


BIS-CD-55 STEREO E AE Total playing time: 70'17

PETTERSSON, Allan (1e11-1e80)

Vox Humanr.a 0s74) 6rrw 50'00
for soloists, mixed choir and string orchestra

FORSTA DELEN (PART ONE) 36'17
E 117. 1. Ditd natt (Dead Night) l'59

Text: Manuel Bandeira; Swedish uersion: Arne Lundgren
For alto and strinp orchestro

l/2. z.Ballad, 2'44 6'49
Tert: Daniel Lafnez; Swedish uersion: Suerker Arnoldsson
For choir a coppella

1/3. 3. Fiir en kort minut (Just For A Moment) 1'58
Text: Roberto Ferndndez Retamar; Swedish uersion: Lasse Sdderberg
For soprano and string orchestra

tr 4. En man gAr ftirbi (A Man Goes Past) 4'45
Text: Cdsar VaIIejo; Swedish uersion: Artur Lundquist / Francisco J. Uriz
For baritone, uiolas and cellos

E 3/1. 5. Den obotfiirdige (The Unrepentant) 2'31
Text: Murilo Mendes; Swedish uersion: Arne Lundgren
For mixed choir and string orchestra

3/2. 6. Sviilten (Starvation) 2'12 8'14
Text: Nicolds Guilldn; Swedish uersion: Lasse Sdderber{
For alto and mixed choir

2



3/3. 7. Dikt hiimtad frAn en tidningsnotis
(Poem From An Item of News) 3'20
Tbxt: Manuel Bandeira: Swedish uersion: Arne Lundgren
For choir a cappella

tr 8. Dikt till en diid viin (Poem To A Dead Friend) 2'4O
Text: Cassiano Ricardo; Swedish uersion: Arne Lundgren
For alto and string orchestra

tr 9. Ogonblicksbild frAn ett kaf6
(When The Funeral Procession Went Past) 2'13
Tbxt: Manuel Bandeira: Swedish uersion: Arne Lundqren

For choir a cappella

tr 6/1. 10. Lynch 1'24
Text: Nicolds GuiIIdn: Swedish uersion: Lasse Sdderberg
For mixed choir and string orchestra

6/2. 17. Che 1'58 3'25
Tert: Miguel Barnet; Swedish uersion: Lasse Sdderberg
For soprano and string orchestra

A 7/L 12. Epitafium iiver en invasionssoldat
(Epitaph For A Soldier Of The Invasion) 2'34
Text: Roberto Ferruindez Retamara; Swedish uersion: Lasse S,bderberg

For baritone and string orchestra

712. t3. Den sista dikten (The Final Poem) 2'00 7'4O
Text: Manuel Bandeira; Swedish uersion: Arne Lundgren

For tenor and male choir

7/3. 14. Lysande vision (Radiant Vision) 2'56
Text: Murilo Mendes; Swedish uersion: Arne Lundgren
For alto, bass and string orchestra



ANDRA DELEN (PART TWO)
E 8/1. 1. Dansvisa (Dancing Song) 1'14

S w edish u er s ion : S u erker Ar nolds son.
For baritone and string orchestra

4'03

812. 2. Dom iiver en fiirrddare (Sentence On A taitor) l'21 4'OB
Versified sentence for treachery in Peru in Inca times, 17th century;
Swedish uersion:Suerher Arnoldsson. For mixed choir and string orchestra

8/3. 3. Min mor (My Mother) l'2O
S w edish u ersion : Su er her Arnolds son
For baritone and string orchestra

TREDJE DELEN (PART THREE) g'27
tr Den stora gliidjen (The Great tloy) 9'27

Text: Pablo Neruda; Swedish uersion: Artur Lundquist / Francisco J. Uriz
For mixed choir and string orchestra

Marianne Mellnds, soprano
Margot Riidin, alto
Sven-Erik Alexandersson, tenor
Erland Hagegird, baritone
Swedish Radio Choir
Swedish Radio Symphony Orchestra
conducted by Stig Westerberg



ROSENBERG, Hilding (18e2-1e85)

Dagdrivaren (The Shepherd Of Days) (1e68) 19132
for baritone and orchestra (Ed. Suecia)
Tbxts: Suen Alfons

@ I. Han driver dagarna i bet... 4'43
(He puts the days out to pasture...)

E II. Lyran i hans minne... (The lyre of his memory...) 2'O5
tr III. rysande intriingde jag i antiken... 2'00

(trembling I penetrated antiquity...)
tr IV. jag har dyrkat dem alla... 3'44

(I have worshipped them all...)
tr V. Sitt hjiirta har han mittat... 3'01

(His heart he has filled...)
tr VI. Han stir med sanningen i sin mun... 3'39

(He stands with the truth in his mouth...)

Rolf Leanderson, baritone
Norrkiiping Symphony Orchestra
conducted bv Gtiran W Nilson



l lan Pettersson never strove for aestheticism in his music. He
always had a message to communicate. 'My material is my life, the

lessed and the damned' he himself said. He started composing in the
thirties, but it was not until the fifties that - greatly owing to the efforts of
the conductor Tor Mann - he came to be recognized as the most original,
the most uncompromising and the composer with the strongest emotional
response in the history of Swedish music.

Widespread popu lar i t y  had to  wa i t  un t i l  the  la te  s ix t ies .  Growing
alienation from the computer-society caused the listener to discover his real
need of this music which is a music of the individual, the individual under
threat.

The threat resides within us. Every attempt to deny the fiendish aspects
of our situation and the destructiveness of mankind relies on a false idyll.
Both as a man and as an artist Allan Pettersson looked the devil in the eye.
But he answered the attack: goodness, sympathy and consolation are his
weapons. The struggle between extremes is the essence of Pettersson's
music. The result ofthe fight is frequently conscious resignation, the insight
of sorrow and the peacefulness which may be equated with death or with the
God which Allan Pettersson professed. But the threat is also external. It
comes from the consumer and welfare society with its belief in progress, a
b e l i e f  w h i c h  b e c o m e s  i n c r e a s i n g l y  p a r a d o x i c a l  i n  a  w o r l d  f a c i n g
overpopulation and famine. And the threat lies also in undeserved suffering
which strikes at random and which affected Pettersson particularly severely.
He grew up in very difficult circumstances in one of Stockholm's poorest
neighbourhoods. Damp and the poor hygiene in his home sowed the seeds of
his future agony - the chronic rheumatoid arthritis which appeared at the
beginning of the sixties and which gradually turned him into an invalid.

His chi ldhood mil ieu and not least the break from his class-conscious
surroundings which resulted from his deciding to study serious music left
their mark on Allan Pettersson. The feeling of not being integrated into



society led in its turn to his realizing how sectarian and cliquish much of
post-war musical life, both in Sweden and abroad, was to become.

Vox humana, a major song-cycle in three parts for soloists, choir and
str ing orchestra writ ten in 1974, should be considered a work of social
p r o t e s t  w h i c h  c o n t r a s t s  s t r o n g l y  w i t h  t h e  m e t a p h y s i c a l l y  o r i e n t e d
symphonies of struggle and sett i ing of account numbered from 2 to 16
(.symphony No.l was long ago withdrawn by the composer). The background
to and the premises which underl ie Vox humana are to be found in the
Tnelfth Symphony, which was commissioned for the 500th anniversary of
the founding of Uppsala University in 1977. In this work Allan Pettersson
treats the choir symphonically for the first time. The choir sings to a poem
by Pab lo  Neruda,  Death  on  the  Square .  The Twel f th  Symphony was
completed in 1973, a few months before Allende's fall in Chile.

Neruda provided a lead for the other great poets ofthe continent. And Vo.r
humana grew at the rate of about one completed unit per day: the fourteen
songs of the f lrst part for solo/str ing orchestra, solo/choir,  choir/str ing
orchestra, choir a cappella to texts by Latin American worker-poets; the
second section's three songs for solo/string orchestra, choir/string orchestra
to texts by ancient Indian poets; the third section's large cantata for choir
and strings based on Neruda's poem The Great Joy. Vox humana is a work of
protest but without any defined political ideology. Oppression exists both in
the East and in the West; its total is constant. The good society is and will
remain, according to Allan Pettersson, a utopia. Vox humana is humanity's
- not specifically Latin American humanity's - votce.

The poster- l ike simplici ty of expression of the propaganda poem is of
course not the means of expression ofAllan Pettersson. Here we touch on a
paradox typical of Pettersson: The symphonies should in one way be 'pure'

music but are often obvious carriers of ideas. Vox humana on the other hand
with its social pathos and with its specific texts should approach programme
music but contains powerfui elements of abstract symphonic techniques and
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an architectural structure. The orchestral sections which without exception
create the mood also form an independent and expressive partner in a
dialogue with the vocal parts.

I n  t h e  L a t i n  A m e r i c a n  p o e m s  o n e  m e e t s  a  s u p p o s e d  o r  a  r e a l
revolutionary situation. In this situation - still without defined political
ideology - possibilities are unexploited, feelings uncorrupted and free from
exaggeration. The poems rest at an explosive starting point where word,
gesture and action has a purpose; i t  seems to be a dist i l lat ion of i tself .
Indignation is carr ied on matter-of-factness which opens the way to a
remarkably wide range of feelings.

In Pettersson's composition this range of feelings is matched by a world of
sonic contrasts: the southern-scented atmosphere of Dead Night, the almost
Italianate beauty of the part-writing which leads to the choral movement's
expressionistically dramatic congestions in The Unrepentant, the ballad-like
i n s p i r a t i o n  -  w h i c h  m i g h t  h a v e  c o m e  f r o m  o n e  o f  t h e  c o m p o s e r ' s
Barfotasdnger - in Hunger, the tenderly elegiac but never resigned
sorrowful waltz of Poem to a Dead Friend, the white-hot anger of the fiercely
rhy'thmical choral recitative inVerdict on a Tlaitor and so on.

The unity in this work, whose songs can be sung as a cycle or separately,
is psychological. Each poem./song forms a picture. The contrasting pictures
form a musical fresco which leads to Neruda's vision of The Great Joy when
' the  peasant  w i l l  l i f t  h is  eyes / the  miner  w i l l  smi le  as  he  breaks  the
stones/the smith at the bellows will dry his forehead'.

When Neruda joyously exclaims ' the victory of the i l l - treated' Al lan
Pettersson indeed sets the word 'victory'  to a chromatic f igure of semi-
quavers which wander through the various registers from dark to light. But
at last the words 'the ill-treated' take the place which should have been
reserved for 'victory'. Neruda emphasizes the triumph. Allan Pettersson
emphasizes compassion.
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During the two decades frbm 1921 to 1941 Hilding Rosenberg wrote
only three small solo songs - this should be seen in relation to his otherwise
considerable productivity over a broad front. His restrictivity would seem to
mark a deliberate avoidance of romance song, the only genuine and vital
tradition in Swedish music as it appeared in the 1920s.

Such a conclusion would be precipitate. It is contradicted by, for instance,
the fact that in younger years Rosenberg, though he performed relatively
seldom, was one of the most sensitive accompanists in Sweden. We should
not forget that after a century of prosperity the solo song had, as a genre,
become considerably worn. A degree of abstemiousness might well  be
considered an artistic virtue.

Rosenberg supports this view. The solo song is'a wonderful form', he says,
'but in my youth such songs were mass-produced, most of them being totally
unmemorable'. There were, of course, exceptions. He considered Rangstrcim,
the song-writer but not the symphonist,  'highly intr iguing'.  Rangstr i im
would have just i f ied the descript ion 'a Nordic Schubert ' .  He possessed
precisely that'remarkable, profound feeling for the text'.

His abstemiousness, not surprisingly, in time gave way to a productive
period. This did not result in a vast f lood of solo songs and his forms
frequently diverged from Nordic traditions.

In 196b Rosenberg wrote a work bearing the title At jordgudinnan ("lo the
Goddess of the Earth) to a text by Johannes Edfelt. This is a composition
which, though ostensibly a solo song, could equally well be described as
chamber  mus ic  (vo ice  and ins t ruments ) .  A  s imi la r  expans ion  o f  the
traditional song-cycle is to be found in Dctgdriaaren (The Shepherd of
Days) for baritone and orchestra (completed il April 1963). The texts - a
suite in six parts - are from Sven Alfons's Angelens bild (Poftrait of an
Angel), one of the major poetic works from the early sixties. In a review in

the leading Swedish d.a1ly Dagens Nyheter (20th October 1961) enti t led
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Aterkomst i mdrker (Return in darkness), Bengt Holmqvist summed up the
ideas and development of the suite:

The Shepherd of Days is 'the man who puts the days out to pasture and
who knows "the great songs" having - "while yet a young man" - visited
antiquity. He has fed his heart with the names of lost gods. He is richer and
knows more than other people. The long poem has almost the purity of
H,ijlderlin but it does not seem as though he will in the end find greater
possibilities than other people. For him too the dawn hurries farther and
farther away and he "has only his faith left, that the world is running out of
the world". - The Shepherd of Days [describes] a cure from disappointment
to utopian dreams, attempts to break out, desperation and resignation.'

Rosenberg's inspiration of Alfons's poetic suite may be readily understood.
There is unusual brilliance in the language itself('he plays for his flock... an
Atlantic tune in the fields of anxiety'). There is a feeling for antiquity and a
philosophic intent ('glancing at the notion ofgod and its breathless order').

Poetry of the intellect cannot be translated into music of the mood - if it
is properly understood. Rosenberg has not made out of Dagdriuaren a serles
of mood-songs. The symphonic dimension - and the working-out of the score
- are remarkable and the voice is not given'melodies'but long monologues.

Listening to this work with the text to hand can draw us deeply into the
musical language. And in this case that is no mere truism.
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A llan Pettersson hat sich nie bemiiht, mit seiner Musik Asthetik zu

fl betreiben. Er tibermittelt stets eine Mitteilung, eine Botschaft. ,,Mein
4 lJ\{aterial ist mein Leben, das gesegnete, das verf luchte", sagte er
selbst. Er begann wdhrend der 1930er Jahre zu komponieren, aber erst 20
Jahre spdter wurde er - u.a. aufgrund des Wirkens des Dir igenten Tor
Mann - als einer der originellsten, gefiihlsstdrksten und konsequentesten
Komponisten in schwedischer Musikgeschichte anerkannt. Der groBe, breite
Widerhall beim Publikum lie8 doch bis zum SchluB der 60er Jahre auf sich
warten. Das menschlich verfremdene Datagemeinwesen war dann stark
geworden, und die Zuhijrer hatten entdeckt, wie sehr sie diese Musik, die
Musik des Individuums, d,es bedrohten Individuums, n6tig hatten.

Die Drohung finden wir in uns selbst. Jeder Versuch, die Diimonie des
Daseins und die menschlichen Destruktionstendenzen zu verleugnen, ist
eine verlogene Idyllisierung.

AIs Mensch und Kiinst ler sieht Al lan Pettersson dem Diimon in die
Augen. Aber er legt ein Gegenfeuer an: Giite - Mitleid - Ttost ist seine
Waffe. Der Kampf zwischen den Extremen ist die Essenz Petterssonscher
Musik. Der Kampf schlieBt oft mit gekldrter Resignation, mit der Einsicht
des Leidens und mit einer Stille, die dem Tode gleich sein kann oder dem
Gott, zu dem sich Allan Pettersson bekennt.

Aber die Drohung kommt auch von auBen. Von der entwicklungsoptimis-
tischen Verbrauchs- und Wohlfahrtsseseilschaft, die sich in der Perspektive
von Uberbevtj lkerung und globalem Aung"t immer paradoxaler ausnimmt.

Die Drohung existiert auch in dem unverschuldeten Leiden, das blind
schkigt und in hohem Grad Allan Pettersson perscinlich getroffen hat. Er
wuchs unter AuBerst schweren Verhiiltnissen in einem der drmsten Arbeiter-
quartieren in Stockholm auf. Feuchtigkeit und die sanitdren Ubelstende in
der Wohnung bildeten die Aussaat ftir sein zukiinftiges Martyrium, den
chronischen Gelenkrheumatismus, der Anfang der 60er Jahre ausbrach und
Iangsam zu seiner Invalidisierung fiihrte.
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Das Kindheitsmilieu und nicht zum wenigsten der Aufbruch von den
klassenbewussten Arbeiterkreisen zu etwas so ..Artfremdem" wie erste
Musikstudien setzte seinen Stempel auf Allan Pettersson. Das Gefiihl des
soz ia len  , ,AuBerha lbse ins"  c j f fne te  ba ld  auch se ine  Augen f i i r  den
Sekterismus und das Gruppendenken in groBen Teilen des internationalen
und schwedischen Musiklebens nach dem Kriege.

Vox humana, der groBe dreiteilige Liedzyklus frir Soli, Chor und Streich-
orchester (1974) muB als ein soziales Indignationswerk aufgefasst werden,
das in starkem Kontrast zu dem metaphysisch orientierten Kampf- und
Auseinandersetzungssymphonien Nr.2-16 steht (Syrnphonie Nr.1 ist seit
langem vom Komponisten eingezogen).

Hintergrund und Voraussetzung fiir Vox hurna,na muB man in der Sym-
phonie Nr.12 suchen, die ein Bestellungswerk fiir das 5O0-jiihrige Jubileum
der Universittit Uppsala im Jahre 1977 ist. Hier arbeitet Allan Pettersson
zum ersten Male in seinem Werk mit einem symphonisch behandelten Chor.
Der  Chor  s ing t  zu  e inem Text  von  Pab lo  Neruda,  D ie  Toten  au f  dem
Marktplatz. Die Symphonie Nr.12 wurde 1973 vollendet, einige Monate vor
dem Allende-Drama in Chile. Neruda wies den anderen groBen Dichtern
seines Kontinents den Weg. Und Vox humana entstand ungeftihr im Takt
von einer abgeschlossenen Einheit, per Tag: die 14 Gesiinge des ersten Teiles
f{ir Solo/Streichorchester, Solo/Chor, Chor/Streichorchester, Chor a cappella
zu Texten lateinamerikanischer Arbeiterdichter; die drei Gesi inge des
zweiten Teiles fiir Solo/Streichorchester, Chor/Streichorchester zu Texten
altindianischer Poeten; die gro8e Chor/Streichorchesterkanntate des dritten
Teils zu Nerudas Gedicht Die grolSe Freude.

Vor humana wurde ein Protestwerk, doch ohne ausgesprochene politische
Vorzeichen. Unterdriickung gibt es sowohl im Westen wie im Osten, ihre
Summe ist konstant. Das gute Gemeinwesen ist und verbleibt nach Allan
Pettersson eine Utopie. Vox humana ist die Stimme des Menschen - nicht
des lateinamerikanischen Menschens im besonderen.
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Die plakatgeartete Ausdruckswelt der politischen Agitationsweise ist
nattirlich nicht die Ausdruckswelt von Allan Pettersson. Hier streift man eln
typisch petterssonisches Paradox: Die Symphonien ihrer seits miissten ja

eigentl ich ,,reine" Musik sein, sind aber oft Trdger eines offenbaren
Ideeninhalts. Vox humano dagegen miisste mit dem sozialen Engagement
und den speziel len Texten eigentl ich der reinen Programmusik nahe-
kommen, hat aber starke Ziige abstrakter symphonischer Bearbeitungs-
technik und architektonischen Formbaus. Der ausnahmslos st immungs-
erzeugende Orchestersatz ist auBerdem ein markiert selbst i indiger und
ausdrucksvoller Dialogpartner gegentiber den Vokalstimmen.

In den lateinamerikanischen Gedichten begegnet man einer vorgestellten
oder wirklichen revolutioniiren Situation. In dieser Situation - weiter ohne
ausgesprochene pol i t ische Vorzeichen - sind die Miigl ichkeiten unver-
braucht, die Gefiihte nicht korrumpiert und frei von Inflation. Die Gedichte
ruhen in einer explosiven Ausgangslage, wo jedes Wort, jede Geste und
Handlung eine Absicht hat, wie ein Konzentrat in sich selbst '  Die Ent-
riistung wird von einer Sachlichkeit getragen, die den Weg zu einem auBer-
ordentlich reichen Gefiihlsspektrum cjffnet.

In Petterssons Werk entspricht diesem Spektrum eine Welt klingender
Kontraste: die siidliindisch duftende Atmosphiire in Tote Nacht, die vor
allem in italienischer Art schijne Stimmenfthrung, die zu den expressionis-
tisch dramatischen Stockungen im Chorsatz in Der Unbussferige leitet, der

liedartige Sagenton - der von einem seiner Barfussgescinge kommen kdnnte
- in Der Hunger, der zi ir t l ich elegische, aber nie trost los trauernde
Walzerton in Gedicht an einen toten Freund, der weiBgliihende Zorn im hart-
rhythmisierten Chorrezitativ in Urteil liber einen Verrciter u.s.w.

Die Einheit in diesem Werk, dessen Gesdnge zykl isch oder separat
gesungen werden kcinnen, ist psychologischer Art. Jedes Gedichtilied wird

iu einem Bild. Die untereinander konstratierenden Bilder bilden ein vokal-

musikalisches Fresco, das in eine Vision Nerudas von ,,der groBen Freude"
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ausmiindet, wo, , ,der Bauer seine Augen erheben wird,/der Bergarbeiter
ldcheln wird, wiihrend er Steine bricht,/der Schmied beim Blasebalg sich die
Stirne trocknen wird".

Wenn Neruda vol l  Freude ,,den Sieg des misshandelten Menschens"
proklamiert,  vertont Al lan Pettersson zwar das Wort , ,Sieg" mit einer
chromatischen Sechzehntelfigur, die durch die verschiedenen Register vom
Dunkel zum Licht wandert.  Aber zuletzt nehmen die Worte ,,der miss-
handelte Mensch" den Platz ein, der dem Worte ,,Sieg" zukommen sollte.
Neruda betont den T?iumph, Allan Pettersson das Mitleid.

Im Laufe zweier Jahrzehnte 192I-7941) schrieb Hilding Rosenberg
ledigl ich drei kleine Solol ieder, wobei sein sonstiges Schaffen breiten
Ausma8es war. Diese Zur0ckhaltung sieht wie eine Abstandnahme vom
romantischen Lied aus, der noch in den zwanziger Jahren einzigen unver-
f:ilschten und tragkriiftigen taditionslinie der schwedischen Musik.

Diese Schlu8folgerung ist aber voreilig. Sie wird u.a. vom dem Umstand
widersprochen, daB Rosenberg in seiner Jugend einer der feinftihligsten
schwedishen Liedbegleiter war, selbst wenn er relat iv selten als solcher
auftrat. Vergessen wir auch nicht, daB das Sololied nach einer mehr als
hundert jeihrigen Bli i tezeit  eine abgenutzte Gattung war. Eine gewisse
Zurtickhaltung kdnnte sogar eine kiinstlerische Ttrgend sein.

Rosenberg selbst bestiitigte diese Deutung. Er sagte, das Sololied sei ,,eine
wunderbare Form, aber als ich jung war, wurde die Vokallyrik in Massen
produziert, das meiste war vdllig profillos". Es gab nattirlich Ausnahmen. Er
fand vor allem T\rre Rangstrdm - den Liedkomponisten, nicht den Sym-
phoniker - ,,sehr fesselnd". Am ehesten von allen hatte Rangstrcjm den Titel
eines ,,skandinavischen Schubert" verdient; er hatte eben jene ,,seltsame",
tiefe textliche Einlebung".

Die Zurtickhaltung wurde allmdhlich und kaum iiberraschend in Produk-
t ivi tr i t  verwandelt,  wenn auch Rosenbergs Solol ieder niemals in groBen
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Mengen erschienen und ihre Formen heiufig in markanter Weise von der
skandinavischen Tladition abwichen.

1960 schrieb Rosenberg ein Werk mit dem Titel Ar jordgudinnan (Der
Erdg6tt in gewidmet, Texte von Johannes Edfelt).  Diese Part i tur ist in
gleichem MaBe Kammermusik (Stimme und Instrumentalensemble) wie
Sologesang. Eine tihnliche Zerlegung des traditionellen Liedzyklus finden
wir im Da.gd.riaaren (MiiBigganger) ftir Barition und Orchester (April 1963
vollendet). Die Texte - eine sechsteilige Suite - entstammen Angelens bild
( d e m  B i l d  d e s  E n g e l s )  v o n  S v e n  A l f o n s ,  e i n e r  d e r  w e s e n t l i c h s t e n
schwedischen Gedichtsammlungen jener Zeit.  In einer Zeitungskri t ik
(Dagens Nyheter 20. Oktober 1961) faBte Bengt Holmqvist die Gedankenwelt
und Entwicklungskurve der Suite folgendermafJen zusammen:

Der Miifiiggcinger ist,,der Mann, der die Tage vertreibt und ,,die groBen
L ieder "  empf indet ,  se i tdem er  -  , ,noch ke in  J i ing l ing"  -  d ie  Ant ike
besuchte. Er siittigte sein Herz mit dem Namen der verlorenen G6tter, er ist
reicher und besitzt mehr Wissen als die anderen. Das lange Gedicht iiber ihn
ist von fast Hrjlderlinscher Reinheit, aber es scheint nicht, daB er letzlich
grciBere Mcigl ichkeiten als die anderen erbl icken wiirde. Auch f i i r  ihn
entfernt sich die Morgendiirnmerung irnmer mehr, und er hat ,,nur mehr den
Glauben / daB die Welt der Welt entrinnt". - ,per Mill3iggcinger (erlebt)
einen Bogen von der Enttt iuschung zu utopischen tdumen, Ausbruchs-
versuchen, Desperation und Resignation.""

Man versteht leicht Rosenbergs Inspiration angesichts der Gedichtsuite.
Die Sprache besitzt eine ungewdhnliche Leuchtkraft (,,er spielt fiir serne
Herde... eine ozeanische Musik im offenen Haus der Unruhe"), sie bietet das
Erlebnis der Antike und ein lebensphilosophisches Bestreben (,,den Begriff
Gott und dessen atemlose Ordnung ansehend").

Gedankenpoesie kann - wenn sie r icht ig interpretiert wird - keine
Stimmungsmusik werden. Rosenbergs Mtifiiggringer ist auch keine Serie von
Stimmungsliedern. Die symphonische Dimension und die durchgearbeitete
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Partitur fallen auf, und die Singstimme bildet keine ,,Melodien" sondern
lange Monologlinien.

Das Werk mit den Gedichten in der Hand anzuhiiren kann uns auch in
die Tonsprache weit hineinf i ihren, was in diesem Falle nicht nur ein
Tluismus ist.

llan Pettersson ne rechercha jamais l'esth6tisme dans sa musique.
Il avait touiours un message d communiquer. "Mon mat6riau est ma
vie avec ce qu'elle comporte de b6n6diction et de mal6diction", dit-il. n

commenga d composer dans les ann6es 1930 mais ce n'est pas avant les 50 -

en grande partie grAce aux efforts du chef d'orchestre Tor Mann - qu'il fut
reconnu comme le plus original, le plus intransigeant et le compositeur Dr la
r6ponse 6motionnelle la plus forte de l'histoire de la musique su6doise.

La grande populari t6 se f i t  attendre jusqu' ir  la f in des ann6es 60. La
d6saffect ion accrue de la soci6t6 de f informatique forqa l 'auditeur d
d6couvrir son besoin r6el de cette musique qui est une musique de l'individu,
l'individu menac6.

La menace r6side en nous. Chaque essai de d6nier les aspects ennemis de
notre situation et la destructivit6 de l'humanit6 repose sur une fausse idylle.
Allan Pettersson, I'homme et I'artiste, regarda le mal droit dans les yeux.
Mais il r6pondit ir l'attaque; la bont6, la sympathie et la consolation sont ses
armes. La lutte entre les extr6mes consti tue l 'essence de la musique de
Pet te rsson.  Le  r6su l ta t  du  combat  es t  f r6quemment  la  r6s ignat ion
consciente, la p6n6trat ion du chagrin et la tranquil l i t6 qui peut 6tre
assimil6e d la mort ou au Dieu profess6 par Al lan Pettersson. Mais la
menace est aussi ext6rieure. Elle provient du consommateur et de la soci6t6
de providence qui croit  au progrds, une foi qui devient de plus en plus
paradoxale dans un monde faisant face d la surpopulation et d la famine. Et
la menace r6side aussi dans la souffrance imm6rit6e qui frappe au hasard et
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qui affecta Pettersson particulidrement s6vdrement. Il grandit dans des
circonstances trds dif f ici les dans un des quart iers les plus pauvres de
Stockholm. Lhumidit6 et une hygidne d6ficiente chez lui jetdrent Ia semence
de son agonie future - I'arthrite rhumatolde chronique qui apparut au
d6but des ann6es 60 et qui l'invalida peu ir peu.

Son milieu d'enfance et surtout la rupture avec son environnement social
consc ien t ,  qu i  r6su l ta  en  sa  d6c is ion  d '6 tud ie r  Ia  mus ique s6r ieuse,
marqudrent Al lan Pettersson. La sensation de ne pas 6tre int6gr6 d la
soci6t6 lui fit d son tour prendre conscience d quel point beaucoup de la vie
musicale de l'aprds-guerre devait devenir sectaire et clanique, en Sudde
comme ailleurs.

Vox hurnana, un cycle de chansons majeur en trois parties pour solistes,
cheur et orchestre ir cordes, compos6 en 1974, devrait 6tre consid6r6 comme
une @uvre  de  pro tes ta t ion  soc ia le  qu i  con t ras te  ne t tement  avec  les
symphonies d'orientation m6taphysique, de lutte et de rdglement de compte
num6rot6es de 2 d 16 lasymphonie no 7 a 6t6 retir6e depuis longtemps par
le compositeur). Les ant6c6dents et les pr6misses d la base de Vox humana se
t rouvent  dans  la  72 ,  symphon ie  qu i  a  6 t6  command6e pour  le  500 '
anniversaire de la fondation de l'universit6 d'Upsal en 1977. Dans cette
@uvre, Allan Pettersson traite le cheur symphoniquement pour la premidre
fois. Le cheur chante un arrangement d'un podme de Pablo Neruda, Death
on the Square (La mort sur la place). La 12" symphonie fut achev6e en 1973,
quelques mois avant la chute d'Allende au Chili.

Neruda montra un chemin aux autres grands podtes du continent. Et Vox
humana grandit d'd peu prds une unit6 par jour: les 14 chansons de la
premidre partie pour soliste et orchestre d cordes, soliste et cheur, cheur et
orchestre d cordes, chceur o cappella sur des textes de podtes travailleurs
latino-am6ricains; la seconde section renferme trois chansons pour soliste et

orchestre d cordes, cheur et orchestre d cordes sur des textes d'anciens
podtes indiens; la troisidme section pr6sente une grande cantate pour chceur
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et cordes bas6e sur le pobme de Neruda Une grande joie. Vox humana est
une @uvre de protestation mais sans id6ologie politique d6finie. L'oppression
existe d l 'Est et d I 'Ouest; son total est constant. La bonne soci6t6 est et
restera, selon Al lan Pettersson, une utopie. Vox humana est la voix de
l'humanitd - pas express6ment de I'humanit6 latino-am6ricaine.

La  grande s imp l ic i t6  d 'express ion  du  podme de propagande n 'es t
6videmment pas les moyens d'expression d'Allan Pettersson. Nous touchons
ici d un paradoxe typique de Pettersson: Ies symphonies devraient d'une
faqon 6 t re  de  Ia  mus ique "pure"  ma is  e l les  sont  souvent  d '6v identes
porteuses d'id6es. Or, avec son path6tique social et ses textes sp6ciflques, Vox
humana devra i t  se  rapprocher  de  la  mus ique i r  p rogramme mais  e l le
renferme de puissants 6l6ments de techniques symphoniques abstraites et
une structure architecturale. Les sections orchestrales, qui sans exception
cr6ent I'atmosphdre, forment aussi un partenaire ind6pendant et expressif
dans un dialogue avec les parties vocales.

D a n s  l e s  p o d m e s  l a t i n o - a m 6 r i c a i n s ,  o n  e n v i s a g e  u n e  s i t u a t i o n
r6volutionnaire suppos6e ou r6elle. Dans cette situation - toujours sans
i d 6 o l o g i e  p o l i t i q u e  d 6 f i n i e  -  l e s  p o s s i b i l i t 6 s  s o n t  i n e x p l o i t 6 e s ,  l e s
sentiments, non corrompus et l ibres de toute exag6ration. Les poemes
restent d un point de d6part explosifoi le mot, Ie geste et l'action ont un but;
il semble 6tre une distillation de soi-m6me. Lindignation est manifest6e avec
une neutralit6 qui ouvre la voie d un 6ventail remarquablement large de
sentiments.

Dans la composition de Pettersson, cet 6ventail de sentiments est 6ga16
par un monde de contrastes soniques: l'atmosphdre l6gdrement m6ridionale
d.e Nuit de mort,la beaut6 presque italianis6e de l'6criture des parties qui
m d n e  a u x  e n c o m b r e m e n t s  e x p r e s s i o n n i s t i q u e m e n t  d r a m a t i q u e s  d u
mouvement choral dans Limpdnitent,l'inspiration de ballet - qui pourrait
provenir d'une des Chansons nu-pieds du compositeur - dans La faim, la
valse tendrement 6l6giaque mais jamais r6sign6e d.e Podme sur un amt

1B



disparu, la colbre noire du r6citatif au rythme agressif dans Verdict su'r un

trattre et ainsi de suite.
Uunit6 de cette euvre dont les chansons peuvent 6tre chant6es en cycle

ou s6par6ment, est de caractdre psychologique. Chaque pobme/chanson

forme une image. Les images contrastantes composent une fresque musicale

qui mone d la vision de Neruda de La grande joie qruand "le paysan ldvera les

yeux / le mineur sourira en brisant les pierres / le forgeron, devant la

soufflerie, s'essuiera le front".

Quand Neruda proclame joyeusement "la victoire des maltrait6s", Allan

PettLrsson donne au mot "victoire" un motif chromatique de doubles croches

qui errent dans les diff6rents registres du sombre au clair. Mais ir la fln, Ies

mots " les maltrait6s" prennent Ia place qui aurait  dtr 6tre r6serv6e d

"v ic to i re" .  Neruda sou l igne le  t r iomphe.  A l lan  Pet te rsson sou l igne la

compassron.
Durant les deux d6cennies allant de l92l d 1941 Hilding Rosenberg

n,6crivit que trois petites chansons solos - ceci est ir comparer avec une

productivit6 assez ionsid6rable, dans un grand nombre de domaines. Cela

semble marquer un choix d6l ib6r6 d'6viter le chant romantique, seule

tradition authentique et vivante de la musique su6doise qui apparut dans

les ann6es 20.
Une telle conclusion serait n6anmoins quelque peu hAtive. Elle serait

contredite par Ie fait que par exemple Rosenberg, quoiqu'il jouait plutot

rarement, utuit  dun. ses jeunes annees un des accompagnateurs des plus

sensibles. Il ne faut pas oublier que le chant solo dans son genre 6tait, aprds

un sidcle prospdre, devenu us6. Une certaine sobri6t6 pourrait aussi 6tre

consid6r6e comme une vertu artistique.
Rosenberg  d6 fend ce  po in t  de  vue.  Le  chant  so lo  es t  "une fo rme

ext raord ina i ie " ,  d i t - i l ,  "ma is  dans  ma jeunesse de  te ls  chants  6 ta ien t

produits en masse et i l  n'6tait  pas possible de se souvenir de la plupart

d,entre eux,,. Il y avait, bien sor, des exceptions. Il consid6rait Rangstrcim, le
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compos i teur  de  chants  e t  non Ie  symphon is te ,  comme "ex t r6mement
intriguant". Rangstrdm auraitjustifi6 la description de "schubert nordique".
Il poss6dait pr6cis6ment cette "sensibilit6 remarquable et profonde pour le
texte".

Puis sa sobri6t6 f i t  d temps place d une p6riode productive. Cecr ne
r6sulta pas en un f lot abondant de chansons et ses formes s'6cartdrent
fr6quemment des traditions nordiques.

En 1960 Rosenberg 6crivit une euwe qu'il intitula At jordgudinnan (AIa
D6esse de la Terre), sur des textes de Johannes Edfelt. c'est une partition
qui ressemble autant d de la musique de chambre qu'a un chant solo (voix et
instruments). on trouve un d6veloppement similaire du traditionnel cycle de
chansons dans Dagdriuaren (Le Berger des Jours), ceuvre pour baryton et
orchestre (compl6t6e en avril 1963). Les textes - une suite en six narties -
proviennent cette fois du Angelens 6i1d rPortrait  d'un Anger de sven Alfons,
une des @uvres po6tiques su6doises les plus importantes du d6but des
ann6es soixante. Dans un compte rendu du plus grand quotidien su6dois,
Dagens Nyheter (du 20 octobre 1961), intitull Aterkomst i mijrker (Retour
dans les T6ndbres), Bengt Holmqvist r6suma ainsi Ie monde des id6es et la
ligne de d6veloppement de la suite:

Le Berger des Jours est "l'homme qui mdne les jours du pAturage et qui
connait des chants magnif iques depuis qu' i l  a - avant d,6tre un jeune
homme - visit6 l'antiquit6. Il a nourri son c@ur des noms de dieux perdus.
i l  est plus r iche et i l  possede un plus vaste savoir que les autres hommes. Le
long podme sur lui d6gage presque une puret6 hrilderlinnienne, mais il ne
semble pas d la fin que le h6ros trouve de plus grandes possibilit6s que les
autres. Pour lui aussi, l'aube s'6loigne toujours plus, ,,et il ne lui reste plus
que la croyance / que le monde s'6coule du monde". - Le Berger des Jours
d6crit une courbe, il va de la d6ception aux r6ves utopiques, tentative de
s'6vader, d6sespoir et 16signation."
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I l  est faci le de comprendre I ' inspirat ion de Rosenberg pour la suite
po6tique dAlfons. Il y a un 6clat particulier dans Ie language m6me ("il ioue
pour son troupeau... une musique oc6anique dans les demeures ouvertes de
l'anxi6t6"), il y a ld une connaissance de l'antiquit6 ainsi qu'une intention
philosophique ('Jetant un regard sur la notion de dieu et cet ordre haletant").

La po6sie de l'esprit ne peut devenir musique d'ambiance - si elle est
bien interpr6t6e. Le Berger des Jours de Rosenberg n'est pas non plus une
s6rie de chansons d'ambiance. La dimension symphonique et le travail de la
partition - sont frappants, et Ia partie vocale ne forme pas seulement des
"m6lodies", mais aussi de longs monologues.

Ecouter cette euvre avec le texte en mains peut nous entrainer loin dans
le language musical. Et dans ce cas ce n'est pas seulement un truisme.
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Mattuel Bandeirc rSrtedish Lercion b Arne Lun(Lgretr; for alto and. striry orchestra
Dod natt. Dead night
Inrid lyktstolpen By the lamp-posl,
snappar paddorna efter moskiter The toads snap at mosquitoes
lngen gar lbrbi pa vdgen. No-one passes on the road.
Inte ens en drucken. Not even a &mk.

FORSTADELEN
1. Diid natt

Och likval drar ett tAg av skuggor ftam pA den.
Skuggoma av alla dem som gett ftirbi.
Av dem som annu lever och dem som redan dbtt
Backen sater.
l ia i tens  r6s t . . .

llnte denna natts. men en annans och vAldigiles.l

2. Ballad

Det ar nigon som ropar ud fttnstrei
det ar morgon och det dr vtu
en glad och lTande stamma
och klockren nritt dra nar.

.+  de t  Hun.  d r  Hon e j re r langtad .
Portvakt sie ddren opp
och sag heme: skFda, skpdal -
- Och om det ar Ddden? -

Sag: stoppl

tL
Det Ar n6gon som ropar \dd donen
kvallen ar pl, det ar host -

med en rdst som ar tveksam.
en tveksam begamingsrost.

- Numer ar det ingerJag dnskar. .
Ar det Hon, ftr du sdga se:
ibr sent... Minns nu det portvakt.

Och om det ar Ddden? -

S t ig  pa :

3. Fiir en kort minut

ALI,AN PETTERSSON
VOX HUMANA

PART ONE
Dead Night

Dailiel LainPz tSbedish rcrcnn br SLeiler Arnoldsson): for choir a.nppella
I .  I .

Yet a procession ofshado*'s passes.
The shadoss ofall s'ho have passed this wa!
Ofthose still living md those already dead -

The stream weeps.
N igh t  s  vo ice . . .
if,"ot tonight's. but another, a mightier.l

Ballade

T h e r e  r s . o m e o n e  c a l l r n g  a r  r h .  s r n o o w  -

It is morning in the sping
A cheerful. neandering voice
Stikes upon my ear.

- Is it She. is She long a!'aited.
Doorkeepeq open the door
And tell her to hurr}. huilyl -
- And should it be Death?

Sa:t stopl

I I ,
Someone is calling ar the door
The evening is yellov, it is autumn
With a voice that is hesitant.
.A hesitanr f@eral voice.

Now there  is  no th ing  I  *an t . . .
I l i t  i s  She,  you Dusr  sa t  so i
Too la re  Do \od  rememb"r  doorke"per .
- And should it be Death?

Come in .

Just for a Moment
Robetta Ferndndez Ret.rnror tSuedish Lenurt h! L.1sse S.).letuerp: for soprana dr! sLnns orcnesLra
Det dar som lyser i natten. Shining rhere in the rught,
ar det en av vera striikastare, Is it one ofour searchtighrs,
dr det ett av deras vapen? Or one oftheir weapons:
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lFor en kort minut
g ldmde jag

att det finns en mene Pe himlen

att det 6nns stjilnor.i

lJust ibr a moment

I lbrgot
That there is a moon in the skl

That  there  are  s ta rs . )

4. En man gir fdrbi A man goes Past
C6sarVat le io |Swed ishLe9 ionbJAr tu rLu lc lk | i s t IFnnc iscoJ 'L ; i . ) | la rbd |xaneandt ioLas lce l los
r" _.. gal r"rti -"a 

"tt 
brdd o'ver aretn. A man goes past q ith a loaf on his shoulder.

iia ip 
"?i"ret 

sui"u om min dubbelgangare? Should I then speak ofmv double?

;;-,';;;;;;"; il tli* 
"ig, 

prlo.d. 
"" 

i"" * 
"i" 

-bother man sits doqn scratches' picks a louse from

mhala, dddar d;. his armpit kills it

!'ad kravs det tur mod att tata om psykoanalys? what courage is requrred to speak of p.ychoanalr sis:

En aman man har tr6tt in i miti bftst med ;n pak i handen. Another man has enlered m] breast s ilh a strk rn hLr hand'

Ska mm elteret h1a med Sohates om doitor"i should one discuss the doctor with Socrates afterwards?

;;*h;G;fb.b' ilt;ir bam rid handen .{ lame man passes hmd in hand with a child

Ska las ;fterat lesa Andr6 Brcton? Shall I read Andrd Breton after that?

iii-J#.i [,-i.l* tyru,'r'".iu'. 
"p*tu. 

t t"a Another shiven from the cold. coushs, spits blood.

51.-*i" 
"ae*"t;t;na 

anspeia pA det djupa Jaget? \\:ill one eler be able to rcfer lo the deep ego?

En annan da-rrar av kyla, hosiar spottar biod. Another shi'ers from the cold' coughs' spits blood

Hur kan man efterAt akriva om eligheten? Ho* cm one ltrite ofetemity after that?

in nurare faller frdn e6 tak, ddr och ater aldrig mer lunch. -\ bnckl a) er falls from the rool dies mcl never more eats lunch

d; ; ; ; ; i ; ; f t ryar ]hen,b i ldspreket?  
"  

sha l lonerenesrhFhm' images 'a f te r - tha t?

o" h"raf^." 
"i:"f "n?am 

av f ikten iren en kNd A shopkeeper iteats a gramme of weight from. a customer'

st 
" 

-u, 
"rt"rit 

tutu i* Etude dimensionen? Shalt one discuss the fourth dimension after that?

En bankir fdrfalskar sitt bokslut. -{ banker forges his books

NIed vad ftjr ansikte ska man greta pe teatern? With Nhat face shall one q'eep at th€ theatre?-

En utstdtt sover med foten no1 ryggin An outcast sleeps s'rth his foot against his back

Si. _"" 
"ri*at 

U" *ed nAgon oil picasso? ShaI one discuss Picasso wirh someone after that?

:,f;;o; na. *atu"a" i 
"tt 

bedarmngsrag. Someone *'eeps in a fseral processlon

;;i k;"";;;ih;n';"i-'' st .aL'-'i'r Ho$ can one join the -{cademv arter that?

NAe; reneo' eft serar i koket. Someone cleans a rifle in the kitchen

v;i"|o;'-;;i; i;;?;;;tliaia o- riet t""sides? \\ihat is the value ofdiscussing thelevond?

\agon gtu forbi och raknil pa finsarna. Someone passes counting on their fingers

Hu; ka; mm tata om icke_jaget utan att skrika? Ho$ cAn one discuss the non-ego wthout screamllgl

5. Den obotfiirdige The Unrepentant
Murilo Men.Jes ISueclish uersion tu Atne Lun'lsrcn); for nivd ' hoo dild s' uE or':hes'-a

Jag 6nner mgen u ost r andra" mtll. 
_- 

I find no consolation mong other people 
. .

Nlanmskor, rie har endast formens samhdighet med er. People l have only my shape in common wrth you

il;;i";-i;";i;"-t;. ,;;;illigo.o', 
"tglunsa""d" 

'utte", Firm ciouds 'rgrnal roses'idsht shinins watel

och du, luftens *on srmfoni, And vou geat slmphonv ofthe air-'

ni tillhdr anglarna. inie mig. \bu belong lo the angels' not to me

i.s 
"at* 

tifi 
"t-a*, 

lu aimin fader. I sal to sini You se mv lather

i."g 
"ai"' 

tiit .i'"*l'"ten: flin svster ar du I sal to decav: Mv sister vou a'e'

Deirorins verkliga narvaro The demon's real presence

arbrddet i mtt d"agliga lir: Is th€ bread ofmv dailv life

lir" i-.ii.ii:,"r."i"i?i arorika halteluja. NrJ sout oppresses its grorious alleluiah.

Rena hostror, Prrre *afers

gagnldst rcser m er over mrgl You rise above fre to no €ffectl
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6. Sviilten Starvation
Nicolds GuiLLin (Sued.ish rcrsiott by Lasse Sod.erberg); for alto and. m&ed. choir
Det ht to svalten- Ett djur This is stdvation. h admil

ManuaL Bandeira (Sbedish uersion fu Arne Lund.gren); for choir a cappella
Jodo Gostosord stuvile pa fntorget och bodde Joio Gostoso was a porter on the freemarket md lived
i ett nummerldst pletruckeluppe pa Mono de Babil6nia. ln a ummbered jhack on the Mono de Babil6nia.
En natt kom hm ner till kafdt Vinte de Novembro. One night he cme alown to the caf6 Vinte de Nove;brc.
Han &ack. He drarl<.
Hm sjdng. He sue.
Han dm"ade.  He dmied.

som enbtrt to huggtmd och dga.
Ingen lud ell€r locke bort det.
Det mattas inte vid nagot bord.
Det ndjer sig inte
med en frul<ost eller middag.
Det \'ilslar alltid om blod.
Det r}{er som ett lejon, kvaver som en boaom,
rl]Ner som en person.
Den art som frsas har
iAngades i Indien (i Bombays fttrstader)
men finns i mer eller mindre vilt tillst6nd
pd mdnga mdra platser.
Ga inte lbr ntoa.

7. Dikt hlmtad frAn en tidningsnotis

Ef te r ; t  kasrddF han s rg  r  ldguen Ro&)go de  Frp i las

Det var tingen som upph6rde
att ses av hans dgon,
Den som dog vs inte hm.
Det var tingen hms hender
hdde upp att berdra.
Hans bdcket hans lilla
hund de tu ddda, ej hm.
Det var inte blodet som
slutade filta i hms e&or,
men dnet i flaskm
blev orubbligt st€lt.

Han tu inte dod, vtulden
har slocknat i hms lem simen.
Och slocknad ar solen,
den stora, hMgande solen
som bnu belyser hans drag.
Och rosen,
den vema ros€n dr borta,
den kallnar nu i den kropp. dtu
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8. Dikt till en diid ven Poem to a Dead Friend
Ca#iano Ricafi.o lsbedish rcrcion br Ame Lundgren): for atto ond strini archestrc
Den som dog vtr inte hm. It wai not he who died_

Only fmg md eye.
No one fools it. lues it away.
It doesn't eat its fiIl at my table.
It is not satisfied with
Breakfast or dimer.
It always presages blood.
It rotrs like a lion, stifles like a boa,
Thinks like a person.
The sort shown here
Was caught in India (in the sububs ofBombay)
But cm be fomd more or less wild
In many other places.
Don't go too close.

Poem from Item ofNews

AI te rs t rds  he  lh rpw lxm5e l f in  rhe  tagoon Roc l r rgo  de  Frc r ta .

It was things which ceased
To be seen by his eyes.
It was not he who died.
It was things his hmds
Stopped holding.
His books, his little
Dog they tre dead. not he.
It was not his blood that
Stopped flowing in his veins,
But the wine in the bottle
Became immovably solid.

He is not dead, the earth
Has di€d in his five senses.
Aad the sun has expired,
The Seat, suspended su
Which still illuminates his f€arures.
And the rose.
The wrm rose is gone,
Now it grows cold in thar body wherc her



9. $gonblicksbild fr6n ett kaf6 When The Funeral Procession Went Past
Manuel Bandeira (Swedish version by Arne Lundsren); for choir a cappeLLa

blomkalk sthdigt slog ut och:
PA bodet ligger en dolk.
Vilket hjarta f ntomast
dess drApaes glms?

Llnch frAn Alabma.
Svansen fomad som en piska,

kldvil fran tediartiden.
Visil sig vanligtds
med ett bdmmde jdttekors.

Limar sig pd neger, rep,

eld, blod, spikar

tjam.

FAngades
dd en galge. Hame.

Kasherad.

ll. Che

nattens brtuingil,
hu frukter odlas
och hur oken laggs.

Inte se attjag viile ge dig

en pema i utblte mot Pistolen,
men poeten. det ar du.

Flo*er continually opened and shut

A dagger lies on the table.

\ltdch hedt is closest

To its killer's glile?

When the fweral procession went past

The ilen in the caf6

It'lechmically removed their hats

And casually greated the deceased.

They were all oriented toweds life,

Full oftrust in life.

But one ofthem raised his hat with a long

And tmlrng gestue.

His gaze long flxed on the coffin.

He knew that life is a grim, memingless scmy

Forever liberated fiom the expired sou1.

Llnch from Alabma.
Tail fashioned like a whip,

Claws from the tertsy era

Shows itself nomally
\l'ith a bwing, gimt cmss

Feeds on negloes, rope,

Blood, nails,
Ta.

Captued
At a gibbet. Male.

Castrated.

Che

Nights s'aves,
How fruit is sown
And how the yoke is laid.

Not that I wst to Sve You
A pen in exchmge for a Pistol,
But the poet is you.

Nf b€glamingsteget drog fijrbi

tog mMen pA kaf6t

mekmskt av sig hurudbonaden

och hdlsade forstr6tt den ddde.

Det vd alla vdnda mot livet,

fyllda av tillt till livet.

NIen en iblud dem lfte pe hatten med en 16ng

och drdjmde etbord
med blicken ltuge fastad vid kistan.

Hm visste ait lilet f ett grlmt och meningslbstj,&t

fttr atltid frigjort frm den slocknade sjzilen-

l0.Lynch LYnch
Nicolds GuitldnBuedish uersion b! Lasse Soderberg); fol m*ed chair and sttittg orchestro

Miguel Barnet (Sbedish uersion by Lasse Saderberg); for sapruno and sbinq orcheilra

Ch;, allt ktuer du till. Che. tou knoiv it all,

kmkvagma i Sierran, The wmdering roads of the Siena,

astmm-i det kalla gaset. Astbma in the cool gass,

talestoten, The speaker's stmd.
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12. Epitafium Over en invasionssoldat Epitaph for a Soldier of the Invasion
Robcrta Ferndtile. Retilnat lSu.edish Lercion \' Lasse Sa(lerberg); far baritone ano. stnilg ar(:nesia
Din lilfarsfar red genom Teaas. lbur great-gandfather rode through il.e!as.
vildtog bruna mexikanskor och stal hastar Raped brown f{exican {omen anrlitole horses
tills han grfte sig medn'larl Stonehill och brldade ett hem Till he married N{arv Sronehill and establisheal a home
med ekmobler och God Bless ou Home. \Vith oak furniture and cod Btess Our Home.
Din fillar lirndsteg i Santiago de Cuba, you 

S.andfather landed at Smriago aie Cuba.
sdg spanska flottan gi under och dtervande hem Sa$ rhe Spmish fleet destroved and returned home
ned dun$er N rom och en dunkel lmgtan eftcr mulattskor. Sseating ium and 

",ith 
a duskl l earnlng for mulailoes.

Din far en fridsam man. Your father, a peacerur man.
nojde sig med att betala solden it tolv sa bbil r Guatemala. Contented hrmself lvith paEng for tr'ehe lads in cuatemaa
Trcgen de dina Faithful to you o{,n

Monuel Bandeira tSueclish uBim b! Arne Lundgred; far tenar on(L maLe chai.
Jag skulle vil.ia skriva nin sista dikt sddan I should like my linat poem
att den rore 6m och utsade de enklasie o.h minst a\.siktiga ting, 

'fo 
be tender and to r;at the simptest, least intended things.

att den vorc brbnande som en snvftning utm tirar That it should be as buning as ;eeping without rears,
att dcn igde de naste doftldsa blommornas skorhet. That is shoutd possess the almost srentless flo*ers beaut\.
renheten hos den eld dar de klarasle diammter forintas. The pudty oftie fire in rvhich thc flnest diamonds are deitroyed.
Iidelsen hos sjalmbrdaren The passion ofthe surcide
som ger bot utan att siga lafor. $htexpires sathout snlrng wh!

stod du beredd att invadera Kuba pA hdsten 1962
Idag ar du gddsel it bomullstraden.

13. Den sista dikten

14. Lysande vision

You were prepared to invade Cuba in 1962
Today you se fertilizing the cotton trees.

The Final Poem

Radiant Vision

- The fatherless, the mutilared, idiots
In tNcks co'ered in blood
And the blind led br the blind.
- What more cm you see on the horizon?
- I see easeful death.

Cm you see easeful death?
Yes, she is still verv loung.

She is  sewing  her  ne* 'c lo thes
To receive the noF {ar
\\'hich is already s{ellins in this one

PAn,T TWO

Muril., M,rdes (Suv.rislr t:ersion b: Arile Luil.lsren); for atto. bass und striilE otch5tra
Vad skndar du vid horisonten Whaican vou sec on tne nonzon

dar du lutd dis over verildM? As rou tean oi,er the veranda?
Faderldsa. st)mpade. dil:u

i lapar nedsolade av blod
och blinda ledda ar blinda.

\hd skndar du mer nd hodsonten?
- Jag skidar den behagfulla ddden.

Skadar du den behagfulia ddden?
Ja, hon tu fortfarmde m).cket ung

Hon sommar sD nya kladnad
ibr att ta emot det nva kr.ig
som redan svaller i detta.

ANDRA DELEN
l .  Dansvisa Dancing Song
lSazdish rersion 6r Sr erher Anbl.lssail t; fot baritoile and strin9 ar(tlest.a
Vakna knnnal $'ate up womaxl
Ge upp k\innal Get up womml
I'te pe lagen Oui on the road
tjuter en hund. _{ dog is ho(lins.

}lA ddden komma, )Iar death coDre.
m6 danseD komma. Nlay rhe dance cone.
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\ kb i f0a( ] .JanL ' i .1h i jgm.L Isb fo t t i Inha t idensPeru , ]600 |a l t . t \ , t i f ,L lsen te lk 'e fo r t reacher ' i lPe tun ]nC(
/Srr€drsl uersion bt Suerher Arnal<Lssoil; for miled clratr arrl sr'ing oR hesttn

Kommer ddden
vad kan du gora At det?

A vilken svalka.
A - nlken und.

2, Dom iiver en fdrradare

Och kommer negon och filigar:

senora, vad Srter ni ftir,

sa svarai fdr veden ar fuktig.
dd tu tirar soh r.ken 8dr.

TREDJE DELEN
Den stora glAdjen
Pdlo Neruda I Su.edish L eBi(,l b\ 'lrtu Lutrdhrist I FtatuistL, l

llen skugga somjag efteilbrskdde trllhor mig inte lanse.

Jag ager mastens varaktiga gladje.

skogarnas il\" vagens vrno

och en dag som bestants under detjordiska ljuset.

Jag skdver inte far att jag lfrneslats at andra bdcker

inte heller ftjr liljans ursrmiga larjungar.

utan fdr enkla manniskor som ber om

latten och mine, den olbrinderliga ordingens element

skolor brdd och vin. gitauer och redskap

Jag skriler for folket trots att del inte kan

lasa min drkt med sina lantliga dgon

Tiden ska komma d6 en rad. den nnd som

skakat mitt li\'. ska ne deras oron.

och de ska bonden lyfta sinn dgotl.

gruvarbetaren ska le nedan han bry1er stenar.

smeden nd blnsbalgen ska torka sig i panran.

fisLarcn ska tydlig:rc skada glansen

hos en fisk som fldmrillde brainrer hans hander'

mekanikem. ren. n\a\atlad. omvdrvd

I f the  dance comes,

I fc lea th  comes
\ftat can you do about that?

Oh - what a cooling breeze,

Oh $hr t  a  w ind .

Sentence on a Tlaitor

Vi dricka ur fdiladarens skalle,
\i skola gora oss ett halsband av hans tander

av hans ben skola vi gdra oss fldlter,

ar hans skinn skola \i gdra en trumma

och dansa och sjunga.

3. Min mor MY Mother
fSu€.ltst rerstoil b1 Sverker Arnoldssont: li I)aritorc Qnd stting orch+tra

NIin mor. Darjag ddr sa begav mig \Il mothcr. rvhen I die burv me

just har dair \i bor. Rrght here rshere Ne lvc,

;ch ndr du bakar tortillas Ard when vou are niaking tortillas

se set fttr nfg. mor. \\irep for me moiher

\\:e drink fron the traitors skull,

\\:e shall makc a necklace from hs teeth.

From his bones \\r slDll make flutes,

-hd use lxs skin for a drm

And dancc  and s ,ng .

. \nd  i f someone comes and asks :

S€riora. $ hy are you weeprng.

Tell ihen the rvood is damp
And the smoke is DiaHng you cr\:

PART THREE
The Great Joy

('t i.,. la. il1i.\ed chair and slritrE otrhestr.t

The shadorv I sought belongs no more to mc

I  possess  the  las t ing jo l  o f the  nras t .

lnhertance ofthe forests, the sind ofthe roads

-hd a day detemined bl carthly lisht

I do no. $nte because I havc been captivated bI other books

Nor for the wild disciples ofthe lily

But for ordinary people who nsk for

\\:ater and moon. the elements ofunchaigng ordef,

Schoois. bread and sine, sitars and tools.

I $riie lor the common people though thev

Cannot read my poems s'ith their counrrv eves

The trme ri]] come rvhen a line, the \vud that

Has shaken my hfe. will reach thcir ears

.{nd then the peasant (ill lifi his gnz..

The mjn . r  \ ! i l l  smi le  sh i le  qLr r r r \ lng  s !o re .
' fhe  

b lacksrn i th  t l t  l | f  h '1 los  s  s  i l l  d r r  h i :  fo rchead

The f i J re rnr rn  
" r l l . ce  

n i r '1 'c l f r f l r  t l ) r  g l r l tenns

B r r g h r n c s s  r i l  r h c  p a r t r n s  l i s h  ( h r . h  l t r r r n .  f r r  h r r r d : .

I  h e  n ! ( h r , r t .  c l r r r .  D f $  1 \  $  r s h f d  ' L r r r r ) u n d e d
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av tyalens doft, ska betrakta mina dikter,
och kmske kommer de att saga: "Hm vil en kmrat"
Detta ar tilhackligt, deita f den kronajag onsktr.
Jag lill att \dd utgangen till labriker och flvor
min dikt ska limas angjord vid meken,
rid luften, wid den misshmdlade mamiskans seger.
Jag vill att en Fgling ska uppsta i den hadhet
jag skapade, med langsaDrh€t och metaller,
som en lada dd hm vid dppnandet mdter trvet
msikte mot msikte, och att hm med djupnande sjdl
berbr de lindstdtd som alstmde min gladje,

i den stomiga hbjden.

By the smell ofsoap, will consider my poems,
And perhaps they will say:'He was a comrade'.
Tha l  i s  enough,  tha t  rs  lhe  c ro$n I  wsh to r .
I wmt my poems to be mchored to the glomd
At the exits to factodes and mines,
Anchored to the air at the tdmph ofthe maltreated person.
I wmt a youth to appeil in the hedness
I have created, with slowness md metals,
Like a box where, opening it, he meets life
Face to face, md that with deepening soul
He will touch the psts ofwind that cr€ated myjoy

In the stomy height.

HILDING ROSENBERG
DAGDRIUAREN (The Shepherd. of Days)

(Tuts by Suen Alfons); for baritone cLnd orchestrd

I. Han driver dagama i bet...
Hm driver daguna i bet Eder velmde vdder
bar tidens blanlslitna sten

pe sin smala rygg
dssalnde vagt av sorg
de stora sengerna
ligger som \ilda skoga kdng hans Imd
en peise av llrisk frdjd
mcd rykmde k]on av vat hdlm

skrider frmlttr honom
usmoe vag

l6ngsamt ddver honom bot
hmgern efter trad

som ett moln
ligg€r rfdens slutna dga

djupt i hans buk

uder sin egen lysmde vamal<ts piska
sneglmde pa begreppet sd och dess mdldsa ordning
giper he elter gtudngen
med sin slintmde hmd
- blAser han pe oftidens lov

Sd to en troskel av eld

Sd & ett bar pe torra heden
gud a ett dmmkom
en glddmde kniv i solnedgangen
ett smtal blmd syskon
ett bans teckning av en flyende hud

genom aftorudken
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He puts the days out..,
He puts the days out to pastue in Esettled weather
Caries times time-shined stone

on his ntrrow back
Wlistling vaguely with sono{
The geat songs
Lie like wild forests roud hs Imds
A pillil of ldc joy

With a steuirg cr0wn of wet stra{
strides before him
showing the *'av

Slowly he is caried away
hmgry for trees

And like a cloud
Lies the clos€d eye ofspace

deep in his belly

Beneath his own lminous rvhip of helplessness
Glucing at the divine concept ed its breathless order
He gasps at deeds
With his slipping hmd
- blovs on the lea\€s ofdiscord

God is a threshold offire
God is a bery on the dry heath
God is a speck ofdust
A fiery knife in the sEset
A fratemal discouse
A child's drawing of a fleeing dog

thrcugh in the evening smoke



HjMai stenogralers
de ston sangemas ord

till tecken i meken maken i sten

utdriven u trcheten

brlter hm loss ur vdrldens skelett
en prpa av ben

hm spelar lbr sin hjord - de &ivmde dagama

en ocemisk musik i orons dppna hus
Frmtiden ster stilla som en fAgel

ett ord for tystnad ett svdt fro
bh hm pa tugan

ett mnat och tystare
ord frr tystnad skdljs i havets djup

II. Lyran i hans minne...
LFan i hms mime
sjuger ntu frmtiden rdr d€n

F lonon er  - rod  han ho-  de  naknd g ldma

i deras vama kr€ts och veilde
tr{ed dem d€lade ha mdedra}t
sag i rlmden det uga
huset byggas
sdg den smmarrfogmde
c r ^ l ? p n  c . m  n . d d p

i ahacietrad

Detta vtr ett rike
Vtutden en hydda av lov
dar han at sitt brd
I sdilnas ftlje

Fck hm lhgB bergskamen
I honom v*te tiden

III. rysande intriingde jag i antiken...
rysmde intrhgde i jag antiken
sjaiv endast en ljus kun'a kring ingentins

tuu inte en Fgling
aback en skopa av gt}ning dd vattenstallet

blecksmak pA tugm
smdahemmama ske rn i kdttet

av en lysmde mdda
Floden stod h6gt dver sina bradde
nb barcn med firkter
s)ntes sder himlen

dagen med sitt trmbtu i mllmen
red in pA en osadlad hast
i k€tsen av fustar

The heaft ticks out
The s ords ofthe geat songs

To sigrs in the eilth - signs in stone

Driven from constancv
Bt his ucertainty ofknowledge
He breaks from the frame ofthe world
A flute ofbone

He plays for his flock the ddving days
An Atlmtic tue in the lields of mxiety
The futue steds still as a bird

brsh abore his head
A *ord for srlence - a black se€d

L .  
" , - . "  

^ n  h i a  r . h d . o

Yet mother md softer
$'ord for silence s$dms in the deep sea

The lyre of his memory..,
The ]J?e ofhis memory
Plays as the futue touches it

Fouteen yeds was he with the naked gods

In the wamth of their circle md their power

$'ith them he shared breath
Sa$ in space the youg

House b€ins built
Sas rhe unifying stom

Gro* ing
In the acacia be€

That *as a kingdom
The xorld a hut ofleaves
\\here he ate his bread
In the company ofthe gods
He stepped on the mountain tops
$lthin him time gew

Like a youg friend

trembling I penetrated antiquity,..
Trembling I penetrated antiquitl'
A mere ac oflight describing nothing
Not yet a lad
Drmk a ladle olthe das'n at the water hole

elect for the gods

The taste oltin on my tonse
The thongs ofmy sandals tore into my fiesh

lvith a shining effort
The river stood high above its banks
$hen the boat full of froits
was seen beneath the sky

The day mouthing a cranberry
Rode in on a sadilleless horse
Surouded by princes
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dessa positioner med ftiruiixlingen
mellm mdloshet och mdning
tillhdr endast de ftbsta
de alltid nh'smde, de tillvbda

sdma med vulden det gipbaa

som fttdelsem&ke

ej ens klagm fr6r de sArade
kd fiimeka eller inskrtuka

deras segerleende som vams

redm fdre striden

Havet stiger i lemmana
makten tu till ftjr att bemiiltigas
med ett fatal stavelser mgerjag vfldens form

IV. Jag har dyrkat dem alla...
Jag ha dgkat dem alla
al&ig pe kna
men i langa brev
skrima pe berg
och med bergens strka

pe den tid de lrseln tuu va i vtlden
de morgonens ddnsten vd seng
och kvaillen 169 som ett mimenms ting i klockboetten

jag har dlakat dem alla
dessa guda
(eller pdimor)

den som h avskild men inuti allt

den som i en eld
'  n a r h a t , \ ' , n e a n c l q n q

hon som reg€ra 0r€r dagd av salt

rrttaren
som genombonar

med en doltande lans

guden vars klrka
ar hdgt gas

stenglden av tra
som hugger sin egen bild

blind i en sinad sj6

hm som till lika dela
to ilmde 6dla och vakmde hager

guden som grater

den dlda gudrmm som rar
over ftra vatten
en me som tu milt vader

en

These ranls with the confusion
Between breathlessness md brcathing
Belong but to the gaeatest

Thos€ ever prcsent, the initiated
Gods with the tmgible world
As their bidhmdk

Not even the cries ofthe wouded
Can deny or delimit
Their victorf smile which was s'on
Even before the battle

The ocem rises in thef limbs
Power exists to be overpowered
With a few letten I denote the fom of the world

I have worshipped them all...
I hare worshipped them all
Not on my knees
But in long missives
Written on the momtdns
And with momtainous strenglh

At a trme when ecstasy still was in the world
When the threshold of moming was song
And the evening lay like a keepsake in a watdcase

I have worshipped them atl
Those gods
(Or goddesses)

He who is apdt but ever present

He who is a fire
Close to nothing

She sho reigns over days ofsalt

The knight
Who ros you through
With a perfmed lmce

The god whose chuch
Is the tall sass

The stone god olwood
Wllo caNes his own imase

The god who fishes
Blindly in a dry lake

He who is equally
A scM)'ing lizsd ed a watchful hercn

The god who weeps

The wild goddess who rcips
Over four saters
Another who is clem€nt weather



nto daguna svAra att samla
fllT over slatten
hd jag endast dema tro kvar
att vtulden bortrinner w varlden

V, Sitt hjiirta [har] han miittat..,
Sitt hjtota hm mattat med de lbrlo.ade gudamas nmn
r , l l  h f  i p r L a r  m a n i n o . l d s q

olftat et avstAndet

sina sddaler
och sin egen vittrade bild i en vattenspegel

Hm liwf sig ensam

Lhder en ransel av moln
och lutad mot fgen
\isslmde en menuett
till de resmdes ab6mmil
en hagrrng av toner

allting er i honom
genom hms bdst 96r floden
latt rdr hms hand vid velden
Spel pa frihets tdgent
Fylld av ljus lycka
glider en bAt

senom hrmlens krona

q loa lc^mmqror  h^h fno , r

med sprittode fisken som nal
och vek trAd ar dimma
havet och himlen

Ej btu honomjorden

!-I. Han star med sanningen i sin mun...
Ho stfl med sanningen i sin mun
under ett l6vtrad
Tiden och dess ting tatnd omkdng honom

till ett hus vari hjtutat sjunger
boplats fdr levmde
Hm ager ett berg
som vantil att klackas
Han ager detta lmd

som ingen ser

Bamet i hms hjata 'der

rakne de flmmande hojder
som betraktar hans ugdom
Hm samlil sin anda

Hm utfragil
de doda om deras ddd
och de levande om deras li!
Kuskapen tung a! tomhet och blod
innesluter han i en cirkel av lus

Now
As the days - hild to collect

Flee over the plans

I retain but this faith
That the world is rwing out of the world

His heart he has filled..,
Hrs  heur  he  has  6 l l .d  

" i rh  
the  name"  o l  th "  lo . r  gods

So bitterlv useless
Sacrified to the drstance
His sandals
tud  lu .  o \n  " l xpped rmage rn  a  $drerv  mi r ro r

He feeds alone

Under a rucksack ofclouds
And leeing aganst the lighthouse

Whistling a minuet
To the drems of travellers
A mirage oftones

F v a r r d h , n o  r r  u r t h i n  h i h

Though his breast flows the dver

Lightly his hmd touches the world
Pla) on the keys offteedom
Filled f ith shimnenng joy

Glides a boat
Through the crown ofthe sky

The sailmaler joins together
\!ith a lively iish for a needle
And a feeble thread ofmist
The sea od the sky

And the eaih sustains him not

He stands with the truth in his mouth...
He stdds with the truth in his mouth

Beneath a leafy tree
Time md its things thicken aound him

Into a house {here his heart sings
A dqelling for the li\ing

He oivns a momtain
That is s'aiting to be hatched
He o{'ns this land
That no-one cm see

The child !'ithin his heart SoNS
Comts out the flaming peal<s

Which consider his youth

H€ collects his breath

He questions
The d€ad oltheir deaths
And the liring oftheir liles
Kno*Iedge hea\T *ith emptiness and blood

He encloses in a circle oflight
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