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HOW WAR CHANGED MUSIC

Marina Kavtaradze
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any historical and cultural process.

War and music

WWWI was the first of the wars that developed the
mechanisms for the mass destruction of people. Art also
spoke about something new and special for the first time,
with a new intonation. And this is not accidental, because
the world war started when all its spiritual prerequisites
had already been shaped. Music started speaking with a
new intonation: a specific hallmark appeared, and new
intonations crystallized in the intonation vocabulary of
the era of global catastrophes.

Even though the early 20" century was a time of ex-
treme political tension and brutality, mankind was not
prepared for a large-scale global conflict, and in 1914 an
optimistic, combative mood, could still be found, though
two years later people experienced the horrors of war
in full. Musicians were no exception: some died in the
war, others became disabled. But art itself continued to
live. Although the war changed its usual rhythm, it was
in connection with the catastrophe that brilliant works
were created, which probably would not have been
born without these cataclysms. Besides, updated genre
models emerged to respond to the spirit of the era (for
example, The Grave of Couperin by Ravel, each part of
which is dedicated to a friend lost in war). Of course, not
only large forms and genres were very popular, but also
combative partisan songs, the content of which did not
differ much from each other regardless of national origin
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Intonation reflects its contemporary melosphere like a mirror. Therefore, intonation is an unmistakable witness to

The 20" century marked historical cataclysms: world wars and social revolutions that led to unprecedented
casualties. The accompanying changes in culture, including music, are much greater than the transformations of the
previous era. Their scale and depth imply both benefits and losses. The benefits encompassed all areas: from new
technologies, display and communication means to new creative tasks set by musicians. The losses touched the
most essential, human life and the highest values reflecting his spiritual essence.

The paper is an attempt to pose the issue and briefly discusses the mentioned process on the example of the war-
related music of the 20™"-215 centuries, including academic and mass music.

and served to strengthening combatant spirit. And yet
most of the works were associated with mourning and
attempts to understand what happened. For example,
the introduction to The Planets (Mars) by Gustav Holst,
which transforms the aggression of a military march into
a symphonic scale: this theme inspired absolute evil of
Imperial March from Star Wars and was laid in the foun-
dation of British patriotic anthem, which calls to com-
memorate terrible losses of the war.

Sometimes the battlefield itself provided impetus for
modernist ideas. In the case of audiolization of images
of WWI, Alban Berg (3 orchestral pieces) or Igor Stravin-
sky (three pieces for a string quartet) deserve special
mention. Humanity was on the verge of serious changes,
representatives of academic music broke away from tra-
ditions, and the war played a huge role in this process.

It is widely believed that the development path of
20"-century academic music was determined by two
iconic works: Pierrot Lunaire by A. Schoenberg and The
Rite of Spring by Stravinsky. Indeed, these works express
with maximum concentration whatever new appears
in the spiritual mood of European man. The intonation
of Pierrot Lunaire expresses human fear and despair
destroying people as social beings; and in The Rite of
Spring, Stravinsky brilliantly depicts Neopaganism as a
public machine, before which a human being is nothing.

Paradoxically, the destructive music accompanying
the greatest atrocity in human history is not at all the fa-
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mous episode from Shostakovich’s Symphony Leningrad
or Penderecki’s Threnody. The transformation of people’s
spiritual state was influenced not by Schoenberg and
Stravinsky, but by mass culture, which, starting with the
work of Jacques Offenbach, acquired distinctive features
of an entertainment industry. In general, the concepts of
mass culture and weapons of mass destruction are re-
lated to each other much closer than it might seem at
first glance. The mass entertainment industry is aimed
at shaping people with the psychology of everymen, who
think inertly, replicating Schumann’s Philistines from The
League of David in a primitive sense. The demands of
a consumerist society are in stark contrast to the ide-
als of a free-thinking creative person. Philistines tend to
unite on the basis of the most basic instincts: aggression,
hatred, indifference It was German Philistines that R.
Schumann was against, who brought A. Hitler in power,
which means that they were guilty of the most horrible
catastrophes of the 20" century. Just as the American
Philistine dropped the atomic bomb on Hiroshima; just as
the same psychology gave birth to the so-called Putin’s
plans of demilitarization and denationalization in Ukraine
and the brutality of the 2008 war in Georgia.

Music as a weapon

During WWII, music became a true weapon: art had
never been so closely intertwined with reality. Official
cultural policy sought to assert that German culture was
superior in human history, and its propagandists turned
to the music of Beethoven, Bruckner, Wagner and their
followers. Everything that did not fit into this ideology
was declared degenerate, racial and national. Along with
Mendelssohn, Mahler, Schoenberg, Webern, jazz and ex-
pressionist art were also unacceptable. There was a sim-
ilar situation in Russia and throughout the Soviet Union,
where the aggression of war, social fear and the results
of ideologized thinking of Soviet propaganda was mani-
fested in the Red Terror, then in the mass repressions of
the Stalinist regime, having Sharikovs' as main heroes,
with art and mass music available to them, with a com-
plete rejection of modernism.?

Paradoxical was the unprecedented popularity of
Norbert Schulze’s song Lili Marlene in Germany during
WWII. The simple melody and banal sentimental con-
tent of the lyrics united listeners on both sides of the
barricades. The British picked up the tune from German
radio stations, and soon an English version of the song
appeared. Hans Leip’s text was translated into 48 lan-
guages, and the motif, completely removed from the war,
became a symbol of the time.?

Certainly, mass music cannot be responsible for the
spiritual impoverishment of the majority of the popu-
lation, just as Wagner’s music is not responsible for
Fascism (despite Wagner’s obvious anti-Semitism).*
Of course, not every popular music is a provocateur of
these processes. Emmerich Kdlmdn and Franz Lehar,
father-son Strauss and The Beatles, gifted with divine
talent and writing brilliant music, are not referred to as
the representatives of mass art, although they were the
authors of popular, truly valuable art works of their time.

The danger lies in something else; the orientation of
society towards average, i.e. clearly primitive listeners
of the philistine level, and cultivation and distribution of
this level of works on a mass scale. True art appeals to
an individual, not masses. Therefore, positioning of mu-
sic and culture as impersonal mass, or standardized pop,
leads to the destruction of a musician’s personality and
musical community, therefore makes this society hope-
lessly philistine, in other words, potentially aggressive
under favorable conditions. A Philistine is limited only
by his own interests, isolated from higher values, hence
constant threat of aggression, which usually wears the
mask of patriotism.

In a word, the danger lies not in the entertainment
genres per se, but in the mass industry of vulgar and ba-
nal surrogate products. And where there is industry, false
cults are shaped, which destroy free creativity.

Intonation vocabulary of war
The intonation field of combative works not only expand-

ed the vocabulary of the era, but also added a new form
and content to it. This gives rise to dramatic symphony

1 Antipodes of Professor Preobrazhensky from Mikhail Bulgakov’s story “Heart of a Dog”.

2 Schwarz. Music and Musical Life. 1972.
3 Peters, Lili Marleen, 2007.
4 Gilke, Richard Wagners Antisemitismus, 2012, p. 1-11.
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(A. Myaskovsky, S. Prokofiev, D. Shostakovich, Honegger,
. Stravinsky, B. Britten; A. Balanchivadze, A. Machavar-
iani). Musical works that best express inner essence of
war include Alban Berg’s opera Wozzeck on the tragedy
of a little man, created after the World War | (1914-1918),
and Waltz by Maurice Ravel. In Waltz Ravel depicted
the catastrophe of luxurious and sophisticated Europe
of the past time, via the intonations of a deformed Vi-
ennese waltz. Ravel brilliantly expressed the feeling of
disaster through completely different means, creating an
atmosphere that combined aggression with catastrophic
ending and destructive ecstasy of dance. But neither in
Ravel’s waltz nor in Berg’s opera is there an ideal that
opposes this triumph of death.s

In the works created during WWII (1939-1945), or
ones dedicated to it, we find a completely different in-
tonation response to the bloody events of the war. The
first, as mentioned earlier, is a somewhat distanced re-
action based on neoclassical tradition, represented by
the abundance and variety of symphonic concepts of the
war and post-war years, such as Shostakovich’s Sym-
phony #7, which encompassed heroic themes, bright
lyrics, aggressive banality and deep philosophical con-
templation; it is undoubtedly related to the expression of
global catastrophes on a worldwide scale; his Symphony
# 8 is so tragic and pessimistic that its performance was
banned by state censorship. Symphonies #2, #3 of Hon-
egger, and #5, #6 of Prokofiev; Britten’s “Military Req-
uiem”, Bartok’s Concerto for Orchestra, Prokofiev’s Piano
Sonata #7 and many more—each provides a completely
unique expression of the conflict between war and peace
in a different form and semantic context. Schoenberg,
the creator of expressionist musical aesthetics before
WWI, created anti-fascist works Ode to Napoleon (1942)
and A Survivor from Warsaw (1947), inspired by WWII.
Concentration camp saw the creation of 0. Messiaen’s
quartet, For the End of Time (1941), most closely associ-
ated with the theme of eternity, with the intonations of
the new world’s victory, the victory of life over death on
a global scale.t

Anti-fascist themes were particularly developed in
Italian music, and in a very specific way: e.g. for Dal-

5 Allen. The war inside, 2018.

6 Pettan. Music, politics. 1998.

7 Redepenning D. Die “b6se” Technik. 2003, p. 35.

8 Bodogdodg, d96bo semod 30dgdadsbo. 2012. 3. 10-28.
9 Redepenning. Ricorda cosa. 2005.
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lapiccola, the appeal to dodecaphony, along with purely
artistic tasks, was a sign of protest against the fascist
regime, which banned degenerate music. Thus, his dode-
caphonic experiments represented a certain form of pro-
test against the official music of the time and the fagade
optimism of its ideologists.’

The idea of a new intonation as a form of protest was
picked up and significantly deepened by the representa-
tives of post-war avant-garde. In the opera Soldiers, B.A.
Zimmerman, himself a participant in hostilities, and pain-
fully worried over any violence, like Berg in his Wozzeck,
goes beyond the era of the original source (1. Lenz drama
Storm and Stress from the second half of the 18" century)
and creates super-timely modern anti-militarist theater
of hyper-expressionist style.® A protest against the vio-
lence of all times is The Severed Song (1956) basing on
the texts of L. Nono’s Letters from Those Sentenced to
Death which transforms not only the musical intonation,
but also speech intonation by the serial technique. Its
painful dissonances are a direct response to the global
catastrophes of the era as well.

War and mainstream music

The reaction to the war was also clearly reflected in mass
genre. It is no news that compaosers often use the banal
as a symbol of aggression when contrasting high and low
genres: Bartok’s Concerto for Qrchestra (an allusion to
Lehar’s regiment), for one. But the resistance against the
fascists created the kind of music that became the most
popular patriotic song in the Soviet Union. It was Alex-
androv’s Holy War, a true anthem of resistance that was
far from entertainment music.

The theme of resistance in the era of national up-
surge and struggle gave rise not only to new original
songs, but also changed the function and added new
content to existing music. In the national movement of
the 1990s and during the civil war in Georgia, this was the
case with the folk song Shaviego, R. Lagidze’s My Be-
loved Country, A. Karashvili’s Motherland, which, having
assumed the function of the national anthem became the
symbol of people’s unity under the changed socio-po-
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litical situation. The rich melody and sincerity of these
songs played an important socio-artistic function, which
unequivocally indicated that even under the inhumane
conditions of war, a human being remains a person and
his spiritual world is inviolable even in an extreme situ-
ation.”

Naturally, these songs were especially in demand
and were connected to the unofficial, bard tradition of
protest, auteur song, although this type of songs does not
belong to mass culture (as entertaining), if only because
historically authorial song represents a kind of the So-
viet underground; in addition, the very term auteur song
implies an emphasis on personal originality of the style
(Vladimir Vysotsky, Irakli Charkviani, Niaz Diasamidze,
etc.).

The 21 century has demonstrated the danger of
much more global catastrophes.

The abundance of tragedies has taught humanity a
bad lesson. In post-Soviet Russia there has never been
an official condemnation of the Red Terror and Stalin-
ist mass repressions, to say nothing of its aggression in
Georgia in 2008 and the war in Ukraine as a so-called
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