










































































































































































































































































































































































































































































































































































































































































































































































Structural chart of differences between the original and the revised

version of Britten’s Billy Budd:

The original version is in four acts, whereas the revised version is in two. The revised
Act I is comprised by the original Acts I and II, and the revised Act II is comprised of
the original Act III and Act IV, cutting the last six bars of page 309 (revised published
vocal score). In the original version, the music of Act I leads to Act II, and similarly
that of Act III to Act IV. However, in the revised version the continuity of thematic

material is lost.

e The following shows how the original Act I ends and how the following Act II
(revised Act I, Scene 2) begins. In the revised version Britten kept the

beginning of Act I, Scene 2 the same, but he changed the ending of Act I,

Scene 1.
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This is the new ending of the revised Act I, Scene 1
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At the end of the original Act I (revised Act I, Scene 1), Britten had included
the ‘muster’ scene, the scene during which Vere addresses his crew. In the

revised version he cut part of this address.
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® The music of the original ending of Act III is repeated at the beginning of Act

IV. This is changed in the revised version. The beginning of the original Act

IV (revised Act I, Scene 3) is the same, but the ending of the preceding Scene

2 is changed.

)2| Largamente s 309
% w.w. W.W. & Hns E Str.
O Brass - e St 9 5 Lkg uhe
=Y a4y Pl 0 = 4 e —4p T ~
&_ 3 s b ¥ e = 1 S
Y e A8 —— =i 1
v <> i
P — N i P P —— ”ff-—(f f —— mf ——
P - e < & R
e o g iz GH 8 T =
L L % 'S J 7T 43 oy — - IS J
TF — B —4'()'
s >
o W.W. Bras« Haos W.oW, s sir Brass
“‘_t'—s,’; S ) I 3 ﬂ-tﬂ_— ——
52"}; = ey P ) e rom 93 S
i Hrer——— B'ey e “©> S
P = PP —| ppp —— P — P — i —
b =g Pel fles s
> +2© o = S ) = =1
o'sy Ty o~ I SI® ] s
gl [ 8] e B © ) LS ]
§9% sl )
o
VW Str, Brass ‘O3 W.W. Hus. W.owW, Brass
8 _io =
- b b ’{i’ i1 :Z K S J ul;
e e = =
7 2 rp »rp p rrp e
AT
;_Wvl; vlig :‘; iy L@ ] Ty 4:3
o = = . = X o
B Sir.
rass
0 W.W. Hos. wWow. e LAS Hus.
| ﬂ#v X (S )
1Y 13 [ ® J = (S J
= 'Ttr"“ ——— = Sl | © remesewete 3 Sie ===
' = k3 nf’ i Py =4 :
rrr o rr 7P »rp
¥ £S5 "ge - © et
T Fe—'o e
G odann © == 1S o = T
= -
[
o) l)!’-&% WoW. Hos. Brass (ron sord.) © o
— H—— - i = 185
5? S N A e T i - = # g 2
: E=3 = £33
PP li,p k23 PP »rp zp
! i P gt B 1 Ak I ey
e P — —# 8 {8
} ok
33 > = = =
e
Andante = R .
— T S s =
)E] e e Jg_‘vﬁ = - - N
.‘:r. G ’ ’ . ‘ ‘ I 152 9 ) PIRRCH) sonery (00T IO t T T } = LY 2 ==
{305 "V @] [ il I 1 1 1 > i | S E—
L s 0 JOT B € 1 L _v%
PPP str. con sora. = e
- » 1 4 30
ri e, I L = o U 4 B el — - =, ———
{3 = T
> =
B e il ps =
Hn. \&

247

TN T =k Ak KXY



Beginning of original Act IV (revised Act II, Scene 3)
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APPENDIX II: Das Marienleben, 1948 (translation of composer’s
preface)

Das Marienleben (“The life of Mary”)

1.

25 years ago 1 first published Das Marienleben based on the text of Rainer Maria
Rilke. In spite of all artistic sense of responsibility arising out of the greatness of the
subject, it then seemed like an experiment to me, more like a test of strength, a sort of
challenging fight with something unknown and to be conquered. The whole
significance and precise consequences this whole cycle would have for the general
evolution of music, as well as for my personal musical progress could not be foreseen.
Since then, these songs appeared over and over again whenever there was an interest
in western music. They were alike their nature, not sensationally successful but
formed nevertheless soon enough quite a useful and natural utensil in the music-

household (actually the best thing a composer could wish).

The strong impression that the audience was left with at the premiére — I personally
did not expect anything of this sort — made me realise for the first time in my musical
career the actual importance of ethical aspects in music and the moral responsibility
of the artist: having given my best by working on Das Marienleben, it still was not
good enough to count as perfect. I began looking at an ideal of writing a kind of
music that would be as noble and faultless as possible; something that Das
Marienleben itself would serve as a paradigm for this ideal. This both sentimental
and struggling attitude towards an already completed work led to carefully attempted
improvements. This was followed by a number of massive changes of a technical and
intellectual nature that finally brought the new version of Das Marienleben —based on
the original but technically and spiritually renovated, to life, which I hereby present.
It is the result of continuous testing and improving. Some songs have been re-written
up to five times in a totally different way, other songs (though they kept roughly their
old structure) have had several parts changed and rearranged for up to 20 times until

they reached their final version.
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I do not intend to give a precise report about the whole story as well as the changes
made here within. Nevertheless I believe it is quite important I mention a few general
facts about the form and contents of the new version. And this is not meant to make
me look like the teacher explaining facts and technical matters but it is more like a
humble invitation to people interested in this particular composition and its technical
and spiritual problems which are not evident enough, being however of great
significance. Furthermore, this is a kind of an approach towards answering various

questions arising from the general music development of our times.

2.

One of the most obvious weaknesses of the older version was the poor treatment of
the vocal line in regard to its capacities and demands: The way the vocal line was
treated was dictated by an anti-vocal nature, making it hard to interpret (sometimes
even impossible), chromatically unbalanced, with contrary interval leaps and tonally
incommensurable. It is now quite easy to admit this: one was generally looking for
new melodic expressions without however knowing or having in mind its technical
boundaries and conditions. Even the most experienced composers knew best about
the outer appearance of the new melodic material but they only had a vague idea
about the inner rules of melodic invention such as they are nowadays known as rows

of seconds, cells, fields and melodic step-progressing.

In addition to that there was the ultra-modern conviction that every singer should be
able to sing practically anything if only he or she worked hard enough. Wasn’t this
more or less common sense? Weren’t Bach’s singing lines not instrumentally
conceived? Didn’t Beethoven write the most dreadful of all singing parts? Wasn’t
one used to the fact that, — according to the Wagner model - almost everything is

much more important than a “singable” vocal line?

Nowadays it is quite clear how false this was. There are for both vocal and
instrumental music two types of technical difficulties: The first type arises from the
deep understanding of sound, aiming towards its practical application the best way
possible, whereas the second puts together musical tones abstractly and without caring
in particular about its natural form and character. How far the first technical difficulty

could be overcome depends on how technically good a performer is: that is, being 2
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good performer, (either vocalist or instrumentalist) he can reach up to perfection. On
the other hand there are cases where even after infinite repetitions and countless
weeks of practice nothing could get better. Even if one knows how things are
supposed to be performed there is always a question of technical skill and willpower.
In vocal compositions it cannot be easily decided which one of these two difficulties it
is all about: unfortunately, apart from all technical issues, vocal performers are not so
well educated as instrumentalists, thus it is a blessing when a singer is able to get the
right picture of an unconventional melodic line while studying a new piece and then
sing it correctly without reaching out to play it beforehand on the piano. Having
found the right singer but nevertheless stating that he is continuously getting stuck on
the same spots, a composer should ask himself if his composition is worth of all this.
As far as I am concerned a composer is dealing with the first type of the mentioned
problem when he reaches as far as the technical abilities and expression capabilities of
singers as well as the expectations of a good audience allow it. For the second type of
difficulty there is simply no place for any excuses when having a well-proportioned

" relation of aim and effort.

The composer who is writing vocal lines which do not consider the above would only
be justifying this by either reasons of so called “musical progress”, personal power of
inspiration, or even rely on complicated theories (that are mostly nothing but stylistic
fashionable matters) and that, if he is not bragging on having made a composition to
be acknowledged and correctly performed at the earliest in 200 years’ time. Such a
way of thinking does not have any logical background or justification whatsoever. A
simple inspiration which is hardly impossible to be carried out lacks sufficient
upbringing, knowledge or self-control. A mere theory which includes unnecessary
and inadequate difficulties is of no value. Thus, people in 200 years would react and
think of music in quite the same way as people nowadays do or as they used to do
over centuries. Of course our ears got used to a lot as time passed by, but our vocal
cords would never submit to something unnatural like, for instance, a trombone which

1s treated like a flute.

A careful observer can easily notice that the vocal line in the new version is treated
and formed according to the above. One would not go, of course, that far to expect

pleasant or even Kitsch-like melodies instead of fine elaborated vocal lines. If
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someone on the other hand prefers and likes to be challenged by difficulties would

find here a lot of things to chew on.

Another wrong approach as far as the “unsingability” of a lot of parts in the older
Marienleben is concermned: 25 years ago a lot of composers believed in the beginning
of a new counterpoint-era. The composer who wanted to write counterpoint-music
needed only to invent simple lines that were self-coherent. As far as their harmonies
and their proper connection were concerned it was all left to the heavens to decide.
Though the older Marienleben was not supposed to be like that, it included quite a
few fouls: the vocal line moved so wilful that, combined with the piano, initiated
bulky phrases along with a disturbing roughness that could not even be justified by
the text itself.

Naturally it is not always easy to decide to what extend a single melodic line can
become independent especially since it is influenced by both technical and personal
stylistic matters. It is here where a good amount of knowledge of the material is of
good use, a perfect sense of balancing aim and effort as well as a good trained critical
sense. I hope I found a suitable solution in the new version that underlines the
importance of the vocal line. This very vocal line is the starting point of the
composition even in the parts of the most highly developed counterpoint. Though it is
always treated as part of the harmony — without unnecessarily crossing a certain

amount of harmonic tension - it never loses its special tone, character and expression.

The best way the reader will understand the whole composition technique is when he
looks at the two-voice texture that results from the vocal line and the piano bass line.
This abstract two-voiced part is the backbone of the whole tone of the composition. It

keeps the harmonies together and throughout it slides the whole tonal development.

3.

The older version was actually a series of songs all held together by the text and the
continuous story, having no compositional binding concept whatsoever. There is no
formal concept that underlies this whole potpourri that would solely manage to please

the listener in any aesthetical way. Wise distribution of power, calculation of the
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peaks and lows were things that were unknown to the composer of the former version:
like all the others, he relied on his good old musical instinct. There are quite
endurable results that can be achieved when the musical power of a composer is
strong enough — at least crap can be avoided. However, the subtlest details of a

compositional work cannot be expected here, so that the listener is left without the

outmost of artistic impressions.

In the new version all mentioned factors (and a lot more that are to been seen further
down) have been calculated. A look at the general architecture of the work would

confirm this.

All fifteen songs are now much better and clearly grouped in four groups. The first
one ends with the fourth song of the “Heimsuchung” (“The strike of God”) and in it
all the songs are united which treat Mary’s personal experience in lyrical (songs 1, 3,
4) and epical way (song 2). The second group contains the dramatic songs of
“Joseph’s Suspicion” up to the “Marriage of Kana”, where Jesus’ birth — at least
partly- reminds us the idyll of the first group. There, a lot of people, plots, landscapes
and facts are shown and only in the last song of all these the protagonist reappears in
an active way. In the third group we see Mary suffering. This group strives for the
biggest intensity of expression wanting to touch the listener at the outmost. In the
fourth and last group the point is achieved where only musical ideas and forms speak
in the highest abstract way: an epilog where people and actions play no significant

role.

The first group uses according to its pastoral character the three-time-division as
signature; this either in simple form (3/4) or as (3/8) a continuous part of a higher
metrical order (6/8, 9/8, 12/8). In this group there are mostly the basic two-time-
division bars. In the third, the time signature — at least in the first two songs, has no
particular meaning and in the last song there is total freedom of already used time

signatures all over.

The peak of the whole cycle is the song that according to its tonal volume, its
harmonies, the richness of tonality, the simplicity of its formal principle and the

density of the technical complexity represents the outmost of the ideal of a
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“Gesamtkunstwerk”: the “Marriage of Kana”. It surpasses the other up to that point
existing peak: the “Hirtenverkiindigung” (“Annunciation above the Shepherds”)
which in spite of the physical pomp it appears well formed and less impulsive. Up to
the “Marriage” the curve of dynamic tension appears in continuous rise and begins to
fall after that gradually. Only the last song of the cycle forms another important entity
of power — though of less importance- making another temporary peak of its own
fourth group. The peak of the first group lies in the second song and the third group
has its own peak in the first song “Vor der Passion” (“Before the Passion”) after

which the tension within this group is starting to get lesser and lesser.

Parallel to the peak of the whole piece as well to the peaks of the single groups, there
is another series of peaks. By that, it is meant to be the peak of the highest point of
expressive tension. The song which is meant to be a culmination is the “Pietd”
(“Piety”). In the first group of four lies the centre of expression within the third song
(“Marid Verkiindigung”), in the second group “Geburt Christi” (“The Birth of
Christ”) takes this place and in the last group it is the song 14 (“Vom Tode Maria I11”)

the centre of expression.

The latter is besides that, a peak of the whole “Gesamtkunstwerk”: the one of the
compositional-intellectual process of making: it is by all means the most complicated
of all songs of the cycle. To make this song clear enough, one would need special
explicative papers of deeper analysis. The preceding songs that are more or less in
this way technically complicated — like the passacaglia (song 2), the “Marriage” (9)
and the first song of death (13) - are more like preliminary steps of this relatively hard
task.

The drawing of the peaks in the form of a graphical diagram looks like this:
[Drawing]

When the interpreters succeed in carrying out their work according to this order of
peaks and thus give a clear impression of the whole piece to the listener, they have

then reached the full understanding of the formal, melodic and harmonic substance of

each single song.
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4.
This substance should be better looked at; my own remarks are meant to be rather the

beginning of a tackle with the subject than a detailed analysis.

In the first song “Geburt Mari&” (“The Birth of Mary”) changes have been hardly
made. The bars 21-32 (bar numbers of the new version) substitute a version of which
its harmonic hardness had too much independence and furthermore carried too much

importance for a part that was supposed to be a mere bridge between two other parts.

In the “Darstellung Marid im Tempel” (“Presentation of Mary in the Temple”) the
idea of the passacaglia was kept up because of its very good audible form that can be
traced throughout the whole piece quite easily: more like a peaceful stride, a
continuous wandering throughout the gigantic architecture of the piece, always
lighting up different aspects of it. The dynamic arrangement of the piece on the
whole has not changed either. Finally the expression character of the singles
variations is in both versions the same. However, in terms of harmony and melody a
tremendous lot has been changed. The actual theme has been put on a much clearer
harmonic basis and is tonally much more decisive. The whole tonal form of it has
been thoroughly and carefully looked after. The harmonic density — that is, besides
tempo and time signature (metric) the density of changes in the harmony — has never
been done by chance. The harmonic pattern, which is the most important element
especially when an ostinato is being played 18 times in a row, leaves a single chord
no random appearance but has to be understood in its own harmonic legality and tonal
effect. This way it allows on the one hand every single harmony to be heard (even the
most complex one), on the other hand, because this has to be in a tonal frame, the
chords cannot be constructed and put by chance, otherwise they would only disturb
the whole tonal clarity. Furthermore, the entire broadness of every single variation
has been carefully calculated. Though all these factors should have been the right
compositional criteria for all parts of the cycle it seemed that it was extremely

important they received a special treatment in this particular section.

The song “Marid Verkiindigung” (“The Annunciation of Mary”) of the older version
could not be taken seriously or even be analysed in terms of the criteria mentioned

above. It has therefore been totally replaced with a new one. The new one tries to put
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a sound of peace to the disturbing harmonic and tonal existing unrest of the older one;
a peace that derives from the actual text, something that the reader is more or less
expecting to hear especially when having in mind the intimate and personal quality of
this scene. Instead of the urgent and penetrating repetition of the older nervous rest-
interrupted motifs we now have straight melodic lines. Of course they are followed —
merely in the accompaniment — by repetition motifs but their soft appearance in the
background, being left in the accompaniment, gives the right impression of the
flowing calmness. The dangerous and contradicting episode of the shepherd’s cow
which had been strongly negative for the composer in terms of the whole style of the
piece fits now perfectly in the harmonic and melodic material of the beginning rather
than in the older version. The psychologically extremely important moment of the
mutual understanding from ‘Nicht, da3 er eintrat’ (‘not that he entered’) to ‘Und sie
erschraken beide’ (‘and both got scared’) that finds its expression within the fusion of
the divine and earthly devotion shouldn’t be decayed and wasted through harmonic
delays and their solutions as in the hysterical and fussy way of composition in the first
version; according to its spiritual, poetical and formal importance a compact piece
should evoke something that would excite the listener and make his heart beat like the
pulsing urge deriving from the metric. And finally something more: the angel should

sing calmly, singing a proper melody, not just a single motif.

The next two songs (“Marid Heimsuchung” and “Argwohn Josephs™) (“Visitation of
the Virgin” and “Joseph’s suspicion”) have been hardly changed, that is by shifting
and moving of single notes or groups of notes or other simple minimal changes
without altering their actual substance, so that both songs got melodically and

harmonically purified.

In the next song the musical substance remained in both versions roughly the same as
well, but nevertheless, this particular song had to undergo a series of changes
concerning its inner structure like no other song whatsoever. It will always be a
compositional problem of the first degree: to be able to put into an equivalent music
the speech of such urgent words especially when there is no other material but a mere
female voice accompanied by the piano. Nevertheless, I felt so sure of the original
vision of this scene that I tried with all my being to put the text in the form I once

pictured. I do not think it is necessary to list here every single change. He, who
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wishes a precise picture of the development of the composition, could do this by

comparing both versions, having so the beginning and the end of the whole procedure.

In the older version the song “Geburt Christi” (“The Birth of Christ”) was the weakest
of all. Not just that its melodic material was of lower value than the other ones but
also harmonically it was not clear: there were no patterns, no density, and in terms of
tonality there was no general plan nor was its tonal spectrum calculated enough. In
addition to that, it was in terms of its expression “beaten up”, its scherzando-character
being in disturbing contrast to the contemplative attitude of the text. The song in the
new version tries to avoid all sorts of these problems. The “Rast auf der Flucht”

(“Rest in the Flight to Egypt™) only needed to undergo few, insignificant changes.

The actual idea of the “Hochzeit in Kana” was not carried out consequently in the
older version and had to be precisely expressed and elaborated in the new one. It was
about the loudest fortissimo which had to turn into a complete silence in the
forthcoming diminuendo and this continuous reduce of loudness had to be scattered
over a lot of musical space. At the same time a continuous allargando had to come
from the vigorous tempo to a total dry up. This should express the outer-sounding
movement of the wild hustle towards a soundless ebb, explaining so the inner
expression of a vivid excitement towards a personal, desolated left-alone condition.
In this part the actual peak of the whole piece — as I mentioned much earlier — should
be reached. All of this was not possible with the small size of its previous form. One
can easily remark that the new song is practically two times longer as the previous
one (166 bars instead of 82). The thematic material has been kept up — that is, the
fugato-theme and the phrase of the beginning of the singing voice — and to be much
more precise, the whole thematic contents of the new song consists exclusively of
modifications and variations of these two themes. If it was supposed for the great
peak to be reached here, then it was the need for all imaginable (metric-rhythmical,

harmonic-tonal and melodic) variation methods to come and meet here altogether.

Although in “Vor der Passion” (“Before the Passion™) the older material was on the
whole quite useful and only needed few corrections to serve its purpose and although
in matters of expression no radical changes were necessary, a tension solving element

seemed to be the right thing to have been lacking here after the never-ending, weakly,
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collapsing melodic phrases. The piano ending part, within which the earlier essential
musical part is to be heard once more, has indeed this soothing and balancing effect;
at the same time it softens the sense of despair that characterised the song up to now,

something that moves on to the forthcoming song.

This one “Pietd” (“Piety”), except a few notes that had been added to back up the
vocal line, has had no changes whatsoever, and the song number 12 “Stillung”

(“Relief”) is the only one in the cycle that stayed completely as it originally was.

For both songs 13 and 14, “Vom Tode Marid I, II” (“Of the Death of Mary”) there
goes mutatis mutandis the same thing what was already said about the passacaglia
(song 2). Its form managed to stay unspoiled. A recitative marks the middle of the
first death song and forms a bound with the former recitative which was heard in
“Marid Verkiindigung” (“The Annunciation of Mary”) speaking of clarity and
devotion. The majestic greatness of death could not be better expressed than through
the ostinato. It is the same majestic greatness that we have witnessed before (also
with an ostinato) with the ancient tree (8). The variation form of the second death
song corresponds to the passacaglia variations. In both variations there is a change, a
sort of continuous stride; either a tiny living being is being connected to plans and
ideas through the rotation of huge earthly constructions, or through the changes of the
heavens that gather around the basic melodic idea. In terms of melody and harmony

there has been in both songs adequately purified.

Even the last song of the cycle “Vom Tode Marié III” (“Of the Death of Mary”) has

had some changes of this kind.

S.

In order to make the formerly so-called density and urge clearer, there is a certain
amount of motifs and melodies that are often repeated. One used to call them
Leitmotifs before. But because they expressed things that are almost exclusively said
in the text and being musically reproduced, in other terms one could say merely

repeated, they have ended up being parts of a really dull technique.
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In this case though, we (=I am?!) are trying to €xpress something in music which is
not being said in the text, something which is no textual construction-element, and
vice-versa. Let us compare for example the last song with the seventh. In terms of
textual coherence they have nothing in common, although it is all about the same
thing: the birth of a child. They are both so different they can get, in matters of form,
expression, language and idea. However, the music brings them very much together
to close membership. They both use the same thematic material, the same lines, and
the same interval orders. Though they are harmonically, tonally, rhythmically,

dynamically and expressively always dissimilar we still listen to the same melodies.

With this the listener is being told: is it by the second birth not the same situation as
then? Isn’t the endless surprise of the three kings the same as that of Joachim’s
neighbor? Isn’t the repetition of these events a signal of heavenly order, of a

universal continuity?

~ Another two songs are bound in this way: the two announcements (3 and 6). So it is
at the end of the first one: “Dann sang der Engel seine Melodie” (“Then the angel
sang his melody”) where the long melody is meant, that has just been heard; it is the
melody which is being heard at the beginning of the song when one knew nothing of
the scene, nor about the persons or the contents of the forthcoming event. The general
mood of this silent conversation is very much present at the time such as it was
painted by Konrad Witz. And it is this very melodic line — before so mild, inclined
and devoted — that at the second announcement the angel is singing in a much harsher
way towards the shepherds. In both times it is the same fate that is being announced,
first, intimately, in the tiny chamber of Mary, then outside to the shepherds,
afterwards to the world and the universe; and this identical thematic material makes
the listener feel: ‘Take all these facts that are independent in time and space and
conceive them as part of something greater, as a double seed of an idea that will bear

countless and unimaginable fruit’.

Besides this great connection of these two songs, there is another smaller one. The
first song of the cycle comes into contact with others because of its several quotations.
In bar 23 the piano is playing the melody of the very first beginning. Because this

corresponds to the words ‘Sieh: sie ward wie ein Lavendelkissen...’ (‘Look: she
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became like a lavender-cushion’) we can understand the transcendent equality of both
cases: once the world’s notion fulfilled persistence of the situation before Mary’s birth
and then the situation after her death — and then, we hear the variation of this idea
once more (beginning in bar 44). Both parts are followed by a single phrase from the
announcements (bars 29-34, 49-55): ‘Daf} die Erde kiinftig nach ihr rieche in den
Falten wie ein feines Tuch’ (‘Thou shall the earth scent in the cracks like a fine
smelling scarf’) —how? And ‘dieses Licht aus dieser reinen Leiche war ihm klirender
als Sonnenschein’ (‘this light coming from this pure body was even clearer than

sunshine’), where the quotation leaves us with the source of this light.

A third way of a thematic-spiritual bond connects the songs 7, 11 and 13 together. In
the “Geburt Christi” (“Birth of Christ”) number 7, there appear dissonant, frightful
chords after the words ‘Aber, du wirst sehen, Er erfreut’ (‘But you will see, he will
rejoice’), which later on make the motif of the “Pieta” (“Piety”). The feeling of an
absolute deepest despair and hopelessness that the listener is supposed to be
encountering at that point, which apparently doesn’t match to the whole joyful and
hopeful surroundings of the seventh song, is supposed to signalise the following by
‘Er erfreut’ (‘He will rejo ice’) it is meant that it is Jesus’ passion and death that will
literally crash Mary in despair first, but because of this the faithful will gain comfort,
salvation and thus rejoice. Even Mary finds herself within this kind of supernatural
action of rejoice because another phrase from her forthcoming death song (13) shows

up here in advance.

The listener, upon one should always count, is of course not gathering all this
information step by step. If he understands the sense of the presentiment in the
seventh song, he knows already how everything is going to be; he already knows the
feelings of the “Pietd”: he encountered Mary’s death and knows about the endless
consequences that derive from all that. It is from this point of view that he is
supposed to understand the meaning of the second anticipated appearance of the
piety-chords (9, bar 139 upwards): had these chords been at first sight a
misinterpretation, a mere darkening of ‘Er erfreut’ (‘He will rejoice’), so they have
come now already a step forward towards the inevitable and tragic ending of the
Passion: Even the mother is ‘in der Blindheit ihrer Eitelkeit’ (‘in the blindness of her

own vanity’) one of the causes of forthcoming pain. After the final appearance of the
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“Pieta” we still have the remembrance of these chords that help us compare in
retrospect this part of the plot with the past situations and make us see the actual
cardinal point where the two aspects of this composition come together: the one

dealing with the facts of the earthly world and the other one with the heavenly.

6.

Another factor carrying tremendous importance for the outmost of musical
concentration should be the tonal disposition of the pieces. Just like music is being
nourished, pushed forward, fulfilled, and placed over and beyond the simple sphere of
clearly musical beauty by the text, this way should a clearly musical effect — the other
way round, make the text shine and acquire a deeper meaning than words could ever
manage. It seemed plausible for this to be done on the premises of the older equation
of Scale=Emotional Expression: If you let certain emotional regions of the listener be
symbolised by certain scales, then you will always attend the same scale every time
you evoke the equivalent mood. Of course the composer cannot always be sure if the
effect he had wanted can indeed take place. If, for example, the scale of E flat major
is supposed to evoke a feeling of bravery, the listener, nevertheless, could always be
conducted towards a feeling of grief or despair. This kind of superficial equation does
not concern elements, which constitute this so called emotional power: neither the
upper or lower position of tone groups, nor the dynamics and the sound, nor the inner

structure of a scale could therefore be calculated in this category.

It is not that easy. We can still agree on one thing: when I put a note with all its
belonging tonality in the middle of tonal happenings by means of text, action, spiritual
integrity or by any other factors of specific emotional boundaries — such as in the
present song cycle, then all the other tonalities should follow it according to its degree
of relationship. If the main tonality is being put on equal terms with a certain
emotional state, the listener will find it easier to relate to other similar emotional
states within the degree of relationships of the actual scale, something that can be
done relatively well, especially when the composer makes this principle of tonal-
recognition clear enough for the listener to associate to throughout successful
repetitions. I could even go further and introduce another equation: in spite of
Tonality=Emotional State this much broader one: Tonality=Group of certain thoughts

and ideas in order to broaden up the field of tonal symbolism. Even here there still is
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a certain amount of arbitraries since this lies mostly on instable grounds. But isn’t
this better than the pretentious stability we witnessed before? This kind of arbitrary is
nothing but the freedom of right artistic judgment and expression an artist should
always adopt when he wishes that his composition is supposed to be correctly

understood as something of its own.

The above system of parameters, where each tonal step gets a certain meaning and
importance according to a pre-arranged plan, being as a tonal-emotional compass

leads to the following specifications:

The tonality E is the centre. This has no validity as a tonal symbol for Mary herself as
the leading lady of the cycle but rather for the actual being of her son that gives the
real meaning to Mary’s life and makes both her life and person worth understanding,
loving and worshipping. Whenever Jesus comes into this spiritual story and becomes
the leading man of it, or whenever he gets the most significant part of attention in the
eyes of the viewer, it is E that is the leading harmony. Thus, it does not appear as a
tonal centre before Jesus’ Birth (before the 7" song) and it is found further down to be
as a signal of comfort throughout the whole cycle beginning with the “Stillung Maria
mit dem Auferstandenem” (12) (‘“Breastfeeding of Jesus with Mary” — in German as
well: Mary’s comfort through breastfeeding!!) In the “Wedding of Kana” (9) Jesus’
appearance is being finally underlined by his tonality (E). In the parts of the 10"
song, which are on purpose been held harmonically unclear (“Vor der Passion”)
(“Before the Passion”), there is only little strength left that is going to find its earthly
ending in the Passion. There is only a weak splendor in the unclear harmonies that
represents the chords in E (bars 3, 5, 6, 7 and so on), but in the 14" song (“Vom Tode
II”) (“Of the death II”) there is again the ‘schone Hintiberscheinen’ (‘the lovely
ascension’) in E that will fulfill Mary when she steps in Heaven.

Mary, herself, is being represented by the tonality B. B being the dominant of E, is at
the same time its indispensable interpreter and prerequisite — just as the earthly living
of Christ himself implies his mother’s existence beforehand. This tonality dominates
the beginning and the ending of the first song: the child Mary is not yet born but the
heavens, the earth, the angels and the people, even the animals are all yeamning, they

are all filled by the whole spirit of it, which is here being represented by B. Further
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down it is this tonic that plays an important role in the “Heimsuchung” (“The
Visitation of Mary”) (4), and is appearing every now and then whenever the Virgin’s
human nature is being carried out or remembered: in song 6 (announcement) it
explains why the future is shining in the bright faces of the shepherds, whereas in the
15" song (“Tod II1”) (“Death III”) it says what the meaning of the lavender cushion

and the paleness is all about: the spirit of the deceased.

Parallel to the dominant dependence of B from E there’s the subdominant A. If Jesus’
earthly descent was shown by the dominant one, then it is the other one, namely, the
heavenly one, the divine that is being shown by the subdominant A. In the cycle,
heavenly things appear in action always in form of mediators: the angels carry out
what they are supposed to do by the divine principle — this principle acts only once in
a rather demonstrative than active way, “Wie Gott-Vater oben unseren Herrn verhielt”
(“He behaved like God-Father above™) (14). Whenever angels appear in action it is A
that dominates. In the first announcement the beginning and the ending are
completely built upon this tonic triad. In “Joseph’s Suspicion” there comes the voice
of the angel after all the stubbornness of the carpenter that delays the angels’ tidings
firstly in bars 24-25 and then a bit scarcely in bar 50. The tonality of the divine
messenger seems very dominant in the second announcement (6). It is introduced at
the beginning and shines throughout the whole ending of the announcement (bar 128
onwards). In the “Marriage” (9), the sudden sound of A symbolises what Mary
refused to accept: the divinity of her Son. The last song (“Tod III”) (“Death III”)
belongs along with the appearing angel to the A tonic triad. Finally it should be said
that the note A, no matter in what kind of tonality it can be heard, possesses a certain
kind of angel-like quality in our sound-cosmos, even if there’s no tonal-spiritual
material enabling us to talk about this. For example look upon the first 16 bars in the
first song and the ending, where the invisible angels inhabit the heights ‘wie noch nie’
(‘like never before’). Even in the “Flucht” (“Run”) (8), one might as well assume that
it is the angels that made the idols burst and perish like the bars 30-42 show. The
appearance of an angel has been left only once tonally unattended, that is, in the first
death song (13). In this epilogue-like part one sees a single principle that must be
given far more importance than the monumental appearance of angels — like the look
over the tonality E flat will show afterwards, and it is quite the same with bars 86 until

the end of the song 14 (“Tod II”’) (“Death II”).
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The tonality C comes only whenever infinity and eternity are brought up into our
imagination. This dominates the second song “Darstellung” (“Presentation”) and
explains furthermore why all the different places there, namely, either sites, arches, or
views are more than mere parts of earthly palaces; it is the architecture of the universe
that is being shown here. We even look upon infinity by looking at the Child in the
“Tuches Falten’ (‘the folding of the scarf’), (7, bars 93 onwards). Through the use of
C the area of the Egyptian desert is even being stretched out in monstrous terms and
in song 14 we plunge, again in C, along with the divine mother into the never ending

heavens.

C sharp or D flat as a tonic triad always stands for the unchanging, the stubbornness,
the decisiveness. Look i.e. the young determination of the angel in song 3, Joseph’s

stubbornness (5, bars 43-49) and similar parts in songs 7, 14, 15.
D represents trust and integrity (songs 6, 8, 14).

E flat as a tonic triad symbolises the sheer description of perfect purity; a kind of
purity that is pointing far beyond life itself and finally becomes identical with death.
We find this tonality dominating in song 13. In song 7 (“Birth of Jesus”) we
experience the transformation of earthly seen purity towards death, in other words
towards heavenly purification (bars 141-148, 155-160), and ‘Es is ferner wichtig’ (‘it

1s more important’) in songs 3, 4, 9, 11, 14 and 15.

F that forms a triton to B goes along with everything that is false, shortsighted and
pitiful, such as the “Joseph’s Suspicion”, or Mary’s selfish call for a magical

demonstration by her son in the “Marriage of Kana”.

F sharp symbolises the realisation of smallness that one feels towards the greatness
and the inconceivable. This tonic triad goes through the whole second part of song 10
(“Vor der Passion”) (“Before the Passion”), where the beginning of tonal unclearness
becomes brighter and therefore the victory of this consciousness of smallness finally

takes place; see also the songs 8, 9, and 15.
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G is the tonality of the idyll. The simple details of Joachim’s paintings take here
place, and even in the terrifying event of “Jesus’ Birth” (song 17) we witness at the
beginning the little loving and affectionate child that bears God’s unthinkable
greatness within its tiny body. Even in song 13 (“Tod I”) (“Death I’), there is the
constant cadenza in G (bars 10, 25, 70) that, in spite of the preexisting terrible death

mood, carries a message of lyrical mildness with it.

A flat or G sharp stands for our own inability to understand things, which are far
beyond our imagination. There is a great deal of examples of this in the songs: the
‘reine Verdichtung® (‘pure density’) of the first song (bar 50), the shape where an
angel exceptionally appears (3, bar 37), the ‘dunklen Blicke’, ‘die dunklen Herzen’
(‘the dark looks, the dark hearts’) in song 6, the tree wonder of the song on the run (8,
bar 60), the incomprehensible softness of Jesus towards the selfish wish of his mother
(9, bar 118) and the ‘Aufwand’ (‘pomp’) with which the son had promised his mother,
which now seems to be more and more useless (10, bars 19 onwards, though here not

very much in tonal terms).

The tonality of B describes everything that is opposite to the feelings of the faithful
against the miraculous and marvellous heavenly events. We find these feelings
belonging to the shepherds in the second “Announcement” (6) and in the middle part
of “Pieta” (11, bars 12 onwards), where pain takes over Mary’s power of imagination.
We also find them in song 13 (bars 26 onwards) where the inconceivable of the

situation is getting real and tangible between the apostles.

By the time a composer finds himself on the course of tonal symbolism, he becomes
easily fascinated by the number of different tonal-emotional connection possibilities.
At the beginning one might refrain from writing tonal constructions that are
contradictory to a certain text-phrase. Soon enough, though, one tends to write
something challenging and provocative and finally one doesn’t even dare to write
down not even a single chord that would not have its part in this kind of text
interpretation. For the proof of this statement I only mention here the theme of the
14 song (“Vom Tode II””) (“Of the Death II). A closer tonal view of Mary’s death
would lead us to the following ideal- and emotional- statements: we encounter the

transition to eternity (C, bar 1) that goes along with its fateful persistence (C sharp, 2-
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3) but also with endless mildness (indistinct G, 4) giving us the feeling of great
smallness (F sharp, 5-6). Although we trust fate, (D, 7), a tiny feeling of
miscomprehension seems to trouble us (B, 8). The faithful will find in the face of the
savior (E, 9-10) and in that of his once earthly mother (B, 11) his leader towards his
purification through Death (E flat, 11-12).

I do not tend to charge sounds with intellectual terms, nor do I expect all this to be
euphorically accepted. If one looks for parallel phenomena in earlier music, then one
should find some within the “isorhythmical Motet” of the 14™ century. Here, as well
as there, it is about the abolition of the outer “Klangform” (“tone-form”, the general
sound). One can neither conceive the initial intellectual thought, nor understand the
whole working principle on which the composition was built only by a single
audition. This gives undoubtedly the composition a kind of supernatural compulsion
that no other construction element could ever do. If one feels disturbed by such an
intellectual stress, he should leave all these compositional statements aside. These
pieces should just as well attend their original, unspoilt and convincing effect on their
own, free from any additional statements at all. Working on these songs and on this
kind of inner (tonal) construction has never been a burden to me — on the contrary, I

welcomed this as a source of additional musical inspiration.

7.

One can realise after all that has been already said, what the composition is all about.
It is supposed to stimulate people to get confronted with problems of a higher nature
of art from an intellectual point of view. The musician should gain furthermore views
of music and its various possibilities, and the listener should come out of the more or
less embarrassing role of the passive music consumer and get, so far as he can,
involved actively in listening, feeling and understanding music. People often look
upon music as a kind of entertainment, and the majority of composers are pretty much
occupied with satisfying this kind of the listener’s greed. This task can cost a terrible
amount of money, and such composers even allow themselves such unspeakable
rights — dictator-like violence, unlimited exploitation of other people only for the
uncontrollable purpose of producing sound phantoms — things, that did not have to

belike that in our society of order or disorder.
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Das Marienleben has nothing to do with this kind of entertaining waste of time.

Sensation is also a word that is not really known in these paths of work at all.
Nothing is easier to write as sensational things. Every master or pretender can have
his success as a composer, when he knows how to draw people’s attention far from
musical matters towards more political and national issues that are of special interest
nowadays. Even on pure musical grounds there is quite a lot of sensationalism. Is it
impossible to write harmonies that haven’t been heard before or are until now
unheard? Genius melodies that cannot be sung, played or understood? Sounds, that
have not up to now been tried of, like rattling, ringing, bursting or crackling? Are
there no composition techniques that are —compared to the secrets of Hermes
Trismegistos, as unproblematic as a telephone book? In one word: isn’t it easy for one
to be terribly modern (up-to-date, contemporary, for the ones who don’t prefer the

term old-fashioned)?

(Isn’t it refreshing to witness such attacks against modernism? A lot of them cannot
take it, they are glad when the New-toners (composers of new music) get another slap
in the face. On the other hand, shouldn’t the modern ones realise that nothing is more

boring than the most boring fact of all: the fact of being just modern?)

There were times, though, in music history, where a certain Ars nova had to take over
from a much older art direction, so that a healthy well-balanced music development
could take place. However, since Beethoven’s death, we have witnessed nothing else
but a continuous Ars nova! Such, indeed, that contented merely in the outer, minor
details of music. ‘People, write something new!’ — that was much easier to say in a
time that the new consisted of Wagner-tubes, gigantic orchestras and in a
“Gesamtkunstwerk”. This kind of new has become after all this time shallow but the
great-great grand strive after intellectual deepness in music is still as new as it has
ever been. Despite all high estimation of technical aspects of modernism, especially
since they should make our lives easier, one tends to refer to New Art stressing rather

the word “Art” than “new”, emphasizing this way “Art”.

Like our (my=?!) composition shows, this kind of background knowledge affects the

whole of the composition up to the last note. The compositional master elements
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(thythm, melody, harmony) are not treated like elements of a simple construction kit
that get mixed up, or being put on top of each other or after each other, but each single
material receives its right place according to the general vision of the composition;
working from the greater towards the lesser structure, from general towards special
terms, from the master plan towards the right filling of its edges, from the compact
plan onto the more detailed. The time signature does no longer dictate the whole
stream of the composition, it gets stretched out, or it is being unevenly treated in
terms of its length and proportions that are based upon basic rhythmical forms and

patterns.

The melody does not stick upon certain intervals; it submits a much greater

subordination and then gets carefully subdivided in smaller parts.

Each single harmony is seen then to be of importance when it fits the general master

plan of tonality.

The accompanying construction factors such as dynamics, sound, rubati, and so on,
are totally subordinated to the well balanced co-existence of the composition’s master

elements.

A good listener who is willing to come so far will undoubtedly get a sense of the spirit
of this kind of work. He won’t try to prove or recite already preconceived opinions,
nor look for any stylistic tricks, nor for any easy superficial -emotional satisfaction.
Even the question, (that will naturally come up quite often), if one prefers the older or

the newer version of the composition, has no importance whatsoever.

Paul Hindemith

New Haven, Conn. June 1948
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