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When I appeared on one of these programs eerlier thls year,
I conmenteduggé of the longest pleces of the symphonie literature.
The Ninth Symphony by Gustav Mahler takes 2bout ninety minutes to
ﬁlay. Today I should like to discuss one of the shortest speclmens
éf the kind. Anton Webern's Symphony lasts herdly nine minutes.

The term symphony does not of itself requlre sny specific
dimensions of a composition so designated. Originally , that 1s
in the sixteenth and seventeenth centuries, any kind of plece written
for an ensemble of instruments might be called "Sinfonia", even if it
was perhaps only an interlude of a few bars between the stanzas of
an operatic aris.

Antiromentic tendencies in our own time which have led to a
revival of preclassical and Baroque concepts also prompted using the
term "Symphony" in this ancient , non-descript way. The Five Sympho-
nies by Darius Milhaud, for 1nstance, some of which may even be

layful Ltte picces,
shorter than the Webern eEEEE%E] obviously called "Symphonies" in
order to contradict the solemnity traditionally attached to this
title.

Webern who never partook of any of the neoclassicistie
mesquerades undoubtedly would not have used the title "Symphony" had
he not been convinced that his plece in spite of its miniature size
had the characteristics which we assoclate with the 1dea of the
symphonic form ever since the Vlenna classlics gave thls form a speci-
fTic definition., One of the objectives of our study will be finding
out to what extent and in which._sense Webern's work fits the

definition.



The ud%ual und unaceustomed sounds of which Webern's music
consists meke it advisable to hear the plece more than once. Its
brevity mekes this happily possible. I therefore propose at this polint
listening to the pilece in its entirety without any comment so thet we
mey form some mentél ploture of the object we want to study. I will
then 2nalyse the work and repeat its‘integral pérformance at the end
of this period. You will now hear the 8ymphony opus 21 by Anton Webern
as played by sn ensemble of musiciens of Los Angeles conducted by
Robert Craft. The only comment at this time 1s that the piece has

two movements, and .that it was written in 1928.

( play the whole symphony )

Our first impression is that this work 1s not only much shorter
than most symphonies , but also smeller in volume of sound. Instead of
the imposing array of intrumental. cholrs which in the 19th century
were held indispensable in the symphonic style, Webern's symphony 1is
scored for Clarinet,Bags -c¢larinet,two French Horns, Harp end a limited
group of strings , without double Besses. The term ""Chamber-Symphony"
would be quite approﬁiate to the work. |

Although definltions and descriptions of musical forms are by
necessity flexible and open to interpretation by both composersand
critics, we agree in genersal tha:i:ypical symphonic form 1is é@racte-
rized by the presence of at least two contrasting themes which are
subjected to the processesof development before belng more or less
completely yesteted . If we understand this ststement to mean rather
a general principle than a rigld precept , 1t will indeed cover
nearly all items of the symphoniec literature. Ever since Beethoven

expanded the symphonie form to that monumental dimension which hes

become its most prominent lesndmark, we know that frequently the
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contresting themes are azctually compound blocks of musical idens,
richly articuleted and full of loezl contrast . We a2lso know thsat
especlally in the more recent phasesof symphonie writing , as for
instence in Mahlerl works, the developmental activity 1s frequently
not confined to @ speclified srea of the comnositlon, neatly seperated .
from the sreas of gstatement 2nd recapnitulstion, but invades the
themetlc statement as soon as 1tls mede:. Whatever such snecilzl
conditions may be, we can ne@rly always observe at work the ides of
gontrasting subject‘mgttérs and development thereof,

Let:us now see how this Princlyle applies to Webern's work.
Looking 2t the score we notliece that the first movement h-s in bar 285
a double-bsr llne with a repetition sign, such 28 1s alwsys found in
the classlcal symphonles up to the esrly Romsntics. Tradition required
thet the #we flrst sectlion , the so-celled exposition , be repested
literally before golng on.to the development. In modern symphonies ,
this hashmnuazﬁg;en done. In fect, 1In the performances of even the
classlics thls repetition 1is nowadays frequently left out. Since this
gection 1in Webern covers about one third of the whole movement, 1t
ecould indeed he 2n exﬁositioﬁ y the other two thirds possibly belng
assigned to development and recapitulstion. Let us then hear these
first 25 bers to find out whether we cen discover anything like

vontrasting themestical materilal,

{_play m.1- 25a )

It would seem far fetehed to @sll zny conflgurstion in this
seetlon & first or second theme, sinaee no precise thematle shepe is
clearly in evidence. The only chenge which cen be identified 1is o

very subtle one ., About two thirds through thls section in bar 17 and



19, there 1s a glight slowing down of the gpeed.. Approximetely in thil
reglon the movement of the muslc changes 1f ever so glightly in ‘that °
the longer tones which prevailed in the beginning now recede 1nto the
background and give way to grouplingrof shorter tones. Let us hear thils
sectio1once more and foeus our attention on that slight ghenge in

texture which occurs a2t the point of the little slowdown,

( play same )

If such a minute chenge is of any significence, we mey conclude
that in compesrison to the effects prevailing in tradlitlonsl styles
musical progcesses @ were reduced by Webern to 2 sort of microscoplc
sgale.In fset , much of his uniqueness es a composer may be understood
by reslizing that he wss bent upon #educlng the substance of musle 1o
that minimum‘of sound which would make the musicsl processs Just
audible‘ta & very attentive ear.,

Such ektracrdinary attention will be mecessary if we now investl-~
gete what actually goes on in thlsvgeotijn which we tenfatively have
agqualled to the exposition of s symphoniec form, Let us try to llsten
carefully to the first 5%  bars snd focus our sttentlion on the
sustained tones whlch sre played by the twa French Horns. The first
Horn hes @ phrasse consisting of four tones , the second of which is
repeated. The éecond Horn enters after the first hss pleyed 1lts third
tone which 1s reasched by 2 skip of nearly two oetewes down., When the
second Hbrn plays 1its 18st tone, the clarinet enters above 1t. This is
the beginning of & new phrase #nd we shall for the time belng not pay

any attention to it. Here now is the openlng phrase,

(_play 1- 5% )




You mey heve notlced thet the sé&cond Hérn begins its phrase on
the same tone on which the flrst Horn stesrted tne whole plece. But
instead of golng up =28 the first dld, the second Horn goes down
exactly as far =8 the flrsf went up. It repests thils low tone just
as the flrst Horn dldywith ites high second tone. Then the second Horn
skips Jjust #s far up-nesrly two odtaves- as the first went down. The
last interval between the third and fourth tones agesin 18 the gsme in

both Horns, the first going up, the second down., Let us hear this

exgarpt sgain,

( play 1- 5% )

b SN

Whet goes on here , 1s known 2% & eenonig &teﬁi@m hy ln'verfv‘»'
sion, thet 1s to say, thafﬁ%%o Horns pley exactly the ssme thing ,
but in opposite directions. What goes Wmp in ‘the Tirst, goes down in
the gecond, =znd vice versa, The two stetements zre symmetricesl in
reletion to 2 horlzontal line drawn through the pitegh level which
they have in cemmon , namely thelr first tones,

Once we hsve realized this, we hsve gresped one of the ecssgsenticsl
prineiples by which Webern's Symphony , and indeed most of his leoter
music moves BLOAE and 1s held together. It i1s the principle of
symmetry. Of course,the term symmetry hes been used 1n theoretical
discus _sions of musical déslgn long hefore. In classlcal muslc we
speak of "symmetricsl periods", and by thet we mesn structures of the

type which I shall 1llustrete with the wellkmown Haydn-example:

( Haydn )

Whet 1s symmetrical about these phrases 7 They obviously
correspend in regard to their rhythmie organisation: six siﬁort

units plus one long. But since thése units follow each other always



in the same order, there 1s strlictly spesklng no symmetry if we
understand by symmetry an arrangement off, elements on two sldes of af
given sxls whereby the corresponding elements are equldistent fronm
that axis, Haydn's perliods sre not reslly symmetrlieal , but rsther
parellel,like verses which have the same mumber of feet and end
in rhyming syllsbles, Webern's phrases sre really symmetrlecal , =s we
have seen, since they are relsted to esch other like the imege of &
mountain to its mirror reflectlon 1n the horizontel surfece of a lske,
This relationship , technically known as 1lnverslion , has been used sa
great deel in polyphonic musiec, but rarely with such unique persistens
cexas in Webern's later muslec where it 1s one of the most importent
structural devices., ¢ N

We shall now tdke up the sectlion following the reneat sign up to
‘which we have listened so fer, If we hsve tientetively called 4t a:
.develapment gsection in anelogy to thet pesrt of the symohonle férm
which traditionzlly Iolloys the exposition, we wlll now have to
revise this speotion since the first seétian hgs hardly exposed =ny-
thing that oould heve been ldentified with the traditlonal concept of

g theme., Let us then see what the subsequent pert 1s like.

(_play 25b= 45 )

The first thing t2 be notliced here is another chenge in the
movement of the musle, that 1s a different arrangement of time values.
The opening sectlon of the work consisted of sustsined tones whileh we#e
mainly helf-notes, and shorter ones , which were qusrter-notes, the
latter , 28 we heve polnted out , sccumulated towardithe end of the
fragment. In the sectlon which we heve just hesrd ﬁe encounter for

the first time still shorter time velues, nesmely elghth-notes. These
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appeer alweys in peirs , usually attached to a reletively long
sustained note of the length of six quarters, Let us verify this by

listening to the first flve bars of this section.

(_play 25b-29 )

You could hear this egharacterligtic grouping twlce in the top
“olce played by the Blarinet, snd twlce in the bottom pert , pleyed by

cello and then by the Viola.

( repeat)

By this time you will have realized that this mucle requires s
gsort of microscople lngpection 1f one wishes to penetrate its inner
workings, Therefore we must not loSe our petience if we look 2t some
..detalls agein and egaln, each tlme focussing snother aspect. If I let
'Sr.ou ‘ear these flve bars once more , 1 invite you now to watch only
the top volee, the clarinet. You will observe that it oconsilets of two
phrases of three tones each~ the long tone plus the two eighth-notes
previously discussed. Now 1f’you watch the melodic motlon of these
phraaeé sy you will @otlce thet they sgaln are symmetricel, Again they
heve the firét s 8ustalned tone in common, In the first phresse the
two elghth-notes move down, 1in the second they move up to the sesme

extend,

( repest )

Now we must hesr these bhars ogce more , thlg time watching the

bottom volece, sand we wlll ageln notice the same kind of symmetry.

( repest )




But we are not through yet. When we now play these five bsors
once)

mors, we shall sttach to then immediately flve bars from the end of

#he section now under exemination. Listen garafully:

(_play 25b-29, 40-44 )

If you did llsten carefully, you could observe that here a
different type of gymmetry 1s represented, The second set of five bars
¢ontains exactlyiﬁhé Sdmé'éuéiééi*pfécéSS as the flrst, only in reverse
se order, The two elghth-notes now come before the sustained tone., If
in the cese of inversion we could imagine the muslcel process belng
reflected In a horizontal mirror, we would now hrve to sssume the
exlstence of a vertical mirror in which whet wes going forwasrd 1é
reflected as retracing’ 44 g ggéﬁs,rﬁunﬁing;bgégﬁgﬁgs.let us hesr this

Qnce more,

One more detafl, before we go on. You mey remember thst there
wes a comylet@'mﬁan&atillfinmﬁhﬁﬁmiddla-dt”tﬁ&B'séﬁﬁiﬁ&ﬁ"a long
sllence in the center of which 2 few hazy, shadowy tones could be
heard before the musle took up ifs flow agein. Let ue inspect this

shadowy speck.

(__play 34-35 )

The cello hes one very short =znd a long tone, the herp hss
four short notes , hsrdly distinguishsble, end the cello returns
with & short and @ long tone. Agsin the eighth&onee are srranged
symmetrically in two groups of four , but heve the retrograde mirror<

iﬁaéé follows the originsl immedistely. The conspicuous plsge
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asglgned to this configurstion in the center of desd sllence suggests
that it hes sa speci?l funetion ., In facot, 1t 1is the turning pdint of
this whole section, and =21l that follows 1t,1s &n exact patpegresston
of everything thst wentt before ., If we hed plenty of time 2nd @ould
inspect the sgore while listening to the musie , we could essily
verify thet %hsre are many more correspondences of this kind , thst
meny more elements of the whole composition are relsted to esch other
‘In terms of inversion, or retrogression . It would become clesr that
in Webern's work these principles of desien prevail over, or eben
replace , the traditionsl ways of cresting structursl context,., Before
pondering the impllcations of this stete of affairs, let us become
acqualnted with a few more details of sur Symphony.

If the formal ertieulstion of the first movement so far was
mainly cerried out by chenges of motion, we may see that Webern hesg
stuck to this 1idea to the very end of the movement. Here are the lssg

& bers of 1t,

( _play #1 - 66b )

For the first tlme the short elghth-notes now asppoear in groups
of more thzn.two. Obviously the structursl ldeas &f the movement is
gpeeding up the muslcal process from one section to the other by
introdueing shorter rhythmlec velues and incressing thelr number,

The most 1lmpertent festure of the constructive aspect of this
work 1s revealed in the first 1l measures of the second movement, This
movement 1s caslled Varlations , snd conslsts of a theme and seven
verliations to which a brief concluding section 1s attached., The

orm 1s extremely clesr in thet the varliations

artlculation of the f
are most ostenslbly set wst off one sgoinst the other. Paredoxlesl sas

1t scems,we must say that Webern's music,although it sounds to meny as
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strange as they mi@ht im-gine the muelc of the Martiens to be, 1s much
clearer snd simpler in its constructive aspect than most twelve-tone
musiec ever written,

By using the term fwelve-tone music I hsave 2nticlipated what I
shall now try to demonstrate sneslysing the fheme of the Varlastions,
which comprises the first 11 meszsures of the movement.Let us hesr 1t

now,

{( miiad 33 .8.31 )

Thls theme consists of a2 melodic line played by the Clarinet
which 18 very discretely accoﬁp?nied by & few tones 1in the two French
Horns and Harp, If you try to count the different pitches played by
the Clerinet,you will realize that there are twelve . Some of the
tones are repeated, but the sum total of the different tones to be

heard 18 tvelve. Let us hear 1t egain,

{  repsat ) o

v

Now ,sccording to our mlcroscobic procedure, we shall focus
another sspect of this segquence of tones. In terms of time values, 1t
conslsts of tones of néﬁrly equsl_length y exept for two 5§bart notes
which oceur in the middle of this sequence. It 1s at this noint thet
the harp plays four short notes agrinst the ieFﬂing glerinet pert. Let

ue try to verify this,

{repest )

o grwnany

&ifyyadﬁaﬁdwill listen once more very csrefully , you might
realize thet these two short notes sgsin are s turning Faint such 2s
we have examined esrller.Everything that hapoens after it is 2 retro-

gresslon of what went before. This 2pplies not only to the clarinet
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part, but sls> to the sccompeninent. Plessg listen to it once more,

{ .repest )

Bince we hsve realized that the entire melody of the clarinet
consists of twelve different tones, it follows thet thls sequence of
twelge tones was set up in such 2 wasy thet 1its second half would be
identlczl with & retrogression of its first helf, shifted of course
to a different pltch level so that none of the first six tones would
be repeated in the second half , or zlse we would not obtein a comple-
te twelve~tone row.

Here 1s revealed another principle , 2nd one of the most impor-

employment of tWelve-tone rows in the constructlon of muslcal entiffies.
wm, The twelve -tone row which we hrve discover=d in the i%éme of
our Veristion movement occurs not only ot thls plege, but 1indeed the
whole Symphony consists exclusively of countless &ppearances of thls
tone-row. There is not & single nﬁte in the whole work whieh could not
bé}gountgﬁ for as 8 member of this tone-row,

i7f we did not sttempt to trsce it in theséxcerpts of the Tiret
movement, 1t 1ls due to the fgct that there the tone-row is constently
superimposed Ynto 1itself, nppearing in eanonlic imitestions at different
piteh levels st the seme time, frequently combined with 1ts own
inversion , as for instznece ln the passage for the two French Horns
at the very beginning of the work. It would not have been possible
there to de@ect the function of the tone-row without taking apart the
muslcal fabric and inspect the sing%& threads of whicech it 1s made up,
a procedure which 1n these bresdcasts is not avallable., Fortunetely
the texture of the Theme of osur Varlations 1s so simple and cleasr that

the all-importent twelve-tone row stends =@Qut in bold relief and may B



be identified without difficulty . Let us now heer thls theme agasln,

( repeat )

The ensuing veriations do not requlre eglsborate comment. They
are set off sgainst esch other with exemplary clsrity , ©8€R of thenm
h=ving its own cheracterlstlc tempo, rhythmlic movement , 2nd
orchestretion. Tach varéestion covers eleven besrs esmactly like the
theme , and in st lesst three of them the turning polint st which the
muslcal process reverses ltself 1s drastically brought out by a
compléte standstill, much like the enelogous detall which we hs=sve
examined in the first movement.

In SFite of the faet that everything in %ebern;s muslec Points
to utmost clarity of articulstion and simplilelty of texture, thils v
musie was, during the comnoser's life time , consider=sd the most
bewlldering phenoﬁemdh within the realm of so-ce2lled new musiec, even
more inaccesalble then Schoenberg's most desring innovatilons,
Superfiéielly one might be inclined to =ssecribe this resctlon to thé
charecter of the geunds whilch prevall in Webern's musle. They are
extremely dissonant , according to the traditione 1 “diseriminatlon,
between consonant,ithet 1s sgreeable,sweet, h=rmonious, end dissonant,
namely unpleasent, harsh, dlsturbing sounds. However this 1s hardly

eneraled ;

the true ceuse of the flarm that wes eswsed by Webern's music fer
beyond: +the unessiness ususlly engendered by modern music,for ‘the
dissonent combilnstlons which he uses sre not much different from
whet we heve been accustomed t;-heer eer since the beginning of the
century in Streuss end Mahler,%nat to speak of Schoenberg,«%%$§§1ngj§
and Bertok. ; i

To us 1t seems that 1t wasfrrther the unprecedented degree of

concentration so menifest in Webern's music thst csused the general
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most
public as well osojeeest musiclens to recoll in hetred or despsir. There

ls no composer known to us whose entire life's work can be heard in
less than three hours glthough 1t compriges the fruits of thirty-flve
years of lebor. Only one of Webern's works- his lasst- takes more than
ten minutes to play, and even this is only thirty seconds longer than
ten minutes. Such brevity 1s the consequence of extraordinesry
concentration. Even to me,who hss been acqualnted with Webern's work
for meny yesrs,listening to a flve minute composlition of hls seems
like having heard a half hour of music,

One of the tanzible technical mesns by which musicel
significance is crowded into 2 minimum of duration 1s reducing
continuous utterance of any musicel thought to the smallest possible
number of tones. The Theme of fhe Veristions which enabled us to
dlscover the twelve-tone row on which the whole work is constructed
is an exce?tional case in theat here one instrument is alloved to carry
a thematlc st@tement for as much as eleven brrs, Nearly everywhere .
else the continulty of phrases 1s limited to sequences of less then
four tones. In many cases the individual instrument® pley only two
tornies or even Just one tone, before , eafter shirter or longer
silences , they enter the process agein, The result is a seeming
absence of continulty apt to disturb and tire listeners condltioned
to the permanent roaring of late 'romgntic music. The German composer
end critic Herbert Timert has very aptly called Webern's procedure
*Punktmusik™ 6 +thet is "polnt-musie", since it condenses the musieal
process 8P to speek into dl=connected nointe rather than stressing a

continuity which would carry the listener along over breskssnd gafi.

93}

Frequently one hes heard the ophnion thet Webern Jegred and
broken-up Style of writing wes the effect of his embrecing the twelves
tone method of composition , in other words, thet the compulsion & 4@

which he submlitted of using pre-set twelve-tone patterns as the besle



'..:*]_4_

material of his work forced him into compositional procedures which
he otherwise would not hrve employed, @nd that he might have sritten

in a more fluent, more acfessible style 1f he had not put on the
strnit-gacket of the twelve-tone technique. That thls was not the case
éan easlly be geen #f we toke a brief look at one of his earlier works,
The look may , and must , be brief since thils work- Six Bagetelles for
String Quertet- tskes oniy three minutes and thlirty seconds, It wes

written da 1915,

(. pley'sSix Boegetellas ")

In these pleces we clearly observe the cheracteristlc festures
of "polnt-music": the Jegged outline; the brief, disjolnted phrases,
the sudden silences whlch seem to nip in the bud any feeling of
gontingivy . But In the @iring quarte& Pieces this menner of writing
may be interpreted as the result of thé desire to express emotional
qualities with utmost intensity. If there ig any formal organizing
princliple at w:rk, it certeinly 1s not obvious. These pleees hsve many
of the characteristlies of the recitastive, that ls, their phrades seem
to follow each other im the manner of an lmprovisstion, dlctated by
nothing but the swiftly changing sequence of emotional impulses whigh
we understand to 3?;%?5tiV?tiDn of the whole work. In other words ,the
rhetorlical element 1n this muslc 1s very strong, and we percelve the
sudden changes , interruptions, contrasts as outbursts of high-pitched ‘
emotions , much as if we would listen to impassianate speech, In thils
respect the gtringxquaﬁtetfﬁiﬁceSFelong 10 that Fhose of new musile
which was correctly assoclated with the i1dea of ¢expressionism.

Whlle the Symphony retsins the externsl cherascteristics of the

expressionistbe styls, they now aPPe@r to be the result of :rathless
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co%}ructive discipline, Determined »exPloitatign'of tﬁe quaéI—

geometrical properties of the chosen twelve-tone row , of the

internal corresosondences of &ts verious segmente in terms of inversion

and retrogression , seems to avershadow any other motivation that

could be thought of as relevent in the process of the music's coming

1nt3 exlstence. Problems and prajectg of deslgn ere of peramount

significsnce ,egerything else t@kes on the character of a byproduct, 1
Anton Webern has not left many utterances of a theoreticalvor : i

snalytical nature. & letter which he addressed to 2 Swlss musie |

eritic in 1541 showgd?wﬁﬁiﬁ: extent he wsas preoccuﬁieﬁ with the

coé}ructive aspects of his music., Let me read to you e few lines |

fram this letter concerhing his last orchestrel work, the Verlatlons

opus 20, 28 quoted by Robert Creft in his iniéoductory notes to the

récorded edition of Webern's complete workgfﬁ Isn't it true,that when .

you first see this score you want s say,hell . whgt e An 1877

nothing !’1his {s beaause you do not see the multitude of notes which

most muslic has ccuntomed you .£0 . 86@.is - mverything in this plece

ig derived from the buwo idess stated in the filrst two measureS....

The second form of the 1ldea 1s 1in retrogrede: the second two tones

are the retrograde movement of the first but are doubled in shythmlc

length;;. By chemging the center of gravitstion within the two row

forms by esugmentstion end diminustdn the cherscter 2nd meter af

the Piece 1tself 18 gongtantly chenging....The entire development of

the piece is 2lreedy present in the row of the first few bers: Pre-

formed." ‘”Mﬁuwaz
Tkmdward"pre—farmedwiig the olue which expleins the almost

miraculous influence exerted by Webern's musia over the present

young generation of composers from Austrealls to the northern -most

recesses of Lapplend. Robert Craft says correctly:"?Haw were we to
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know thet...out age would be characterized by @ ma jority of the
youngest Western Turopean musicians ss the age of ?ebgrn? i
Certainly nothing in Webern's lifetime polnted to such a
development. Anton Webern, descende‘ﬁ j%nm ah anclent Austrlian
famlly in Tyrol, wss born in Vienna 1n 1883, It 1s interesting to

notice that before turning in earnest to composition he was treained

in musicology at the'UniVersity of Vienna where he recelved his Ph D

degree for a thesls on mediseval muqig. Undoubtedly thils was a cese
of selectlive affinity, for the most intrlcate ﬂspacts of Wehern's
later music heve much 1ln common with the rhythmic and polyphonie
complexities of the muclc of the Middle Ages. The 6ecisivé évent of
hls life wes hls assoclation with Arnold Schoenberg in 1905, He became
and remained 3choenberg's dlsciple 2nd devoted friend to the end of W
his life. Thié life, uneventful zs it wes in terms of ostensible
¢crisis and drama, w@s fall of frustration and diseppointment.lln his
homeland to which he was desperstely attached he was glven only
ogoaslionel jobs as genduetor , proof-reader =nd the like st the frin~
ges of the so-celled officlal musical lifte yand as a composer he was
appreclated only by a smell group of initiated friends that was
generally considered a bunch of lunetles. The Nazl regime deprived
him even of this limlted acclalm as 1t suppresaéi his musie and
annihileted his few Iollowere or scettered them over the face ot the
garth. A cruel fste @revented him from reslizing that during those
frightful yesrs of violence his fame had unbellevelly soread under-
ground. A few months efter the end of World War II. Anton Webern weas
shot to death ,presumably by accildent , by an Amerlcen sentry 1in fhe
mountein villege of Mittersill in the Austrisn Alps. The tragedy hes

not been fully explained to thls dey.



S

However, the age of Webern hsd come. To everybody's surprise
it turned out that young composers all over the world hsd made Webern
thelr pstron ssint. What attracted them to him was thls magle word
" pre-formed ".They became possessed wilith the idee of extending the
prknciple of the striect organigstion of muslcal deslgn through the
twelve-tone row to 2ll =2spects o2f the musical process, Not ohly the
sequence of tones “'snd intervels ,but also the duretion of the various
elements , the dynamiec volume mng™the &d¥und quelitles of the tones
should be preformed , predetermined Dby the serles, thet 1s by some
sequence of measurements snd proportions set up 1in advence and gover-
ning every single detail of the musicel process, Within a few years
after Webern's untimely desth this development of musiéal thought hss
opened up the new frontier of electronic musiec, 2 medlum which glves
the composer unlimited control over all snd any deteil of the musieal
process, S0 far we hsve only taken a2 few steps $ito thls unexplored
territory, and the ultimate outcome of the adventure 1s beyond
anybody's guess. Tempting as 1t 1s to embark on & dlscussion of
electronic music we have to stop right here lest our discourse would
approach%ﬁﬁe dimension of & Mashler symphony rather thsn conform to
the conclse brevity of today's subject.

It remelins to ans&er our first question: Is Webern's work a
symphony? The answer is na, 1f we adhere to the traditional concept
of the symphong form as”a drsmetlic ' development of cléarly steted
themetic characters. The answer 1s yes, 1f we sccept 2 re-definitlon
of the term "Symphony" 28 & work written for instrumentsl ensemble
embodying the most demending type of musicel design and thereby
realizing- the highest degree of significance. Let us now,in the spi-
rit of this new definitlion , hear once more the Symphony by Anton

Webern, without eny further comment.

{ pley the whole Symphony again )




