Pitch Structures in Anton Webern’s

Second Cantata, Opus 22

JOE BRUMBELOE

Webern's Second Cantata,; Op. 31, is his last completed
work. The composition of this Cantata occupied Webern for
two and a half years, from May of 1841 to December of 13543.
This piece is Webern's longest work with opus number, and 1s
written for 4-part chorus, soprano so0lo, bass solo and
orchestra.

The Cantata is a serial work. The first row sung by the
Bass soloist in movement I has been chosen as PY, which sets
C = 0; however, it should be pointed out that Webern
actually wrote the fourth movement first. There will be no
concern here with absolute, specific transpositional
levels; but if there were, it would have to be taken into
account that Webern was surely thinking of the P° in this
article as being PY, which would mean that F# would = 0.

Example 1 shows the matrix for the piece, with C = 0. The
row is unusual for a late Webern work in that it has no par-
ticular characteristic. One can see here that it is not 3
symmetrical row, as were for example his rows for his three
previous workss the String Quartet, Op. 28, the First
Cantata, Op. 29 and the Variations for Orchestra, Op. 30.

Similarly one can see in Example 2, where the set types
of all of the trichords and tetrachords have been analyzed,
that while certain sets are represented numerous times;
there is nothing here to compare to the derived sets of the
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Concerto, Op. 24 or the String Quartet,; Op. 28; nor is
there anything like the comprehensively embedded structure
of the row for the first Cantata, Op. 29.

The first movement of the beCOﬁd Cantata 1is composed
using on lj P I¥Y and their retrogrades. The Of(hebtfal
accompaniment to the bébS sclo which is featured in this
movement consists mostly of chords built out of the
hexachorQWGfro %@ese TOWS In Example 3 the hexachords
formed in PY and IV are given, labelled here and in thes next
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two examples as a; b, 6 Egggchazds a and ¢, which are
the first hexachords OL P and s are, of course, identical
in terms of intervallic content {(in other words, they are
the same unordered set): and very similar in terms of

Example 3

a o}
p0; 0 3 11102 9 1 5 4 8 7 6 Hexachords a/c:
012356
c d
%0 o 1 2 10 3 117 8 4 5 & Hezxachords b/ds
012347
actual pitch content. The only difference between
beAach@rds a and ¢ is the B (or 11} of "a" compared to the
C# (or 1) of "c"., A gimilar relationship,; therefore, exists
between hexachords b and d; they are poth the same

unordered set, and are identical in pitch content except for
the notes B and C#.

As already suggested,; the accompaniment in the first
movement consists almost exclusively of vertical hexachords.
In the absence of any ordering clues, since corder is an
abstract feature of a simultaneity, one must rely on the B
or C# in each chord to identify its serial origin. Webern
exercises great care in his treatment of the B's and C#'s in
these chords. In the majority of chords, he places the
unigue element in either the highest or the lowest voice.
Another method of exposing these differentiating notes is
shown in Example 4. Here, the C# precedes the first chord,

Example 4(I)
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while the B follows the second chord. The remaining five

notes of each chord are identical in terms of pitch content
(The Roman numerals included hereinafter in the example
numbers identify the movement from which the example was
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taken.)

Example 5, then, is a chart of the pitch materials of the
entire movement. The first line shows measure numbers for
reference,; the second line shows the serial origin of the
pitches in the solo bass part, the third line shows the few
melodic fragments which are presented instrumentally, and
the fourth line shows the hexachords which make up the bulk
of the accompaniment in this movement. (Note that the
hexachord designation in the sclo lines 1is represented in
upper case letters and derives from the pitch matrix, while
the accompanimental hexachords are designated with the
labels first presented in Example 3.) Of particular
interest are all of the palindromes,; pointed out in the
example with horizontal arrows. The palindromes are all
structurally related to the form of the piece. The double
bar 1lines shown in the example are from the score and

Example 5(I)

mm.: 1 234 56769 10 1112 ”u 14 15

Bagg solo " Ps RIlsHB |I,,HB RoA
Inst. solo: I.HB Ro i
Hexachords: c a bdcjcdb a c

mm. : 16 17 18 19 20 21 22 23 24 25 26 27 28 29 30 31 32
Bass - 1, HB Ro )
Inst.: P, (0-4) R1, (2-5) Po
Hexa. : c c d/c a

mm. : 33 34 35 36 37 38 39 40 41 42 43 44 45 46 47 48
Bame ¢ | {1 Po RI.HB 1. (6-9)
Inat, : .
Hexa. : d c | c d a c_ ta/b)

indicate the breaks between each of the four lines of the
text for this movement, which are articulated by ritards,
rests or fermati. In the bass sclo the pitches in the first
section (mme 1-12) are a mnirror lmagﬁ of tae notes in the
second section (mm. 13-25). The I m. 12 1is typo-
graphically misleading--only one note appears as an
anacrusis before the double bar. The bass part in the last
two sections {(mm. 26-48) is also a palindrome, with four
notes added as a cadential figure. Similarly Webern's use
of hexachords also forms palindromes. The series of
hexachords in the first 12 measures is a palindrome, and
mm. 25-45 form another palindrome. In each case either the
endpoints of the palindrome, the midpoints, o0r both
correspond to the double bars. In m, 25, the midpoint of
the movement,; a 12-note chord 1is built out of two
hexachords; a second chord of all 12 chromatic pitches
closes the movement in m. 48, although all of the pitches
occur simultaneously here, so that labelling the hexachords
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is impossible. There is an "a/b" placed there just to
indicate that chord's location.

In Example 6 the solo bass part has been extracted from
the first movement. If one disregards the final four notes
momentarily, then one sees that each of the four lines in
the bass part consists of a row and a hexachord of a row.
An interesting feature of the piece can be seen by noting
the registral position of the notes in each phrase. Because
each phrase contains a row and a hexachord, it follows that
there are 6 notes repeated within each phrase. Actually,
as one can see from the slurs, one of the six notes is a
common pivot between the row and hexachord: F# each time.
Beneath each line of the bass part in Example 6 the six
notes in question have been accounted for. The notes shown
in brackets to the right beneath each line are the notes
which are registrally invariant within that phrase. The
remaining notes, shown on the left, c¢hange octave position
within each phrase as shown by the lines drawn between two
octave positions of the same note. So, for example, in the
first phrase the B, F and F# shown in brackets appear in
only one register within the first phrase; while the E, G
and G# appear in the two different registers shown within
the first phrase. The second phrase, then, is similar to
the first in that it keeps the same three notes (B, F and
F#) in the same register, while it "undoes" what happened
registrally in the first phrase: the E, G and G# move back
to their original register. The third phrase is a departure
in that the B changes register for the first time, while
the remaining notes are registrally invariant. Now, the
final phrase sums up, in a sense, what has happened thus
far. All of the notes which have changed register in the
previous three phrases change in the last phrase, thus E, B,
G and G# all change register. Also, the only two notes
which were held registrally invariant in all of the
preceding three phrases (F and F#) are also the only notes
held invariant in the last phrase.

It is also interesting to note that Webern seems to have
attached some significance to these notes. The registrally
invariant notes, F and F#, appear at the juncture between
the row and the hexachord in each phrase. These two notes
are generally given a rhythmic value of at least twice the
duration of the surrounding notes. Also, there is one note
which has been added to the rows shown in Example 60 The F#
grace note in m. 18 has been inserted intoc RY (which
actually begins with F#). One can see in Example 6 that
this added note creates another F-F# pair.

Similarly the registrally variant notes play significant
roles. All of the phrases either begin or end with these
four notes: B, E, G and G#. Also, the final four notes,
which were disregarded earlier, are really a reiteration of
these four notes.

The second movement 1is alsc for bass solo and orchestra.
Throughout the second movement the bass solo features
continuous row forms accompanied by three rows deployed
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instrumentally, thereby maintaining a continuous 4-voice
texture. However,; in Example 7 one can see that the three
accompanying row forms are dispersed to such a degree that
it becomes difficult at times even to trace the rows. In
Example 7 the four rows being used in the first 11 measures
cf the piece are shown. The Bass has I- (the third line
from the bottom in the example). The three reQ§ining LOWS
used here 8re indicated by a solid 1%ne for PY, a dotted
line for IY and a dashed line for P-. This example is
included to clarify the meaning of the following two
examples. It should be made clear that, other than the row
deployed in the bass, the rows are diffuse and even

incomplete, in the sense that some notes are "shared"

Example 7(II)

mm, 1 2 3 4 5 6 7 8 G 10 11
Ci. ,’D”F#"Fs. p;,;#
B. Cl. / : »=Ab™G
Tb. ) _vBeGeeADby L7
Cel. (Po YC—EDb D7 A —= ' A~
(Io )C""""A‘--.. ': N ”/ g“:.
Hp. (P, )C#-vcuu- E--.- oo  C#=~F-E
Bass (1,>c# Bbyv:D | Eb B [E) - C G# ‘A“F F# G (E)
Va. \re#fpah | JED
vn. S C--BL_Bb s .
elements. For example, the Bb in the violin in m. 5 has to
be counted as an element o0f all three instrumental rows.
Example 8 shows the pitch content of the entire movement.
All 48 row forms make an appearance in this movement. All
four of the strands of row cycles shown here follow the same
plan of deployment: the rows are linked by two common
elements, s0 that the last two notes of the previous row
become the £first two of the next row. The pattern that
regults, expressed in an algebraic manner, is that P to the
transposition level n is linked to an I form at the
transposition level n+l and I® is linked to R"™+, and so
forth, The last row form for all four of these strands
shown in Example 8 is only 10 notes long. It's as if Webern
Example 8(II)
mm., 1 10 16 23 30 34 37 39 45 53 60 67
bass 1+ RO, 13 Rr%2 1> Rr%& 7 RE& 9 g8 il RI0
p0 prrl pl0 gyll p8 gy% pb& gr7 p4 g3 p2 Rr13
pl  r12 pll Rri0 p% R1l0 p7 R18 p3 R16 p3  RrI4
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felt that the final two notes would "imply" the continuation
of the next row, or perhaps he was thinking of the rows as
ten-note rows with an implied continuation.

Example 9 shows the beginning of this four-part pattern
of rows through one and a half rows for each of the four
strands that weave their way through this movement. As
shown in Example 7, the situation is far more complex than
the orderly, note-against-note presentation shown in
Example 9. If one compares Examples 7 and 9, one will see
that at times these notes are closely associated, and
sometimes they are not. This example 1is an idealized,
note-against-note view of the pitch succession in this
movement.

Example 9(II)

mm: 1 10
| : |
11: 1 10 2 3 11 4 0 8 9 5 (6 7) 8 4 5
19: 0 9 1 2 10 3 11 7 8 4 (5 6) 7 3 4
p9: 0 3 11 10 2 9 1 5 4 8 (7 6) 5 9 8
p': 1 4 0 11 3 10 2 6 5 9 (8 7) 6 10 9
L {
A B C D D B C copbpbcéb p6 c6bp pb
A: 01 B: 0167 C: 0123 D: 0145

One can perhaps see more easily in Example 8 that the
first and third successions of rows feature P and I forms
whose indices sum to 1 throughout, and hence will preserve
dyadic pairs. Similarly the second and fourth set of rows
have P and I forms whose indices also sum to 1, and
therefore will preserve the same pairs. Alternatively, one
could take the first and fourth lines and the second and
third lines of this example and come up with pairs of P and
I forms whose indices sum to 2 and 0, respectively.

The result of all this dyadic invariance and the transpo-
sitional relationship between these cycles of rows 1is that
for every note of the bass solo part, which is represented
in the upper line of Example 9 beginning on I-, there is an
invariant 3-note accompaniment throughout this movement.
The brackets above and below the four lines point out the
first four of the identical pitch collections which will
hold true throughout the movement. The letters below
indicate the set types created and their transposition
level. One can see here that there are only 7 different
pitch collections, and only 4 different set types, assuming
transpositional equivalence. The only pattern created with

P e el OO e
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these invariant 4-note chords is that the first half of the
movement, mm. 1-36, creates the same succession of set types
as the last half, mm. 37-74, except transposed by a tritone.

Example 10 is a chart of the pitches used in HMovement
IIT. The movement is for soprano solo, 3-part women's

Example 10

A mm.: 1 2 3 4 567 8 9 10 11 12

81 RI, Pg RI, o
S2 ¢ RI, Pe R1,
A : RIg Pa RI.

Inst. : Rlz Po RI;

B mm.: 13 14 15 16 17 18 19 20 21 22 23 24 25 26 27 28

Sop. : 11 < R; 19
str. I, (0-3)|—*(4-11) I (4-9)
I: Io
br. : (4-11) [R, (7-101
ww. L0 (0-3)p(4-11) Ro (3-6)
hrp./ : [T <o—3>l-/ Ry (7-10)
cel.
A  mm.: 29 30 31 32 33 34 35
Sop @ Rs (0-7)
S1 kna-n) Is
82 2 Ra 11:(0"6) ¢(SOP)
A : Rg Is
Inst. : Ry Ig (0-6)

B mm. ¢ 36 37 38 39 40 41 42 43 44

58 59

SOP‘ : Ig; (7-11) Rlo
str. IPC(8-1)| PC(5-10)) Py (O-3))}—mmmm————sp
br. :
ww., ¢ PC{(11-4) PC(8-6 Py (-3 ) ——»
hrp./ : €117?) P, (0-3) ———>»
cel.
A mm.: 45 46 47 48 49 50 851 52 53 54 55 &6 857
S1 : P, RIs ' Pe
82 @ Pio RI;; Pa
A H P+ RIs (OG-6) (7-11) Py,
Inst.: P, RI.(&tg;K:(7-ll) RI, (0-2)
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Chorus and orchestra. The form of the movement is
determined to be a type of rondo through changes in texture.
Basically, the "A's"™ are scored £for chorus and orchestra,
while the "B's" are for soprano solo and orcne““raa The "A"

sections are contrapuntal, with each voice guft sing 1ﬂg a
succession of rows linked by 2 common pitches just as in the
gsecond movement. The orchestra serves to double the voice
parts in these "A"™ gections, and also presents a fourth
succession of rowg dispersed throughout the texture. The
"B" parts, for soprano solo and orchestra, feature a
combination of contrapuntal and chordal accompaniments, in a
manner that will be made clear momentarily.

The boxes in the "B" section of Bxample 10 signify chords
composed of the content listed in the box. For example, in
m, 14, the box in the String vart signifies a chord made up
of the first four notes of Tr which are C#, Bb, D and Eb.
In the sgecond "B" sgsection, mm. 36-44, the chords don't all
have a serial origin. The first 4 chords in this section
consist of some segment of a chromatic scale, spaced usually
in thirds and sixths. These chords are indicated with PC,
meaning pitch c¢lass numbers, with C = 0, For exanmnple,
PC(11-4) means B, C, C#.,.. up to E. And finally, the arrows
in this example point out the completion of row forms in
another part.

Becauge the "A" gections in t
terms of the use of pitch to the
here will be on the B sections

hig movement are similar in
second movement, the focus
In Example 11 the first 6

and 1/2 measures of the first "B" section are given. This is
Example 11
(I7)
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a rather "gquirky" condensed score that reveals the
contrapuntal structure of this section, which is in fact a
four-voice canon.,. The first voice of the canon is the
soprano gsolo shown in the top line in Exanmple 11. The
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remaining three voices answer canonically, but compress the
first four notes of the sopranc into a chord. As one can
see in Example 11, the rhythms of the answering voices are
strict, but the contours are altered through octave
displacement.

The situation becsﬂes far more complex in the second Ea
of this £first "B" section,. Again, the soprano solo
answered by chords, dbut the rows begun with these chords are
not completed, as they were in Example 11. In Example 12 a
chart of the second half of the first "B" section is shown.
The boxes again signify chords, but here the rows listed
inside the boxes reflect the possible serial origins of the
chords. In other words, the first box stands for the chord
formed by the pitches B, G, C and Ab; and these four pitghes
occur consecutively (in some order) in both PY and I° or
their retrogrades

The lines in EBExample 12 indicate two different ways of
coming to terms with serial continuity in this section. The
301id lines indicate how these chords could "stand for" the
rows that one would have expected in keeping with the
pattern of linking in the "A" section. Beneath the solid
line to the left a synopsis of the rows 1is given with this
view. The problem with this view i3 %?at, first of all,
there is an extra chord. Since the I'-R%- line occurs in
the voice, only three chords are needed to complete the
pattern. And second, the content of the segments making up
some of these chords appear in more than one retrograde
form. For examg@ the last boz shown in Ex&mple 12 ccui%
be Eétﬁef r3 or R 80 this chord could link with either I
or I

e 5_,4

[¢5]

Example 12(I1I)
mm . 21 22 23 24 25 26 27
AR . . =>YoILg
W . 6/?0 el TR _w18(0-3)
?
\
v/
2
rd
T 16 (4-9)
Iy (4-11)
=7 2] =9
I I I
(Ela 10>
4 -6 26
I I
I §3 %3
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The second view, shown with dotted lines in Example 12,
is that the content of the chords anticipates the rows which
are about to appear. A synopsis of this view is shown
beneath the solid line to the right. The problem with this
view is that there would be some repetition of pitches; and,
for the sake of csmpleteness, one would probably want a
representative of IY, which is in fact missing.

It is interesting that with these three- and four-note
chords, Webern has set up such complex interrelationships;
and further that no single view seems to be adequate to
explain the ordering procedures involved here.

The fourth movement is for soprano solo and orchestra.
The soprano sings P® and the first few notes of the
retrograde of thaf row which is finished in an instrumental
part; and then I and part of the its retrograde, which is
similarly finished in an instrumental part. The rest of
this brief 22-measure movement consists of three- and
four-note chords.

Example 13 shows a table of all the chords occurring in
the fourth movement. All o thege three- and four-note
chords can be derived from P or I° (which are the two rows
that furnish all of the pitch materials for the soprano
solo), and it is even possible to trace rows through at
least some of the chords; but the focus here will be on the
set types used. It is interesting, for example, that sixz of
the eight four-note chords are 0124, even though that set
type only occurs once in the row. Similarly, of the three-

Example 13(1IV)

Four-note chords Three-note chords
mm . NO set M . NO set
1 10 11 0 2 A (0124) 3 1509 B
2 10 0 1 2 a 14 (0124) 4 37 8 cO
5 12509 po (0148) 7 37 8 cO
11 10 11 0 2 a0 (0124) 8 348 c 1°
12 10 0 1 2 A 14 (0124) 9 159 BY
18 4789 g0 (0125) 14 3711 B2
21 10012 A 1% (0124) 15 159 g0
22 10 0 1 2 A 14 (0124) 16 378 co
19 37 11 B2

note chords, the augmented triad, 048, accounts for 5 of the
9 three-note chords, although it also only occurs once in
any segment of the row. It seems that Webern has focussed
upon relatively unusual parts of the row, possibly for
variety.

The fifth movement features the full chorus for the first
time. Again in this movement, as in the third, an

alternation between choral sections and solo sections
articulates a formal design. In this movement a ternary

(048)
(015)
(015)
(015)
(048)
(048)
(048)
(015)
(048)
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design results: the chorus and soprano solo from m. 1 - 16,
solo so§zano only from m. 17 to 45, and a return to the
chorus and soprano solo from m. 46 to 60.

In both the choral sections, Webern writes the four voice
parts homorhythmically throughout, Bach wvoice part uses a
different transposition of the same row type. The contours
of the individual parts are not ezactly the same, due to
occasional octave displacements; however, £f£or the most
part, the soprano and alto are paired a minor seventh apart
throughout, while the tenor and bass are paired at a major
seventh.

The transpositions of the rows used throughout the choral
sections are such that each chord created is an 0146 set
type. Example 14 shows the entire pitch content of the "A"
sections of this movement. The double bar here actually
represents the entire soprano solo section which constitutes
the "B" section.

Because the set formed by each of these chords is 0146,
one 0f the all-interval tetrachords, there will be one
common— tone between any two transpositions of this set. OfF
course, there would be two common tones 1f the transposition
were by tritone, but that transposition doesn't occur
between adjacent sets here; therefore that possibility is
disregarded.

Example 14 shows where the common tones occur between
each pair of the chords in this movement. A line is drawn

Example 14(V)

m. 1 RI(O-5) m. 8 RI(6-10) m. 10 P(3-10)

AAbGBBbD CNG B Bb F# GBF#BbD C# F E

B Bb A c:# c D\A C# C~N Ab A ,C#|G# E Eb,G F#

D~ Db xj F ‘c JE D#| B CJE /D#j FﬂBb

\ ‘C# F G# F# C# F‘\E c GQ 1Bb
1 3 2 1 @ 2 3 2 2 1 1

m. 15 P(7-11) m. 46 P(0-4) m. 50 I(5-8)

Ab G B Bb A B D Bb A C# G# E C C#

Bb A C# C B c D Bby\F#1D Eb

C# J'E\ EbE 1 C#)A ZF‘ (F#

p (c# Eb Eb D !'Bolr# G

12 1 4 @ 1 2 @O0

m. 32 R-I(0-3) m. 54 R(0-4) m. 59 I{(6-11)

D F# D# G Ab Bb B C G# A F# D Eb B C C#
E G#yF ,A Bb C C# D\ Bb B G# F\C# D Eh
G [B Gd C# Eb,E ,F \ C#,D B 2 G#

Ab E A C#(D E'/F//F# D//Eb G#/A Jr

2@® 2@ CROXENO) [eYoXololol
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between the common tones. Above the notes measure numbers
and the row form being used are given. Order numbers of the
pitches are shown, but not transposition numbers because
there are four transpositions ¢f each row going on. Beneath
the notes there is a number which represents the type of
common-tone relationship that exists between adjacent
chords., For example, 1 means that the common tone is
between the tenor and bass, 2 means that it is between bass
and alto, and so forth. The circled notes represent the
reverse of the uncircled number. In other words, a circled
1 means the common tone is between bass and tencr, a circled
2 means it is between alto and bass; and so forth.

The first feature to be pointed out is that all of the
common-tone relationships except 2 involve the ocuter voices,
and the vast majority involve the bass and another voice.
Another voicing of the 0146 set would have yielded
common—-tones bpetween other voices. The second feature is
that the first "A" section (that is, up to the double bar in
this example) differs from the second "A" section, in that
the first "A" involves the common-tone relationships
characterized as 1 and 2 almost exclusively. The second "A"
gsection on the other hand, involves the types called circled
1 and circled 2. This is interesting Dbecause one would
expect that this relationship would be the result of using
one set of row segments in the first "A" section and the
inversion of those segments in the second. Since the first
"A"™ uses segments from RI's and P's, therefore, one would
expect that the second "A" would use R's and I's. This is
generally what happens; however, the second "A" does begins
with a P, and it does not exclusively use the inversion of
the segments found in the f£irst "A" section.

On the other hand, Webern could have just as easily been
thinking of something else entirely. This method of
characterizing the common-tone relationships here also, nore
simply, characterizes the interval of transposition between
the chords. For example, the 1 in Example 14 1is a
descending half step, the 2 is an ascending major third;
and the circled numbers could also sgimply refer to the
inversion of the interval represented by the uncircled
number. 50, Webern might not have been concerned in the
least about the common tones between these chords, but
nonetheless, the patterns and relationships discussed were
the result.

The ogrchestral parts of this fifth movenent feature some
of the most free l2-tone writing in the piece, Webern takes

different segments 0f the row and treats them motivically.
In Example 15 some examples of this technigue are shown. In
the first example the first 3 notes of P forms are used
mocivically. In this particular case, the rest ¢f the rows
begun here are completed, but frequently in this movement
these fragments stand alcone and do not seem to imply the
continuation of the rest of the row.

One important motive that is first heard in the piccolo
part in mm. 25-26 is a high C-B-G#. This motive is repeated
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a couple of measures later in the same register in the solo
violin, and again in a lower register in the clarinet. This

Example 15(V)
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014 set would be a logical part of the row, as an 014 occurs
5 times in the row; however, this particular ordering,
C-B-G#, never occurs in any row. Another example of this
motive is the second part of Exanmple 15. Here, three
different linear presentations of the C-B-G# motive in
different transpositions occur—- none of which occur in any
row., It is interesting that the three chords formed by
these motives are also examples of this 014 motive.

The sixth and final movement is a strict four-part poly-
metric canon. The four choral voices are the four voices of
the canon, and the orchestra is used only to double these
four voices. The four voice parts change meter freguently,
each part following the same pattern of meter changes, but
because they enter at different times, the barlines do not
coincide. The changes in meter seem to be a textual
consideration, because the metric accents are made to agree
with the poetic accents. The whole movement is repeated
exactly three times.

Example 16 shows the row succession as well as the in-
strumental doubling. One can see here that there are really
only two successions of pitches, since the soprano is a
retrograde of the bass, and the alto is a retrograde of the
tenor. Or, if one wants to consider transposed inversions,
then actually all of the parts could be derived from any one
of the parts. Further, one can see that each of the parts
has a "designated" doubling. The soprano is doubled by
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either oboe or first violin; the alto by second violin,
clarinet or trumpet; and so forth.

Although there is no serialization in this instrumental
doubling, there are perhaps serial implications in reserving
a certain set of instruments to be used for a melodic line
in this way.

This is the most unusual movement in a couple of ways.
The complex metric scheme and doubling scheme is unidgue.
Also, this is the only time in his career that Webern ever
set a text strophically, at least among his works with opus
numbers.

In Example 17 some interesting features concerning
proportion in Webern's second Cantata are shown. On the

Example 17

Movt. mm. 12n tempi 168/n
I. a8 12 % 4 | 168 168/1
II. 74 12 % 6 (+ 2) o = 42 168/4
TII. 59 12 x5 (- 1) & = 168 168/1
Iv. 23 12 % 2 (- 1) d - les 168/1
V. 60 12 x 5 } 168/3
VI, 24 12 x 2 Jd = 1e8 168/1

total 288 12

N
N
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left the length in measures of each of the movements is
given., One can see there that the number of measures in
each movement is a simple multiple of twelve, or very close.
The score lists the fourth movement as being 22 measures
long, but for some reason begins numbering measures with the
aecond measure. This has been corrected here, and the
result is that the total number of measures in the entire
piece is 288, or 12 X 24,

On the right in Example 17 the tempi for each of the
movements is listed. One can see that all of these templ
are simple fractions of 168, which in turn is 12 X 14.




