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Bell, Digby, The Variatiosf orPiano, f. 2 of Anton

Webern and the derno uicale di Annalibera ofLui Dalla-

Dixccola A Lecture Recital Together with Four Recitals of

Selected Works of J. S. Bach, 4. A. Mozart, F. Schubert, 9.

Schumann, J. Brahms, F. Choin, A. Schoenbe., and M. Ravel.

Doctor of usical Arts (Piano Performance), May, 1973, 34 pp.,

20 illustrations, bibliography, 32 titles.

The e.cture recital was given on November 20, 1972. The

discussion of Webern's Variations and Dallapi cola't siaderno

Musical consisted of a analysis of the two works followed

by a comparison of stylistic and performance aspects. The

to orks vre trehen performed.

In addition to the lecture recital four other public

recitals were given. Two of these consisted entirely of solo

literature for the riano. The third recital was a vocal cham-

ber music recital and the fourth consisted of a piano concerto

performed ith an orchestra.

The firs, solo ecital was presented on Apri 14, 1970

and include works of Bach, Voznt, chumann, Schoenberg, and

Chopin. Part of the preparation included the writing of pro-

grar notes of a historical and analytical nature. The second

solo recital, or April 29, 1971, Included works of Mozart,

Brahms, and Ravel.

t oe chamber music recital wvas performed with a visiting

baritone, .homas Carey, on March 16, 1972. The entire program



consised of Nnterreise, D. 11, of Franz Schuber, a cycle

of twenty-four songs.

The fourth recItal as a performance on iay t, 1972, of

the Conce to for eh L f Hpand of Maurice Pavel with the

University >1oklahoma Symphony Orchestra.

All of the recitals ere recorded on magnetic tape and

are filed, along with the written version of the lecture

material, as a part of the dissertation.



Tape recordi n g s of all performances submitted as disser

1ion requireients are or deposit in the North Texas State

Univ-rsity Libray.
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NORTH TEXAS STATE UNIVERSITY

SCHOOL OF MUSIC

Presents

DIGBY BELL

ina

GRADUATE PIANO RECITAL

Tuesday, April 14, 1970 8:15 p.m. Recital Hall

PROGRAM

Johann Sebastian Bach
(1685-1750) .... Fantasy and Double Fugue in A Minor, S. 904

Wolfgang Amadeus Mozart
(1756-1791) . ... Andante for a Small Mechanical Organ, K. 616

Robert Schumann
(18io--856) ..... Symphonic Etudes in the Form of Variations,

Op. 13

INTERMISSION

Arnold Schoenberg (1874-195 ).........Five Piano Pieces, Op. 23
Sehr langsam
Sehr rasch
Langsam
Schwungvoll
Walzer

Frdd6ric Chopin (1810-1849) .., Andante spianato and Grande
Polonaise Brillante, Op. 22

Presented in partial fulfillment of the requirements for the degree
Doctor of Musical Arts
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PROGRAM N 0 QfTES

Johann Sebastian Bach . . . Fatas gnd ouble Ege Jin
A 1nor, S. 904

It is difficult to date this work. It could have been

written inCthen c. 1722, or in Leipzig c. 1725. Killer

conjectures that the to movements of the work may not have

been written at the same time and were only joined together

at a later date, since two of the manuscripts contain only

the 2antasy, and four contain only the -e.

Of all of the harpsichord works, this one stands in

closest relation to the organ in its keyboard style. Indeed,

two of the manuscripts of the e yae th iri catia

mianualiter, which would seem to indicate the organ. On the

Other hand, one of the manuscripts of the 7antas bears the

indication, antasia pro Cembalo. This, plus the low range

of the inner voices at several places, would speak against

the organ. Probably this doubt as to the appropriate instru-

ent hal continued to the indu neIect of this magnificent

The nFtasy is like 1auge impassioned and improvisatory

gesture, one of great breadth, yet giving a feeling of com-

pactness and unity. In its style and mood it harks back to

an older form of music, o the Toccata of Frescobaldi with

its interwoven chains of chords and suspensions (Toccc.ata di

'urrez, e, lizaure).
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The principal theme is a broad eight-bar phrase, in a

full chordal, organ-like style, with chains of suspensions.

This phrase occurs four times, in A minor, in E minor, in D

minor, and finally in A minor again to close the movement.

Between these impassioned statements occur quieter linking

sections in which the rising interval of a fourth plays a

prominent role.

The Double ue, in four voices, is one of the largest

and most significant fugues Bach wrote for the harpsichord.

In his earlier works Bach sometimes begins a double fugue

with both themes simultaneously, as in the harpsichord Toccata

in D Minor;; in later fugues he abandons this practice. Instead,

the plan used in this fugue becomes the norm. The work is

divided into three sections, the first embodying a short, but

complete fugue on the first subject and coming to a full

cadence in A minor, the second a fugue on another subject,

moving directly into the third section, which achieves a bril-

liant climax through the combination of the two subjects.

Seldom has Bach achieved a more successful contrast be-

tween two themes than in this fugue, with its energetic and

commanding first subject, and the entreatingly chromatic

second subject. An interesting feature is the little con-

rapunt Ifigure which goes along with the second subject and

threatens for a time to usurp its place.
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Wolfgang Amadeus Mozart . . Andante for a Small Mechanical

Mozart wrote three works for mechanical instruments:

K. 594 - A Piece for an 2uran in a Clock, F minor;
K. 608 - An~~Oran~Piece for a lock, 7 minor;
K. 616 - Anane for _ C under in a small Organ,

K. 594 was commissioned by one Count Josef Deym who had

a collection of various musical curiosities, among them a

number of mechanical organs, clocks, birds, etc. It is not

definitely known that the other two works were commissioned

by Count Deym, but, evidently, they were written for similar,

if not the same instruments.

K. 616 is as different as can be imagined in mood and

style from the other two compositions. Instead of the con-

trapuntal intensity, chromaticism, and dramatic and emotional

range of those works, the Andante is serene and limpid, with

a disarming simplicity. Composed in ay of 1791, it was

written on three staves, all in treble clef. It is cast in

the form of a rondo, the kind called sonata-rondo because the

middle section involves a development of previously stated

themes. here are two principal themes, contrasted in line

and rhythm. The piece, however, occupies itself mostly with

the theme heard at the outset.

Despite its apparent simplicity and charm, the work shows

evidence throughout--in an ingenious contrapuntal twist, a

surprising harmonic turn, or the play of ma jor and minor just

before the return of the main theme--that it was composed in

the last year of Mozart's life.
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Robert Schumann . . . Smpphonic Etudes in the Form of
Variatins,Op..13

The unequalled virtuosity of the great violinist,

Paganini, was a direct influence on composers for the piano

throughout the 19th century. Following the example set by

Paganini in his solo violin caprices of 1820, composers as

diverse as Liszt, Chopin, and Brahms wrote etudes designed

both to develop and to display a pianist's mastery of his

instrument.

Schumann, too, was deeply impressed by the technical

wizardry of Paganini, having heard him in Frankfurt in 1830.

The result was the composition of a series of studies,

culminating in the 3 hoc Etudes. The firs studies to

appear were transcriptions of twelve of the caprices of

Paganini, six appearing as Op. 3 in 1832, and six as Op. 10

in 1833. Also in 1833 Schumann wrote a work which in several

ways is a direct precursor of the S honic tudes, the Etud

jin JheForm of Free Variations ona Theme of Beethoven (the

theme is that of the second movement of the Seventh Symphony).

Not only are they etudes cast in variation form but there are

similarities In figuration in a number of the variations.

In 1834 Schumann began work on the byr onic Etudes,

which, as with other works of his, underwent many revisions

before the final shape was realized. The composer first gave

the work the title, Zwblf DavidsbUndler FtUden, later changing

it to Etfliden imOrchester Character von Florestan und Eusebius.



Upon publication in 1837 the title had become Etudes y

ni u s. The work was later revised by Schumann and reissued

in 1852. as Etudes en orme de variations. For this edition

Etudes Nos. 3 and 9, which supposedly are not based on the

theme, were omitted, and the Finale was considerably altered.

In 1862, after Schumannts death, the work was again reissued,

under the editorship of Clara Schumann, with Etudes Nos. 3 and

9 reinstated. It is this form of the work which is normally

performed by pianists.

In 1893 five variations which Schumann had rejected front

even the first edition, were published by Brahms in the sup-

plemenary volume of the esamuabe. Occasionally a pianist

will incorporate these variations into the body of the xrork,

thogh i is always conjectural where they belong since

Schumann l E no indicatCion. As beautiful and as character-

isically chumannesque as these extra variations are, one

feels that Schumann was right in excluding them. The vork is

a perfectly balanced whole as it stands, and it is a vexing

problem to decide how these extra pieces can contribute, if

at all, to the overall shape of the workI without Interrupting

or destroying its rhythmic and emotional drive.

There is another manuscrit in existence, known as the

"Berlin sketch," which shows a very different and interesting

arrangement of the work. The t heme is entitled Tem asi

marcia funebre, and. is followed by eleven variations, some
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complete, others only sket ches. The five variations published

by Brahms are included in this manuscript.

In Op. 13 Schumann aVtained the height of his powers as

a writer of variaions. Without a doubt it is one of the

most powerful and dramatic works writte-n for the piano during

the 19th century. Throughout t he work the composer maintains

a close relationship with the structure of the theme, or with

either its harmonic or melodic implications. The theme is

simplicity itself in its harmonic and rhythmic structure, be-

ing cast In four four-bar phrases. Schumann, himself, said,

"T owards themes I have always been very strict, since the

entire struc ture which follows depends on them." In this

light it is interesting to note that the original theme, which

is by the amateur flutist, Baron von Fricken, was considered

by Schumann to be too much like a variation, and was reduced

by him to much simpler outlines.

The twelve etudes which follow the theme are each of

markedly individual character. Some of them, such as No. 2

or No. 11, are almost independent enough to stand alone.

Changes in rhythm, tempo, and dynamics are used in striking

ways to obtain the strong contrasts characteristic of the

work. Most of the etudes illustrate an interaction of all

three elements. A striking example is provided by the scurry-

ing, scherzando-like No.9, following the severe and majestic

French Overture-like No. 8. Strangely enough, Schumann keeps

to duple or quadruple meter throughout the work *Even the
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one etude in triple meter, No. 9, gives the effect of 4/4 in

triplets.

Some of the 'echnical devices Schumann employs are

illustrated by the use of the theme in the bass or tenor in

Etude No. 2, the treatment of chords in canon in Etude No. 3

(a totally new and far-reaching ef fect in piano music), the

free canonic imitation of No. 4, the persistent syncopation

of No. 5, or the quast-fugato of No. 8. Some of the varia-

tions end in the relative major and one is in G-sharp minor.

Most of them follow the structure of the theme quite closely,

although the second part of the theme is expanded in Varia-

tion 6 because of 'the faster tempo.

The Finale, in D-flat major, is in rondo form. T he

beginning of the theme is used as an integral figure in two

modulatory, sequential sections. The theme of this Finale

is drain from Marschner's Ivanhoe opera, The Ternlar nd the

Jewes, as a tribute to Schumann' english friend, Sir William

Sterndale Bennett, to whom Op. 13 is dedicated. The opening

represents an approximate inversion of the original theme.

This Finale offers a fitting and triumphant climax to

a work which represents the epitome of some of the most bril-

liant features of Schuinmannts style--features such as frequent

cross-rhythms, syncopations and irregular accentuations, in-

tricate textures, expressive figuration, wide stretches, and

chordal passages of all descriptions. Certainly this work
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must rank a< one of the most original musical utterances of

the 19th cwwtury.

Arnold Schoenberg . ....... Five Piano Pieces, Op. 23

The piano music of Schoenberg looms large in quality

and importance, although its quantity is small in relation

to his total creative output. Each of the works comes at an

important juncture in the composer's life, illustrating the

general development of his ideas. The three pieces of Op. 11

are among the first in the extended harmonic idiom known

today as atonal, while in the very short pieces of Op. 19 the

composer was concerned with non-repetitive forms. Op. 23

contains the first piece written according to the twelve-tone

method. This method of musical organization has exerted a

profound and extensive influence on the music of the 20th

century, particularly since World War II. T he Suite, Op. 25,

is the first multi-movement ork generated solely from a sin-

gle 12-tone row. In the two pieces Of Op. 33 the composer

developed more sophisticated and complex applications of his

method.

01 the foregoing works, Op. 23 is especially important,

demonstrating as it does many of the techniques of serial

comnosition. These techniques were developed by Schoenberg

from his desire to gain conscious control over the new ideas

and materials he had discovered during his previous atonal

period. His serial method was evolved not in one brilliant
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flash of inspiration, but over a long period of experimen-

tation. According to Schoenberg himself, the first step

was taken toward the end of 1914 when he sketched a sym-

phony, the scherzo of which had a theme consisting of the

twelve notes of the chromatic scale. At this time he still

did not realize that such a theme could serve as a basic

unifying element for an entire work.

From 1915 to 1923 Schoenberg published no music, but

continued to work toward the idea of basing the structure of

a composition on a single unifying idea which would generate

not only other ideas, but also accompaniments and harmonies.

The first four pieces of Op. 23 are examples of such attempts.

Here Schoenberg arrived at a technique which he called "work-

ing with tones." By this he meant that a basic motive would

generate other motives, themes, and accompaniments. Other

characteristics of serial technique are also to be found in

these four pieces: inversion, retrogradation and transposi-

tion of motives, and the chordal statements of melodic groups.

The motive, although not composed of twelve tones, is used in

much the same manner as the "basic set of twelve tones."

The slow lyricism of the first piece contrasts starkly

with the driving energy of the second. Both illustrate clearly

such typical aspects of the composer's style as complex poly-

phony, rapid changes of texture, the avoidance of non-thematic

figuration, and the principle of continuous and developing

variation.
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An intensity and tautness of expression is present in

these pieces. There is the feeling of the music's being

reduced to its absolutely irreducible minimum, where every-

thing becomes related to everything else, and no extraneous

elements are present.

The theme of the third piece is first stated alone, as

if it iere the subject of a fugue. The five notes of this

theme form the basis for almost everything that happens in

the piece, both harmonically and melodically. The theme is

heard most often as a cantabile melody surrounded by chang-

ing and flickering counterpoints and variations. At the end,

the alternation of two chords, formed from the theme and its

mirror inversion, produces a strong cadential effect, quite

similar to that generated by the dominant and tonic of tradi-

tional harmony. Despite its length and slow tempo, the com-

position is more kaleidoscopic and capricious in character

than the first two.

The four--h piece applies the principle of continuous

variation xore radically than any of the other compositions.

The main ideas, presented in the first bar, are often so

unrecognizably altered that any hope of aural identification

is lost. 1'The piece presents an impression of extraordinary

density.

The fifth piece, the Waltz, is the first work to be writ-

ten according to the twelve-tone method, or, as Schoenberg

put it, with twelve tones related only to one another. For
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the first time, Schoenberg uses a predetermined ordering of

the tones of the chromatic scale, heard as the first twelve

notes in the right hand, to provide the material for all

horizontal and vertical constructions throughout the work.

Despite the innovative aspects of the twelve-tone method,

the piece is easier to hear and understand than the previous

four. The handling of the rhythmic and phrase structures is

much more traditional, and thematic repetition is quite audi-

ble. Evidently, for his first essay in the twelve-tone method,

Schoenberg turned to the dance with its emphasis on rhythmic

structure and repetition so that the telve-tone series could

be manipulated with more clarity.

Frdric Chopin . . . Andtes iAnato an Grande Polanaise
Bril1ante, Op.22

No greater disparity can be imagined than that between

the Schoenberg pieces and this work by Chopin.

The Polonaise, Op. 22, was composed for piano and orches-

tra between September of 1830 and July of 1U31. In 1834, the

nocturne-like Andante s lmnata for piano solo was composed as

an introduction, leading directly into the orchestral intro-

duction which begins the Palonais. Both were published in

August of 1836 as Grande Polonaise Brillate Qrecedse d'un

Ada'nt SpLanatq, Op. 22. Chopin achieved a brilliant suc-

cess With the work at a conservatory concert in Paris in

April of 1835. While the work is for piano and orchestra,
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the orchestral accompaniment is insignificant and the work

is usually performed a8 a solo.

The And' t anato requires the special kind of Chopin

rubato for which no exact notation is possible. The melody

may linger or hesitate in one place, or push on in another,

but always over a firm rhythmic accompaniment. The piece has

the over-all quality of a pastorale, containing no great con-

trasts.

The polonaise was a processional dance of the Polish

nobility, not of the people. Out of his intense nationalism,

Chopin evolved in his Polonaises an epic form in which he

tried to embody his own very subjective feelings about his

native country. With the Poloraise, Op. 22, however, the

composer had not yet come to this conception. The piece is

early Chopin and frankly a showpiece--brilliant, relodious,

and forthright, a period piece. Despite its aura of super-.

ficiality, however, it is a beautiful work, one which already

demonstrates the original harmonic and melodic inventiveness

of its creator.

xvii



NORTH TEXAS STATE UNIVERSITY
SCHOOL OF MUSIC

presents

DIGBY BELL

in a

Graduate Piano Recital

Thursday, April 29, 1971 8:15 p.m. Recital Hall

Program

Fantasy in C Minor, K. 475 ................................ Mozart

Sonata in C Minor, K. 457.................................. Mozart
Allegro
Adagio
Molto allegro

Four Pieces for Piano, Op. 119 ............................. Brahms
Intermezzo in B Minor
Intermezzo in E Minor
Intermezzo in C Major
Rhapsody in E-flat Major

INTERMISSION

Gaspard de la Nuit ......................................... Ravel
(Trois Poemes pour Piano d'apres Aloysius Bertrand)

Ondine
Le Gibet
Scarbo

Presented in partial fulfillment of the requirements for the degree
Doctor of Musical Arts
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North Texas State University
School of Music

presents

Thomas Carey, Baritone

Digby Bell, Piano

Thursday, March 16, 1972 8:15 p.m. Recital Hall

WINTERREISE, Op. 89(D.911)...............FRANZ SCHUBERT

Gute Nacht
Die Wetterfahne
Gefrorne Trinen
Erstarrung
Der Lindenbaum
Wasserflut
Auf dem Flusse
Riickblick
Irrlicht
Rast
Frihlingstraum
Einsamkeit
Die Post
Der grease Kopf'
Die Krahe
Letzte Hoffnung
Im Dorfe
Der sturmische Morgen
Tauschung
Der Wegweiser
Das Wirtshaus
Mut
Die Nebensonnen
Der Leiermann

For Mr. Bell this recital is presented in partialfulfillment of
the requirements for the degree Doctor of Musical Artis
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Iniveri1 of O/a4oma

SChOOl o ffluiic

presents

The University of Oklahoma

SYMPHONY 0 CHESTIBA

DONN LAURENCE MILLS, Conductor

DIGBY BELL, Pianist
CONCERTO FOR THE LEFT HAND

Lento - allegro - lento
DIGBY BELL, PIANIST

SYMPHONY No. 6 in a minor (Tragic)

Allegro energico

MAURICE RAVEL
(1875-1937)

GUSTAV MAHLER
(1860-1911)

Andante moderato

Finale (Sostenuto - allegro moderato)

DIGBY BELL, Associate Professor of piano at the University of Oklahoma, joinedthe faculty in 1953, where he currently serves as Chairman of the piano department.Mr. Bell has appeared as soloist with a number of orchestra and has been presentedin solo recitals throughout the United States. Notable also are his achievementsin the areas of chamber music and accompanying. He has studied at the Universityof Michigan under John Kollen and Ernest Oster. Presently he is studying withRichard Cass at North Texas University. The performance of the Concerto ispresented by Mr. Bell in partial fulfillment of the requirements for the degree,Doctor of Musical Arts, at North Texas State University.

Holmberg Hall Auditorium
Norman, Oklahoma
Thursday, May 4, 1972
8:15 P.M.
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NORTH TEXAS STATE UNIVERSITY
SCHOOL OF MUSIC

Presents

DIGBY BELL
in a

Lecture Recital

Monday, November 20, 1972 5:00 p.m. Recital Hall

PROGRAM

The Variationsfor Piano, Op. 27 of Anton Webern and the
Quaderno Musicale di A nnalibera of Luigi Dallapiccola

INTERMISSION

Variations for Piano, Op. 27 .......................... Anton Webern
Sehr missig
Sehr schnell
Ruhig fliessend

Quaderno Musicale di Annalibera (1953).............Luigi Dallapiccola
Simbolo

Accenti - Contrapunctus primus
Linee - Contrapunctus secundus (Canon contrario motu)
Fregi-A ndantino amoroso e Contrapunctus tertius

(Canon cancrizans)
Ritmi - Colore - Ombre
Quartina

Variations for Piano, Op. 27.........................Anton Webern
Sehr m issig
Sehr schnell
Ruhig fliessend

Presented in partial fulfillment of the requirements for the degree,
Doctor of Musical Arts
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THE VARIATIONS FOR PIANO, OPUS 27 OF ANTON VWEBERN AND THE

QUADERNO MUSICAL DI ANNALIBERA OF LUIGI DALLAPICCOLA

The Vriatiors for Piano of Anton Webern and the uaLderno

Musicale di Annaiher of Luigi Dallapiccola have in common

the fact that they are both cast in the form of variations on

a twelve-tone row. Apart from this, the differences between

the to wors in structural and performance aspects are un-

doubtedly .more numerous than the similarities. The purpose

of this paper will be to briefly analyze and compare the two

compositions and to elucidate some possible implications for

the performer.

Both Webern and his teacher, Schoenberg, emphasized a

basic compositional principle, termed by Schoenberg "devel-

oping variation. " They regarded this idea as the logical

outcome of the compositional practices of such composers as

Beethoven and Brah i. To illustrate the meaning of this term

Schoenbrg used an example from the first movement of Beetho-

ve 's 5'phon No. 2. (See Figure 1.) Webern spoke of the

1Ainold Schoenberg, Style and Idea, translated by Dika
Newlin (New York, 1950), p. 00.

1
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7ig. 1--LudKig van Beethoven: 3ymphon No. in C
i nor, Op. 67, first movement (bars 59-66)

powerful urge toward unity felt by these composers which often

led them oward the variation form. He even mentioned the

variation form as a forerunner of twelve-tone composition. 2

Schoenberg, in a "Sketch for a Composition Course," outlined

a series of lectures on the technique of variation during

which, in addition to analyzing various independent sets by

Beethoven and Brahms, he wished to discuss the use of vari-

ation technique in other works, and the technique of 'devel-

oping variation." 3  Again Webern had tis to say:

The same law applies to everything living:
"vaiations on a theme"--that's the primeval form,
which ' at the bottom of everything. Something
that seems quite different is really the same.
The most comprehensive unity results from this.

2Anton Webern, The Path to the New Music, transla ted by
Leo Black (Bryn awr~~19WT~ p~. 52.

-Josef Rufer, Co position with Twelve Notes, translated
by Humphrey Searle London,~1S697), p.#179

Vlebern, The Path bo he New Music, p. 53.

A. 59 60 61 62
If j. 17 S'2, -

jj

64 65 66
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In his teaching Schoenberg drew upon his rich store of

knowledge of the works of Bach, Haydn, Beethoven, Brahms, and

other composers. Brahms, especially, was repeatedly cited as

an example of a composer to whom unifying principles were

basic. The first movement of the Sonata in F Minor, Op. 5,

offers an excellent early example of this composer's technique.

Ohl
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Fig. 2--Johannes Brahms: Sonata in F Minor, Op. 5,
first movement (bars 1, 5-6, 7-11, 23-27,'394)"
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Almost every thematic idea and even some accompanimental fig-

ures are derived from the opening idea through the use of

"developing variation."

The same principle may be found in many later works of

Brahms, as well. One basic idea is presented in varied

Wuises throughout the I termezzo inE Minor, Op. 119, No. 2.

.. . . . ||. , ..el .I.- l e n -----------

ig0 3--Johannes Brahms: Intermezzo in E Minor,
Op. 119, No. 2 (bars 1-2, 36-39T

Similarly, in the Rhapsody in. E-a Maor, Op. 119 No. 4,

one idea gives rise to another.

I4ig . 4--Johannes Brahms: Rhapsods in E-lat Ma r,
Op. 119, No.4 (bars 85-95),

iErLT-IfT tf-i

4F
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Although only the last of the Five Piano Pieces, Op. 23,

by Schoenberg, is a twelveo-tone piece, the other four also

exemplify the composer's use of "developing variation." In

each of them a basic motive generates most of the thematic

material as well as accompanimental figures. This motive is

subjected to drastic rhythmic transformations, canonic treat-

ments, different metrical groupings, register displacements,

and other changes.

L1 2 3 4 5 6 7 8 9

WI2 3 4 5 67 8

2 6 78
51 5 8 15 6 9

4.HM

TV-

4 5 I
2 3 6 7 9 I

W~t

Fig. 5--Arnold Schoenberg: Piano Piece, Op. 23, No. 2
(bars 1, 7, 10, 14, 22-w23).

it.
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The Variations for Piano of Anton Webern dates from 1936

and belongs with the composer's most mature compositions.

Only four more works were written before his death in 1945,

a Strain jartet, two Cantatas, and the Variations for

Orchestra. According to Webern, the Variations are a kind

of Suite in three movements. Of the three, the last move-

ment is the only one which can be considered to be in tradi-

tional variation form. The first movement, which has the

spontaneous quality of a Brahms Intermezzo, is in a large

three-part, ABA, form. he second movement is a humorous

and witty scherzo in two parts. The composer is said to have

had the Badinerie of the Orchestral Suite in B Minor of Bach

in mind as he wrote this movement.6 Other works in variation

form by Webern--the Passac ia, Op. 1, the Variations for

Orchestra, OP. 30, and the Symphony, Op. 21, second movement--

embody the statement of a definite theme, followed by a

recognizable series of variations. A different type of or-

ganization is used in the Variations for Piano. In this work,

the row has become the theme; the first appearance of the row

is also the first variation.

The kuaderno Musicale di Annalibera (Musical Notebook

for Annalibe a), of Luigi Dallapiccola was written in 1952

5Anton Webern, letter to Humplik and Jone, July 18, 1936,
Quoted in Walter Kolneder, Anton Webern, translated by Humphrey
Searle (Berkeley, 1968), p. ~1740~

6Peter Stadlen, "Serialism Reconsidered," The Score and
I.M.A.. 4va aitne, No. 22 (February, 1958), 12.
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for the Pittsburgh International Contemporary Music Festival,

It was dedicated to the composer's eight year old daughter,

who was named for the liberation of Florence in 1944. Like

Webern's Op. 27, the work embodies the idea of variations on

a twelve-tone row.

The first variation, entitled "Symbol," is a homage to

Bach, the row being used in such a way as to allow the B-A-C-H

motive to emerge. The entire movement is occupied with this

motive and its inversion, variation, and transposition. Three

of the eleven movements of the Notebook, Variations three,

five, and seven, are canons, each of them being introduced

by a freer movement in a contrasting style. The first canon,

at the unison, is preceded by a movement, appropriately

called "Accents, " in which chordal clusters are present ed in

strongly and irregularly accented rhythmic cells. The second

canon, in contrary motion, is introduced by a movement in

which two contrapuntal lines move in melodic and rhythmic

contrast to each other. Variation six, "Friezes," presents

the row simply stated as a melody with accompaniment. It is

followed by the third canon, in retrograde motion. Variations

eight and nine are diametrically opposed to each other. The

first, entitled "Rhythms," is a movement of harsh and violent

energy, while the second, "Colors," gives an impressionistic

view of the row. The tenth variation, "Shadows," presents

the chordal clusters of Variation two in a new guise, dark

and mysterious in color. In the final piece, which takes its
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title, "Quatrain," from the literary world, the statements of

the row reach their greatest intensity of expression. Ac-

cording to the composer, the u Musicale, rather than

being a set of variations in the traditional sense, is an

expression of various elements of music, such as rhythm, line,

color, and counterpoint, as seen through the manipulations

of a twelve-tone row. Gerhard Herz writes that "the work

begins, not didactically, but imaginatively, in search of a

symbol and finds it in B-A-C-H, and . . . ends with the

poetic expression of a quatrain."8

Both the Vritions and the notebook illustrate several

facets of each composer's handling of serial processes.

Webern, in his later works, sought to give more and more

autonomy to the twelve-tone row, to make it more functional.

Individual notes of the row were given more importance, and

such aspects as durations, dynamics, touch, and register took

on greater equality with the row itself, The composer also

gave greater attention to the basic processes of the tone row,

showing particular interest in the mirror forms. It became

important, therefore, to give thought to the formation of the

row and all of its ramifications before beginning the actual

composition of the work.

?Luigi Dallapiccola, Variazioni per Orchestra, LOU-545-8,
The Louisville Orchestra, Robert Whitney, conductor. Notes
on the record jacket by the composer.

Gerhard Herz, "Current Chronicle," Musical quarrl
XLI (January, 1955), 84.
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Palindromic forms are particularly important in all

three movements of the Variations. The structure of the

first movement is clearly ternary, ABA'. The A-section is

constructed of two periods, two phrases in each period,

aba'b. Mirror forms are applied to the handling of the row

in the following manner: the basic row and its retrograde

are heard simultaneously in phrase a, bars 1-7. The two

forms cross in bar 4, providing a complex and symmetrical

layout around this central point. Phrase b, bars 8-10, also

is a palindrome. Phrase a', bars 11-15, returns to the

material of pArase a, presenting it in such a way, however,

as to become the retrograde of this phrase. These first

three phrases, in addition to presenting mirror forms within

themselves, combine to form a larger symmetry, the center of

which is the middle of phrase b. After this, phrase b is

Sehr iassi
S2 3 00 4 5- 6
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13 1 15

Fig. 6--Anton Webern: Variations for Piano, Op. 27,
first movement (bars 1-15).

repeated to bring the A-section to a close. Webern is care-

ful to see to it that the row forms and phrases overlap so

that structural points are not weakened. While dynamics

demonstrate a rough mirror form, corresponding to thai of the

pitches, they also assume the more important function of

clarifying the phrase structure.

With greater agitation, achieved through a wider range

of note values, dynamics, and pitch, the B-section presents

a strong contrast to the A-section. As in the first section,

the mirror principle is used, but in a more complex way. The

section easily divides into two parts, the first part being
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composed of three phrases, with each phrase further divided

into two clauses. The first clause consists of agitated 32nd

notes, presented in rhythmic groups of three and covering a

wider range each time. The second clause consists of the

augmented fourth, or tritone, spread over two and one-half

octaves in a syncopated rhythm with the hands crossed. This

clause is presented in mirror form and is actually the center

of a larger mirror.

tempot 2  ----- tempo rit,
19 21-

P f P

22 tempo
23

Fig. 7--Anton Webern: Variations for Piano, Op. 27,
first movement (bars 19-23).

Thephrases in this part are clearly marked off through

the handling of dynamics, density, register, and rhythm. In

contrast to the A-section, the beginning and ending of the
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mirror forms do not correspond to the phrase structure, but

overlap by two 32nd note groups. As in the A-section, two

forms of the row, one the retrograde of the other, are stated

together, and the tritone always forms the center of the

mirror.

In-the second part of the B-section, the 32nd note fig-

ures are intensified as to dynamics, density of sonorities,

and overlapping of rhythmic groups. The tritone is again the

center of each mirror form, but now it is stated in a sudden

piano, staccato, and in a lower register. This change, inter-

rupting the repetitions of the 32nd note figures, increases

the expressive intensity of this passage, leading to the

climax in bars 33 and 34. Throughout the B-section, dynamics

and rhythm function to point up the expressive character as

well as the structural aspects of each phrase.

The return of the A-section brings back the same mood as

he beginning with the same pitch relationships. This time

the section is much calmer and entirely soft. A final three-

note chord, coming at the end of a long diminuendo and ritar-

dat _Lo, ef fectively closes the movement.

The second movement, like a scherzo in style and mood,

is in binary form, both parts marked to be repeated. It is

Written as a two-voice canon in inversion between original

and inverted row forms, four pairs being stated. Because of

the constant crossing of the rows, or voices, each hand follow-

ing its own voice despite the crossing, the canon itself cannot
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be aurally perceived. The piece presents itself as a series

of two-note motives, which are arranged across the basic 2/4

meter in such a way that, at least at'the beginning, one

seems to hear it in 3/4. Certain aspects point to a high

degree of coordination between dynamics, articulation, reg-

ister, and note values. The note, A, comes as a unison in

each pair of rows and is always played staccato and piano,

and always on the same pitch, a'. Certain other notes are

p

Fig. 8--Anton Webern: Variaions for Piano, Op. 27,
second movement (bar 1).

grouped in pairs around this note, imparting to it the

impor stance of a tonal center: B-flat-G-sharp, C-sharp-F,

F-sharp-C, B-G. Each note appears principally in one reg-

ister, ranging above and below the central note at regular

intervals.

Fi. 9--Anton Webern: Variations for Piano, Op. 27,
second movement, note-pairs formed around central note, at.
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The note-pair, B-flat-G-sharp, is always slurred and

forte. It appears at the beginning and end of each section,

framing the entire movement as well as the central note.

The note-pairs, C-sharp-F and F-sharp-C, are always presented

in such a way as to underline their importance, although not

always with the same articulation, durations, or dynamics.

G-B, located a whole tone away from the center, appears three

times with the widest leap, twice piano and once forte. The

only three-note chord used consists of a perfect fourth plus

the tritone and is always strongly accented.

The third movement, the only one which involves variation

form in the traditional sense, is a theme with five variations.

Distinctive features of the row are emphasized in each vari-

ation, mirror forms being especially prominent in several

places. Other aspects, such as intensification through the

use of smaller no t e values, syncopations, and increasing

range and dynamics, represent more t raditional procedures.

The theme itself presents three forms of the row,

straightforwardly in a monophonic style. In this theme,

unlike the first two movements, each presentation of the row

coincides with a structural point. Mirror forms are once

again in evidence, the second and third phrases presenting

invert ed and retrograde forms of the first phrase. A promi-

nent feature is that the second phrase is an isometric

repetition of the first phrase, starting a half-note later
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in.the bar. The dynamics also partake of the symmetries,

themselves being arranged in a mirror form: g f f .

The conflict between meter and rhythm, typical of Webern,

is not quite as strong here as it was in the second movement.

Although each phrase begins off the beat, there is a very

clear movement in half-notes. It is not until the third

phrase, however, that a definite downbeat accent is established.

These factors, combined with the ritardando in bar 11, and

the isolation of the E-flat in bar 12, place the "structural

downbeat" of the theme on the first beat of bar 12. 9  It is

an indication of the consummate mastery of the composer that

the primary goal, the "structural downbeat," comes not only

at the end of the theme and of a ritardando, but that it is

an isolated staccato quarter note and one of the softest notes

in the entire theme.

2 34

Edward T. Cone, "Analysis Today,t" Problems of ModernMusic, edit ed by Paul Henry Lang (New York7i71960)~p P7T7-T45.
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tFrg.lO0--Anton Webern: Variations for Piano, Op. 27,

The intervals of te major seventh and minor ninth assume
pimary iportance in the there and throughout the variations.

ALthough it is as slurred quart r-not< pairs that they are
most eaily heard, they occur in other articulation$ also, as'
in Variation III, where they become eighth-note pairs off the
beat. Syncopation, already evident in the theme, plays a
progresively more important role throughout the variations,
serving as a prmry aspect of the cli.ax in Variation IV,
Palindro-ic forms, as nentioned, are prominent in several
variations, most notably in Variation III, here two Iarge
mirrors are produced through the use of inverted. and retro-
grade inverted forms. Other symretries may be noticed, such

16

a
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as the repetition of material at the beginning and end of

Variation I, the isometric repetition of certain phrases, or

the in which dynamics and durational values may take

part in the symmetrical arrangements. Also to be noted is

the manner in which factors such as a higher level of dyna-

mics, a wider range of pitches, rapid changes of register,

and an increase of row transpositions, combine with syncopa-

;ion to produce the climax in Variation IV. After this

climax, the coda, Variation V, returns to the quiet character

of the opening. Ihe "harmonic movement" 1 0 is drastically

slowed through the use of single tones alternating with

chords, and through the repetition generated by the complex

mirror forms. Toward the end there is a radual descent in

pitch and dynamics and the work ends with its lowest note,

sa 64 asrit. molto----

Fi. Il--Antan Weber: Variations for Piano, Op. 27
hird mov rt (bars 63-66) ~

Leonard D. Stein, "The Performance of Twelve-Tone andSerial Music for the Piano," Unpublished D.M.A. dissertation,University of Southern California, Los Angeles, California,
1965, p. 102.
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Vhile earlier dodecaphonic works of Luigi Dallapiccola

used as many as three different tone rows, the Quaderno

Musicale is the first to be based on a single row. In this

composition the ow is devised in a manner somewhat differ-

ent from-that of ebern. In addition to illustrating the

usual seconds and s evenths of classical dodecaphonic writing,

it is constructed in such a way that it also emphasizes ter-

tian sonorities.

Fig, 12--Luigi Dallapiccola: _uderno ItsicaQe di
Annalibera, tone roirw.

A primary concern of Dallapiccolats has always been

expressive vocal writing, and, in fact, the majority of

his works are vocal. This emphasis on the vocal line per-

vades his instruAental music also. Unlike Webern, Dalla-

piccola often uses a roz form itself thematically. For

example, in the Noteboo several of the variations begin

with the same row form, sometimes on the same pitch level,

but constructed in such a way as to produce differentt melo-

dies. In other variations, row processes ,hemselves seem

not to play a too importan tt role in delineating the structure,

this being accomplished more through rhythmic or thematic

Roman Vlad, "Dallapiccola : 1948-1 9 55, " The Score andI.41.. Magazine, No. 15 (March, 1956), 44.
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Motives. Some of Dallapiccola's rhythmic and harmonic proce-

dures put him in a closer relation, perhaps, to such composers

as Debussy, Stravinsky, and Bartok than to Schoenberg or

Webern.

In the first movement, entitled "Symbol," the row is

arranged so that a basic four-note motive, the well-known

B-A-C-H idea, is stated first in chorale style and later as

a single line over and under an undulating accompaniment.

The statements of this motive, in both original and inverted

forms, determine the structure of the entire piece. The open-

ing five bars are characteristic of the way in which Dalla-

piccola's imagination works with the various sound aspects

Quasilento -

VAA
mp9 staccatiss.

v ie ysimiLle Molt"o dim.

Fig. 13--Luigi Dallapiccola: aderno Musicale,"symbol" (bars 1-5).

of his row. Usually, statements of the row correspond to the

phrase structure, a procedure different from that of Webern.

Variation II is a study in accents. It presents the row

forms as a series of vertical sonorities arranged in rhythmic

cells. This movement follows a rhythmic practice similar to

that of Webern in that the meter remains constant and the
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rhythmic patterns shift their relationships to it. At first

the downbeat is ambiguous, but by the third bar it is firmly

established. The vertical sonorities are derived from the

row in a way which emphasizes the sounds of various kinds of

ninth chords. This aspect, plus the fiery energy and abrupt

rhythms, illustrates the influence of both Debussy and Bartok.

Variation III, with its long, flowing, singing lines,

offers a striking contrast to the preceding movement, In the

first eight bars a canon at the unison is stated. The answer

is in an irregular diminution, the note values being three

quarters those of the leading voice, and with the pattern of

the long and short values reversed. In the second part of

moltop

Fig. 14--Luigi Dallapiccola: quaderno Musicale,"Contrapunctus primus" (bars 1-4).

the variation a third voice brings in a statement of the

retrograde form as a canon in inversion and later the answer

to this enters at the unison. All of this adds up to two

unison canons, in inversion with each other.

Variation IV presents two forms of the row, original and

inverted, stated as two contrapuntal lines in polymetric
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constructions. In contrast to the long smooth lines of this

movement, Variation V presents a fragmentary phrase structure,

with wide leaps characterizing the lines. This, perhaps,

shows the influence of Webern and Schoenberg somewhat more

than the other variations. It is a canon in contrary motion

at the distance of an eighth note, strict as to pitch,

rhythmic displacement, and use of register. The movement is

not completely linear, however, as two- and three-note chords

take part in the canonic structure, and certain tones are

reinforced through their duplication in the pairs of rows.

The melody of Variation VI, in contrast to the two pre-

ceding variations, is asymmetrical and rhapsodic, with a wide

range and striking contours. It stands out in sharp relief

to its accompaniment, hence the name, "Friezes." When ter-

tian type harmonies are implied in one voice, the other voice

seems to prefer seconds and sevenths. The movement ends on

a sonority which could be heard as a triad with both the

major and minor third present.

The four forms of the row make up the subject of the

canon in retrograde motion of Variation VII. The subject is

rhythmically very subtle, avoiding a strong downbeat until

the fourth bar of the first phrase. In the second part, the

subject is repeated and the answer consists of the retrograde
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S F.15--Luigi Dallapiccola: Quaderno Musicale,"Contrapunctus tertius" (bars 1-4),

canon. In addition, each row form of the answer is the mirror
inversion of the accompanying row form in the subject, although
at a different ranspostion, thus:

0 -R -I 'M RI
I - RI - 0 - R

Instead of being stated as two contrapuntal lines, this canon

is stated as t'o-note vertical sonorities, with an occasional

three- or four-note chord, and, once, a five-note chord. A

wide variety of intervals provides a varied and rich harmonic

palette for this movemen.

Variation VIII, harsh and violently energetic, is in

itself a theme with nine small variations. The first two

measures provide the principal motive, although the full theme

is four bars long. The variations exploit this motive fully,

--AAFP3-
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16--.LuiI Dallapiccola: Quaderno Musicale,
"iythms" (bars - 4),

stating it in inversion, in two and four part canons in

stretto, in augmentation accompanied by rhythmic fragments

of itself, and chordally. The chordal version states the

rhythm of this theme in a hemiola lying across two of the

3/4 bars. This is then repeated exactly, but displaced by

one eighth note. Unlike Variation II, which was also very

H '

l?-Luigi Dallapiccola: quaderno Musicale,
"Rhythms" (bars 29-*32).

rhythmiic, the syncopations and rhythms of Variation VIII take

place in a context of varying metric structures.

p-staccatss e rtmato p
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Variation IX, "Colors," moves in a predominantly 5/8

metric scheme but with a cross rhythm of two against five.

It presents a new row form at the beginning of each phrase.

In this movement Dallapiccola departs from strict dodecaphonic

writing, repeating row segments for expressive purposes before

proceeding to the next notes in the row. The "impressionis-

tic" seventh and augmented chord colors present a striking

contrast to the harsh sounds of Variation VIII.

Variation X, "Shadows," is dominated by heavy, dark,

dissonant chords in the lower registers. These sonorities

are repeated in cells at irregular intervals and with chang-

ing rhythms, imparting to the movement an improvisatory,

rhapsodic mood. The middle section presents a transformation

of the second variation, "Accents," as a series of static

chords, misterioso, with tremolos in interior voices.

The final variation, "Quatrain," expressively the climax

of the entire composition, is like a recitative. The melody

consists of the four row forms, each stated once, in the

following order: I-R-RI-0. The accompaniment is chordal for

the most part and emphasizes seventh and augmented chords.

Each statement of the row coincides with a structural point.

Webern strove to achieve clarity of structure in his

music. The symmetries and balanced phrase structures remind

one of the classical ideals of the eighteenth century. Yet,

there are asymmetries in this music, too, and it is important
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for the performer to understand the interaction of these two

aspects. Attention to the one may help to clarify the other.

The symmetrical phrase structure of the first movement

has been discussed. The characteristic rhythmic quality of

the first phrase, seven bars in length, is produced through

the fourfold presentation of patterns of five 16ths each,

which gives rise to an opposition to the basic 3/16 meter,

The result in performance should be an absence of accent

during these seven measures. Vebern's particular use of

variation technique is well illustrated by the next phrase,

which extends through only three bars (8-10). (See Fig. 6.)

TPhis compression arises from the fact 'hat there are now only

three rhythmic patterns which are altered to fit the basic

meter. The second phrase will naturally receive more stress

because its rhythmic groupings coincide with the meter.

Density also assumes a major role in Webern's music,

extraordinary emphasis often being placed on a single tone.

Vertical sonorities were chosen with great care by Webern as

projections of certain segments-of the row. Thus, sevenths

and ninths pervade the entire composition and the most fre-

quently used three-note sonority is composed of the tritone

plus a perfect fourth.

One of the most important aspects of this first section

is the way in which the climax is achieved. Since the second

phrase emphasizes the metric scheme, the listener is led to

expect something on the downbeat of bar 11. (See Fig. 6.)



The fact that this downbeat is a rest, that this delays the

beginning of the climax by one 16th, and that this climax

begins with the highest note, bt', is a sufficient combina-

tion of factors to enable Webern to achieve this climax with

a single tone. For the performer, this means that no ritar-

dando should accompany the diminuendo in bar 10. The first

beat of bar 11 needs to arrive on time. At this point, how-

ever, the performer may wish to strengthen the effect of the

climax through the use of some rubato covering both the rest

and the high note.

The structural importance of the tritone in the B-section

of the first movement has been mentioned. (See Fig. 7.) That

ebern also considered it to be important expressively is

attested to by Peter Stadlen:

He would invest these four notes with special
intensity of feeling not only by an exaggerated
crescendo-decrescendo, but also by letting the
right hand relieve the left on the repeated note
with as small a gap as possible and "at the last
moment, almost too late". .12

Stadlen comments further on Webern's interest in melody:

He kept on referring to the melody which, he said,
must be as telling as a spoken sentence, ...
It was shaped by an enormous amount of rubato
and by a most unpredictable distribution of
accents.13

In two of the movements of the aaderno Musical, Dalla-

piccola also gives the performer directions to play pearlnt

12 Peter Stadlen, "Serialism Reconsidered," The Score and
I.M.a. i3agazine, No. 22 (February, 195$), 13.

I bid.., 12.
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S with an expression suggestive of speech. In these two

variations, VI and VII, a high degree oa control over tonal

factors and tempo is demanded. In Variation VI, the melody,

rhapsodic and wide ranging, must be carefully studied. More

than Webern, Dallapiccola has attempted to notate flexibility

through the use of changing meters and a richly varied

rhythmic structure. The performer will first wish to learn

Fig. 18--Luigi Dallapiccola: Quaderno Musicale,
"Friezes" (bars l-6)u

this melody accurately, as written, with a true placement of

accents. Then his job will be to let it sing in a natural

and expressively vocal style.

The second movement ofIebern's Variations presents the

performer with difficulties in phrasing and articulation. As

in the first movement, the rhythmic Patterns conflict with

the meter. lebern was insistent that the division between

the hands be kept as he wrote it since he felt this vould in-

sure the correct phrasing and accentuation. He said of the

following figure, that while it was awkward to play at the

All

AE I A
A Lis I A Ift roo



28

proper tempo, the difficulty in doing so would impart to it

16

exactly the proper phrasing.

P

Fig. 19--Anton Webern: Variations for Piano, Op. 27,
second movement (bars 13-14).

Hans Keller has said in a very closely reasoned article

that "the audibility of serial technique is a function of the

listener's contrapuntal understarding. 15 He goes on to state

that for a melody whose structure depends on its intervallic

organization, rather than harmonic or rhythmic aspects,

retrogrmde motion is easier to comprehend than inversion.

Certainly, the canon in inversion in the second movement of

Webern's Variations is very difficult to hear because of

the crossing and recrossing of voices. On the other hand,

because of the immediate repetition of characteristic figures,

the canon in contrary motion in the 1uadeMo usicale is the

easiest to comprehend of the three canons in this work. The

1 Vbid., 13.

I'Hans Keller, "The Audibility of Serial Technique,"
The Moth Mtsica Record, LXXXV (November, 1955), 232.



canon at the unison is not difficult to make clear at the

beginning, but when the voices have increased to four, each

one to be played on a different dynamic level, thus--guazs.

Rnm-~rp-p p--then the difficulties of achieving clarity are

increased. The solution is to be sure that the two principal

voices are heard and to let certain other characteristic fig-

ures come to the surface from time to time. The problem is

compounded by the fact that the composer asks for the same

articulation on two dynamic levels, e.g., -4in both Jiano and

pLanis :iro. Di ficulties such as this abound in much contem-

porary music and pose a serious problem for the performer.

At the climax to the third movement of his Variation

(bars 53-55), Webern, according to Stadlen, wished the damper

pedal to be used as shown in Figure 20.16 There are no

moltoff

Stadleno cit., 13.
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Fig. 20--Anton Webern: Variations for Piano, 0. 27,
third movement (bars 53-55).

pedal indications in the score. Whether Stadlen is correct

or not in remembering exactly how much pedal was used, it

seems clear that some was. Indeed, the intensity of this

climax demands the added sonority and resonance which the

damper pedal will provide. The performer will find other

places in the Variations where the pedal may be used to musi-

cal advantage.

Both Nebern and Dallapiccola call for a well-developed

control of dynamics and nuance. Stadlen mentions Webern's

"extree demands for differentiation of sound, especially in

the field of pianissimo." 2 Certainly the Variaton for

Pino makes demands on the performer for a very close control

of dynamics in conjunction with articulation, register, and

density. Webern, however, was content to stay within the

traditional range of dynamic indications, from -P to ff,

only once, at the very end, poing outside this scheme to Pp.

Dallapiccolas score, on the other'hand, abounds in such

7 bid. )12.
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exhortations to the performer as RpD followed by pi sotto

voce, followed by a em r ePu sottovoce. Such directions as

these in Variatorn IX, "Colors," or dolcissimo, nr intenso

in Variation VI, "Friezes," or con la massima es ressione in

Variation XI, "Qua train," as: of the performer great accuracy

in tonal control.

In ths short look at two twentieth century masterpieces

we have seen how two composers think about music and how t hey

UrIt.e or the iano. In Webern we have a composer who, with

his great respect for history and t-radition, was very con-

Scious of structural unity. In Dallapccola s found the

Italianate love of spontaneity and the expressively singing

line. On hearing t he music, one is aiazed at the intensely

romantic( lyricism of the Variations and at the high de ree of

musical logc in h Notboo. While the demands on the pian-

ist tay dif fer in detail, the ultimat-e goal is he imaginative

ealizaiLon of both the emotional and 'he intellectual content

of the music.

VWARA, 99i 9 offiam i a a us am
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