbergian polemics to find substantiation for
the beliefs that the series was designed to obstruct suggestions of tonality,
and that twelve-tone music and tonal music were necessarily mutually exclusive. It was in "Composition with Twelve Tones (1)" that Schoenberg
first expressed the idea that "the style of free dissonance" would eradicate
"constructive meaning" in harmony.
Turning, however, to KzT and less wide-rangingdocuments of the 1920s,
we find no indicationthat twelve-tone methods were understood to be "a destructiveobject" or a kind of exclusionaryalternativeto tonality.Indeed, the
authorsof KzT take issue with any outright rejectionof tonality,finding such
a rejectionto be compositionallyand historicallyarbitrary.And it is surelysignificantthat the authorsof this earlyessay on twelve-tone composition chose
even to include such a defense:
It would perhapsbe no misfortuneif we wantedto compose"polytonally"
ratherthan"atonally."44
It wouldbe no surpriseat allif in thismusicconform42. "Eventuellement,"Revue Musicale,1952; reprintedas "Eventually. . . ," in Notesof an
151.
Apprenticeship,

43. Originally
7 (1951);reprinted
as "ATimeforJohannSebastian
publishedin Contrepoint
11.
Bach,"in Notesof an Apprenticeship,

44. This would appearto be a restatementof Schoenberg'swell-knownpreferenceof
the wordpolytonal
or pantonaloveratonal.He offeredhismostdetailedviewson thismatterin
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ing to a monotonal [music], the aftereffectof tonality is so strong that a tonality might occasionallyoccur. Perhaps the effort to avoid tonality is only a
reaction. (KzT, p. 7)
That we proceeded from these precepts [of avoiding triadsand repeatedtones]
is no guaranteethat we will remainwith them. Latera new kind of tonality can
again be found. Triads,too, will likelybecome possible again. (KzT, p. 8)
KzT moves from a defense of tonal sonorities to a refutation of Stilreinheit
(though such "purity of style" would seem inextricable from Schoenberg's
own later description of dodecaphonic composition as a method of composing with "twelve tones related only to one another"). The authors write:
Yet it is possible that there is a combination of perspectiveand nonperspective
elements in an artwork.In our case, triads and chords of many voices appear
mixed. The triadmomentarilyfills the purpose of indicatingsections, of giving
better impressionsof beginning and closing. It can certainlybe used now in
this way. "Purity of style" [Stilreinheit] surely comes into question. Yet it is
questionableif there is such a thing as "purityof style." (KzT, p. 8)
I have already mentioned aggregate formation and the utopian idea of utter uniformity of pitch class: as a way of preventing tonal reference, consistent
circulation of the chromatic was another important element in the search for
"purity of style." In KzT, the authors specifically address the utopian idea of
entirely avoiding pitch-class repetition and offer an extreme response, saying
that "intervals of repetition" will be unequal in twelve-tone composition:
If one wanted to postpone the repetition of each tone as long as possible, one
would have to postpone each tone as long as possible. Thus identicallypostpone each, repeatingall twelve tones in the same succession. It follows that the
intervalof repetition must be unequal. Repeated tones can occur in one voice,
without eleven differenttones being stated in between. (KzT, p. 9)
The authors of KzT also argue that the wish to postpone the repetition of
every pitch class as long as possible-a premise from which "the construction
of a basic set of twelve tones derives," according to Schoenberg's thinking of
around 194845-is, in principle, incompatible with modern orchestral writing.
Consistent circulation of the chromatic, in other words, is not practicable in a
texture of more than three parts:
Repeated tones must also be judged from the polyphonic perspective.Since in
general our inclination is to write more than three-partchords, so our entire
materialwould perhapsbe used up afterevery three chords. It is thereforeclear
that repetitionscannot be avoided.
the thirdeditionof the Harmonielehre
(TheoryofHarmony,trans.RoyE. Carter[Berkeleyand
LosAngeles:University
of California
Press,1978], 432-33); andin the conclusionto "Opinion
or Insight?"in Styleand Idea, 263.

45. Schoenberg,
withTwelveTones(2),"in StyleandIdea,246.
"Composition
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-To the questionof whywe preferchordsin morethanthreevoices,the
canbe cited.Theearlydevelopment
wasalreadyaimingtofollowingarguments
wardfour-,five-,six-tonechords(seventh,ninth,fourth,whole-tonechords).
it is alsonecessary,
asdictatedbythe
Moreover,if thevoicesarewidelyseparated
soundquality,to fillthislargespacewithmorethanthreetones,sincewe do not
double.For comprehension
the chordsoftenneed clarification
throughmany
tones.(KzT,pp.9-10)
KzT even questions the basic supposition that a repeated tone must take on
the characterof a tonic:
One will generally[N.B.] avoidintroducingrepeatedtones too soon in a
voice,becausethe dangerwouldarisethatthe repeatedtone couldbe understood as a tonic.Yetperhapsthatis not alwaysto be avoided.(Indeed,thirds
wererepeatedin monotonalmusicwithouttherebycreatinga
[Terzenschritte]
new tonic.)The dangeris greaterhere,to be sure,sinceno declaredkey-note
confrontsit. (KzT,p. 9)
The Musette from Schoenberg'sKlavierstiickeOp. 25 providesspecificexamplesof some of the more undoctrinairepoints on pitch repetitionand tonal
referencementioned in KzT (see Ex. 1). The suite as a whole is persistently
oriented to the diminished tetrachord E-G-BM-D6, which is invariantand
order-positionfixed in the four row forms used. In the Musette, Schoenberg
plays momentary and alternatingsuggestions of E minor and G centricity
againstthis E-diminishedorientation.The firsttwo bars,with their predominant melodic motion through thirds and seconds, could be heard as E minor
with added neighbor and passing notes (the first beat of measure 3, with its
downbeat on an A; that is not easily connected with any particularE-based
harmonic"resolution,"is harderto reconcilewith such an allusion,and it must
be said that the invariantB1bworks againstsuch impressions).As the piece begins and Schoenbergplaysout these referencesto G- and E-centricities,he illustratesthe following specificassertionsmade in KzT and the Harmonielehre.
(1) "Avoidingrepeatedtones and triadsis no eternallaw" (KzT, p. 1), but a
matterof the composer retaininga certaineconomy of languageand also coping with new and binding stylisticand structuraldemands. Similarly,(2) tonal
referenceis permissibleif it proves "homogeneous with the characterof [the]
thematic material,"46
and (3) "the triadmomentarilyfills the purpose of indicating sections, of giving better impressionsof beginning and closing" (KzT,
p. 8). More generally,(4) "fixedsuccessionsof tones amalgamatedwith fixed
rhythms must be constructed, ... cultivatinga relationshipthat can only be
formed through the use of repetition"(KzT, p. 12). (5) Suggestions of polytonalityare in some sense synonymouswith "atonality"and at times are compositionallypreferable.Likewise, (6) there is less danger of a repeated note
being understood as a tonic if a "declaredkey-note confrontsit" (KzT, p. 9).
And (7) the only diatonicintervalto be concertedlyavoidedis the octave.
46. Schoenberg,
396.
Theory
ofHarmony,

605

Twelve-Tone Composition as "Ideal Type"
Example 1 Schoenberg,KlavierstiickeOp. 25, no. 3, mm. 1-5
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History, Necessity, and Thematicism
Schoenbergand Kandinskywere open to a pluralityof styles (Kandinskywriting to Schoenberg in 1911, "I have long felt that our period-which is after
all a great one-will bring forth not one, but many possibilities").47This
predilectionwas too fundamentalto their thought to be regardedas evidence
of mere inconsistency or aesthetic laziness. Rather, it signals a fundamental
clash between the opposing claims of various modernist philosophies of
history-and perhapsmore specificaestheticand historiographicaldifferences
between earlierEuropeanmodernismand the Darmstadtavant-garde.
The modernist concept of stylisticpurity hinges on a teleological conception of history-the idea, in Aldous Huxley's memorable description, that
"the real is the rational-that what happens is ultimately the same as what
ought to happen."48Thus Boulez, possibly under the influence of Adomo's
47. Arnold Schoenberg,WassilyKandinsky:Letters,Picturesand Documents,ed. Jelena HahlKoch, trans.John C. Crawford(London and Boston: Faberand Faber,1984), 26.
48. Huxley, Endsand Means(New Yorkand London: Harperand Brothers,1937), 75.
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Philosophieder neuen Musik,originallyspoke of "lines of force" and the pressuresof "historicalnecessity."49
For laterhistoriansand ideologues of Boulez's
a
generation, attributing discovery to Schoenberg was a way of legitimizing
certain compositional methods of the past and thereby propagandizingfor
theoreticalconstructsof the present-a way of portrayingthose constructsas
a naturaloutcome of the past. In the early 1950s, members of the Darmstadt
avant-gardebased their aesthetic on the extension of Schoenbergian serial
principlesto the parametersof dynamics,attack,and rhythmicduration.In so
doing, these Darmstadt musicians-Boulez the most prominent polemicist
among them-dictated which composers should be considered central, and
which marginal,to an understandingof twentieth-centuryEuropean music.
And this historicalconstruct proved much more powerful and long-lasting
than the compositionalpan-serialisteffort that lay behind it: the historicalpicture has been questioned only recently,yet the all-integratingimpulse was
dead among Europeancomposersby the late 1950s, and even as earlyas 1948
and the Second Piano Sonata, Boulez "simplybrokewith the 'concept' of the
Schoenbergianseries."50
In trying to arriveat a brief evaluationof the Second Viennese School in
1957, Boulez gave these composers a predeterminedrole in the serialteleology that served as the launching point for the Darmstadtaesthetic. In doing
so, he reifieda historicalconstructat the expense of historicalaccuracy:
In Vienna... a new languagewaspatientlyformed,in severalsteps;in the beginning, dissolution of the tonal attractions(a procedure contraryto
then functionalultrathematization,
whichcouldonlyleadto the
Stravinsky's),
discovery of the series; then the series exploited in differing ways by
Schoenberg,Berg,andWebern.51
Boulez was not alone in this project,naturally.The writer,theorist,and Darmstadt partisanHeinz-Klaus Metzger saw serialismratherdifferentlyif just as
teleologically:the main discovery,inextricablefrom serialistdiscoveries,lay in
"new formal principles."According to Metzger, Webern found these principles earlierand developed them more steadilyand consistentlythan Schoenberg, who in fact regressed structurally.And it was these formal discoveries
that forced Webern to abandon tonality while Schoenberg found himself
49. Boulez not only desiredworksthat were consistentunto themselvesand fullyawareof the
possibilitiesimplied in their material;he foresawmusic that forced itself-in contradistinctionto
Berg's LyricSuite-"to choose one or another"solution, music that espoused no hybridization,
no "finalhothouse floweringof postromanticism,"and no "veryconfusing return[s] to Wagner"
238-39).
("Present-dayEncounterswith Berg," in Notesof an Apprenticeship,
50. Boulez, Conversationswith Cilestin Deliege (London: Eulenburg Books, 1976), 40.
Dominique Jameux calls the sonata "its composer's first truly post-serialwork" (Pierre Boulez,
trans.SusanBradshaw[Cambridge:HarvardUniversityPress, 1991], 241).
51. Originallypublishedin RevueMusicale,1957; reprintedas "Directionsin Recent Music,"
in Notesof an Apprenticeship,
224.
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doing the reverse and, "afterrenouncing the form-buildingpotentialitiesof
tonality,... look[ing] for 'new formalprinciples.'"52
Clearly,ideas of a corrupt tonality served later practitionersof the twelvetone ideal type as a point of contention as they usurped the "discovery"of
dodecaphonyand the supposed goals behind that discovery.By contrast,athematicismserved Boulez as a construct by which he claimedto make Schoenberg'sideasmore faithfulto Schoenberg'sintentionsthan that composer'sown
work would allow.In the quotation given above, Boulez spoke of "functional
ultrathematization,which could only lead to the discoveryof the series."Here
he wished to drawa firmdistinctionbetween (1) the motivicallybasedthematicism giving rise to the concept of "developingvariation"and Schoenberg's
"twelve-toneidea";and (2) the kind of twelve-tonewritingthat would operate
independentlyof, and eliminateany need for, thematicreference:"It behooves
me to acknowledgethat this ultrathematizationremains [subjacentin the] idea
of the series,which is only its purifiedoutcome. In Schoenberg'sserialworks,
furthermore,the confusion between theme and series is explicit enough to
show his impotenceto foreseethe sound-worldthat the series[callsfor]."53
KzT presents us with the Schoenbergians'only specificrefutationof such
Boulezian assertionsof writing seriallywithout themes. In his incomplete theoretical manuscript entitled "Lehre vom musikalischen Zusammenhang,"
which he began in 1917 and abandonedin 1923 in favorof "Der musikalische
Gedanke," Schoenberg had explicitlyequated motivic thinking and musical
repetition:"Themostimportant characteristicof a motiveis its repetition.The
presence of a motive can be recognized by the repetitions."54The authorsof
KzT say that motives initially disappearedin twelve-tone music because of
"the fear of repetition.""This could only mean: one no longer restrictshimself to perceptibleforms of cohesion, but also uses the imperceptible,[uses]
that which every existing system still fails [to help] us understand" (KzT,
p. 11). The sense of cohesion produced between individual notes via the
motivic process could only be extended by the cohesion imparted through
a Grundgestalt."Repetition aims to facilitateintelligibility,"say the authors,
before continuing:
Distinct repetition has likelybeen displacedby a less distinct form of repetition,

repetitionthroughdiversevariation.... No musiccouldpossiblyget by without repetition.(That is alreadyshown by the tones.)55This is also true of
52. Metzger, "Webemand Sch6nberg,"DieReihe2 (1958): 43.
53. Boulez, "Schoenberg is Dead," in Notes of an Apprenticeship,271. Bracketedphrases
representmy own emendations to Weinstock's translation.
54. Schoenberg, Coherence,Counterpoint,Instrumentation,Instructionin Form,ed. with an
introduction by Severine Neff, trans. Charlotte M. Cross and Severine Neff (Lincoln and
London: Universityof NebraskaPress, 1994), 31.
55. This perhaps refers to the incremental octave division into twelve discrete and equaltempered,and thus necessarilyrecurring,scaledegrees.
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The onlypossiblewaymusiccanexpressitselfis byjuxtaposing
Grundgestalten.
untilthe ideais expressed.(KzT,pp. 11-12)
enoughformsof a Grundgestalt
According to the Schoenbergianperspectiverepresentedin KzT, the subtlety
of new modes of repetition-presumably basing materialon interval classes
ratherthan intervals-necessitates the compensationof strictand recognizable
formalprocesses:
The cohesion that usuallycontinues between the notes does not suffice, since
one could then write only scales, seriesof harmonics,and triads-that which is
inherited from nature. Fixed successions of tones amalgamated with fixed
rhythms must be constructed, and joined with such [elements], cultivating a
relationshipthat can only be formed [gebildet] through the use of repetition.
(KzT, p. 12)

This is a definition of the SchoenbergianGrundgestalt,and also a remarkable polemic whereby Schoenberg would seem to deny in advanceBoulez's
wish to renounce any possible manifestation-aural or visual-of series as
"theme."The KzT authorsgo so farhere as to claimthat pitch relationshipscirculationsof the total chromaticorganized accordingto specificpatternsof
intervalclasses-are not in themselves sufficient as a basis for musical structure. This would correlate with Schoenberg's serial music written before
1925, works that consistentlyuse neithertwelve-tone seriesnor systematicaggregate formation.Structurerequiresrepetition,as stated in KzT, and that in
turn necessitates thematicism. And here Schoenberg specifically requires
"fixedsuccessionsof tones amalgamatedwith fixed rhythms."
Boulez insistedon a starkopposition between Webern's"functionaluse of
intervals"and Schoenberg's"dodecaphonicprinciple[that] appearsinsteadto
come from ultrathematization(third piece of opus 23)."56 But another example from Schoenberg's Op. 25 will give some idea of the more subtle and
intricateways in which he compositionallymanipulatedideas of thematicism.
Haimo has explored in some detail the changes that transpiredin Schoenberg's twelve-tone techniques between the sections of Op. 25 dating from
1921 (the Praludiumand part of the Intermezzo) and those he wrote in 1923
(the rest of the Intermezzo, and the Gavotte, Musette, Menuett, Trio, and
Gigue).57Significantamong these changes is Schoenberg'smove from a predominantuse of his seriesas three tetrachords,with referentialorderingsoperating more within each tetrachordthan between the tetrachordsthemselves
(an arrangementseen in a well-known set of Schoenberg'srow tables brought
to light by Reinhold Brinkmann),58to a predominantuse of the seriesin a linearorderingwith no particularemphasison tetrachordaldivision.
56. Boulez, "A Time for JohannSebastianBach,"in Notesof an Apprenticeship,
13.
57. See Haimo, Schoenberg's
Serial Odyssey,84-105. For the dating of these pieces, see Jan
SatzesbeiArnold Schodnberg
Maegaard,Studienzur Entwicklungdesdodekaphonen
(Copenhagen:
W. Hansen, 1972), 93-115.
58. Schoenberg, SdmtlicheWerke,ed. Reinhold Brinkmann,ser. B, vol. 4 (Mainz: B. Schott's
S6hne, 1975), 77.
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In fact Schoenberg is quite loose with this technical dichotomy, and the
Op. 25 piece that he began last-the Gigue-moves at strategic moments
from strict serialordering to a new melodic "series"derived through tetrachordalinterplay.Here the serialintervalcontent of measures1-4 (the P-0/I6 pairingof measures1-2 mirroredby the I-O/P-6 pairingin measures3-4;
see Ex. 2) contrastswith the derivedmelodic chainsof fifthsand tritones (representingorderpositions 4 3 8 7 6 of the series),and the audibleand straightforwarduse of transposition,heard in measures5-8 (P-0 answeredby P-6 in
measures5-6, I-6 followed by 1-0 in measures7-8). At this moment in the
Gigue, as he moves from the firsttype of writing and intervallicconstruction
to the second, I suggest that Schoenbergeffects a telling contrastand disjunction between less- and more-audibleforms of repetition. The new tritonesfifths melodic chains, heard in immediately juxtaposed transpositions in
measures 5-6 and 7-8, might not represent a motive in the usual Schoenbergian sense; but they do represent a new development that he uses and
manipulatesas a distinctlyaudiblemelodic/rhythmic signpost (with reappearances in measures 16, 19, 45-46, and 71-72, among other places) and as a
forced, almost panicked, motion from "less distinct" to "distinct"forms of
repetition.
In the end, one must hear Schoenberg'ssubtle play between row, thematicism, and athematicismin the context of largerstructuralreferencesin Op. 25:
the chordalrepetitionsin the Intermezzo are a necessaryintercessionbetween
the sequential,audibly thematic repetitionsin the preceding Musette and in
the Menuett that follows, and they are also "homogeneous with the character
of [the] thematicmaterial"in this movement and with the place of the Intermezzo within the seriesof pieces. (As the slow and mysteriouscharacterpiece
of the set, the Intermezzo functionsmuch like the second of the Drei KlavierstiickeOp. 11, which is itself host to a similarostinato with similardiatonic
implications.)Finally,the ever-shiftingand verticallyconflicted harmonicimplications of the voicings and pitch repetitions do indeed seem to vindicate
Schoenberg'ssimilein KzT of "polytonal"ratherthan "atonal"composition.

Boulez and the Series
Such contentious differentiationsof theme from seriesprovide an avenue of
approachto Boulez's own serialistdeliberations.Weberpointed to the historical dangers of overzealous abstractions.His warnings should be heeded by
those who lump Schoenberg and Boulez together under the "twelve-tone"
rubric,even though Boulez has worked hardto erasethe common conception
of a basissharedby Schoenberg'swork and his own: the idea of "the series."
Indeed, that Boulez engaged in something like Harold Bloom's revisionary
ratio of kenosisleadsus to question whether the two composersshare,in word
or practice,any common concept of (to return to Lewin's twelve-tone definition) "a fundamentalsuccessionof 'things' (no matterwhat) through time."
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Schoenberg, KlavierstiickeOp. 25, no. 6, mm. 1-8
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Boulez said he was indebted to Schoenberg for discovering the series, while
he reviled him for not pursuing the construct further. Not only were
Schoenberg's compositional ideas of thematicism more nuanced and flexible
than Boulez admits, but Boulez has in his own music suppressed the very idea
of structural referentiality in which "twelve-tone music" is rooted by any account (or has at least done so between Le marteau sans mattre and ...
explosante-fixe...). This is manifested most obviously in Boulez's instances of
"hiding" the series from his analysts. In this and other ways, the sometimes
bombastic structuralism of Schoenberg gives way to the "hidden, submerged
... secretly, as if ashamed" structures of Boulez.59
Boulez summarized his expanded idea of the series in a 1961 entry under
"series" in the Fasquelle Encyclopediede la Musique, reprinted and translated in
his Notes of an Apprenticeship. He gives the Schoenbergian definition as "an
unchanged sequence of twelve tones throughout a determined work"-thus
supporting his disapproving accusation of "ultrathematicism"-and in contrast describes his own "generalized principle of the series" as "a polyvalent
way of thinking and no longer only a technique of vocabulary."60 He does not
pick up on Schoenberg's notion that the series is an extension of the compositional motive, but rather emphasizes again the way serialism should revolu59. GeraldBennett on the earlyworks ("The EarlyWorks,"in PierreBoulez A Symposium,
ed. WilliamGlock [London: EulenburgBooks, 1986], 83).
60. Boulez, "Series,"in Notesof an Apprenticeship,
301-4.
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tionize compositional syntax, though without offering any concrete, causal
connections between the series and general syntacticaldevelopments. In his
1963 essay "MusicalTechnique," Boulez goes further, describing the postViennese series as an organism "whose hierarchyis no longer based on the
principleof identity by transposition,but, on the contrary,on localised and
variabledeductions."61
In "Compositionwith Twelve Tones (1)" (1941), Schoenbergreferredto
the series as a proscriptivemodus operandi: "The restrictionsimposed on a
composer by the obligation to use only one set in a composition are so severe
that they can only be overcome by an imagination which has survived a
tremendous number of adventures. Nothing is given by this method; but
much is taken away."62Boulez, on the other hand, conceives the series as a
jumping-offpoint. Defining it as a way of "organisinga FINITE ensemble of
creative possibilities connected by predominant affinities,"he writes: "The
possibilitiesare infinitelyvast, and end in serieshaving only a very distantrelationship with the primitiveseriesof twelve sounds."63To this end he lists the
"mechanicalprocedures"of pitch "augmentation"and "filtering"-the first
creatingan isomorphicreferencewithin a seriesby multiplyingintervalclasses
by a constant, the second transforming a series by restricting its ambitus.
Example 3 shows two of Boulez's illustrations.In Example 3a, Boulez freely
manipulatesWebern's isomorphic techniques, necessitating a final trichord
that is unrelatedto the generatingm2-M3 figure;and in Example 3b, he derives two "filtered reductions" of a series by dividing the original majorseventh ambitusinto two disjunctfourths, and then reducing the row in turn
to each one of those fourth ambituses. Similarly,Boulez also mentions the
possibilityof "virtualoctaves,"createdthrough a processsimilarto "filtering"
in which octavesare adjustedto become minor ninths or majorsevenths.
Boulez's series-drivencolonization of Schoenberg might conceal the irreconcilable differences between the two composers. He denies the SchoenbergianGrundgestaltand overridingconception of unity as follows:
It is hardlynecessaryto statethatthesereductionsof the originalseriesareeminentlyvariableand mobile,and thatthey can occupydeterminant
roles;they
havethe effectof breakingdownthe rigiditywhicharisesfromthe exclusiveuse
of primarystructures.Limitedanddefectiveseries[incompleteorderedcollections, producedas isomorphicor "filtered"reductionsof the originalrow]
makethe mechanisms
of derivationconsiderably
moresupple,andat the same
timetheyenlargethe fieldof variation.64
61. Boulez, "Musical Technique," in Boulez on Music Today,trans. Susan Bradshaw and
RichardRodney Bennett (Cambridge:HarvardUniversityPress, 1971), 42. For a summaryof
Boulez's serialconceptions as he describesthem in this essay,see Susan Bradshaw,"Rhythmand
Serial Duration" and "Pitch and Duration Groups-Serial 'Objets,' in Pierre Boulez:A Symposium,ed. Glock, 132-36.
62. Schoenberg,"Compositionwith Twelve Tones (1)," in Styleand Idea, 223.
63. Boulez, "MusicalTechnique,"35, 40.
64. Ibid., 82.
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Example 3a Seriesconstructedfrom isomorphicrelations,from Boulez, "MusicalTechnique"
(1963), p. 75
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This generalizedtheory of the seriesis less an extension of Schoenberg'ssystem than a contradictionof it. But then Boulez might preferto say,bringing
back the Problemgeschichte
model, that his theory takes Schoenberg as a
premise in the same sense that a scientifictheory is both based on and supplantsan earlierone: the Schoenbergiangives way,in Boulez's own simile,just
as the Newtonian world and its basisin ideas of universallaw and uniformity
and immutabilityof naturalprocessescede to the Einsteinianunderstandingof
relativity.(Indeed, Boulez's frequentinvocationof relativeprocessesimplicitly
acknowledges Einstein, and he links the Schoenbergian "principleof allegiance of structures to a central authority" with superseded, Newtonian
modes of thought.)65In this vein, he declaresthat "thereis no need to keep to
definedobjects;the concept of serialgenerationcan equallywell be appliedto
fields."66And Boulez's admiringdescriptionof the way Berg uses his central
seriesin Lulu-namely, as "a mythicalpoint of reference"-becomes a useful
clue to his own serialthinking.
For Boulez, these "supple"operationsand their near-infinitevarietydo less
than the Schoenbergian series to help preclude musical arbitrariness.(In
Boulez's view, accordingto Peter F. Stacey,Schoenbergretainedthe integrity
65. Ibid., 99.
66. Ibid., 41.
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of one series as a generativestructurewhile Webem developed subgroups or
privilegedareas,with unity preservedthrough the basic and inherent relation
between the subgroups and the series.)67Rather,it is up to the composer to
ensure unity by choosing the appropriaterow forms. The row does not do
this; it only enables the composer to make the compositional decisions that
will allow him or her to effect unity.Boulez says,for example,that the "filtering" processmust have "a structuraljustification"such as an axisof symmetry
or a privilegedfamilyof intervals(though it becomes obvious in Example 3b
above that this does not necessarily entail circulation of the chromatic).
Indeed, his idea of the seriesas a compositionaldevice is so flexibleas to qualify as a heuristic.Yet conjoined with this is a deceptive statement of historical
causalityand generalization,in which Schoenberg is describedas the originator of the seriesconcept that Boulez went on to develop-an assertionthat a
Weberianwould doubtless claimis an abuse of the ideal type.

Misusing the Twelve-Tone Ideal Type
Boulez's philosophy of history, alwaysas aboveboardas it is outspoken, has
changed in step with Popper's, Kuhn's, and Feyerabend'swidely influential
attackson historicismand scientificrationalism.By the 1960s he was voicing
the same caveatsthat Weber had used to describehistoriographicalpolemics.
A nonhistoricistBoulez becomes particularlyevident in "Aestheticsand the
Fetishists"from 1961, in which he writes:
It is not onlyour attitudeto the pastof ourown culturethathaschanged,but
alsoour relationship
to non-European
cultures,as formingpartof a collective
whole.Thereis no longeranyplacein a demonstrably
relativeuniverseforthe
ideaof progressasa kindof one-waymovement.68
But Boulez's abuse of the twelve-tone ideal type stays in the collective
memory, his philosophical change of heart all but ignored in the history
books.69If his attitudehas changed with the times, the twelve-tone ideal type
67. Boulezand theModernConcept(Lincoln:Universityof NebraskaPress, 1987), 13.
68. Boulez, "Aestheticsand the Fetishists,"in his Orientations:CollectedWritings,ed. JeanJacquesNattiez, trans.MartinCooper (London and Boston: Faber,1986), 36.
69. As well as in Alex Ross's recent New Yorkeressay,in which Boulez's CarnegieHall performanceswith the London Symphony Orchestrain March 2000 were held hostage to some of his
more stringentpolemics of the forties and fifties. "He played the sniper often," Ross writes; "he
had excellent aim; he created,in the yearsfollowing the Second WorldWar,a climate of intellectual fear.He announced the supremacyof atonal,twelve-tone composition in the following terms:
'Any musicianwho has not experienced ... the necessity for the dodecaphonic language is useless.'. .. Boulez has stopped issuing proclamationsof this kind, but no one should be fooled into
thinking that he has changed his mind" ("The Godfather:At Seventy-Five,PierreBoulez Is Still
LayingDown the Law," TheNew Yorker,10 April 2000, 94). To judge from this last and gratuitous assertion,Ross would seem to have readnone of Boulez's writingsof the past forty years.
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persistsin the minds of musicianswho would do well to learn from his example.And those latter-dayideologues presentthe more pernicious-because
anachronistic-abuse of historical and compositional generalization. The
clearest instance of the misused twelve-tone ideal type is the oft-invoked
"twelve-tone idea," called up with the definite article in order to bring together composersof differentstyles,and in so doing used to raisea theoretical
construct to the level of historicalreality.Weber warned against such reification and attributedlarge, persistentconcepts to processes of psychology and
naming.70He writes:
Those "ideas"which govern the behaviorof the population of a certainepoch,
i.e., which are concretely influential in determining their conduct, can, if a
somewhat complicated construct is involved, be formulated precisely only in
the form of an ideal type, since empiricallyit exists in the minds of an indefinite
and constantly changing mass of individualsand assumes in their minds the
most multifariousnuances of form and content, clarityand meaning.71

The strangestaspect of this situationis the very persistenceof "thetwelvetone idea," even though the teleologies supporting the ideal type and its
construction have all but fallen away. Writing in 1967, Eric Salzman, for example, chose to describe "the twelve-tone idea" as follows:
It is not necessary to accept any mystical superiorityof twelve-tone music or
even any particularnotion of historicalnecessityto recognize that certainideas
have enough innate power and richnessto gain, sooner or later,widespreadacceptance ... the twelve-tone conceptionby no means required the manner or
even the forms employed by its originators.Total chromaticismand the whole
range of associatedrhythmic,dynamic, and color materialoffered a rich source
of ideas, and the twelve-tone notion of Schoenberg-or some modification of
it-suggested a way of handling this materialwithout necessarilyadopting a
specificidiom.72
As a formulation of a twelve-tone ideal type, Salzman's reified "twelve-tone
conception" is useful, perhaps even inevitable, for the historian. But Salzman
takes it too far: several aspects of the way he usesthe construct, and of the language he phrases it in, are misleading. As he understands it, the twelve-tone
idea is a teleology, not the a posteriori construct or historian's fiction that
Weber prescribes. As with Boulez and his Darmstadtian idea of a syntactical
twelve-tone revolution, Salzman claims that total chromaticism necessarily
70. For one investigationinto how Schoenbergianparadigmsof twelve-tone syntaxhave inhibited analysisand historicalunderstandingof Berg's music, see Ashby, "Of Modell-Typenand
Reibenformen:Berg, Schoenberg,F. H. Klein,and the Concept of Row Derivation,"this Journal
48 (1995): 67-105.
71. Weber," 'Objectivity'in SocialScience and SocialPolicy,"95-96.
72. Twentieth-CenturyMusic:An Introduction, 3d ed. (Englewood Cliffs, N.J.: PrenticeHall, 1988), 121-22. As a correctiveto Salzman'sgeneralizationof Schoenberg and his contemporaries, see Bryan R. Simms, "Who First Composed Twelve-Tone Music, Schoenberg or
Hauer?"Journal of theArnold Schoenberg
Institute10 (1987): 108-33.
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brought with it "the whole range of associated[N.B.] rhythmic,dynamic,and
color material."His largeintellectualconcept is not a necessaryhistoriographical stand-infor what Weber callsthe "most multifariousnuances of form and
content, clarityand meaning" in the minds of individualtwelve-tone practitioners; it becomes the central force that drives individual compositional
projects even as it subsumes them. Weber believed in individualautonomy,
while Salzmaninvokes a collectivisttwelve-tone institution that floats free of
any one compositionalmanifestation.
Like Salzman, Neil Boynton invokes an abstracttwelve-tone "common
knowledge"that was perpetuatedfree of any one composer'spractice:in discussing Berg's serialepistemology,he divinesa type of "twelve-tonecomposition that is neitherspecificallySchoenberg'snor specificallyHauer's."73Boynton
would seem to implythat therewas a kindof quintessentialand universaltwelvetone propertythat all the earlypractitionershad in mind. This mysteriousuniversalityremoves the last possible avenue of appeal to Weber's stipulations:
namely,the scholarrestrictinghim- or herselfto a more specificdiscussionof,
say, "the Schoenbergian twelve-tone idea" or "the Babbittian twelve-tone
idea."74In truth,it is hardto saymuch in generalabout the twelve-tonemethod
without referringto the formulationsof specificcomposers.
John Covach, a tirelessand astute chroniclerof Hauer's and Schoenberg's
thought, also proposes a developing "twelve-toneidea" that is "as applicable
to Hauer's music as to Schoenberg's, and form[s] a kind of common link
between the music of FrankMartin and PierreBoulez, to mention two comCovach offers the approposers of highly contrastingmusicalsensibilities."75
priate caveats and precautions, reminding us of the necessity "to see each
composer'semploymentof some twelve-tone technique as a solution to a particularset of problems. Thus, since the problems are bound to be very different from composer to composer, the solutions are situated in very different
contexts."76But he then turns away from such valuableapologias, using the
73. "CompositionalTechnique 1923-6: The ChamberConcerto and the Lric Suite,"in The
CambridgeCompanionto Berg,ed. Anthony Pople (Cambridgeand New York:CambridgeUniversityPress, 1997), 191.
74. Haimo describes "the twelve-tone idea" rather differently than Salzman: "A series of
gradualchanges may have the effect of permitting, even demanding, the development of ideas
previouslyunimaginable,creatinga new compositionalworld that bearslittle resemblanceto its
antecedents." Though he uses the definite article, Haimo applies his conception only within
Schoenberg's"odyssey"toward a "maturetwelve-tone style."For Haimo it is a historical-stylistic
heuristic,a line of demarcationbetween Schoenberg'sOp. 23 and his previousoeuvre-in other
words a construct built for reasonsof "justification"ratherthan "context,"to use Reichenbach's
terms. Haimo, Schoenberg's
Serial Odyssey,69. See also Haimo, "The Evolution of the TwelveTone Method," in TheArnold SchoenbergCompanion,ed. WalterBailey (Westport,Conn., and
London: Greenwood Press, 1998), 101-28.
75. "The EarlyDevelopment of the Twelve-Tone Idea," paperdeliveredat the annualmeeting of the Society for Music Theory,Tallahassee,Fla., November 1994.
76. Ibid.
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term "twelve-toneidea"widely and definingit as "the constantand systematic
circulation,at some level of structure,of the twelve pitch classesthat form the
aggregate."77Elsewherehe rathermore explicitlyequatesthe twelve-toneidea
with "the compositionalpracticeof constantlyand consciouslycirculatingthe
twelve-pc [pitch-class]aggregate."78
Like Salzman, Covach makes an uneasy equation here between idea and
conscious practice. Unlike Salzman, however, he attempts to forestall such
Weberianquestionsthrough deft emphasison the consciousness
of the practice,
indeed by defining a twelve-tone composer as a composer with a particular
consciousnesswhere I would-in line with the heuristicidea-define him or
her as lackinga specifickind of consciousness.The practiceitself was not the
idea, Covach might say, since uniform circulationof the total chromatichad
been exercisedby variouscomposersfor decadesbefore Schoenberg's"discovery," but ratherthe conscious institution of that practice.But here I question
the historical worth of an "idea" that describes preexisting practice (and
Salzman and Covach invoke the "twelve-tone idea" as just that, a historical
fact). Contraryto these scholars'assertions,I would say that the only possible
way to formulate a "twelve-tone idea" as a historicalphenomenon that affected both Boulez and FrankMartin is to phrase it almost frivolously:the
"twelve-toneidea"was simplythe idea of writing "twelve-tonemusic"as each
composer chose to understandthat term.79
The ideologicalideal type is most frequentlyperpetuatedby acceptedtechniques of twelve-tone analysis-or more specifically,by assumptionsthat practitionersof normative,institutionalizedtechniques of analysismake regarding
the operativerelationshipsbetween the rows and row forms in twelve-tone
compositions. (The analyst,to use Babbittianterminology,makesassumptions
in defining row class.) Dave Headlam has drawn our attention to one central
aspect of the twelve-tone "construct,"and I propose that analysts,himselfincluded, habituallyand wrongfully presuppose this to be a definitive aspect:
77. Covach, "The Quest of the Absolute: Schoenberg, Hauer, and the Twelve-Tone Idea,"
BlackSacredMusic8 (1994): 160. Covach has concerned himself elsewherewith detailed exploration of Schoenberg's concept of the MusikalischeGedanke,and in pursuing "the twelve-tone
idea" he has undoubtedly been inspiredby the composer'sown invocationof the Gedankein different, non-twelve-tone contexts. See also his "Schoenberg's 'Poetics of Music,' The TwelveTone Method, and the Musical Idea," in Schoenbergand Words:The Modernist Years, ed.
CharlotteM. Cross and RussellA. Berman(New Yorkand London: Garland,2000), 309-46.
78. Covach, "The EarlyDevelopment of the Twelve-ToneIdea."
79. Writingin 1932 under Schoenberg'sguidance, Webern chose to mention a twelve-tone
"law" that was formulated after an alreadyinstituted compositional practice. He mentions the
particularstring of twelve pitch classesthat begin his 1917 song "Gleich und Gleich" and then
adds: "Thatmakestwelve notes: none is repeated.At that time we were not conscious of the law,
but had been sensing it for a long time. One day Schoenberg intuitivelydiscoveredthe law that
underliestwelve-note composition. An inevitabledevelopment of this law was that one gave the
successionof twelve notes a particular order' (Webern,Path to theNew Music,51-52). The concept of order was something that Schoenberg formulatedin the early 1920s, but Webern's 1932
idea of a prescriptive twelve-tone law is tellingly more precise than the one described by
Schoenbergin 1941 in "Compositionwith Twelve Tones (1)."
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namely,that a twelve-tone row is to be defined as "a pairingof the twelve discrete pitch-classes(pcs) with twelve order-positionnumbers (ops)."80Headlam would seem to imply two things here: (1) basicrow manipulations,apart
from integral retrogrades,are a matter of operations performed not in the
order-positiondomain, but within the pitch-classdomain (i.e., transposition
and inversion);and (2) the analystmust assumepitch-classsequences-along
with their transpositions,inversions,retrogrades,and retrogradeinversionsto be definitivelyconjoinedwith specificorderpositions.
Invoked thus, row classbecomes, to paraphraseWeber,the theoreticalroutine that has supplantedreality.I have advanceddocumentaryevidence elsewhere that Berg was as strongly influenced by Fritz Heinrich Klein's basic
twelve-tone operationsas he was by Schoenberg's.More specifically,there is a
structurallysignificantrow form in Berg's second setting of Theodor Storm's
"Schlief3emir die Augen beide," a row he actuallyadopted from Klein, that
the composerunderstoodto be an instanceof systematicinterval rotation(see
Ex. 4a) in accordancewith Klein's example.81Analystswho have operated
without knowledge of Berg's debt to Klein, including Headlam and George
Perle, describethis row form as something arrivedat not through intervalrotation, but through order-position(hexachord)rotation of the originalrow at
1-3 (see Ex. 4b).82 The Kleinianand Schoenbergiananalysesaccount equally
well for the derivationin purelymusicalterms, and so the differencemay seem
academic.And yet, in this case the analystwho operatesunder the presuppositions of the Schoenbergian system wreaks historical as well as conceptual
damage:the only way he or she can prove the validityof a normative(Schoenbergian) twelve-tone construct is by misrepresentingKlein's divergent example, in short by doing violence to actuality.In the process of validating
itself,the idea does violence to individualhistoricalfacts.

Ideal Type and the Mythic
What is twelve-tone music?Which is the same as asking:How are we to understandit? The need to speakof a twelve-tone culture becomes all the more
urgent the further that culture is distanced from our own-and the further
80. Headlam, "The Derivationof Rows in Lulu,"Perspectives
of New Music24, no. 1 (1985):
199. See also Mead's descriptionof a row classas a dosed system of rows equivalentin pitch under transposition,inversion,retrograde,and combinations thereof (in, among other studies, his
"Large-ScaleStrategyin Arnold Schoenberg'sTwelve-ToneMusic," Perspectives
of New Music24,
no. 1 [1985]: 120-57).
81. Ashby,"Of Modell-Typen
and Reihenformen,"85-93, 102-3.
82. Headlam even goes on to say,presumablyby virtue of his Schoenbergianperspective,that
this rotation + I1-3relationbetween originalrow and derivation-a relationshipI suggest the composer was unawareof until he had finished SchlieJfe
mir-is a particularlyclose one; and that the
song thereby represents"Berg'sonly 'true' twelve-tone work, in which all events can be directly
related[through operationswithin the pitch-classdomain] to one row" (TheMusicofAlban Berg
[New Haven and London: YaleUniversityPress, 1996], 242).
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Example 4a F. H. Klein'sseriesderivedthrough intervalrotation
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humans progress in the project of forsakinga structuralist"liberatinguse of
reason"for new "attentionon the concrete varietiesof culturalmeaning" (to
quote social scientists Paul Rabinow and William M. Sullivan).83Useful as
Weber'sideal type is, his fin-de-siecleconception of culturalmeaning is, necessarily,very differentfrom our own. His goals are those of a nonhistoricist,yet
his specifictenets have become suspect:Weber'sultimateappealsto "concrete
culturalphenomena," truth, corrected historicalfact, and "reality"don't sit
comfortablywith a poststructuralistview of individualism.Indeed, to twentyfirst-centuryearsthey can sound strangelyscientistic,elitist,quaintly"ethical,"
or at best incongruouswith his project.In trying to separateWeber'sthinking
from these limiting terms and at the same time redefinethe twelve-tone composer's pretensions toward rationalism, we can usefully turn to myth-a
method of creatingculturalmeaning that subsumes the heuristicand defines
its own pluralistickind of rationalism.
Myths fulfill multiple functions in human societies: most generally,they
provide narrativesby which common beliefs,occurrences,or practicesare explained.84More to the point for presentpurposes,they show people establish83. Rabinow and Sullivan,"The InterpretiveTurn: Emergence of an Approach,"in Interpretive Social Science:A Reader, ed. Paul Rabinow and William M. Sullivan (Berkeley, Los
Angeles, and London: Universityof CaliforniaPress, 1979), 1, 4.
84. For overviews of myth that supply some useful corollariesto Weber's ideal type, see
Milton Scarborough, Myth and Modernity:PostcriticalReflections(Albany:State University of
New YorkPress, 1994), esp. "Modernityand Myth" and "Myth at the Marginsof Modernity,"
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ing a kind of rationalitythrough discourse.The power of the myth lies in its
telling, and in the unquestioned mythicalnarrativeitself-"the performance,"
in Stephen H. Daniel'swords-making questions of truth and causalityirrelevant. As Daniel writes:
Myths might be understood as imaginativeaccounts, cautionarytales, fables,or
even philosophic systems-any of which might become the basisfor determining what is true in virtue of its narrativeability to explain something in ways
that unite a community.Myths become effective,then, for the same reason that
they fail to remainmyths:Insofaras they provide the basisfor organizing experience, they become incorporatedinto the discursivepracticesof a community
and thus no longer are viewed as source expressionsof meaning.... Indeed,
myth confounds the impulse to discover a rationale behind the performance
because,in myth, the performanceis what establishesrationality.85

There are significantcorrelations,or overlaps,between Weber'sheuristicand
Daniel's discursiveconception of myth: both emphasizethe necessaryfluiditywithin-permanenceof models and point to the dangers of using nonfluid,
overarchingconceptions to measure significanceand meaning. Indeed, both
present deviationfrom any rigidlyfixed ontology as the very source of meaning. Concepts thus become imperativesthat must be defined individuallyas
well as socially.
If mythology involves telling, it also-like the heuristic-entails naming.
The myths of Bacchusor Achilles are powerful and durablebecause they isolate and put a face to aspectsof human nature;in this way, godliness becomes
an abstractionof what it is that makes us human. If the twelve-tone music of
the 1920s was in part an a posteriorihistoricalconstruction,an implicitlyideological colonization of past and present, then twelve-tone composition was
also a kind of symbol invented, or betteryet reinvented,for the cause of atonal
procedure. Schoenberg famouslyobjected to the word atonalityas an inherently negativeconstruction,86and the finalhistoricalworth of the term twelvetone is that it helped focus aesthetic ideology and compositional practice.

TheStudyof Mythsand Rituals,2d ed. (Tuscaloosa
9-46; WilliamG. Doty, Mythography:
and
London:Universityof AlabamaPress,2000); and especiallyG. S. Kirk'sclassictext Myth:Its
in Ancientand OtherCultures
MeaningandFunctions
(Cambridge:
Cambridge
University
Press,
1971), particularly
"Tales,Dreams,Symbols:Towardsa FullerUnderstanding
of Myths,"25285. The conceptof totemismis alsorelevant:
accordingto Levi-Strauss's
account,it is the lumping togetherof individualinstancesthat allowsthe totemicsystemto functionmythologically,
withmagicalpowersconferred
seeL&vi-Strauss,
throughtheveryactof generalizing;
"Categories,
in TheSavageMind(Chicago:University
Elements,Species,Numbers,"
of ChicagoPress,1966),
135-60.
85. "Mythand Historiography,"
in his Mythand ModernPhilosophy
(Philadelphia:
Temple
Press,1990),9-10.
University
86. "I findaboveallthatthe expression,
'atonalmusic,'is mostunfortunate-itis on a par
withcallingflying'theartof not falling,'or swimming'theartof not drowning.'Onlyin thelanguageof publicityis it thoughtadequateto emphasize
in thiswaya negativequalityof whatever
is
"Hauer's
beingadvertised"
in StyleandIdea,210).
(Schoenberg,
Theories,"
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Something intimatelycouched in compositionaltermswas, in reality,a historiographicalconstruct,a name; it filled a historicaland semanticgap, giving title
to a positive cause around which avant-garde thinking could precipitate.
Though using more negative terms, Luciano Berio said as much in 1968
when he sided with Adorno and weighed in on twelve-tone techniquesthus:
The ideologyof the cultureindustrytendsto freezeexperienceinto schemes
and manners:any attemptto codifymusicalrealityinto a kind of imitation
grammar(I refer mainlyto the efforts associatedwith the Twelve-Tone
System)is a brandof fetishismwhichshareswith Fascismandracismthe tendencyto reducelive processesto immobile,labeledobjects,the tendencyto
dealwithformalities
ratherthansubstance.87
With his Weberiandistastefor bureaucratizationof meaning, Berio points
to the main contention in deciding the fate of twelve-tone composition: deciding just how "immobile"the labeled objects of twelve-tone composition
have become. Just how fluid are the systemsof naming, and when did the labels startto obscure and dictatethe endeavorsso named?Certainly,with a reversal of aesthetic contexts across the later twentieth century, the phrase
twelve-tone,originallydevised as a positive label, has now become a negative
term that even "educated"musiciansassume to be synonymouswith revolution, atonality,hyperseriousness,and rebarbativesounds.88
But in the last analysiswe can get only so farby being suspiciousof generalization, dropping the definite artide with the term twelve-tone,and abandoning reified technique for a study of the social roles that twelve-tone
composition played. We must recognize twelve-tone composition as neither
entirelyempiricistnor exclusivelyheuristic;we must realizeits in-betweenness.
Ernst Cassirer'sconcept of myth complements Daniel's in that it describes
myth as a kind of storytellingagainstwhich science and philosophy have defined themselvesnegatively-as modes of empiricaldiscourse.89The heuristic
is mythic in this way in that it providesa necessarycomplement to empiricism,
87. "Meditation on a Twelve-Tone Horse," Christian Science Monitor, 15 July 1968;
reprinted in Composerson Modern Musical Culture:An Anthologyof Readings on TwentiethCenturyMusic,ed. Bryan R. Simms (New York:Schirmer,1999), 184-85. Berio's view here is
markedby an obvious resistanceto authoritarianism,as is to be expected, given that he grew up
during the Mussoliniyears,was an Americanresident at the time of the Civil Rights movement,
and was one of the more free-spiritedvisitorsto the DarmstadtFerienkurse.
88. Violinist Gil Shaham writes of the nondodecaphonic Bart6k Violin Concerto No. 2:
"Thismusic is powerful and it is sensitive;it is seriousand it is humorous;it is revolutionaryand it
is classical.All to the nth degree. Whethercomposing adaptationsof countrysidemelodies or 12tone rows, Bart6k'swriting technique and masteryof his art alwayswin me over" (liner notes to
Bartok:ViolinConcertoNo. 2; RhapsodiesNos. 1 and 2, Deutsche Grammophon, 1999, DG 289
459 639).
89. Cassirer,Philosophy
of SymbolicForms,trans. RBMannheim (New Haven: Yale University
Press, 1955); as cited in JamesJak6b Liszka, TheSemioticof Myth:A Critical Studyof the Symbol
(Bloomington and Indianapolis:IndianaUniversityPress, 1989), 1.
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and we must also take the problems of discussing twelve-tone music-its
mythic nature couched in pseudoscientisticterms-to mean that this music is
eternallyand fatallypoised between empiricaland conceptualworlds.
This division can be seen in the divergence between Boulez's empiricisthistoricistpolemics from the 1940s and 1950s, and his heuristicapproachesto
composition. Twelve-tone composers startingabout 1930 were myth-makers
posing as scientists.Describedthus, dodecaphonysounds less than pernicious,
the labeling more akin to parablesthan fascism.And then there is the music.
In liberatingthe music from its own poiesis, we might be able actuallyto hear
it. Or at least to playit more often: these ideal-typicaland culturalunderstandings could well discourage people from dismissing the music because of its
supposed ideology. Instead of trying to declare which composers are truly
"twelve-tone"in terms of practice,measuringartistsby the paradigmswe construct around and in spite of them, it is time to come up with a heuristic
twelve-tone conception that will work for all composerswho aspiredto write
twelve-tone music. In short, given the decline of a doctrinairetwelve-tone ideology, this is not the time to end productive engagement with Schoenberg's
twelve-tone music and that of later composers, but the moment for such
involvementto begin.
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Abstract
Twelve-tone music is often defined empirically,in generalizedterms of compositional practice. I contend that historiansand theorists have neglected a
heuristicperspectiveof twelve-tone composition. One heuristicmodel proves
particularlyhelpful: the "ideal type," first described by social scientist Max
Weber in "'Objectivity' in Social Science and Social Policy" (1904). Weber's
ideal type can help to move the discussion away from scientistic ideas of
problem solving and overlyabstractinvocationsof "the twelve-toneidea," and
toward what Weber would call the "cultural significance" of twelve-tone
methodologies (a move in line with influentialrevisionsto the historiography
of scientific "problem solving" proposed by Thomas Kuhn and Imre
Lakatos).
Differences of perspective between Arnold Schoenberg and the young
PierreBoulez, at about the time the latterfirstarrivedat Darmstadt,highlight
the difficultyin establishinga coherent history of twelve-tone compositional
practice (as opposed to a heuristic "ideal type"). The anonymous typescript
"Kompositionmit zw6lf Tonen," linkedwith Schoenberg'sViennese circleof
the early 1920s, revealshow the early twelve-tone "discovery"described by
Schoenberg is, no less than the later descriptionsby Boulez, an a posteriori
construct-or, as Kuhn and Lakatosmight say,an ideological colonization of
past practice.

