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To answerthis questiononemight be inclined to tracethe ideasin Scḧonberg's work, to investigatehis
worksfrom thepoint of view of thought.In otherwords,to do whatis frequentlydone:get to gripswith
musicby meansof philosophical,literary or otherarguments.That is not my intention! I amconcerned
solelywith whathappensmusicallyin Scḧonberg's works; thecompositionalmodeof expressionwhich,
like thelanguageof any work of art (which we have to acceptasa premise),mustbeconsideredtheonly
oneadequateto theobjectto berepresented.To understandthis languagethroughandthroughandgrasp
it in all its details,i.e. (to expressit quite generally)to recognizethe beginning, courseandendingof
all melodies,to hearthesounding-togetherof thevoicesnot asa chancephenomenonbut asharmonies
andharmonicprogressions,to tracesmallerandlarger relationshipsandcontrastsaswhat they are—to
put it brie�y: to follow a pieceof musicasonefollows thewordsof a poemin a languagethatonehas
masteredthroughandthroughmeansthesame—foronewhopossessesthegift of thinkingmusically—as
understandingthe work itself. So the questionat the top of this investigationappearsansweredif we
manageto testScḧonberg's modeof musicalexpressionwith regardto its comprehensibility, andthen
draw conclusionsasto whatextentit canbegrasped.

I want to do this, knowing that a greatdeal is achieved if it is demonstratedin the details,on a single
example,which is selectedat randominsofar asthereareonly a few passagesin Scḧonberg's works that
wouldnotbeequallysuitablefor suchaninvestigation:
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Even thoughtheseten bars(they arethe �rst barsof the First String Quartetin D minor) areno longer
consideredimpossibleor evendif�cult to understand,twentyyearsafter they werecomposed,yet there
is still this to sayaboutthem: If, at a �rst hearing,one wishesonly to recognizethe main voice and
follow it throughto theendof thesetenbars,to feel thewholeasa singlemelody, which is whatit is and
consequendyoughtto be just aswhistle-ableasthebeginningof a Beethovenquartet—yes,even if that
is all the listenerwishesto do, I amafraidhewill �nd himself facedwith dif�culties of comprehension
asearly asthe third bar. Accustomedto a melodicstyle whosemostimportantpropertywassymmetry
of phraseconstruction,andadjustedto a typeof thematicconstructionthatusedonly even-numberedbar-
relationships—amodeof constructionthathasdominatedall themusic,with a few exceptions,of thelast
150years—anearsoone-sidedlypreconditionedwill doubttherightnessof the�rst barsof amelodythat
consists,contraryto all expectation,of phrasesof two andahalf barsin length(example30).

Thereis nothing new aboutthematicwriting that avoids two-bar and four-bar constructions.Just the
opposite.EvenBusslersaysquite rightly that “it is just the greatestmastersof form (he meansMozart
and Beethoven) who love free and bold constructionsand do not like to be con�ned within the gates
of even-numberedbar-relationships”.But really how seldomsuchthingsoccurin theclassics(Schubert
perhapsexcepted),andhow suchpractice—sonaturalandeasyin theeighteenthcenturyandearlier—has
beenlost in the musicof Wagnerandthe Romantics(apartfrom Brahms' folk songmelody-types)and
thereforealsoin thewholenew GermanSchool! EventheHeldenlebenthemewhich seemedsobold at
the time is in four- andtwo-barphrasesthroughout,andafter theusualsixteenbars—thesafestrouteto
beingunderstood—itcomesbackto a literal repeatof the�rst phrase.Eventhemusicof Mahlerand—to
namea masterof a quite differentstyle—Debussyhardly ever deviatesfrom melodic formationsof an
evennumbersof bars.And if we considerRegerastheonly one(besidesScḧonberg) who prefersfairly
freeconstructionsreminiscentof prose(ashehimselfputsit) wehave to admitthatthis is thereasonwhy
his musicis relatively dif�cult of access.Theonly reason,I maintain.For neithertheotherpropertiesof
his thematicwriting (motivic developmentof multi-notephrases)nor his harmony—quiteapartfrom his
contrapuntaltechnique—arecalculatedto makehis musicallanguagedif�cult to understand.

With this stateof affairs it is only too easyto seethata musicwhich regardstheasymmetricalandfree
constructionof themesasjustasavailableastheconstructionswith two-, four- andeight-barphrases—and
that is perhapsthemostimportantaspectsof Scḧonberg's way of writing—will not beeasilyunderstood,
andin thecaseof his laterworks,not understoodatall.

And whena themelike this (to comeback to our particularcase),in the courseof the extremely fast
developmentthat is in keepingwith its impetuous,even stormycharacter, right in the secondrepeatof
thatphrasethathashardlybeengraspedrhythmically-whenthis themeacquiresthefollowing abbreviated
form (example31) by exercisingtheright of variation,thelistenerhaslost thethreadwell beforethe�rst
melodic
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climax is reachedtwo barslater (example32). This semiquaver motif may well appearto fall from the
clouds,whereasin fact

it is nothingotherthanthenaturalmelodiccontinuation(againobtainedby variation)of themaintheme.
This successionof chromaticside-stepsactuallypresentsan almostinsuperableobstacle—asis clearin
performancesof thequarteteventoday—tothecomprehensionof thelistener, whois accustomedto aslow
developmentof themesor even a developmentobtainedmerelyby sequencesandunvariedrepetitions.
Generallyhe is not even able to relatethesesemiquaver �gures to their chordal foundation(which is
naturallythere)on accountof thespeedof their succession;andhe thereforeloseshis lastpossibilityof
orientation,of evaluatingthis passageat leaston the basisof its cadentialfunction,or of feeling it asa
caesuraor climax. No, it appearsto him asa haphazardconcatenationof “cacophonies”(causedby the
zig-zagging—tohim apparentlysenseless—ofthe�rst violin); andthennaturallyhecannotmakeheador
tail of the continuation,which presentsnew (thoughrelated)thematicformationsandis alreadyrich in
motivic work, andleadsbackto a repeatof themaintheme(in E-�at!) only afternineteenbars.

How mucheasierit wouldhavebeenfor thelistenerif all thesethingsthatareproving sodif�cult just did
not exist; if thebeginningof thequartet—mayI beexcusedthis impiety!—hadhadthe following form,
whichpurposelyvoidssuchrichnessof rhythmicdesign,motivic variationandthematicwork, andretains
only thenumberof barsandnotesof theunmurderablemelodicinspiration(example33):
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Thisreallyremovestheasymmetryof theoriginalandprovidesatwo-barstructurethatwill satisfyeventhe
densestlistener. Themotivic andrhythmicdevelopmentmoveseasilyandslowly, evadingeverypossibility
of variation.Semiquavers,whichmight representastumblingblock in theframework of ananimatedAlla
Brevemovement,aredispensedwith entirely, andthis removesthelastimpediment(namelythedif�culty
of hearingout thosesequencesof chromaticleapsof a seventh),sinceheretoowe do not overstepquaver
movement,andeven this is harmonizedin half-bars. But in casethis mangledthemeshouldstill be in
dangerof not beingunderstood,the immediateandliteral repetitionin the tonic key offers a degreeof
generalcomprehensibilitythat vergeson thepopular, andto capit all, all polyphony is avoidedandthe
simplestimaginableaccompanimentis put in its place.

What a differencewhenwe look at Scḧonberg! The sketchbookshe usedwhile composingthis String
Quartetareof enormousimportancefor anyoneinterestedin penetratingthepsychologyof his work. No
onewho hasglancedat themwill beableto saythatScḧonberg musicis constructed,intellectualor any
otherof the currentcatchwordswith which peopletry to protectthemselvesfrom the superiorityof his
over-rich imagination.For: 'Every thematicideais inventedtogetherwith all its counterpoints.'

And it all hasto beheard! At thebeginningof theQuartet,in counterpointwith the �rst � ve-barphrase
of the�rst violin, thereis aneloquentmelodyin themiddlevoice,built up—asanexception-ofone-and
two-barphrases(example34).

Even if this melodymight escapeonewithout damagingthegeneralimpression,it is inconceivablethat
anyonecouldgraspeventheinitial partof themainideaif they donotheartheexpressivesongof thebass
line. And thiscaneasilyhappen,sincethismelodyis dividedinto two phrases,this timeof threebarseach
(example35). For thisnot to happen—ifonedoes
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not feel thebeautyof suchthemes(andof this musicin general)with theheart—itrequiresthehearing
faculty at leastof an externalearcapableof keepingtrack of all the voicesthat areso pregnantin their
differentcharacters,andof recognizingas suchthe beginningsand endings(which areall at different
points)of all thesepartsof melodiesof differentlengths,andof dwelling (with understanding)on their
soundingtogether. And then,besides,it requiresthehearingfacultyof anearthatis setthemostdif�cult
taskwith regardto the rhythm,which—hereandeverywherein Scḧonberg's music—risesto a hitherto
unheard-ofpitch of varietyanddifferentiation.Look at the cello part just quoted:how a skippingscale
of dottedquavershasbeendevelopedasearly asthe seventhbar out of the long drawn legatophrases.
Two barslaterwe hearin contrasttheweightycrotchetsof theseven-notethemestormingup in alternate
fourthsandthirds(E-�at, A-�at, C, F, A, D, F-sharp).Alreadytwo importantmotivic componentsof the
Quartethavebeenexposed.And theway all theserhythmicformsarebroughtinto contrapuntalrelations
with theotherparts(whichdevelopwith quitedifferentnote-valuesandrelationships)!

Onewould eitherhave to bevery deafor very maliciousto describea musicthatmanifestssuchrichness
of rhythms(andin suchaconcentratedform bothsuccessively andsimultaneously)as“arhythmic”. If this
word is intendedto referto all relationsof tempoandnote-valuesthatarenotdirectly derivablefrom me-
chanicalmovement(e.g.,millwheelor railway train) or from bodily movement(e.g.,marching,dancing,
etc.) thenby all meanscall Scḧonberg's music“arhythmic”. But thentheword mustalsobe appliedto
themusicof Mozartandall theclassicalmastersexceptwhenthey purposelyaimedatuniformandthere-
fore easilycomprehensiblerhythms,asin their dancesandthemovementsderivedfrom old danceforms
(Scherzo,Rondo,etc.). Or is “arhythmic” intendedastheoppositeof some“rhythm” that is no longera
musicalconcept,but aconcept—like“ethos”,“cosmos”,“dynamic”, “mentality” andothercatchwordsof
ourage—thatcanbeapplied“in thelastanalysis”whereverthereis somethingin motion,whetherin artor
in sport,philosophyor industry, world historyor �nance! A conceptlike this,whichno longerstemsfrom
themobileformsof musicbut is appliedto somethingvague,somethinginde�nablein musicalterms,and
which enablesoneto speakof therhythmof a pieceof musicin thesameway asonemight speakof the
rhythmof therecentslump—aconceptlikethis is simplyandnaturallyoutof thequestionfor anyonewho
canaccountfor therhythmicaction—springingfrom themusicaldetails—thatextendsoverawholework.
Thefactthatsuchdilution of conceptscanbecomecurrent—evenamongstthosein whomonemight least
expectto �nd it (out of respectfor their position):amongstsomecomposers!—onlyproveshow dif�cult
it is for amusicthatwantsto bemeasuredonly with thestandardsof its art (andnotwith thestandardsof
somemere“attitude”),—how dif�cult it is for suchmusicto beunderstood.
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Andthisbringsusbackto therealobjectiveof my investigation:thedif�culty of understandingScḧonberg's
music. The dif�culty arisesfrom the music's richness—aswe have seenso far—in beautiesthematic,
countrapuntaland rhythmic. It only remainsto speakof the harmonicrichnessof this music, of the
immeasurablecornucopiaof chordsandchordalconnectionsthat arenothingother thanthe resultof a
polyphony (which we mustalsoassesshere)that is quiteextraordinaryin contemporarymusic. That is,
they are the result of a juxtapositionof voices,distinguishedby a hitherto unheard-ofmobility in the
melodic line. And so this excessof harmoniceventsis just asmisunderstoodaseverythingelse. And
naturallyjustaswrongly!

Thispassage(example36) in Choralestyleis not thechordalbasisof thefar-�ung archesof anAdagio—
whichonecouldwell imagine.No; it is merelytheharmonicskeletonof themuch-discussedbeginningof
thisQuartet.

It seemsincomprehensiblethat somethingsosimplecould be not understood—couldevenappearasan
orgy of dissonancesto a premiereaudiencehungryfor sensation.And only thefact thatsuchanunusual
numberandsomany differentkindsof chordsare�tted into thenarrow spaceof tenanimatedAlla Breve
barscanexplain why anear—nonetoo spoiled,on accountof therelative poverty of othercontemporary
music—isnot equalto the taskof digestinga sequenceof �fty or morechordsin a few seconds,and
thereforepresumesit “hyper-trophied”(anotherof thosesticksfor belayingthis music)whereactuallyit
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is merelyrich to over�owing. For, asthelastexampleis supposedto show, theconstitutionof thechords
andtheir respective combinationscannotbe responsiblefor the dif�culty experiencedin understanding
them. Thereis no singlesonority, not evenon theunaccentedsemiquaversof thesetenquartetbars,that
cannotbeimmediatelyclearto any eareducatedin theharmony of thelastcentury. Eventhetwo whole-
tone chords(marked with asterisks)with their chromaticpreparationsand resolutions—todaynobody
couldpretendto be morally outragedby suchthingswithout becomingthe laughingstockof the whole
musicalworld.

Fromthiswecanalsoseehow irrelevantit is—andalwayswas—tospeak(in judgingScḧonberg'smusic)
of how regardless“modern”voice-leadinghasbecome,andhow it ignoresthesonoritiesthatresult.What
I have shown with regardto theseten barscanbe demonstratedequally in every passageof this work.
Eventheboldestharmonicdevelopmentsarefar from beinga playgroundof uncontrollable,coincidental
sonorities.

Chancehasno placehere,andanyonewho still cannotfollow maytake theblameon himself,having full
con�dencein theearof a masterwho canconceive all thesethingsthatappearsodif�cult to uswith the
sameeaseashesolvesthemostcomplicatedcounterpointproblemsin front of his pupils' eyesasthough
hewereconjuringthesolutionfrom up his sleeve. Askedonceif “he hadever properlyheard”a passage
in oneof his works thatwasparticularlydif�cult to understand,heansweredwith a joke thatcontainsa
profoundtruth: “Yes,whenI wascomposingit!”

A wayof writing conditionedby suchunwaveringmusicalitycontainsall compositionalpossibilities,and
thereforeit cannever becompletelyfathomed.Not eventheoretically. Theresultsof my analysissofar
(and I would dearly like it to be complete)have by no meansexhaustedthe possibilitiesof thesefew
bars.For example,westill have to mentionthatthesevoices,inventedfrom thestartin therelationshipof
doublecounterpoint.permitof manifoldvarietyalsofrom thepointof view of polyphonictechnique,and
this naturallycomesto fruition in thevariousreprisesof themain idea. First themelodiesof violin and
cello changeplaces(sinceall mechanicalrepetitionsareavoidedevenin this earlywork of Scḧonberg's).
Presentedgraphically:thelinesthatappearin the�rst barsof theQuartetin theverticalposition

1
2
3

arelaterintroduced(page5 of theminiaturescore)in theorder

3 (in octaves)
2
1

At their third appearance(page8) thesubsidiaryvoicesarealreadyvaried. thoughthemelodynotesare
strictly preserved.Heretheorderis

2 (variantin semiquavers)
1 (in octave)
3 (decoratedwith quaver triplets)
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Finally in thelastrepriseof themainidea(page53) themainandsubsidiaryvoices—quiteapartfrom the
innumerablecombinationswith otherthemesin thework-appearin thefollowing order:

3 (variantin quaver triplets.but differentfrom thepreceding)
1 (in octaves)
[3 Inversionin quaver “diminution”]

But these�rst ten barsandtheir variedrepeatsrepresenta very, very small fraction of the work, which
lastsaboutan hour. They canonly give a hint of an ideaof the harmonic,polyphonicandcontrapuntal
occurrences(in an excessunheard-ofsinceBach) that �ourish so luxuriantly in the thousandsof bars
of this music. One can assertthis without being guilty of any exaggeration:Every smallestturn of
phrase,even accompanimental�guration is signi�cant for the melodicdevelopmentof the four voices
andtheir constantlychangingrhythm—is,to put it in oneword, thematic.And this within theframework
of a singlelargesymphonicmovementwhosecolossalarchitectureit is quite impossibleto go into-even
super�cially—in thespaceof this investigation.

It is not surprisingthatanearaccustomedto themusicof thelastcenturycannotfollow a pieceof music
wheresuchthings are going on. The music of the nineteenthcenturyis almostalways homophonic;
its themesarebuilt symmetricallyin units of two or four bars; its evolutionsanddevelopmentsarefor
themostpartunthinkablewithout anabundanceof repetitionandsequences(generallymechanical),and
�nally this conditionstherelativesimplicity of theharmonicandrhythmicaction.Decadesof habituation
to thesethingsmake thelistenerof todayincapableof understandingmusicof adifferentkind.

He is irritatedevenby suchthingsasa revival of someartistic techniquethathasbecomea rarity, or by
deviations—evenin only oneof thesemusicalmatters—fromwhathappensto beusual,evenif thesede-
viationsareperfectlypermissiblefrom thepoint of view of therules.Now imaginehis positionwhen(as
in themusicof Scḧonberg) we �nd—united, occurringsimultaneously—allthesepropertiesthatareoth-
erwiseconsideredthemeritsof goodmusic,but which generallycropup only singly andwell distributed
amongstthevariousmusicalepochs.

Think of Bach's polyphony; of thestructureof the themes—oftenquite freeconstructionallyandrhyth-
mically, of theclassicalandpreclassicalcomposers,andof their highly skilled treatmentof theprinciple
of variation;of theRomantics,with theirbold juxtapositions(whicharestill boldeventoday)of distantly
relatedkeys; of thenew chordalformationsin Wagnerarrivedat by chromaticalterationandenharmonic
change,andtheirnaturalembodimentin tonality;and�nally think of Brahms'artof thematicandmotivic
work, oftenpenetratinginto theverysmallestdetails.

It is clearthatamusicthatunitesin itself all thesepossibilitiesthatthemastersof thepasthaveleft behind
wouldnotonly bedifferentfrom acontemporarymusicwheresuchacombinationis not to befound(asI
will show); it also—despitethosepropertiesthatwerecognizedasthemeritsof goodmusic,anddespiteits
excessive richnessin all the�elds of music,or rather, just becauseof this—it alsomanagesto bedif�cult
to understand.which indeedScḧonberg's musicis.

I will be reproachedwith having proved somethingin this investigationwhereno proof wascalledfor:
namelythe dif�culty of the Quartetin D minor, a “tonal” work that stoppedbeinga problemlong ago,
a work in fact that hason the contrarybeengenerallyrecognizedandhence—understood!Well, even
thoughthevalidity of that is questionable.I admit thatthequestionat theheadof this articlewould only
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really beansweredif I wereto demonstratewhat I have shown on thebasisof thesefew minor-key bars
with referenceto at leastoneexampleof so-called'atonal' music. But it wasnot only a questionof the
dif�culty but also—asreadersof my analysismusthave realized—aquestionof proving that themeans
of this music,despitethefact thatmuchin it is felt to beparticularlydif�cult to understand,areall right
andproper:right andproper, naturally, in connectionwith thehighestart! And it wasof courseeasierto
show thiswith regardto anexamplerootedin major/minortonality, whichnevertheless—anadvantagein
this connection—occasionedasmuchoutragein its dayas“atonal” musicdoestoday. But having arrived
at a point whereI regardthe latterasjust as“existent” asthe former (andit doesexist, not only thanks
to thework of Scḧonberg, “the fatherof atonalthought”ashe is generallycalled,but thanksalsoto the
work of a largeproportionof themusicalworld), all I needdo is to projecteverythingI saidaboutthese
ten barsof the Quartetonto any passagein his later andmost recentworks. Our title questionis then
equivalentlyansweredby producingevidencethat the meansof this musicareequallyright andproper
to thehighestart. Indeed,it will thenbecomeapparentthat thedif�culty of understandingis not caused
somuchby theso-called“atonality”, which hasmeanwhilebecomethemodeof expressionof somany
contemporaries,but heretoo by theotheraspectsof thestructureof Scḧonberg's music,by theplenitude
of artistic meansappliedhereandeverywherein this harmonicstyle too, by the applicationof all the
compositionalpossibilitiesprovidedby centuriesof music,to put it brie�y: by its immeasurablerichness.

Heretoowe�nd thesamemultiplicity in theharmony, thesamemulti-levelde�nition of thecadence;here
too theunsymmetricalandcompletelyfreeconstructionof themes,togetherwith theirun�agging motivic
work; heretootheartof variation,affectingboththematicwork andharmonization,bothcounterpointand
rhythm of this music; heretoo the samepolyphony extendingover the whole work, andthe inimitable
contrapuntaltechnique;heretoo, �nally , thediversityanddifferentiationof therhythms,of which wecan
only sayagainthatbesidesbeingsubjectto their own laws, they aresubjectalsoto thelaws of variation,
thematicdevelopment,counterpointandpolyphony. So in this �eld too, Scḧonberg attainsto an art of
constructionthatproveshow wrongit is to speakof a “dissolutionof rhythm” in hismusic.

Consideredfrom suchauniversalpointof view, how basicallydifferentis theimageof othercontemporary
composers,eventhosewhoseharmoniclanguagehasbrokenwith thedominationof thetriad. Themusical
meanslistedabovecannaturallybedemonstratedin their musictoo. But wenever �nd them,aswe do in
Scḧonberg, unitedin thework of asinglepersonality, but distributedamongstthevariousgroups,schools,
generationsandnationsandtheir respective representatives.

Onecomposermayprefera polyphonicstyle of writing, but reducesthis thematicdevelopmentandthe
art of variationto a minimum. Anothermaywrite a bold harmonicstyle andnot shrink from any com-
binationof tones,but he hasroom only for melodiesthat hardly overstephomophony and are further
characterizedby theuseof only two-or four-barphrases.Onecomposer's “atonality” consistsin setting
falsebassesunderprimitively harmonizedperiods;otherswrite in two or more (major or minor) keys
simultaneously, but themusicalprocedureswithin eachoneoftenbetraya frighteningpoverty of inven-
tion. Musicdistinguishedby its rich andanimatedmelodyandfreeconstructionof themes,sickensonthe
sluggishharmony, thesymptomsbeing:povertyof intervallic movement,long heldchords,endlesspedal
pointsandharmonicprogressionsthatperpetuallyrecur. Musicof thiskind—I canalmostpositivelyassert
this asa generalproposition—cannotsurvive without moreor lessmechanicalrepetitionsand,often,the
mostprimitive sequentialprocedure.This is especiallyclear in the rhythm, borderingon monotony, in
whicha profusionof shiftsandchangesof metreconcealstheneedinessof themusic.

Therhythm—now rigid, how hammering,now dancing(andotherkindsof animation)—providesmoreof-
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tenthanonewould think theonly handholdfor amusicthatis otherwisecompletelyinconsequential.And
it is therepresentativesof thiscompositionaltechniquewhoaregenerallyreferredto as“stronglyrhythmic
composers”.Even“atonal” andotherwise“progressively orientated”musicmanagesto beacceptedand
evenbecomerelatively popularthanksto its adherenceto suchmoreor lessestablishedprinciples,such
exaggeratedone-sidedness,andthanksto thefactthatit contentsitself with being“modern,but notultra”.

And even if oneor moreaspectsof suchmusicdo presentthe listenerwith dif�cult tasks,it adheresso
strictly to the conventionalin all other respects—oftenbeing intentionally “primiti ve”—that it appeals
to the earsof peopleof moderatemusicaldiscernment,just on accountof thosenegative properties.It
appealsto themall themorebecausetheauthorsof suchmusic,in orderto bestylisticallypure,haveto be
awareof theconsequencesof only theironeparticularfeatureof modernity, andarenotcompelledto draw
conclusionsfrom thecombinationof all thesepossibilities.Theinescapablecompulsionwhichconsists(I
repeat)in drawing the farthestconclusionsfrom a self-chosenmusicaluniversalityis to be found in one
placeonly, andthat is in Scḧonberg's compositions.In sayingthis, I am, I believe, producingthe last
andperhapsthe strongestreasonfor thedif�culty of understandingit. The circumstancethat this noble
compulsionis metby a sovereigntyworthy of geniusjusti�es me—like everythingthat I have saidabout
Scḧonberg's mastery, unequalledby any of his contemporaries—insupposing—no,it is no supposition,
it is a certainty-thatherewe aredealingwith thework of oneof thevery few masterswho will bearthe
title “classic” for time everlasting—longafter the “classicistsof our time” have becomea thing of the
past. Not only hashe “drawn the last andboldestconclusionsfrom Germanmusicalculture” (asAdolf
Weissmannaptlysaysin hisbookDie Musikin derWeltkrise), hehasgot furtherthanthosewhoseeknew
pathsblindly and—consciouslyor unconsciously—moreor lessnegatetheart of this musicalculture.So
todayon Scḧonberg's �ftieth birthdayonecansay, without having to bea prophet,that thework thathe
haspresentedsofar to theworld ensuresnot only thepredominanceof his personalart,but what is more
thatof Germanmusicfor thenext �fty years.
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