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A Key to Schoenberg's Erwartung (Op. 17) 
BY HERBERT H. BUCHANAN 

ARNOLD SCHOENBERG'S MONODRAMA Erwartung, Op. 17 (I909) has been 
described by many writers as an "athematic" and "atonal" work. 

For example, in a recent article in this JOURNAL, Philip Friedheim dis- 
cusses the work in the following terms: 

The second stage of atonality begins with the elimination of all thematic 
repetition, the so-called athematic compositions, where virtually no material 
ever returns. The first works written in this manner are the final movements 
of both Op. I and Op. I6 (I909), and Erwartung Op. 17 (g99g). Erwartung 
is Schoenberg's only lengthy work in an athematic style, incidentally a ven- 
ture he never attempted again. 
This [Erwartung], Schoenberg's longest athematic composition, contains 426 
bars literally without thematic repetition . . .The use of a text alleviates at 
least to some extent the necessity for an absolute musical form. Nevertheless, 
since succeeding works returned to the use of themes and repetitions of pas- 
sages, Erwartung remains his most ambitious gesture in the direction of non- 
structured music. Thus, the problem of referential areas, or of musical sub- 
divisions, becomes extremely important.' 

There is, however, in Op. 17 a clear example of thematic repetition 
since the central musical idea or bass Hauptstimme seen in Ex. I is an 
anticipation of an important element, the bass Hauptstimme of Ex. 2. 

This correspondence is the more significant because it proves to be part 
of a larger quotation of music and text from one of the composer's 
early songs, Am Wegrand, Op. 6 no. 6 (I905) (see Ex. 3, voice, and Ex. 
4, octaves in the piano bass line). 

It is my contention that, in view of this quotation, descriptions of 
Erwartung as "athematic" and "atonal" must be revised and qualified. 
The use of the Am Wegrand theme seen in Ex. i shows that the quota- 
tion is not merely arbitrary; further, the borrowed music can be viewed 
profitably as both source and summary of a significant amount of the 
musical material which creates the coherent structure of Op. 17. To my 
knowledge, the appearance of this quotation in Erwartung has not been 
discussed at all in the copious literature on Schoenberg's music.2 

1 "Rhythmic Structure in Schoenberg's Atonal Compositions," this JOURNAL XIX 
(1966), pp. 59, 67. 2 Specific commentary and analysis concerning Erwartung has not dealt with the 
quotation. From this literature may be cited the contributions by Anton Webern, 
"Schoenberg's Musik," in Arnold Schoenberg, mit Beitrdgen von Alban Berg, et al. 
(Munich, 1912), pp. 44-47; Egon Wellesz, Arnold Schoenberg (Leipzig, 1921; the 
pages given here are from the translation by W. H. Kerridge, London, 1925), pp. 
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The main theme of Am Wegrand (see Ex. 3) is presented fully in 
the first two measures of the voice while the right hand of the piano 
accompaniment outlines the theme in a quasi-canonic manner. This 
theme is introduced by a variant in the short piano introduction to Am 
Wegrand (Ex. 5, right hand). The most forceful use of the central 
theme (Ex. 4, bass), preceded by transitional material (Ex. 6, right 
hand), occurs in octaves in the bass in a form slightly different from 
that given in the vocal part of Ex. 3. The chromatic vocal line above the 
main theme here (Ex. 4) is an extended statement of a theme subordinate 
in importance only to the central theme of Am Wegrand. The chromatic 
descent in this theme (Eb-D-C#) was used earlier in the piano introduc- 
tion (Ex. 5, bar i, left hand). In other words, the arrangement of the 
two thematic references seen in Ex. 5, i.e., main theme above secondary 
theme, appears inverted in Ex. 4. These three principal ideas, two the- 
matic (Examples 3 and 4, voice part) and one transitional (Ex. 6, piano 
right hand) are variously found in separate and combined forms 
throughout Am Wegrand, demonstrating Schoenberg's penchant for 
constant development and variation. 

The quotation in Erwartung, shown in Examples 2 and 7, corre- 
sponds very closely to Examples 4 and 6 from Am Wegrand. The 
previously mentioned anticipation of this quoted passage (cf. the bass 
Hauptstimmen of Examples i and 2) is seen to have occurred a half 
step higher. Schoenberg makes use of the transitional material of the 
song (Ex. 6, piano right hand) in bar 410 of Erwartung (Ex. 7), in the 
violas and bassoons, while below this material the fourth horn and dou- 
ble basses descend chromatically from G# to D in bar 41I (Ex. 2). At 
that point the two thematic ideas from Am Wegrand appear simulta- 
neously as Hauptstimmen, the main theme of the song (Ex. 3, voice) 
occurring here in octaves in the bass (bass clarinet, three bassoons and 
contrabassoon) with the secondary theme of Op. 6 no. 6 (Ex. 4, vocal 
part) played above by the D, Bb and A clarinets. The melodic outline of 
the main theme from Am Wegrand used in Op. 17 at bar 41 resembles 
more closely the shape of that theme found in bars 3-6 (Ex. 3) of the 
song although the passage as a whole is most closely related to the 
simultaneous thematic presentation seen in bars 22-26 of Am Wegrand 
(Ex. 4). 

The vocal line in bars 411-416 of Erwartung is related only slightly 

126-131; Paul Bekker, "Schoenberg: Erwartung," in Arnold Schoenberg zum 50. 
Geburtstage (Sonderheft der Musikblaetter des Anbruch VI, Vienna, Aug.-Sept., 
1924), pp. 275-282; Rene Leibowitz, "Les oeuvres d'Arnold Schoenberg ou la 
conscience du drame futur dans la musique contemporaine," in Le theatre musical 
(Polyphonie, Vol. I, 1947/48), pp. 84-104; H. H. Stuckenschmidt, Arnold Schoen- 
berg (translated by Edith Temple Roberts and Humphrey Searle, New York, 1959), 
pp. 53-55; and George Perle, Serial Composition and Atonality (Berkeley and Los 
Angeles, I963), pp. 19-21. 
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to Am Wegrand (Ex. 2, bar 412; the last three tones form the chromatic 
descent of the secondary thematic element of Op. 6 no. 6); thus the 

quotation is confined almost completely to the orchestra. Schoenberg 
has added a basically new vocal line in Op. 17, assigning the vocal line 
of the song (Ex. 4) to the clarinets. 

Further differences between the original and the quotation exist since 
the viola adds new accompanying material which serves to thicken the 
texture and add to the chromaticism. Also, the accompaniment figure in 
Op. 17 is in sixteenth-note triplets rather than sixteenths as in Am 
Wegrand; yet both accompaniment figures reinforce their respective vo- 
cal lines by containing doublings of the vocal pitches, especially in the 

song. 

As the "athematicism" of Erwartung has required reappraisal, so also 
must the description of Erwartung as "atonal" be qualified. That tonal 
material from Am Wegrand appears in Erwartung without disturbance 
to the stylistic consistency of the work suggests that Erwartung is more 
tonal than heretofore believed. 

Analysis of Am Wegrand points to the clear d minor tonality of the 
piece as a whole. Of course its chromatic harmony, non-harmonic tones, 
and use of motif and sequence present some aspects which are less 

clearly tonal than the opening and closing passages of the song. It is 
more accurate to say that the tonality in parts of Am Wegrand is ex- 
tended or ambiguous than to assume that the vocabulary of Erwartung 
is decisively altered in the direction of tonality because of the quoted 
material; yet the use of the quotation raises questions about the organiza- 
tion of Erwartung with respect to the amount of referential force-in a 
sense, tonality-such a quotation produces. 

Before discussing further any structural functions of the quotation, 
the most obvious reason for its use should be noted. The wordss of the 
initial vocal entrance of Am Wegrand (Ex. 3), "Tausend Menschen 
ziehen vorueber," begin exactly as does the text of Erwartung in bar 
411. This correspondence of text goes beyond similar wording to a 
general similarity of dramatic situation. In Am Wegrand the poet 
searches for fulfillment and solace, evidently of a religious nature. The 
entire text reads: 

Tausend Menschen ziehen vorueber - den ich ersehne, er ist nicht dabei! 
Ruhlos fliegen die Blicke hinueber, fragen die Eilenden, ob er es sei .... Aber 

3 The text of Schoenberg's Op. 6 no. 6 is a poem by John Henry Mackay (1864- 
1933), whose poetry was also employed in songs by Max Reger and Richard Strauss. 
Mackay was born in Scotland and as a young man went to Germany where he 
received his education. The poet, known in Germany as an "anarchistic lyricist," 
had attacked the social organization of his time and became famous in the I890's as 
the author of the book Die Anarchisten (1891). A disciple of Proudhon and Max 
Stirner, he espoused an individualistic anarchism while rejecting communism. 
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sie fragen und fragen vergebens. Keiner gibt Antwort: "Hier bin ich. Sei still." 
Sehnsucht erfuellt die Bezirke des Lebens, welche Erfuelling nicht fuellen will, 
und so steh ich am Wegrand Strande, waehrend die Menge vorueber fliesst, 
bis erblindet vom Sonnenbrande mein ermuedetes Aug' sich schliesst. 
Frustrated in his quest, the poet awaits death. The woman in Erwartung 
seeks fulfillment in her love, her quest also ending in frustration. Such 
textual parallels could of course have suggested the use of musical quo- 
tation to Schoenberg. 

The plot of Erwartung is Schoenberg's; he suggested it to Marie 
Pappenheim, who wrote the libretto. Josef Rufer, in his catalogue of 
Schoenberg's works, states that Pappenheim's handwritten text contains 
many cuts and alterations in the composer's own handwriting, and that 
musical sketches also appear scattered through the text.4 Study of this 
document (thus far unavailable to me) might show whether the use of 
quotation was in Schoenberg's mind at the outset or occurred to him 
during the composition of Erwartung. 

For a number of reasons the inclusion of the quotation in Erwartung 
should be viewed as more than a casual reference to a previous composi- 
tion; rather, the quote may serve an important structural function. Its 
importance is emphasized because it enters at a crucial point in Erwar- 
tung. Bar 411 (Ex. 2), the start of the final climax of the work, has been 
described, based on an analysis of the rhythmic structure of Erwartung, 
as the beginning of the last of three sections within the fourth and final 
scene of the work.5 Thus Schoenberg reserves the quotation for use at 
the final climactic point. This placing of the quoted material cannot 
have been casual. 

Other factors emphasize the focal nature of the quoted passage. 
For example, as mentioned earlier, this passage is prepared by a trans- 
posed version of the bass Hauptstimme (Ex. i). The texture in part of 
the quotation section itself (see bars 4II-413), primarily the use of an 
important line (the ascending main theme from Am Wegrand and the 
descending development of this material which follows in bars 412-4I3) 
in the extreme bass range doubled at the octave, is rather unusual for 
Erwartung, further highlighting the quoted passage. The simultaneous 
entry of two Hauptstimmen in bar 411 adds to the emphasis at this 
point. Also, the symmetrical, sequential nature of the rhythm in this 
bass passage is not typical of Op. 17, where variation and asymmetry- 
virtual nonrepetition of elements-are the hallmarks of style. The 
knowledge that pre-existent material is used in a composition otherwise 
free from such direct quotation is startling and cannot help but focus 
the listener's attention on this section. 

4Josef Rufer, The Works of Arnold Schoenberg, translated by Dika Newlin 
(London: Faber and Faber, I962), p. 34. The dates of beginning ("27./8/ 1909") and 
completion ("I2./9/ 1909") appear in the manuscript of the first draft of Op. 17. 5 Philip Friedheim, art. cit., p. 68. 
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A further distinguishing aspect of the quotation is its tonal nature. 
The main theme from Am Wegrand, considered only in itself (in the 
form found in Ex. 3, voice part, and Ex. 2, bar 41I, bass), most strongly 
suggests d minor because its principal tones outline the d minor triad 
and most of the d minor scale. The secondary theme from the song is a 
more chromatic and tonally ambiguous element; yet the use of a D on 
two main beats easily allows a d minor interpretation per se. If these 
two lines are combined so that the main theme is in the lower position, 
the lower line is heard as a harmonic bass implying d minor, the chro- 
maticism of the upper line being heard as non-harmonic tones sub- 
ordinated to the tonal framework. 

In Am Wegrand, tonality is clearly evident because of the context 
of the piece, which begins and ends stressing the tonic. Functional 
harmonic progressions and the hierarchy of tonal degrees produce a 
tonal result. In Erwartung most of the elements of tonality are absent 
or inoperative. Traditional chords are avoided and if found at all do not 
cohere into functional harmony. Momentary associations of small mu- 
sical elements create much of the work's continuity. In this predomi- 
nantly non-repetitive, non-tonal atmosphere the quotation from Am 
Wegrand loses that large part of its tonality which had been dependent 
upon the total context of the song. Yet the quotation has a function in 
Erwartung which is tonal to an extent and which can be demonstrated 
through a discussion of its first, anticipatory appearance, and of certain 
motivic uses. 

The use in Erwartung of the main theme from Am Wegrand in a 
transposed version (Ex. I, 'cello Hauptstimme), a half step higher ("eb 
minor"), exemplifies one aspect of the tonal or referential nature of the 
quoted passage. Preparatory material a half step distant from a subse- 
quent focal point was not a new device for Schoenberg. An analogous 
procedure occurred in his earlier tonal work, Verklaerte Nacht (Op. 4, 
1899). Dika Newlin notes that Schoenberg realized consciously, years 
after the composition of Op. 4, "the idea which (though he had not 
realized it when composing) is the true structural basis of the work's 
profound inner logic." The focal point of the work may be seen in an 
important theme "which begins the 'fourth section' of the tone-poem, 
as indicated by Wellesz (corresponding to the lines of poetry 'Das Kind, 
das du empfangen hast, sei deiner Seele keine Last')... ."6 This focal 
point is approached harmonically from a half step above (e flat minor) 
and subsequently from a half step below (D flat major). In Erwartung 
the first appearance of the main theme from Op. 6 no. 6 (Ex. I) trans- 
posed a half step higher is thus a later manifestation-tonal to an extent- 
of an earlier, tonal, structural device of Schoenberg's, though in Op. 17 

6 Dika Newlin, Bruckner, Mahler, Schoenberg (New York, 1947), p. 214. 
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the preparation is more a thematic than a harmonic one, and the approach 
from a half step below is omitted. 

In addition to the more obvious considerations already discussed 
there are finer elements of cohesion to which we should turn our atten- 
tion. An exhaustive study of motivic intricacies would easily lead beyond 
the scope of the present article; yet a few examples demonstrating the 
value of considering the Op. 6, no. 6 quotation as a focal point in the 

organization of Op. 17 might be given. 
Three central musical units form the basis for much of the motivic 

material which provides cohesion throughout the primarily non-repeti- 
tive atmosphere of Erwartung: (i) the "major-minor third intervallic 
cell"; (2) the transitional material from Am Wegrand, which is closely 
allied with (i); (3) the secondary theme of Am Wegrand. 

The first musical unit, the major-minor third intervallic cell,7 is a 
central feature of Schoenberg's atonal style. This cell rises from the 

composer's tonal practice and is seen as late as the twelve-tone movement 
of Op. 23 (the Waltz, no. 5). Three different tones form this musical 
element, which can be described as a combination of a major and a 
minor third both spelled upward or both downward from a given pitch 
(enharmonic spellings do not affect significantly the designation of the 
cell). The cell is an important precursor of the twelve-tone row: both 
cell and row serve as a basic unifying element from which harmony and 
melody are drawn. The cell is found in permutations that resemble 
Schoenberg's subsequent row forms-i.e., prime, inversion, retrograde 
and retrograde inversion as well as transpositions of these forms to any 
degree of the chromatic scale. In the non-repetitive, atonal chromaticism 
of twelve-tone music, the major-minor third cell can be quite significant 
since a fourfold presentation of the cell exhausts the twelve possible 
chromatic tones of a row (for example, E-Eb-C, B-G#-Gl, F#-Fk-D, 
Cj-Bb-A). The cell is also an important element in atonal writing 
which does not use twelve-tone rows since it can serve to obscure 
tonality by blurring the distinction between the major and minor modes, 
as well as triadic construction. The presence of a sufficient number of 
such devices (the use of chords built in fourths, to name another) can 
virtually obliterate those melodic and harmonic formulae which help to 
define traditional tonality. 

H. H. Stuckenschmidt has noted8 in Op. 17 the presence of a motif, 
D-F-C#, which recurs repeatedly in various transposed and rhythmi- 
cally altered forms, considering it the most important of all the recurrent 
elements in the work. We must note further that this motif has an even 

7 This writer is preparing a study of the major-minor third cell and other integra- tive procedures in Schoenberg's works up to and including the early twelve-tone 
compositions. 

8 H. H. Stuckenschmidt, Arnold Schoenberg, translated by Edith Temple Roberts 
and Humphrey Searle (New York, 1959), p. 54. 

439 



JOURNAL OF THE AMERICAN MUSICOLOGICAL SOCIETY 

greater significance since it is an example of the characteristic major- 
minor third cell discussed above. A citation of a particularly forceful 
use (Ex. 8) from the numerous presentations of the D-F-C# motif 
illustrates its importance in Op. 17. 

The notes D-F-C# assume varying degrees of tonality relative to the 
context. In Op. 6 no. 6, they would be interpreted in most cases as the 
first, third and seventh degrees in d minor because of the tonal context 
of the work. The same notes in the quoted passage of Erwartung may 
be heard similarly in relation to d minor, but the absence of a tonal 
context in Op. 17 weakens this association. When the notes D-F-C# are 
found in Erwartung outside the few bars of quotation, their tonal impli- 
cations are further weakened, almost to the point where they may be 
considered purely as a unit of fixed intervallic content with no relation 
to the vestigial d minor quality of the quotation-i.e., viewed only as 
referential, not tonal. This point can never be reached in Op. 17 since 
the quotation from Am Wegrand retains a degree of d minor tonality 
through its association with the original song and even appears tonal to 
an extent in its own right. Therefore a demonstration of the tonal and 
referential nature of the quotation is possible through this relationship 
between the D-F-C# motif and the quotation from Am Wegrand. The 
motif can always be related to the quotation passage, thus may always 
be considered tonal to some extent. 

The section of Erwartung seen in Ex. 2 clearly illustrates Schoen- 
berg's use of the major-minor third cell. The cells here can be viewed as 
transposed variants of the important D-F-C# motif. The vocal line in 
bar 411 presents a series of overlapping cells: Gb-F-D, (D)-C#-Bb and 
(Bb)-A-F#, a stretto-like use which, in juxtaposition with the tonal 
material quoted from Am Wegrand at this climactic point, can be inter- 
preted in d minor for the most part. 

The final climax of Erwartung makes use of the major-minor third 
cell, particularly in the sequential, ascending vocal line where the cell 
appears a half step higher each time: G-Eb-Et at "Alle leben," E-G#- 
E# at "ihre Augen flammen," and A-G#-E# at "Wo bist du?", the 
climax (in pitch and dynamics) of the vocal line. Other cell-like con- 
structions appear in the orchestra in bars 413-416. With the exception of 
bar 424, G#-F-E-G#, another version of the cell heard triple forte, the 
vocal line and the orchestra subside in intensity and the work virtually 
dissolves into thin air at its conclusion. 

The second important cohesive element in Op. 17 is the transitional 
material from Am Wegrand. In its basic form, this unit comprises two 
minor thirds (C#-A# and B-G#) and a single tone, D, a major seventh 
below C#. The transitional material can be differentiated further by 
considering each of its minor thirds (with or without the additional 
component, the note D) as a subdivision of the unit-i.e., (i) A#-Ct 
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(D) and (2) B-G# (D). Either of these two subdivisions (particularly 
D-A#-C#), or the transitional unit in its entirety, can be traced from 
the beginning throughout the work, thus demonstrating motivic con- 
sistency. The first subdivision, D-A#-C#, which arose in Op. 6 no. 6 
from the use of non-harmonic tones in the context of a diminished 
seventh chord (Ex. 6), is, moreover, another example of a major-minor 
third intervallic cell. 

The opening two bars of Erwartung (Ex. 9) afford possibly the 
most striking example of the relevance of the transitional material in the 
work. Why does Schoenberg present the pitches G#-B (first Haupt- 
stimme) and C#-A#-D (beginning of the second Hauptstimme)? A 
strong link with the transitional unit is apparent since bars 1-2 use the 
same notes (in a slightly different order, yet emphasizing the two char- 
acteristic minor thirds) as does the beginning of the quotation of the 
transitional material from Am Wegrand (Ex. 7, violas and bassoons). 

Other examples in Erwvartung can be related in various ways to this 
transitional material.9 One can be reminded of it if only one of the 
minor thirds or even the D-C# major seventh appears. Almost any 
single citation from the numerous variants relatable to the transitional 
material of the quotation from Am Wegrand could provoke a discussion 
as to the exact nature of that relationship. Yet it is through the com- 
bined weight of all such interrelationships that musical coherence and 
unity are found amidst the extreme variety of Op. 17. 

The third important musical unit in the quoted passage is the use 
of the secondary theme from Am Wegrand, which can serve as a refer- 
ence point for chromatic motion by half steps in Op. 17. This unit, of 
which Eb-D-C# can be cited as the core, appears in the quotation at 

9 The following significant examples from Erwartung, selected from among the 
numerous occurrences of material relatable to the transitional unit, indicate further 
the extent of such interrelationships. 

The vocal line at "feig bist du" (bar 23) and "voll Entsetzen" (bars 27-28) uses 
the first subdivision of the transitional unit. The flutes (bars 24-26, Hauptstimme) 
present and develop material which clearly resembles the transition passage. 

The clarinet Hauptstimme (bars 31-32) presents two rhythmically different state- 
ments of an idea containing nine notes (eight different pitches, one repeated 
enharmonically) in which the first subdivision of the transitional unit is prominent. 
The vocal line in bars 105-o06 displays both minor thirds of the transitional material. 

Ex. 8, cited above because it contained a forceful use of the D-F-CS motif, serves 
to illustrate another instance of the transitional material. Bars I52-I53 (particularly bar 153) contain a reiterated figure which, in its two minor thirds and single pitch 
below, clearly resembles the transitional unit. Ex. 8 is preceded by transitional 
material as well (for example, voice, bars 147-148, at "Da ist jemand, er atmet nicht"; 
also bar 149, D-Ct-Bb). 

A few bars before the thematic anticipation of Ex. i, the voice displays D-C-B- 
G$-Ct-At, thus including all of the transitional unit (bars 397-398, "der Ort, an 
dem du warst"). Shortly after its initial presentation in the quotation passage (Ex. 
7) the transitional material reappears in varied forms (bars 412-413, in the viola and 
'cellos). 
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bar 411 (Hauptstimmen in the clarinets) and bar 413 (voice). It recurs 
in transposed variants in bars 414-415 (clarinets, flutes and oboes, 
Hauptstimmen). 

The associations throughout Op. 17 which can be made with the 
secondary theme are the most general of the three discussed musical 
units. Exact repetitions of this material are not found; rather, associations 
can be made with the rhythmically varied examples where the tones 
Eb-D-Cj occur in that order, or where reorderings of these tones exist. 

To deny the unifying effect of the intervallic interrelationships in 
Op. I7-for example, on the grounds that such associations are too 
general-is tantamount to denying the work its musical coherence. Be- 
cause broader traditional features of structural cohesion are absent in 
Op. 17, it is necessary for the interpreter to delve more deeply into the 
substance of the work and to concern himself with finer points. Given 
the intervallic relationships and the other considerations mentioned 
above, one may argue quite plausibly that Schoenberg had the quotation 
in mind, consciously or unconsciously, from the very beginning as a 
basic unifying element in Op. 17. This seems so also because there was 
little time for reworking of material; Erwartung was composed at a 
fast pace in the short time interval between August 27 and September 
12, 1909. Even if we assume the opposite-that the inclusion of the 
quotation was a rather late decision in the composition of Op. 17-the 
unity demonstrated by intervallic relationships and the focal and central 
referential nature of the quotation passage are not altered. 

Schoenberg later expressed a desire for conscious unity in his com- 
positions by means of a single central idea.10 If the quotation in Erwvar- 
tung is considered as similar to such a basic idea, the organization of 
this work foreshadows the composer's subsequent concern for conscious 
unity which eventually led him to his twelve-tone method. Thus Er- 
wartung points to the future style of Schoenberg while clearly contain- 
ing elements of his earlier style as well. The work must be discussed in 
terms of tonality as well as atonality and described in part as thematic 
while obviously also being athematic. Enough stylistic consistency exists 
between Op. I7 and Op. 6 no. 6 so that a quotation from the latter could 
be included in the former without loss of stylistic unity. Schoenberg 

10 Arnold Schoenberg, "Letter from Arnold Schoenberg on the Origin of the 
Twelve-Tone System," (to Nicolas Slonimsky) in Slonimsky's Music Since 1900 
(New York, I937), p. 574: "After that [i.e., Schoenberg, in what he considered to 
be the first step in originating his twelve-tone system, based the Scherzo of an 
incomplete symphony dating from I914 on a theme consisting of the twelve tones] 
I was always occupied with the aim to base the structure of my music consciously on a unifying idea, which produced not only all the other ideas, but regulated also 
their accompaniment and the chords, the 'harmonies.'" 
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has given in Erwartung an interesting demonstration of the evolutionary 
nature of his musical style.11 

Rutgers University 
Ex. i 

Schoenberg, Erwartung,* bars 401-402 
A 

Das Licht wird fiir al - le kom 

Ou *' Br . _ 

- _- 

- - - men a - ber ich al - lein 

A b4^ e *_ zL6L - +T;iw , 1.iHrf 

^I Vt: 
7 

'' 8 IF T 

12: L J 7 L 7 7 
-____ Y KV ppp 

Pk. 
*Examples from Erwartung are from the piano reduction of the score by E. Steuermann 
(Vienna: Universal, 1922), reproduced by permission of the publishers. 

1 It is interesting to see that Alban Berg's opera Wozzeck, which Erwartung 
influenced considerably, also uses a quotation from an earlier tonal work. Berg had 
saved a fragment of his symphony (begun in 1912 and remaining incomplete) and 
incorporated it in the orchestral interlude that follows Scene 4, Act III, of Wozzeck 
(see Act III, bar 32off., Adagio). This interlude is the longest purely orchestral 
passage, the true musical climax of the opera. Willi Reich notes (in Alban Berg, 
translated by Cornelius Cardew, New York, 1963, p. 142) that "the interlude should 
be understood within the musico-dramatic architecture of the opera as an 'epilogue' 
following Wozzeck's suicide; it is a personal statement of the author, who steps 
back, away from the theatrical events (compare Buechner's epilogue 'The poet 
speaks. ...'). Musically this last interlude represents a development ... of all the 
important thematic figures that have had a bearing on Wozzeck in the course of the 
opera. They are all held together by the unifying principle of tonality. The 
tonality of D minor is stretched to its extreme limits in the course of this ternary 
piece." 

Reich states (p. 229) that the inclusion of the passage from Berg's incomplete 
symphony occurred as a result of Frau Helene Berg's suggestion. Was Berg's knowl- 
edge of Erwartung also a factor? In any case, both Wozzeck and Erwartung 
contain a tonal (d minor) quotation from an earlier work, prominent in the bass 
range, and placed at a climactic point near the conclusion. 
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Ex. 2 

Erwartung, bars 41 -4 16 
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I. 
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Ex. 3 

Schoenberg, Am Wegrand,** bars 3-6 
A k k. - 

Z L I h ^ I n0 - in 1-1 [ F r r I 

Tau - - send Men - schen zie - hen vor - i - - ber 

den. ic r sh a b. e 

9V.: p ; w r . -alar. 

den ich er - seh - ne, er ist nicht da - bei! 

- I' r "- '>r 9 

74 f J^ ^^ ^lFr 

Quotations from Am Wegrand are reprinted by permission of Richard Birnbach, Berlin. ** Quotations from Am Wegrand are reprinted by permission of Richard Birnbach, Berlin. 

Ex. 4 

Am Wegrand, bars 22-26. 
A . 

nr 
- 

- IsTu -ft die r i itL 
Sehn - - sucht er - fiillt die Be - zir- ke des Le bens, 

ff I - ' g 
: N-t - - 

1 4F [ :i iL 
4I~S 



A KEY TO SCHOENBERG'S ERWARTUNG (OP. I7) 

?. _ W ..~10 i _. A 

wel - che Er - fiil - lungnicht fiil - len will, 

-2 4 

Ex. 5 
Am Wegrand, bars I-2 

Bewegt ( ) 

f 

- fI = - 

beschleunigend 

__ 1^: ^- 1^~i^-: ^ ^ ^<~Aj L- L?^ L 

= I - I I 

- ~~~cresc.. 

-!-- , I S K _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ 

w- - -- Pr 
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Ex. 7 

Erwartung, bar 410 

fliessender J. = 56 
.A 

oh du er - wachst ja nicht mehr... 

Br. 

Kb. h 11i 
Hr. 

Ex. 8 

Erwartung, bars 151-153 
= 104 

Ich kann nicht. 

Kb. 

(Biickt sich; mit furchtbarem Schrez) 

Das ist er!. 

Iz. Gg f 

K .v # 

(Biickt ~ ~ ~ ~ ~ ~ ~ , s,,,i frbbre cri 
8 

^ 
ff~ 

I -~ 
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Ex. 9 

Erwartung, bars I-2 

massige J (48) 
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