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Friedrich Cerha’s œuvre
After the end of the war Cerha first analysed the neo-classicism prevalent in concert life and in teaching institutions (his Divertimento for 8 winds and percussion, written in 1948, is a tribute to Stravinsky).  Later, works by Anton Webern and from 1956 the serial techniques of the avant-garde became the starting points for further independent compositional developments (Relazioni fragile, Espressioni fondamentali and Intersecazioni 1956-59).  With Mouvements, Fasce and his seven-part cycle Spiegel (1960-61) Cerha created a sound world completely free of traditional formulations.  It differs from apparently similar works which were created independently and at the same time by Ligeti, Penderecki or even Scelsi, above all by the fact that contexts are created in emotionally directly comprehensible developments, which in association with non-linear processes allow the overall work to become a coherent system, a kind of cosmos.  In a “world-theatre” concept not yet realised on stage for the work Spiegel (Mirrors), behavioural manners of the genre “human being” observed more or less from a spatial and temporal distance correspond to the music processes in mass structures. 
In the stage work Netzwerk (1981), created on the basis of the consciously heterogeneous material incorporated into Exercises for baritone, narrator and orchestra between 1962 and 1967, the perspectives change between mass reactions and individual spheres brought closer as if under the microscope. Stylistic and structurally regressive elements break into a purist sound world and create complex relationships of disturbance and order in an organism which corresponds to the image of a “world as an inter-connected system”.  After a series of instrumental works, which in the interest of an extension of what was linguistically available consciously take a direct reference to historic idioms, in the opera Baal (1974-80) all previously experienced structural forms are seamlessly interwoven.  The individual now appears provocatively at the centre of interest but the palette ranges from mirror-like sound fields which stand for the original basis, up to clearly articulated melodic and harmonic figures in which the individual’s differentiated participation is expressed. 
In the opera Der Rattenfänger (1984-86) in addition polyrhythmic and metric formations become effective which stem from an intensive analysis of non-European music which began in this period and is evident in various ways in the two first string quartets (1989/90), the Third Langegger Night Music for Orchestra (1990/91) and in the ensemble piece Quellen.

Pieces such as the two Keintaten based on Ernst Klein and Eine Art Chansons (1980-87) based on texts by the Vienna Group around Rühm, Jandl, Achleitner etc., are owed to a revival of interest in the Viennese idiom, which played a role already in early works. The latter are concerned with political satire and fascinating games with language and alienations which evolve Dadaistic elements further in a very special way.  
In all his works since 1962 Cerha’s interest is manifest in overcoming a variety of what can be experienced today organically in complex musical forms.  Additionally in recent years his need has increasingly been directed towards the most direct implementation as possible of the spontaneity of ideas, which has led both to momentary elements in major orchestral works (Momente, 2005, Instants 2006-08), as well as to very concise, concentrated forms in chamber music (Nine Bagatelles for String Trio, 2008).
