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VI. ULUSLARARASI HISARLI AHMET SEMPOZYUMU

Ses ve tini1 iizerine yapilan calismalarin ¢oklugu tek bir seyi ifade eder: Karmasik
yapilar1 ve alginin ikisinin de varligi i¢in gereken bir sey olmasi. Fizyolojik algi ilk adimdir
ama siire¢, beyinde son bulur. Once sesi ardindan tmiy1 algilayan beyin, bu boyutuyla
arastirmacilara yeni ufuklar acar. Farkli miizik kiiltiirlerinin ¢6ziimii i¢in etnomiizikolojinin
gosterdigi yol tim1 analizidir. Miizigin timisal analizi, tinimin bir kiiltiirel deger olarak
miizikbilimcilere inanilmaz bir aragtirma alan1 yaratir

20. ylizyilin baglarindan itibaren Avrupa disi miizik kiiltiirlerinin anlasilmasinda bati
terminolojisinin yetersizligi gerek ses gerekse tini i¢in yeni adlandirmalara neden olur. Bu da
bize her kiiltiiriin kendine 6zgii bir ses ve tin1 anlamlar1 oldugunu gosterir. Ses renginden 6te
tin1 olarak tercih edilen ve sound olarak da karsimiza ¢ikan sdzcliklerin anlam boyutlarinin
genisligi sasirtict ancak bir o kadar da dogaldir. Izmir’li bir baglama sanatgisi, calgi yapimcisina
kendisi i¢in yapmasini istedigi baglamayi “nezleli” olarak tanimliyor. Nezleli, bu sanatgiya gore
dogal duyumdan uzak ‘“hafif cizlama” bi¢iminde yeni bir tanimi beraberinde getiriyor. Sap
kalinliklarinin ya da kullanilan agacin farkli olmasi, performansgilarin degisik tercihleri
anlamma geliyor. Tin1 algisinin ¢ok boyutlu olmasi, 6zellikle noropsikoloji alaninda
calisanlarin da yogun ilgisini ¢ekmekte. Akustik, psikoakustik, dilbilim, egitim ve onlarca
disiplinde c¢alisan arastirmacilar, g¢esitli kuramsal cergevelerle farkli arastirmalar yapmayi
stirdiiriiyor.

Stirdiiriilebilir yapistyla dikkat ¢eken, miizik ve miizikbilim ¢aligmalarina yeni ve 6zgiin
arastirmalar kazandirmay1 amag edinen Hisarli Ahmet Sempozyumu’nun altincisinin konusu
“ses — tin1 — alg1” olarak belirlendi.

Sempozyum Alt Bashklar::

» Miizigin Tinisal Analizi ve Yontemleri

» Etnomiizikoloji’de Kiiltiirel Cevre ve Tinisal Algi

» Kiiltiirel Doku ve Tin1

» Calgt Tinilar1 ve Analizleri

» Performansgilarin ve Calgi Yapimcilarinin Tiniya Yonelik Beklentileri
» Calg1 Egitiminde Tin1

» Miizik Pedagojisi ve Tin1

» Cok Anlamli Bir Fenomen: Sound

» Miizik Endiistrisi ve Profesyonel Miizik Kayitlart Cergevesinde Tinisal Degisim
» Multidisipliner Arastirmalarda Ses ve Tin1

» Mekan Akustigi
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VIth INTERNATIONAL SYMPOSIUM OF HISARLI AHMET

The majority Works that were done on the sound and timbres express that both complex
structure and perception are requred. The first step is physiological perception but the process
ends in brain. Brain detects sound first, then timbre and within this structure opens up new
horizones fort he researchers. For the solution of different cultures, the timbre analysis is the
way showed by ethnomusicology. Music’s timbre anylysis, as the cultural value, create an
amazing research area for music scientists.from the beginning of the 20 th century;
unsufficiency of West music terminology caused to the new intitling of sound and timbre. This
shows us that every culture has its own sound and timbre . timbre is more prefered than tone
color and is seen as sound; these two words’ meaning is so suprisingly immans as well as
natural. A baglama artist from izmir wanted instrument maker to make baglama for himself and
defined it as “nazal”. He belieaves that nazal’s sound is far from natural in this way and brings
light sqeaky term. Prefered instrument’s neck and variety of wood are the meaning of the artist’s
preference. Multidimensional timbre’s perseption attracts great attention,especially in
neurophsicology field. Researchers that work

Acoustics, psychoacoustics, linguistics, education, and dozens of disciplines, maintain
different researches in the frame of institutional variance.

Hisarlt Ahmet symposium aims to gain new and original researches for music and musicology
studies and thanks to its sustainability it has been determined as the 6 th symposium “ sound-
timbre- perception.”

Symposium’s subheadings:

» Instrumens Analysis and Methods of Music

» Cultural Environment and Instrumens Perception in Ethnomusicology
» Cultural texture and timbre

» Analysis Instruments and Sounds

» Expectations for the timbre of musical performers and producers

» Instruments Education Sounds

» Music Pedagogy and Sounds

» Very Significant Phenomenon: Sound

» Music Industry and Professional Music Recording Frame of Instrumens Change
» In multidisciplinary research Sound and Sounds

» Acoustic Space
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BiLiM KURULU OZGECMISLERI

Prof. Dr. Firat KUTLUK

Miizikolog Prof. Dr. Firat Kutluk; doktorasini Tiirkiye’de “popiiler
miizigin kiiltiirel analizi” adl1 ¢alismasiyla aldi. Yeni Miizik, Miizik ve politika
konularinda konferanslar verdi, ssmpozyum ve kongrelere katildi. 1991 e 2009
yillar1 arasinda TRT’de ¢ok sayida miizik programi yayinladi. Miizik Tarihi
(1997), Miizik ve Politika (1997) adli kitaplar1 yayinlandi. Halen Dokuz Eyliil
Universitesi Giizel Sanatlar Fakiiltesinde ve Akustik ve Bilissel Miizikoloji
Arastirma Merkezinde ¢aligmalarini stirdiirmektedir.

Prof. Dr. Ahmet Serkan ECE

1973 yilinda Adana’da dogdu. Ik, orta, lise 8grenimini Adana ‘da
tamamladi. 1995 yilinda boliim orkestra ve korolarinda gérev aldigi inénii
iiniversitesi Egitim Fakiiltesi Miizik Egitimi Boliimiinii derece ile bitirdi.
Milli Egitim Bakanligimin gesitli okullarda iki yil gorev yaptiktan sonra
Abant Izzet Baysal Universitesinin agmis oldugu master sinavin kazandi ve
1998 yilinda “Ortagcagdan Barok Doneme Kadar Viyoladaki Yapisal
Degisimin Incelenmesi” konu baslikli tezi ile yiiksek lisans egitimini
tamamladi.

1998 yilinda Gazi Universitesi Miizik Egitimi Boliimiinde basladig1
doktora egitimini Prof.Ali SEVGI ve Prof.Koral CALGAN danismanliginda
hazirladig1 “Cagdas Tiirk Bestecilerinin Viyola Eserleri ve Bu Eserlerin
Mesleki Miizik Egitimi Veren Kurumlardaki Viyola Egitimcileri Tarafindan
Kullanilmalarina yonelik Bir Degerlendirme” konu baglikli tezi ile tamamlad.

2000/2002 yillar arasinda Tirkiye Polifonik Korolar Dernegi Dernek Korosunda koro
eleman1 olarak, 1998/2002 yillar1 arasinda Gazi Akademik Orkestrasi, 2003/2005 yillart
arasinda Izzet Baysal Oda Orkestrasi, Abant Yayli Calgilar Dértliisii ve Abant Ensemble da
orkestra iiyesi; 2005 yilinda kurdugu “izzet Baysal Genglik Orkestras1” ile orkestra sefi olarak
yurti¢i ve yurtdisindaki ¢esitli konser etkinlikleri ve festivallerde gorev aldi.

Sanatsal ¢aligmalarinin yani sira, lisansiistii diizeyde de dersler vermekte olan Ahmet
Serkan ECE, Cagdas Tiirk Bestecileri, Miizik Ozel Yetenek Smavlari, Viyola egitimi {izerine
bildiri, makale, arastirmalar1 bulunmakla, ayrica miizigin farkl disiplinlerle olan iliskisi iizerine
caligmaktadir.
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Doc. Dr. Ugur TURKMEN

1971 wyilinda Kiitahya’da dogdu. Ilk-orta ve lise &grenimini
Kiitahya’da tamamladi. 1993 yilinda Uludag Universitesi Egitim
Fakiiltesi Miizik Ogretmenligi Boliimiinii bitirdi. 1996 yilinda Selguk
Universitesi’nden “Bilim Uzmanlig’n1” 2005 yilinda ise Bolu Abant izzet
Baysal Universitesi Miizik Anabilim’dan “Doktorasini” ald1. 2006 yilinda
Afyon Kocatepe Universitesi Devlet Konservatuvarinda Yardimer Dogent
olarak goreve basladi. 2010 yilinda Dogent oldu. Mesleginde, 1993
Yilinda Nigde Universitesinde Miizik Okutmani olarak géreve basladi.
2000 yilinda iiniversitedeki gorevinden istifa etti. 2001 yilinda Kiitahya
iline Ogretmen olarak atandi ve Anadolu Giizel Sanatlar Lisesine
gorevlendirildi. 2006 yilinda AKU Devlet Konservatuvari1 Miizik
Boliimiinde Yrd. Dog¢ Dr. Olarak goreve basladi. 2010 Yilinda Dogent olarak atandi. Miizik
egitimi ve miizikoloji alanlarinda ulusal ve uluslararasi bilimsel toplantilarda bildirileri, mesleki
ve hakemli dergilerde makaleleri, “miizik egitimi, oda miizigi-orkestra, ¢ocuk sarkilar1”
alanlarinda kitaplar1 yayinlandi. Tiirkmen evli ve ii¢ cocuk babasidir.

Dog. Dr. Cihan ISIKHAN

1974 Almanya/Stuttgart dogumlu. Lisans Oncesi egitimini
Bandirma’da tamamladi. 1996 yilinda Dokuz Eyliil Universitesi Giizel
Sanatlar  Fakiiltesi Miizik Bilimleri Bolimi Miizik Teknolojisi
Anabilimdali’ndan dereceyle mezun oldu. Lisans egitimi sirasinda TRT
Izmir Radyosu Montaj Stiidyolari’nda staj yapti. Mezuniyet sonrasi ayni
iiniversitede yliksek lisans egitimine devam ederken, ayni zamanda ATV-
Yeni Asir TV de ses operatorii olarak calismaya basladi. Yaklasik 2 yil stiren
yiiksek lisans ve ses operatorliigiiniin ardindan mezun oldugu kuruma
ogretim eleman: olarak atandi. 2006 yilinda doktor, 2010 yilinda miizik
teknolojisi alaninda dogent linvanini aldi. Doktora konusu olan Miizik
Sorgulama Sistemleri (Music Information Retrieval) alaninda yurt i¢inde ve
disinda yayimlanan makaleleriyle birlikte, gorevi siiresince konser seslendirimlerinin kayit ve
yayin amacli prodiiksiyonlariyla ¢cok sayida stiidyo ses kayit calismalarinda aktif yer aldi. 2013
yilinda “Yaymcilikta Ses Teknolojisi ve Mikrofonlar” adli kitabi yayimlandi. Aralarinda
Universite destekli “Tiirk Miizigi Calgilarinda Kayit Yontemleri ve Mikrofonlama
Teknikleri” ile Kiiltiir Bakanlig: destekli “Istanbul'da Gizli Bir Bahge: 1U Alfred Heilbronn
Botanik Bahgesi” adl1 ses kayit ve belgesel miizigi/kayitlarina yonelik ¢esitli projelerde gorev
aldi. Halen, mezunu oldugu kurumda verdigi Yaymcilikta Ses Teknolojisi, MIDI ve
Senkronizasyon, Audio Sinyal Akisi; gegici gorevlendirmeyle konuk 6gretim iiyesi olarak
gittigi Ege Universitesi iletisim Fakiiltesi Radyo-TV, Sinema Boliimii’nde Yayincilikta Ses gibi
dersleriyle 6gretim iiyeligi gorevini siirdiirmektedir.
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Doc. Dr. Gokmen OZMENTES

1992 yilinda Dokuz Eyliil Universitesi Buca Egitim Fakiiltesi Miizik
Ogretmenligi ABD’a girdi ve 1996 yilinda mezun oldu. 1998 yilinda Prof.
Dr. Necati Gedikli’nin danismanliginda D.E.U Egitim Bilimleri Enstitiisii
Miizik Ogretmenligi Yiiksek Lisans Programi’ndan mezun oldu. Ayn1 yil
D.E.U Buca Egitim Fakiiltesi Miizik Ogretmenligi ABD’da Ars. Gor. olarak
goreve bagladi. 2000 yilinda askerlik goérevini tamamladi. 2001 yilinda
D.E.U Egitim Bilimleri Enstitiisii’nde acilan Giizel Sanatlar Egitimi A.B.D.
Miizik Ogretmenligi Doktora Programimi kazandi. 2005 yilinda Yrd. Dog.
Dr. Sermin Bilen’in danigsmanligini yiiriittigii doktora tezi ile bu programi
bitirdi. Ayn1 yilin sonlarinda Akdeniz Universitesi Giizel Sanatlar Fakiiltesi
Miizik Boliimii’'ne Yrd.Dog. olarak atandi. 2012°de Miizik Egitimi alaninda
Dogent olan Ozmentes, hala aym kurumda lisans ve lisansiistii diizeyde
dersler vermekte ve gesitli idari gorevleri stirdiirmektedir.

Doc. Dr. Robert REIGLE

2002 yilinda miizik ileri arastirma merkezine (MIAM) katildi. 3 yil
iizerinde bir sure boyunca Papua Yeni Gine'nin bir koyu olan Seriengl'de
en Oonemli etnomuzikolojik calismayi yonetti. 2005 yilinda Tiirkiye’de
dengbéj miizigiyle ilgilenmeye basladi. Meslektaslariyla birlikte Ikinci
Yeni Gine Etnomuzikoloji Konferansi ve Istanbul — Spektral Miizik
M Konferanst  olmak {iizere 2 uluslarast konferans organize etti. lancu
Dumitrescu ve Ana-Maria Avram ile igbirligi yaparak Tokyo ve Bukres'te
eserlerinin ilk seslendirilislerini yapti. Saksofoncu ve besteci olarak yaptigi
kayitlar The Wire, Downbeat, ve Cadence tarafindan incelendi. Istanbul,
Los Angeles, Seattle, New York, ve Lincoln'da dogaglama grubunu kurdu.
Cecil Taylor'in atolye grubu, perkusyoncu Gustavo Aguilar, soprano Keiko
Hatanaka, ve birka¢ dansgi ile, sairler, ve gorsel sanatgilar ile ¢alisti. New
York'da besteci Giacinto Scelsi’nin Tre Pezzi eserinin ilk seslendirilisini ve kaydini ( kayitta
tenor soprano saksafon yerine tenor kulland1) yapt1. Istanbul’da Islak Képek ve Hoca Nasreddin
gruplariyla ¢aldi.
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SEMPOZYUM TAKVIMI

28 Mayis 2015 Persembe

Sempozyum Acilis

11.00/11.45

Sempozyum Acilis Konusmalart

Davetli Konusmaci: Prof. Dr. Firat KUTLUK

"Hisarl Sempozyumlarinda Gelinen Nokta ve Miizik Uzerine Calismak”

Cay/Kahve Molas1

“Miizik Dinleme ve Calg1 Performansinda Ses-Tini-Alg: Bilesenleri”

12.00/13.00 OGLE ARASI
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SUNUS

Glinlimiiz diinyasinda ve gelecek yillarda kiiltiirlin dnemi artarak, kiiltiir egemenligi
daha belirgin hale gelmeye baslayacaktir. Yiizyillar boyunca bir¢ok kiiltiire bagkentlik yapmis
olan Anadolu bu kiiltiir yariglarinda 6nemli bir yer alacaktir.

Anadolu’nun birbirinden 6nemli kiiltiirel degerlere sahip olan sehirlerinden birisi olan
Kiitahya bircok kiiltiirel degeri ve miizigi ile 6n plana ¢ikmaktadir. Kiitahya miizik kiltiiriiniin
ve Tiirk Halk miiziginin en 6nemli yapi taslarindan birisi olan Hisarli Ahmet yapitlariyla bu
kiltliriin en 6nemli temsilcilerinden birisi olmustur.

Gegmisine sahip ¢ikmayanin gelecegi olamaz. Bu topraklarda yasamis, ulusal ve uluslar
aras1 diizeyde tarih yazan, memleketimiz i¢in hizmet eden; sanatgisina, bilim adamina,
akademisyenine sahip ¢ikmak biz yerel yoneticilerin asli gorevidir. Ahde vefay1r gostermek
gelecek nesillere yon verecektir, moral verecektir.

Hisarli Ahmet ismiyle ilk kez 2009 yilinda yapilan ve 13 bildirinin sunuldugu
sempozyum, glinlimiizde uluslararasi bir nitelik kazanmis ve bu y1l altincisi diizenlenen “Miizik
Dinleme ve Calgi Performansinda Ses-Tini-Algi Bilesenleri” temali sempozyuma ulusal ve
uluslararasi alanda 70 bilim insani katilarak bildirilerini sunmuslardir. Sempozyumda akademik
anlam disinda halk ile biitiinlesmek amaciyla ulusal ve uluslararasi alanda taninmis sanat¢ilarin
olusturdugu topluluklarin vermis oldugu 12 konser diizenlenmistir.

“Miizik Dinleme ve Calgi Performansinda Ses-Tii-Algi Bilesenleri” temali 6.
Uluslararas1 Hisarlt Ahmet Sempozyumuna katkilarindan dolay1 basta Kiitahya Gtizel Sanatlar
Dernegi Baskan ve Yénetim Kurulu Uyeleri olmak iizere, diger paydas kurumlar, sempozyum
diizenleme kurulu, sempozyumda bildiri sunan tiim katilimcilara ve emegi gegen herkese
stikranlarimi sunuyorum.

Kamil SARACOGLU
Kiitahya Belediye Baskani
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SUNUS

Derneklerin; ihtiyaglar dogrultusunda bolgesel, ulusal ve uluslararasi projeler iiretme
gorev ve sorumluluklart vardir. Kiitahya Giizel Sanatlar Dernegi, halkla biitiinlesen,
gerceklestirdigi kiiltlirel, bilimsel ve sanatsal faaliyetler ile basta Kiitahya’miz olmak iizere
tilkemizin ve milletimizin kiiltiirel degerlerini korumak ve gelecek kusaklara aktarmak oncelikli
amaglart arasinda yer alan, lilkemizin seckin ve 6rnek alinan derneklerindendir.

Dernegimizin bilimsel ve sanatsal faaliyetleri Kiitahya’mizin sosyal, kiiltiirel,
toplumsal, ekonomik ve en Onemlisi egitimsel gelisim ve degisimine 6nemli katkilar
saglamaktadir.

Bu etkinliklerin en 6nemli paydaslar1 hi¢ kuskusuz Kiiltiir Bakanligimiz, Valiligimiz,
Belediyemiz, Universitelerimiz ve 11 Milli Egitim Miidiirliigiimiizdiir. Hisarli Ahmet
sempozyumlarinin siirdiiriilebilir olmasinda en énemli etken Afyon Kocatepe Universitesi
Devlet Konservatuvarinin degerli akademisyenleridir. Sponsorlarimizin katkis1 sempozyuma
ayrica gii¢ vermektedir. Sempozyumda emegi gecen herkese cani goniilden tesekkiir eder,
sempozyumu kesintisiz iilke miizik kiiltiiriine hizmet etmesini dilerim.

Akil GUR
Kiitahya Giizel Sanatlar Dernegi Baskam

11
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SUNUS

Dernekler ve Vakiflar igerisinde bulunduklar1 toplumun degisim ve gelisimlerine
katkida bulunurlar ve gergeklestirdikleri bilimsel ve sanatsal etkinlikler ile kiiltiirel degisimin
onemli unsurlar1 arasinda gortiliirler.

Kiitahya Giizel Sanatlar Dernegi akilci, ¢agdas, paydas kurumlar arasindaki iligkilere
deger veren yapisi ve isleyisi ile bagta Kiitahya olmak tizere Tiirk kiiltiiriine 6nemli katkilarda
bulunmakta ve bulunmaya devam etmektedir. Kiiltiir ve Turizm Bakanligi Giizel Sanatlar
Genel Midirliigi, Kiitahya Valiligi, Kiitahya Belediye Baskanligi, Afyon Kocatepe
Universitesi, Kiitahya Il Milli Egitim Miidiirliigii ve Kiitahya Ahmet Yakupoglu Giizel Sanatlar
Lisesi’nin birlikteligi dernegin calismalarina gii¢ vermistir. Bu birliktelik “sanata hizmet”
yolunda 6rnek gosterilebilecek bir modelinde gelismesini saglamistir.

Bu etkinliklerin en 6nemli paydaslar1 hi¢ kuskusuz Kiiltiir Bakanligimiz, Valiligimiz,
Belediyemiz, ve Il Milli Egitim Midiirliigiimiizdiir. Hisarli Ahmet sempozyumlarinin
siirdiiriilebilir olmasinda en &nemli etken Afyon Kocatepe Universitesi Devlet
Konservatuvarmin degerli akademisyenleridir. Sponsorlarimizin katkis1 sempozyuma ayrica

giic vermektedir. Sempozyumda emegi gecen herkese tesekkiir eder, sempozyumu kesintisiz
ilke miizik kiiltiirtine hizmet etmesini dilerim.

Yrd. Do¢. Caghan ADAR

Bilim ve Diizenleme Kurulu Adina
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ABSTRACT

The vocal elements that used by the Austrian composer Anton Webern in  Das
Augenlicht Op. 26 for mixed choir and orchestra are considered the start point of the new phase
of the history of music. The work that written in 1935 was the first of the three great voice
collections in the last years of his life. The technique applied on this six minutes short piece in
the vocal part is the main factor of the changes of the history of music. The effect of the
technique used by the composer is the perception of the feature of the timbre as well as the
dramatic tempo suspension, which together cause the paralyzing feeling. The uncommon
orchestration of the hysterical vocal parts against the light touch of instruments obtain an
extraordinary combination with the new harmonically language. Webern changed the
conception of the musical perception in his time.

Keywords: WEBERN, DAS AUGENLICHT OP.26, PERCEPTION, TIMBRE.

“ANTON WEBERN VE MUZIKAL ALGI”
Doc. Lilian Maria TONELLA TUZUN
Anadolu Universitesi Devlet Konservatuvari
tonella@gmail.com
OZET

Avusturyal1 besteci Anton Webern’in karma koro ve orkestra i¢in besteledigi Op. 26
Das Augenlicht, vokal unsurunun kompozisyon igindeki yeni konumu agisindan Miizik
Tarihinde bir asamanin baslangi¢ noktasi sayilir. Webern’in 1935 yilinda yazdigi ve yasaminin
son yillarinda besteledigi {i¢ biiyiik sarki dizisinin ilk yapit1 olan bu bes buguk dakikalik kisa
eseriyle miizik tarihine yeni bir yon vermesindeki temel etken, vokal yazi tekniginin partisyon
icindeki konumudur. Bestecinin vokal parti yaz1 teknigi, sesin dramatik zamanda askida kalmis
duygusunun yam sira, paralize edici tinisal 6zelligi ile de algi lizerinde 6nemli bir etki
olusturmasini saglar. Orkestralamada aligsilmamis ¢algilarin bir arada kullanilmas, isterik bir
vokal partiye karsilik calgilardan hafif dokunuslar ile elde edilen sira dist tim
kombinasyonlarini yeni armonik diliyle birlestiren Webern, zamaninin ¢agdas algi kavramim
degistirebilmistir.

Anahtar Kelimeler: WEBER, DAS AUGENLICHT Op.26, ALGI, TINL

Introduction

The purpose of this study is to investigate the compositional changes and innovation
that occur in the choral music using the masterpiece Das Augenlicht Op.26 by Anton Webern
as example. The research focused on the contrasts between pitch, timbre, lyricism and
perception. Das Augenlicht was written in 1935 and it was the first of the three extraordinary
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voice collections in the last years of his life. As English translation, “The Light of the Eye” is
a single movement piece with the duration of six minutes. Originally in German language,
Webern used the text set Viae Inviae by Hildegard Jone (1891-1963) and dedicated the work to
Mainer Tochter Amalie Walter.

The Austrian composer and conductor Anton Webern lived between 1883 and 1945. He
was mentored by Arnold Schoenberg (1874-1951); the father of the twelve-tone technique and
leader of Second Viennese School. Schoenberg, Webern and Alban Berg (1885-1935), the third
composer of the school, modified definitely the music of the twentieth century. Second
Viennese School opened a new page in the history of music because the twelve-tone
composition marked the abolition of the traditional tonal
functions and introduced an entirely new treatment of dissonance.

Among Schoenberg students, Webern was the more
advanced one and never afraid of trying out new methods or new
musical language. He was an innate perfectionist and for many
times destroyed the pieces which was not essential in his opinion.
The third-one works with an opus number are the ones that
Webern saw fit to have published in his own life. Webern’s
production Picture 1: Anton von Webern by Oscar Kokoschna
(1914) was fundamental for poets, painters and musicians
currents of the twentieth-century. When it is compared to other
composers, he has relevance for the study of the history of modern | ;
music.

Webern’s production is divided in four periods according
to stylistic compositional characteristics (See the catalogue of
works in the Table). In the early years his production was atonal in the style of his mentor’s
initial dodecaphonic works. In the middle period the composer moved to abstraction intensively
including the voice in the pieces. The called ‘Vocal Decade’ went from 1914 to 1924 and
includes half of his musical production. From this period, Webern gave a wide contribution to
the sound perception devoting especially to choirs using the serialism total method.

1. Das Augenlicht, Op. 26

1.1. Orchestration

The orchestration is formed by flute, oboe, clarinet in B, alto saxophone in Eb, horn in
F, trumpet in C, trombone, drums, harp, celesta, mandolin, violin, viola and cello. The mandolin
is the only instrument considered unusual.

Some interesting factor about the mandolin is that it always had great popularity in
Austria. At the beginning of the twentieth-century in Vienne there was a mandolin orchestra of
folk music and mandolin course at Neues Wiener Konservatorium. Certainly there were
professional musicians who called the attention of the contemporary composers.

The mandolin was used very often in European Folk Music but not in symphonic
orchestras. However at the beginning of the twentieth-century, the instrument was included in
important orchestral works by Gustav Mahler (1860-1911): Das Lied von der Erde, Seventh
and Eight Symphonies. It is known that Webern’s conducting repertoire included the Mahler’s
Eight Symphony and some movements (in separated occasions) of the Seventh. Besides
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Mahler, Arnold

Picture 2: Structure of Das Augenlicht, Op .26. (Petrowitz, 1971)
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1.3. The Tone Row

Schoenberg also used the mandolin in their works:
Serenata Op.24 and Moses und Aron. Probably all these
factors influenced Webern and his decision in the use
of the mandolin.

1.2. Structure

The formal structure of Das Augenlicht was
written in three separated sections: instrumental,
chordal and polyphonic. In the instrumentals sections
Webern wrote not more then five consecutive notes for
each instrument. The sequence of the notes distributed
between the instruments leading to a fragmented
sonority. In the polyphonic sections the choir was
always writing in canon. The canonic writing is simple
in that the entries are never closer than one half beat to
each other.

The chordal sections are homophonic. The choir
appears always a cappella — without instrumental
accompaniment — with  the exception of the climax,
from measure sixty-four to sixty-nine where the
dramatist of the poem was intense. The music of Das
Augenlicht keeps the concordance with the poem. The
form of Hildegard Jone’s text was important to Webern
as its content — specifically because of its potential for
symmetry around a central axis. (Johnson, 1999)

The formal organization is that of an arch. The
beginning of that arch is the measure twenty; the climax
at measures sixty-four to sixty-nine, and the conclusion
at measure ninety-three. The arch is the result of the
physical placement of the alternating sections which in
turn are ultimately dependes on the length of the poetic
line. The graphic shows each change in the mode of
expression, polyphonic or chordal and there is a new
line of poetry. (Petrowich, 1971)

Webern’s style of composition is called Serialism — which is a very specific way of
ordering musical elements. The tone row is the system of organizing all twelve pitches within
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an octave. Bellow, the row form used in the Op.26 is shown in its four basic forms :

Picture 3: Das Augenlicht, Op.26. The row basic forms.
The choir introduces the tone row in canon technique in the follow sequence:
Original set in the soprano; Retrograde in the tenor; Retrograde-Inversion in the bass and
Inversion in the contralto. Inversionally related row forms are canonically dispose. The last note
of each row form is also the first not of the next row form. (Picture 4)
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The choir introduces the tone row in canon technique in the follow sequence: Original
set in the soprano; Retrograde in the tenor; Retrograde-Inversion in the bass and Inversion in
the contralto. Inversionally related row forms are canonically dispose. The last note of each row
form is also the first not of the next row form. (Picture 4)

! The row itself has four basic forms:
a) Original: the original set;
b) Retrograde: the original set reverse order;
c) Inversion: the mirror inversion of the original set;
d) Retrograde Inversion: the inversion in reverse order. (Kostka, 2011).
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Picture 4: Das Augenlicht Op.26. The row in the choir voices. Measures from 8 to 19.
(Universal, 1956)

In Op.26, the chordal section in this work is entirely different from the previous
Webern’s choral works. For the most part these homorhythmic sections are comprised of three
transpositions of the retrograde form and one of the retrograde-inversion. The two exceptions
occur in the measure third-one where two statements of the original are combined with two of
the retrograde-inversion and at the apex where two transpositions of the retrograde, one of the
retrograde-inversion and one of the inversion are used. The use of four forms of the basic set in
a simultaneous situation results in a choral sound of extraordinary beauty. The vocal lines
follow the chosen row form exactly and employ all transpositions. (Petrowitz, 1971)
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2. Proprieties of the Sound
2.1. Pitch

Webern strictly organizes the pitches of the music. Since in the beginning of Das
Augenlicht Op.26, Webern wrote the line in the highest register of the instruments. The example
below shows the trumpet, trombone, harp, celesta, mandolin and tenor voice in their highest
octave.

.
'l

L e
‘
(
)
ol
{ ! o
’ bt ]
e

Picture 5: Das Augenlicht, Op.26. Tenor and soprano voices.

Measures from 5 to 8. (Universal, 1956)

Another interesting point is the soprano voice which is localized lower then the tenor
voice. The contrast between the feminine and masculine voice causes a sonority stress.

2.2. Timbre

Webern managed the instrumentation using their timbre as articulation. Instead of the
melodies of his work is a true composition of different timbres. It is possible to affirm that every
sound is valued in individuality. Webern was very fond of the percussive qualities of all
instruments and his orchestrations show these qualities as well as his wide use of tunable and
non-tunable percussion instruments. (Petrowitz, 1971). The bellow example shows the tympani,
glockenspiel, xylophone, celesta and harp are used in different combination and registers
demonstrating the Webern’s interest in colors. (Picture 6).

Another factor at the instrumental doubling is a persistent feature of Op.26. This timbre
event occurring in the measures fifty-nine to sixty-two where the flute, oboe and clarinet
support the violins; the saxophone plays with the violas and cellos throughout.
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Picture 6: Das Augenlicht, Op.26, Timbre
combination between the instruments. Measures
from 59 to 62. (Petrowitz, 1971)

The horn and trombone reinforce
respectively one note only of the violin
group and the cello group. (Picture 6).
Webern grouped the instruments in
unison. The result was the contrast
between the diverse kinds of timbres.

3. Lyricism

Das Augenlicht Op.26 achieved something unique and unheard of before: Webern made
it possible to listen the union of the lyricism with the twelve-notes technique. In the first
instance it is not easy to make a connection between the lyrical poetry and the dodecaphonic
technique. However one at the interesting point in art is exactly the contrast of the ambiguities.

The lyricism is the practice of writing verse in song form rather than narrative form to
embody the poet’s thoughts and emotions. And there was the great innovation that Webern
added in the choral music.

One of the first to musicologist who had access to the previously unavailable Webern
materials was Professor of Harward University Anne Shreffer. Expert in twentieth-century
music and Second Viennese School. Shreffler argues that the composer turned in desperation
to song as a way out of this music cul de sac. The continuity of the words in a poetic text
necessitated horizontal thinking and a more fluid melodic approach. Writing vocal music in a
declamation style to which Webern exclusively devoted himself for ten years, led to a more
integrated linear style, as opposed to the fracture juxtaposition of autonomous cells in the earlier
instrumental pieces. In other words, the composer verticalized the instrumental miniatures fluid
with the horizontal counterpoint of his songs (Shreffer, 1994)
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3.1. Hildegard Jone

Very little is known about Hildegard Jone’s life and works except in connection with
the later vocal music of Anton Webern. In 1926, Webern met the poetess and painter Hildegard
Jone in a poetry evening dedicated to her poems. Thereafter the only text set by Webern were
those written by his friend Jone: the Drei Lieder Op.23 and Op.25, Das Augenlicht Op.26, and
the two Cantatas Op.29 and Op.31. The friendship itself was a product of the close affinity of
their two minds and sensibilities. Johnson expresses the Webern’s involvement with the her
poems in in these words:

Picture 7: Webern’s manuscript of Hildegard Jones ‘Viae Inviae’
http://memory.loc.gov/ammem/collections/moldenhauer/2428159.pdf
(20 June 2015).

“In Jone’s poetry Webern found the union of elements he had hitherto only found
separately. The evocation of landscape and organic nature, a fascination with death and
darkness as the prerequisite of revelation and new life, a conception of God as both the
embodiment of Law and as gently nurturing presence, the intense luminosity of the high alps
as a utopic image of the kingdom of heaven - all these preoccupations of Webern’s earlier song
texts find expression in Jone’s imagery.” (Johnson, 1997:106)

Viae Inviae is the more elusive of Jone’s poetry, an unrhymed exclamation of wonder
at the more of intensity in a loving glance, expressed in a series of metaphors of water and light.
Webern followed her poetry with a great deal of care and precision in his music, taking no
liberties such as the repetition of phrases in previous works.

Conclusion

Webern changed the conception of the sound in the choral music. The reorganization of
the timbre, register and orchestration in a lyrical plan affected the perception of the sound. In
special an examination of Augenlicht Op.26 as a whole reveals a larger plan for the disposition
of changes of the timbre. Here the timbre of the instruments leads the audition of the music.

Another factor that was not seen before in previous works is the instrumental
accompaniment strictly associated with the text. The technique of using instruments to
approximate a particular vocal inflection is employed in all work. Webern reached the spiritual
music of the poems by Hildegard Jone evoking instrumental timbres to the sounds of the words
themselves.
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Table

Catalogue of works by Anton Webern divided by periods.

Period 1 (until 1909)

Op.1 Passacaglia, for orchestra (1908)

Op.2 Entflieht auf leichten Kdhnen, for a cappella choir (1908). Poem by Stefan George
Op.3 Fiinf Lieder, for voice and piano (1907-1908). Poem Der Siebente Ring by Stefan George
Op.4 Fiinf Lieder, for voice and piano (1908-1909). Poem by Stefan George

Period 2 (1909-1914)

Op.5 Five Movements. String quartet (1909). Version for string orchestra (1929)

Op.6 Six Pieces. Large orchestra (1909-1910)

Op.7 Four Pieces. Violin and piano (1910)

Op.8 Zwei Lieder. Voice and small ensemble (1910). Poem by Rainer Maria Rilke
Op.9 Six Bagatelles. String quartet (1913)

Op.10 Five Pieces. Orchestra (1911-1913)

Op.11 Three Little Pieces. Violoncello and piano (1914)

Period 3 (1915-1926) ( also in text....)

Op.12 Vier Lieder. Voice and piano (1915-17)

Op.13 Vier Lieder. Voice and orchestra (1914—18)

Op.14 Sechs Lieder. Voice, clarinet, bass clarinet, violin and cello on poems by Georg Trakl
(1917-21)

Op.15 Five Sacred Songs. Voice and small ensemble (1917-22)

Op.16 Five Canons, for high soprano, clarinet and bass clarinet (1923-24)

Op.17 Three Traditional Rhymes. Voice, violin, clarinet and bass clarinet (1924—-1925)
Op.18 Drei Lieder. Voice, clarinet E-flat and guitar (1925)

Op.19 Zwei Lieder. Mixed choir, celesta, guitar, violin, clarinet and bass clarinet. Poem by
Johann Wolfgang Goethe (1926)

Period 4 (1927-1943)

Op.20 String Trio (1927)

Op.21 Symphony (1928)

Op.22 Quartet. Violin, clarinet, tenor saxophone and piano (1930)

Op.23 Drei Lieder. Voice and piano (1934). Poem by Hildegard Jone

Op.24 Concerto. Nine Instruments (1934)

Op.25 Drei Lieder. Voice and piano, on poems by Hildegard Jone (1934-35)

Op.26 Das Augenlicht for mixed choir and orchestra, on a poem by Hildegard Jone (1935)
Op.27 Variations for piano (1936)

Op.28 String Quartet (1937-38)
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Op.29 Cantata No. 1 for soprano, mixed choir and orchestra, on a poem by Hildegard Jone
(1938-39)

Op.30 Variations for orchestra (1940)

Op.31 Cantata No. 2 for soprano, bass, choir and orchestra (1941-1943). Poem by Hildegard
Jone
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(Universal, 1956)

Picture 5: Das Augenlicht, Op.26. Tenor and soprano voices.

Measures from 5 to 8. (Universal, 1956)
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Picture 6: Das Augenlicht, Op26, Timbre combination between the instruments.Op.26.
Measures from 59 to 62. (Petrowitz, 1971)

Picture 7: Webern’s manuscript of Hildegard Jones ‘Viae Inviae’.
http://memory.loc.gov/ammem/collections/moldenhauer/2428159.pdf
(20 June 2015).
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