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§  Experiential time is thus dependent firstly on the measured tempo (determining the
[ speed of the shortest unit of measure for the time-intervals of the processes) and on the
éip_eed of the successive processes: experiential time can thus pass very slowly when
¥ fhere is a succession of extremely quick processes that, however, alter little or not at
all (for example in regular periodic processes) just as, vice versa, experiential time can
~pass very quickly in a slow tempo or a slow succession of processes if there is a high
. degree of alteration.
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i i de clear, the question$
1at the elementary processes of serial music have been ma s 107}
ks o ork of Webern provide

most immediately arising are those of musical organisation. A w /eber b
a paradigm for one of the most urgent of them: what organic connection is there be
tween structure and experiential time? - ~. v
By experiential time we mean the following: when we hear a piece of mu'sn:, processt
of alteration follow each other at varying speeds; we hav'e now more time to grasp
a]terations, now less. Accordfngly, anything that is immediately re.apeated, or that’ \
can recollect, is grasped mdre rapidly than what alters. We experience the passag_e:
time in the intervals between alterations: when nothing alters.at all, we l(?se our or}eﬂf
tation in time. Thus even the repetition of an event isan alterauqn e 'some'lhmg happens
then nothing happens — then again something happens. Even wnl?m a single process
experience alterations; it begins, it ends. The interval bel.ween beginning and end‘wa
duration; the interval between beginnings of two successive processes we call the m] 1y
of entry. The perception of a single note rests in the last.analySIs only on the fact tﬁ#
we experience periodic or aperiodic fluctuations of the air pressﬁure. In all percepti
we have to do only with variable alterations that have a parhqular structure; t
various time-structures we experience qualitatively through various cqqcepts (pa 3
meters). A repetition has the smallest degree of alteration, a wholly surprising even}
atest. %
greExpericmial time is also dependent on the density of alutrf:tion: the more suf;:r ng
events take place, the ‘quicker’ time passes; the more repetitions there are, the ‘slo
time passes. But there is surprise only when something une.xpectcd occur.s: on thtsl :
of previous events we expect a particular kind of succession of alterations, an
something occurs that is quite unlike what we expected. At that momen} we are
prised: our senses are extremely sensitive to absorb the unexpected alteration, to adju

s after a short time a constant succession of contrasts becomes
nd cannot b

logic of the flow, on the basis of which we begin to experience in advance, to expect
omething.

If we realise, at the end of a piece of music — quite irrespective of how long it lasted,
ther it was played fast or slowly and whether there were very many or very few notes
that we have ‘lost all sense of time’, then we have in fact been experiencing time most

is is how we always react to Webern’s music, and we would attempt to find in the
ucture some partial explanation for it.
~ . Let us take a simple example: the first section from the second movement of the
String Quartet, Op. 28. (Example 1.)
We hear a succession of thirty-five equal time-intervals. The distance between the
dividual processes of alteration thus remains constant. But after the first movement,
which the time-values are varied a good deal, we do not expect this unbroken suc-
sion of equal time-values, and the expectation of an alteration of note-value con-
ues until the end of the section, so that the experiential time accelerates until roughly
middle and then slows down again: the intensity with which we expect a different
-value grows, then decreases. Thus in this case the constant repetition of equal time-
alues produces surprise, because of what has gone before. With the further repetition
”the whole process this momentum of surprise falls away (though the repetition
teady acts as a preparation for the succeeding structure, a fact we do not know at a
st hearing; as soon as we know the piece well, or by heart, our expectation covers
and more other things; finally we know everything in advance and the only
It ations we notice are those in performance, etc., but fortunately this seldom happens,
one’s memory can hardly retain every detail of a piece). The whole process we have
ribed lasts hardly more than half a minute, and in none of his works did Webern go
ond this duration for the complete constancy of a parameter (in this case durations
and intervals-of-entry). =emm._.
When one parameter is constant, our attention is directed more toward the other
cesses; after 14 crotchets, all played pizzicato, the first legato occurs (in the first
in). Two crotchets later the second follows (in the viola) and the legaro-groups
recome ever denser, to balance the decrease in their momentum of surprise; they die
ragain and lead back to the pizzicato. Thus the mode of attack participates in the
ime-moulding process.
;A\lv'ur(her criterion for experiential time is here the vertical density. Of 31 simul-
ities (not counting the repeat) 23 are of three notes, 6 of four notes, and at the
bt ning stand a single note and a diad. The six four-note chords are so distributed that
jhe context of three-note chords they have a high degree of alteration: from each
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themselves to it. Thu ; 1 !
as ‘boring’ as constant repetition: we stop expecting anything specific, a

surprised : the overall impression of a succession of contrasts is levelled down to a sing

information. i po
The degree of information is thus greatest when at every moment of a musica

momentum of surprise (in the sense we have described) ?s gljeate.st: t!xe.mu510 consta ;
has ‘something to say’. But this means that the experiential time is in a state of f v
constantly and unexpectedly altering. :
An apparent paradox is immediately explained: the greater t!le temporal densit &
unexpected alterations — the information content — (h‘? more time we need to L
events, and the less time we have for reflection, the quicker tiine passes; the lower
effective density of alteration (not reduced by recollection or the fact that the alterat
coincide with our expectations), the less time the senses need to react, §o that greal
intervals of experiential time lie between the processes, and the slower time passes.
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four-note chord to the next, the three-note chords are collected to form supra-ordered‘
intervals of experiential time, the intervals growing steadily shorter, then longer again,
Starting at the double bar we hear the time intervals 9-5-5-3-1-3-5 crotchets.. ;&

The repeat provides a double opportunity to follow the processes of alteration: if the ©
first time we took more notice of the alterations in attack (pizzicato-legato) our attention
now automatically turns more to the noticeable alterations in chord-density as related
to the alterations of attack (and vice versa). :

Here it is already apparent that the music’s density of alteration does not change in
direct proportion to the density of experience. For example, if the time intervals between
the alterations remain constant, experiential time begomes progressively slower; if the
temporal density of alteration increases, the flow of experiential time remains for the
moment constant, and its tempo increases only when the degree of alteration increases
in potential. Consequently if experiential time is to pass at a constant speed when the
degree of alteration remains constant, the temporal density of the alterations must
increase; vice versa: if when the density of alteration remains constant the degree of
experience is to remain the same, so that experiential time is to pass no more slowly,
then the degree of alteration must increase. We find both processes in the example
we have chosen. We see that when the individual chords come in (mensurally) even .
succession, Webern constantly alters the experiential time through supra-ordered pro-:
cesses of alteration; and we see how he does it.

The time interval between equivalent alterations of the same degree (juxtaposition of
four- and three-note chords) decreases and then more quickly increases; i.e. while the
degree of alteration remains constant, the time-density increases and decreases agaifl

Here the legato attack has a much higher degree of alteration than have the four-note
chords, since it is introduced only after 14 pizzicato attacks, and one is already payin
less attention to the mode of attack, which up till then has remained constant; the
juxtaposition of three- and four-note chords, on the other hand, has been experienc‘e({
from the very outset of the piece as a momentum of alteration. On this account m_‘e?
density of the alterations from pizzicato to legato increases much more quickly in ord
{o attain the same level of information. The time-gap in crotchets is 3-2-2-1-1-1-1-1
(though the last number is 5 when the repeat is played), and when, through the five-fol ;
occurrence of a gap of one crotchet between the entries of the legato-pairs, the density

becomes constant, the degree of alteration increases in the vertical dimension: mor
legato notes are heard at once, tl ial succession bein 2432 [ 25 &
cgato notes are heard at once, the serial successio i€ frte ~ piano >

B:thx;) a structure the degree.s of alteration and density of alteration result from the

‘1;1’ ef ect' of al! componel'tls, like vectorial values in a multi-dimensional field

3 a:l:;nf alrfv;s;u%ated the internal time intervals, the supra-ordered alterations o-f attack
riable density of chords, let us now look at ou

and the var ¢ 2 , r example to see how far ex-

ﬁenen};al tlme is determined also by the structuring of intensities and harmonic altera-

ns. To ‘!hlS end, one should compare examples 2 and 3.

Alterations in loudness split up the crotchets into a number of groups:

TSP 6 =625 -4 ®) . '

-%at;:sma:‘t r.nakes. t!‘lg group oi.' four into a group of eight.) Superimposition of the two

b o; lo :;me dnvxsl:on resulting from the groups of four-note chords and the altera
oudness makes it clear that their points of coinci i i :

» oudness K cidence givi isi

fhe experiential time into three main groups: SeEeT il

™

{4

Intensities:

?_bur-note chords: +——4

Example 3

h : S :
b :od})lr::inl:):r:l lgcr:)nl:frlgi ;s associated very directly with the harmonic structure. There
K i thrC.ymlx:ie}:ry groups, the first of 12 chords (6 + 6), the second of
[ ) oy artes thre ug the mut}xal cor_respondence of chords that have a similar
"g g oct,a basec is%am ?rn (vertical) mirroring, but with transposition and vary-
e e et cgt el:s. hese groups are clearly divided by the introduction of
7 Cim i point w‘here the sef:ond symmetrical group begins (see Ex 2)
i oy cecutrarne o et s s marked by o vzt ha of hesecod
w;cs(;i‘()ir)eaiistt ::gsreee 02 alteration of vertical letiss?t;d gil:(;eas::it l?tfu(lj:ad €Ll
I on). econ group the mirror symmetry is shifted in i
ance; first by the irregularity of symmetry in the three mid . i .
nedlgj;ob:pci:s;:tzgﬁ tl»Yo fon_.lr-.note chords both occur in the s(:::i)lr::l:)a?ff: L
s ronpelatia :1 .]:l:; rwnthm tl:ne symmetries are made clear through dynamics: the
is s/ the second 5 chc-)fri:uap:ésppi{:n; (?l‘:;)ei::i?::s; t?e ﬁéSt i 2
S5 b . pp for 6 cho i
e :ll;); ger’(‘)alzz;:seli); ;r:w;‘nghthe last cho'rd of the first group into the f(l;(lilfnle:?nkgsc::: o
o etant lo tde synr_unetrlcal correspondence of chords in the se::
i ooon E ow ynamic leyels, thfa S/ with high degree of alteration, like th
group, characterises the increasing asymmetry of correspondenc’e in th:

| three middle pairs; the two f.
3 : H our-note cho - i :
‘rsponding group is again pp. rds are p; while the last symmetrically cor-

note chord in

Webern here allows the degree of alteration to increase while the density of alterat S symmetrical

remains constant. The experiential time of the whole section, as far as it already
emerges from these two partial processes, proceeds by leap until bar 14, accelerating
moreover, from then on it becomes only slightly slower, since the density of alteratio
and the degree of alteration decrease more quickly than they increased, this itself con
stituting an alteration that counteracts the repetition of pizzicato notes and the great
time-intervals between the four-note chords. 5
In the repeat that follows, the curve of experiential time must thus follow a qui!
different path: degrees of alteration are noticed in processes that previously were less
observed ; memory enters as a factor that noticeably diminishes the information content

of what is heard: one attempts to recognise things, the degree of surprise sinks, et

and
ond
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! maw, and irregular toward the middle - the centre, while remaining clearly marked
no longer the point of balance, although it is precisely this group of chords that or;
e analogy of the first symmetrical group, we expect to be most directly interrela,ted
nall.y ?he symmetrical part-structures produce an unsymmetrical overall form '
Sern:ahsm in the succession of the intervals between the chords’ highest anc.i lowest
tes is dependent on their registers and their compass (Example 4).

e Vierton- ARK.

This process is made still clearer by the handling of tempo-alteration: in the first
symmetry-group there is no tempo-alteration; the moment the second group begi
there is a poco rit.; with the irregularly symmetrical middle group (forte) the tempo
becomes ‘etwas fliessender’ (rather more flowing); at the first chord after the moment 0!
maximum harmonic information — which is at the same time the centre of the second
symmetrical group — there is again a poco rit. (greatest degree-of-alteration of chp‘rd
density, diad to four-note chord and moreover from the surprisingly simple interval
a fourth to a differentiated four-note chord that lacks a symmetrical or semi-symmetrical
mirror-complement such as has hitherto been the rule); the greatest degree-of-alteratio
of horizontal density (direct succession of two four-note chords) is followed by
“wieder gemdchlich® (tempo 1 — leisurely). %

We experience in immediate succession the highest degree of alteration and the
greatest density of alteration, simultaneously with a speeding up and slowing down @
the tempo and a marked dynaric alteration that applies not only to the symmetric:
asymmetric displacement but £o the chord structure. i

Here again there is a correspondence with the legato attack, which, together with the
intervals’ pitch-direction (see below) supplements the other forms of alteration. The
first 5 chords of the second mirror-symmetry constitute a symmetrical group (ri
legato pizzicato, falling legato —-—~; then there is a group of six whose symmetry
telescoped: r:)\s this group shifts the centre of gravity to the second half; tht
group of three, linked to the previous one, with only falling legato bowings ~X.

At the centre of both the group of six and the group of three, the greatest degree-ol
alteration in the vertical superimposition of legato phrases coincides with the four-
chords marked X in Ex. 2. The latter are again differentiated by the compass (widest a

closest possible) of the notes they contain:
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g enbreite = Breadth of register (measured in minor seconds)

Example 4

nlrough' {h; combination of chord-registers and compass there arises a three-fold

ral dmsnox}: (1 +) 14 — 8 — 7 crotchets (with a final group of 6 after the repeat). In

g ‘; dslymrfnetncal group, chords _of very similar compass correspond to one anoth-er'
e e o' tlTe group is characterised by a marked change of registers, and this is alst;

> of the linking-passage to the following symmetry-group and from ’the latter to the

g4 £
o b’ etrical third one. The links between the

' . : groups are marked very clearly by th
b ab’ t}l)uass of a seventh, or 1t§ half, the fourth (10 and 5)*. The first and second groyupylik:
Bb £z third and fourth, are linked by having a chord in common, while the second,and

:;]re ‘(ihwded by tl}e greatest contrast of compass (5 — 34). The first group coincides
e first harmonic §ymmetry-group, the second and third correspond to the two
ves of the second, which, however, differ JSrom each other in so far as the first is sym.
cal wherfaas the second is unsymmetrical (decreasing in compass); the second t)]"l ;
a m.uch bigher degree of alteration because of the two preceding ;vmmctri *
; ')'cha] feflture is the constant alternation within the alterations of c.:om ass ?-S‘. th
fgroup this produces two corresponding pairs which interlock 2;'-1g-gp° =21 ":1 i
third a two-layered series of compass-decrease: e

Summarising, we find the following: the harmonic symmetry-groups divide the flow
of time into two sections (or, including the repeat, four plus an asymmetrical clc i
group), their length being (2 +) 12 and 16 crotchets. Whereas the first symmetry, wh
dynamics accentuate its two halves and its centre, is binary and regular, the second
longer one is with regard to harmony, dynamics and tempo-alterations rernary andin
middle section irregular, with a transference of weight to the second half through th
‘out-of-step’ four-note chords and the insertion of unequal legato symmetry-groups.
separation of the two major symmetries, effected by the introduction of the legata,
made indistinct by the taking-over of the last chord of the first group into the second, pp.. 348311 - 27 1 - 20 %

Whenever a slowing-up of the experiential time occurs because of a lower degr i == \_‘/\-11’-/2&_-_30
alteration in one parameter, or through a repetition, the degree of alteration in anoi
increases, in order, as it were, to catch up: the immediate repetition of a chord-structi
in the middle of the first symmetry-group is linked with a sforzato; when in the
metrically corresponding second half the various successive chords of the first ha
repeated in reverse order and vertically mirrored, the intensity rises to piano; the sé
group is, with regard to its symmetrical structure, a repetition of the first, but is long

't the repeat, the closi i i

o ing group shows a still further decrease in compass, reminiscent
tl:, elatter h;ilf of thet segond (eight-chord) group the chords in the symmetry differ
ponrdage“c:' f.'ot.lr units (i.e. a major third) from those in the first half to which they
=Spond — this is in contrast to the first (fourteen-chord) grou i
}vere e ) group, where the symmetrical
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Apart from this, the average compass of the chords is different in the three groups, as
is the way in which their register alters: group 1 — compass alternately increasing an
decreasing, register ~—__/ 1/~ group 2 — compass decreasing and increasing 2 I
average register narrower |/ ; 8roup 3 — compass decreasing in alternation (8
above), tending to go from the widest registers to the middle ”—; final group - co ﬂ
pass decreasing, register falling = —~—.. et

Taken as a whole, the organisation of the chordal compass and registers lh;,
confirms the moulding given the experiential time by the other processes of structuri
but looking closely we see that by its increasing degree of alteration it displaces
symmetrical relationship of the second half still more strongly than was up to now. 1
case. :

The combination of the instruments, and still more the structuring of absol
pitch show, moreover, that the overall distribution of notes among the registers (
register-density) places a large, majority of the notes in the octave ¢’ - b’ - and as th

’ gr:;gz;aé l:lg;l;alﬁgroups in the individual instruments are always divided by crotchet
s oo oub : 'ctar:on betw.ec.an the first violin and viola and the cello and second
e its Iransposmoq tq the upper third, retrograde form and its in-

A +o;e;.iz:)th; ﬁ(;sta ::(;h: t;e stuc)oess6ion of groups (in crotchets) is:

: : - pizz) — i

.group:s differ in the fype and direction of intervals (:s:c; \tal:i:hl;p:haet)' i
, major sevenths, major sixths, minor sixths and minor tenths; in thij'(:)li]:ss l:eltr\l\l/::r

’ n

ps, minor tenths, major tenths and mi i
ok fouows’: Inor sixths (see Ex. 1 above). The groups

—_—— — e Jeian
-9- - 5 =
18-9-[11]:8-13| 13-9-[11]-9-13 | 11-9-13 | 13- @)-13} 13-9-11 | 13- 9-11
L.l PR [ Lo
16 8

®
H&f&&f&f““lf } ?86Jf

1

6
JIfH

outer registers of the total cgmpass (three octaves and a major sixth) are approacheld, .
there are steadily fewer notes. The 106 notes are distributed as follows: b
’ - b 2 i Example s
” ” e too we find a s i ;i .
c”’-b 29 ymmetrical grouping — ;
e ! I e layeoiat i tho firse. ool rfor-gs S corr::;ac;rrngg;gbm;lh all the others. But in
tre is here shifted y harmony, registers, etc.
c -b 25 : ifted one crotchet nearer the beginni 4
- ries of different origin are gining, aud thus the group-
i * . £ made to overlap by one degree, like two grids (one

ded di g §

‘moursdnsr;::rttlzdo: zlii t]:;:ture of an object taken with a multiple exposure, so that all

I one way, can be seen more than once). The li ki i
¢ groups, until now clear and various! i e

. y emphasised, are thus made indisti

roup, which by harmony, regi i : s hote:axi

gister etc. has mirror-symmet i

: ry, has here ax
l:j:::‘c:lf:itrefl 5{1, the secon.d note of the one largest interval (minor tenth) falls (l::
- of t e: harmonic central pair, the diad c¢”’— g’, g’. Thus the second
.. dgi;oups again overlap by a crotchet. The interval-groups of the viola
5O g vertically and symmetrically to those of the first violin (i i c
$) should also be examined. RS
; ;(;el(l]() “_/e hear the group-succession (in crotchets); 3-2-2-3 | 44 (2 pizz. +
) pizz. + 2 arco) — 3 (4). Within the groups the intervals used are mj:nor

min j j i
or tenths, major sevenths, major thirteenths (octave plus major sixth); the
’

inter Vals betwee" lhe groups a major Slxths minor thl ds majo tll T
S are
> rds, ) 8 lrdS, mino

One can see from the register-diagram (Ex. 4) to, what an extent the average m’z J
density is in the course of this section displaced toward the middle register (with
rising ‘stepwise’ motion of the lower extremities while the upper extremities re
constant). :
A process usually very important for the time-moulding in Webern’s music is
fixing of each note in a constant octave-register, and alternation of registers at the m
varying speeds; this is one of the most notable means of moulding experiential tif
but there is in our example only a slight trace of it, as in this case it would not a
with the harmonic intentions. For the same reason the durations and the interval
entry remain undifferentiated, though usually they are composed with the most varie
alteration (through fixing, omission and the addition of single time-value groups
particular parts) and with the greatest variety of degrees and densities, which combi
to give a quicker or slower rate of alteration. ] {
Note-repetitions occur only before or after the four-note chords, and point out;
direction of the symmetry: in the first group, f#’ is repeated after the first fo
note chord and dg’’ before the second; in the second group, two notes each are |
peated: after the first four-note chord e’, df, and before the last of the group f#"
f”* (anticipation). :
The hold-up caused by these repetitions draws our especial attention to the four-

he als and directions are related as follows:

- S —_— —
1321511 | 13-15-13 || 13-
i L--.:L'.;L--.: ?Ihts 15"?.'-‘11"®"@"”1'3‘15:'13

9@9 % T 5
EX R VA 6 b FF 0t
t }

chords; moreover the note-repetition adds to each four-note chord the precedin ' *. vt t -}
following three-note one, thus making a composite chord of 6 notes (2 X 3) —orinth BT S
second section only 5 — as if to balance the alteration of density that is setting i 3 Example 6

pointers, these note-repetitions give us an insight into the subtlest refinemen

15t symmetry-group of 6 intervals (irre ini
e . 5 ular in ; d .
Webern's technique of composition (punctuation marks). ¥ Its central pair 11-13) is abbreviated

_lrison with the first violin’s first group (10=5+5 intervals) because of th
e
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canonically delayed entry on which, however, the abbreviation of t.he §ecc}7ndhhall
reacts. In the centre of this group (crotchet res.t) there‘ falls the sf, \?'hlch 1r.1 the hal
group marked the first chord of the central pair; and in the f_ollowmg majlc:r gfr(:luﬁ
intervals arranged in axial symmetry (centre 11), the larges.t intervals (13t ;) t:
the second chord of the central pair of the second ha}'monlc symmetry, an (eln (5)
two four-note chords that shift the centre of gravnty. Thus the ov.erlall? an) d’,
blurring of the second horizonraLsymmet'ry-group (intervals and dlre::hnonsin v
corresponding harmonic symmetry-group is made one cx"otc'he? gr;aater an :
group. One should follow the course of the secqnd vnol.u? similarly. i
Thus we see how symmetries of the mt?st \farlc?us origin and form, occurtrtl1 g2
taneously and moulding the flow of exp'en?n‘tlal time, must |:.>e brought d“:ﬁe 'et(r
they fulfil their true function, that of c?nngqung only approxl_matel'y a;n - us sm .
ing into the work a variable degree of indistinctness such as is typical ol any sy
rally.
thz;tv;:;tui;s lril::;ubeczmes 0915; approximatfly like; cqrre§pon.dences on!y corr:
approximately. There is thus introduced into e'xpern?ntu_il time a laitlncgily e
factor of alteration which at the outset o.f our investigations we out meh mlge
terms as a desideratum: that our expectatngns should be .arou.sed throug ad<(>
structural processes, one that can be expcngnced at the time, in advancclan?tself
example showed) still more in retrospect_ (since what has prec.eded reveals i .
through what follows, a reversal of causality); once our expe'clathI.\Sl are ar;a:.usele;" :
in a condition to assimilate information, and are thus proYlded with 'aurzs :‘ ; t ;
then do the ensuing displaoements apd effective alterations surprise 3 46 A s
corresponding degree give us information. ition i = ’5 Go> ) — Consequent |
Along this narrow traverse between toc? much' correspond.ence, re?e : ,the f foo . . BC. 89 )= Aniscedsnt } O
much ‘contrast’ — i.e. too little retrospective logic: along thls: razor’s e ge e 76 - ~ 6(bar 10 )~ Consequent )
ress, if, starting from structure, he is to achieve mast 3 . 7 (bars 10-12) - Antecedent | S
poser must be able to progress, if, : h iential time. We nol 8 12-13) - C | Consequent ]
experiential time, if he is to form his structure through experi ime. We no | e ¢, 13, CoEEaIeHE
hear ‘separate overlapping’ structures, such as have been presented in 1solauonh
study; we do not experience simultaneous tempogal .processes,. what'we e:;pe:;e .
time, which is always more than the sum of quanma.nve alttzratxf)ns, sn;:e 1; .
factor remains indeterminable: the person W{IO e.xperlerfc.es. F hus the ul 3n:§ ; }\),v ‘
creative control of structural qualities consists in the listening through’ tha
y d. :
alvglll):u;‘(:zl:;gsial dispensation be granted t'he composer — w!w for all his detlelt'ml‘
of individual details must hold fast to his aurgl concep‘hor:n of abc;ompe e,
experienced time-organism — then his art has reCfanved that .mdlspegsa e] issir;
alone gives sense to ‘structure’; and we are ’commg to reall:se the reamlike :
with which Webern accomplished this, starting from ever different premises and’
i ans. ; 3
CV?; grlltzexr:;\": lr::lrs this excerpt from the String Quar?et — however many tlmes~tt)‘ne, ha
heard it before — everything seems ‘simple’,.everythu?g forms a whole, :u’mb
multiplicity is welded together: it becomes time experienced through sound. it bec

ANALYSIS OF THE SACRED SONG, OP. 15 No. 4
HEINZ-KLAUS METZGER

Mein Weg geht jetzt voriiber,
o Welt, was acht’ ich dein;
der Himmel ist mir lieber,

da muss ich fahren ein.

Mich nicht zu sehr beladen,
weil ich wegfertig bin,

in Gottes Fried und Gnaden,
fahr’ ich mit Freud’ dahin.

iken as the basis of a musical form in so far as to its eight lines there correspond eight
ally-related formal sections. Its articulation has accordingly been conceived in the
ories of antecedent and consequent.

1 - Section 1 (bars 1-2 ) — Antecedent
‘2- , 2(, 2-4)-Consequent } Antecedent
3- ,, 3(, 4-6)- Antecedent Antecedent

Lo

need hardly demonstrate separately to how great an extent this arrangement results
the desire to make articulate the sense of the text, whose division into lines cor-
nds, moreover, to its syntactical divisions. The punctuation of the musical form is
on that of the text; but respirations, not made explicit in print, are also composed
the music (e.g. the rest succeeding the word Himmel in bar 5, or the declamation in
6-7); such expressive silences, which do not mark a caesura, are in Webern always
pb¢ considered, like notes, as ‘values’ within a rhythmic complex. From this example
observe that expression and construction are identical, and that to oppose them
h other (that stock-in-trade of certain critics) is futile. Admittedly this lay-out,
nined by the text, is applied literally to only the vocal part, is in fact conceived in
ms of it, so that, from the point of view of the performance of a text the simultaneous
fis for flute and clarinet can well be characterised as carrying out ‘accompanying’ -
paratory and interpolatory — functions, of which the latter in particular assumes im-
ance' when there are pauses in the vocal line — a division of labour familiar in the.
tradition. But just through this the parts are given a periodicity that is displaced
overlaps with itself, and which determines the area within which a real interplay
lhree parts may be produced. In other words; in a song the vocal part, as the one
cerned with the text, is made specially responsible for the meaning of the whole

music.
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