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actually shrivels to a point, losing its time dimension. From this
point it rises afresh, upheld by poetry which alone can lead it.

The Klavierlieder, Opus 12, reveal great curves which are at
the same time strangely simple, their simplicity and expressive
power having something of the sweet flavor that emanates from
the shriveled fruit quality of the preceding instrumental works.
In the Chamber Songs, Opus 14, Webern’s encounter with the
poet Trakl is consummated. To Trakl he is kin as he is to no
other man, even though he surpasses this poet of the forsaken,
echo-less self, in the force of creative objectivity by which he
conquers loneliness while shaping it to his ends. The last song
closes with the words Strahlender Arme Erbarmen, umfingt ein
brechendes Herz—and nothing could more truly signalize the
quality of Webern’s music which even in the abyss of sorrow,
in its endless sinking, safeguards an anticipation of hope. After
the appearance of the Trakl songs, which to this day are his most
finished work, his evangelical nature, evangelical despite his
catholicism, inspired him to the production of a group of relig-
ious compositions. Their deep feeling distinguishes them from
all orthodox sacred music; a true radicalism of style emerges in
spite of Latin texts, unhampered by archaic tendency and the
fiction of a singing congregation. The Five Sacred Songs for
voice and five solo instruments, Opus 15, are the principal work
of the group. Two particularly difficult vocal cycles: Three
Songs for voice, E flat clarinet and guitar, Opus 18, and T'wo
Choruses with chamber music accompaniment, set to poems by
Goethe, Opus 19, reveal Webern’s inclination toward a twelve-
tone technic. They are difficult in a double sense; for perform-
ance, on account of the wide intervals which this technic imposes;
for the composer, because he faces the problem of preserving
his own freed style—that dispenses with any superficiality of
composition, recognizes no sequence, and especially no rhythmic
repetition—against the demands of the twelve-tone technic. He
has succeeded: only enlightened analysis, not an acoustical im-
pression, can distinguish Webern’s works in twelve-tone technic
from the earlier ones. He has filled out the gap between the
independent and the twelve-tone method of procedure which
Schonberg’s dialectic creates. The moment that he is free in his
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command of the novel technic—free in the sense of his own
personal expression—he returns to instrumental music. For the
first time since Opus 1, he ventures to use the larger dimensions
permitted by this new technic without lessening the definitive
effect created by his treatment of motives as single incidents.

The two-movement String Trio, Opus 20, one of the master-
pieces of modern music, presents a counterpart in many respects
to Berg’s Lyric Suite. As Berg in this work achieved something
of Webern’s tenderness of timbre, the espressivo of his units, so
Webern has acquired a capacity to use the extended form, which
is similiar to Berg’s. Thus they approach each other at the height
of their careers, as they did in their beginnings; they demonstrate
that the objective content of truth in a style will not disappear
in statements of individual difference. The T'rio begins with a
slower, more mobile, tenderly flowing movement. The finale has
the character of a sonata, whose scheme finally melts into the
expression of subjective freedom, though it retains the original
image of an actual, valid sonata.

In the Symphony, Opus 12, the masterly disposition of material
develops into an astonishing simplification of the style as a whole.
It is a symphony only in a vague sense; in the use of a small
orchestral apparatus and a certain objective presentation of the
whole which detaches itself from Webern’s expressionistic tech-
nic without being estranged from its original impulse. The first
movement is an extremely skillful double canon, the second a
series of variation on a quite tender, loosely woven theme, which
by means of astonishing combinations condenses and simplifies,
even bringing about indirect group relations. The whole achieves,
through most complicated means, the impression of compelling
music, flowing along naturally. A new, rich work, a Quartet for
a selected group of chamber instruments has just been completed.

Such is the progress of development in two men of equal birth.
In the strict execution of the composer’s problems, Schonberg’s
pupils have become heirs who have inherited what they possess,
and thereby carry that inheritance toward the obscure yet never-

theless certain goal of all music. The making of musical history
could not be in better hands.



