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			Born in 1964 in Barletta, Italy, Francesco Lotoro is a pianist, composer and conductor in addition to being a piano professor at the ‘Niccolò Piccinni’ Music Conservatory of Bari.
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			Scores sewn into coat linings, instruments hidden in suitcases, sheet music stashed among dirty laundry, concertos written on discarded food wrappers – these are just some of the ingenious ways prisoners in civilian, political and military captivity from 1933 to 1953 protected their music in the darkest of times. 

			 

			Italian pianist and composer Francesco Lotoro has been on a lifelong quest to find this remarkable music. He has painstakingly salvaged and performed symphonies, operas and songs written by the incarcerated musicians, many of whom died in the camps. He has travelled the globe to meet with families and survivors whose harrowing testimonies bear witness to the most devastating experiences in twentieth-century history. 

			 

			Movingly piecing together the human stories of those who wrote and performed whilst imprisoned, this compelling book takes readers on a journey into their extraordinary lives and music, shining a light on a unique beauty that somehow prevailed against all odds.
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			Foreword

			‘Music,’ as the Polish composer Leonard Krasnodębski wrote while interned in Sachsenhausen, ‘is a spontaneous human act that matters for ever.’

			Undoubtedly, making music gave comfort and purpose, and an outlet for their talent, to those incarcerated in twentieth-­century concentration camps. Millions lost their lives, but the music they left behind provides us with a unique and vital opportunity – it serves as a testament to those who suffered, those who died.

			Despite everything, somehow their human dignity never failed when faced with imprisonment and deportation. Where lives were lost, oceans of music have been salvaged out of the horror. This music, created in captivity, reaches us like a wonderful bird that has escaped from its cage and headed to safety, a messenger from the darkness.

			As Jewish violinist and Treblinka survivor Jerzy Rajgrodzki attested: ‘In the camp, songs had a revolutionary purpose for us. They encouraged us to keep up our fight for survival and to find a way to salvation.’ In the midst of tragedy, the melos* of those who feel compelled to create music, even when faced with physical extinction, elevate us. Music marked the triumph of common humanity over the destructive ideologies of the twentieth century.

			
			

			 

			The music that survived the camps is incalculable, both in quantity and worth, and the eight thousand-­plus scores found so far may represent but a fragment of what was produced over the twenty or more years between the opening of the Dachau concentration camp in 1933 and the closing of the Kolyma gulag in 1953. This book gives a mere glimpse.

			Music, it is claimed, is the cultural element most widely shared among humans. It possesses the rare power to fill the gaps between doctrines and religions, allowing it to bring even the shadow world of concentration camps under the banner of its language. Throughout the history of humankind, all momentous tragedies, from the destruction of the Second Temple in Jerusalem to the fall of the Roman Empire in the West, to give but two examples, have inevitably sparked a musical response. Whether this music was recorded by Talmudic savoraim or Benedectine monks or some other equivalent, their shared aim was to save, codify, find and pass on this evidence, this repository of human knowledge – these spiritual treasures of a nation or an entire generation.

			It falls to modern-­day musicians and academics – just as it did to monks, amanuenses or transcribers of sound into marks and writing – to preserve the immense musical literature from the camps. We have given these musicians their dignity back. We have saved this most beautiful and fascinating dimension of who they were. Music.

			 

			The Lost Music of the Holocaust comes out of decades of research into ‘concentrationary music’ – that is the music that emerged from the death camps. While I am a pianist, conductor and piano teacher at the “Niccolò Piccinni” Conservatory of Music in Bari, Italy, I have made it my life’s work to research, recover, perform and publish the music that so many talented individuals produced in the most horrific of circumstances. While the corpus of concentrationary music is thought by many to have emerged with the opening of Dachau concentration camp, in 1933, ending with Joseph Stalin’s death in 1953, my research dates back much further. I begin in 1919, with the first gulag on the Solovetsky Islands, and end in 1956, with the liberation of the Latvian composer Jānis Līcītis from the Vorkuta gulag coal mines: that is thirty-­seven years of musical output in prison, deportation, internment and extermination camps. Here though, I focus on the lost music of the Holocaust during the rule of the Nazis.

			
			

			While thousands of talented artists were killed during this period, their music allows us to save them in a metahistorical, metaphysical sense. While paintings and artefacts were purloined from museums and private collections, stolen, confiscated and, at times destroyed, music – the most intangible and immaterial of arts – cannot be bartered, confiscated or destroyed. It lives on. History may belong to the human race, but music, I believe, belongs to the soul.

			

			
				
						* Melos – the succession of musical tones that constitute melody.


				

			

		

	
		
			
			

			One

			From Budapest to Prague

		

	
		
			
			

			Beginnings

			In 1988, when I was twenty-­four, I was accepted as a student at the Franz Liszt Academy of Music in Budapest. At first, I had no definite idea of what I would be doing in the Hungarian capital besides studying the piano with eminent teachers. Hungary at that time was still part of the Warsaw Pact, although it was by then the twilight of Communism. I did not have a scholarship, but I had free access to the archives and libraries and was given three hours of piano lessons a week.

			I did not know then that I was in the birthplace of Sándor Kuti, who wrote Communism-­inspired choral pieces, children’s music, songs, three poems to texts by Sándor Petőfi for chorus and orchestra, two string quartets, and a Suite and Sonatina for piano. In 1940 he was arrested and sent to an unidentified forced labour camp in the Carpathians; in July 1944 he wrote a Sonata for violin on two small sheets of paper sent to him by his wife Amy. Transferred to another unidentified punishment camp in the Reich’s metropolitan territory, he died in April 1945. Many of his works were lost.

			Likewise, Sándor Vándor, director of the Sopron theatre and choir master, who was also arrested in 1940 and who was sent to an unidentified forced labour camp in Ruthenia; a polyglot, during his three months of imprisonment he learnt Ruthenian and collected Ruthenian songs. In 1944 he was moved to Szentendre, near Vác, and in November 1944 to a camp opened by the Hungarian militia in Sopronbánfalva. He died in January 1945, killed by torture and abusive treatment.

			
			

			But in those libraries, I caught the research bug: the desire to know everything. Though, in hindsight, perhaps the source of this omnivorous instinct lay with my father, Giuseppe, a tailor by trade, who had bought me encyclopaedias rather textbooks as a child. I would pretty much devour them whole and often memorised vast tracts of text. I think he wanted me to acquire the knowledge he had been denied.

			Soon after, during the fall of Communism, I moved from Budapest to Prague, which is where I was first introduced, by librarians and fellow scholars, to the scores and documents of twentieth-­century captivity, as well as to the survivors and witnesses. Unlike Budapest, where I had arrived unprepared, I now had more knowledge, having devoured the entire Musical Encyclopaedia in Italian – every single volume and appendix. When I arrived in what would soon cease to be Czechoslovakia, I started to study the biographies of all the professional musicians of that region, from the early twentieth century until 1950. I was rapidly discovering that, for this kind of research, your brain must work first and foremost as a huge database.

			The secret of good research, I find, is knowing not only what you are looking for, but also the where and when of it all. I arrived in Prague on a Friday and spent the Saturday and Sunday trying to work out where I would have to go, and when the libraries, document centres and bookshops were open. Saving even a couple of hours or a day was essential for financial reasons, and in order to win the race against time in locating the witnesses, many of whom were ageing or frail.

			
			

			In Prague I came to understand the capital importance of human resources. Some of the people who by now are part of history were still alive. That shifted the parameters entirely. I figured I would still be able to find a book or an archive document in the same place a year or five from now, but when it came to the survivors, there was the anxiety of being too late. When you find a score written in a concentration camp, you must immediately ask yourself if its composer is still alive, if their relatives are reachable or if they have fled elsewhere. It is a time-­sensitive quest that runs in parallel with, or rather has priority over, the hunt for books and archives. Human beings are the best possible resource, able to fill in detail and history, and it is in this particular quest, we start in Theresienstadt.

		

	
		
			
			

			Theresienstadt

			In 1941, Theresienstadt (present-­day Terezín, in the Czech Republic) was chosen by high-­ranking Nazis Reinhard Heydrich and Adolf Eichmann to be an internment and transit camp, as part of the ‘Final Solution’ to eliminate the European Jewish population. This former military citadel, situated just north of Prague, had been built in the late eighteenth century by Emperor Joseph II, in memory of his mother, Empress Maria Theresa of Austria, but had been abandoned by the Habsburg garrison around 1880 and assigned for civilian use. It proved to be inadequate for Heydrich and Eichmann’s plans, however – the deportation of some 140,000 people over the next four years. Problems of overcrowding and hygiene quickly ensued, which encouraged the spread of scabies, dysentery and typhus. Tens of thousands died of disease or starvation.

			The Third Reich’s propaganda machine portrayed Theresienstadt to the international community as a kind of enclave, self-­governed by a Judenrat (Jewish Council), at the heart of Europe, attempting to legitimise it as a successful experiment in the precautionary relocation of the Central European Jewish population. An appropriate number of deportees enjoyed ‘prominent’ status, among them First World War veterans, scientists, entrepreneurs, artists, renowned intellectuals and musicians, members of the Nazi party who had occupied important positions before falling from grace and women formerly married to Nazis. All enjoyed moderately preferential treatment in terms of family quarters and food. University courses and Talmudic studies, schooling, sports tournaments, libraries and handicrafts were organised and a ghetto currency even minted.

			
			

			Until 1942, musical activity was all but forbidden, but after local civilians were finally evacuated that July and Theresienstadt was remodelled into a camp, well-­structured musical and theatrical activity developed. This was partly encouraged by the uncommon availability of musical instruments brought in from Prague or confiscated from music shops in towns bordering Terezín. Despite its circumstances, in Theresienstadt, great musicians thrived, not only reaching absolute peaks of creativity, but also forging new ways of musical thinking, outlining original paths and languages that turned the town into a crossroads of contemporary music.

			Theresienstadt, however, is essentially an anomaly in the deportation phenomenon and the musical landscape of the camps; its form as a town reinvented as a civilian internment camp, with a high density of Jewish population, cannot be used as a standard, arguably, in the general logistics of the Nazis’ death camps. And yet, within the context of the tragic events of the war, artists, musicians and theatre people there engaged with the possibility of sharing idioms unconditioned by everyday life, in an unprecedented explosion of creativity against the backdrop of the humanitarian devastation of war and the deportation crisis. Theresienstadt could even be considered the last bastion of great Central European music in the first half of the twentieth century.

			
			

			In the autumn of 1942, the SS set up the Freizeitgestaltung (literally, ‘leisure activities’) for the development of artistic programmes in the camp. In addition to providing musical instruments for individual study and practice, chamber and symphonic concerts, there were cabarets and poetry readings. If accepted into the scheme, individuals could fully engage in the camp’s cultural life. They were also given special lodgings, extra food rations and reduced heavy labour.

			Deported to Theresienstadt on 30 November 1941, Rafael Schächter encouraged the musicians in the camp, organising concerts and directing operas, including Smetana’s The Bartered Bride and The Kiss, working with the singer Karel Berman, as well as staging Hans Krása’s opera Brundibár. He formed a mixed choir with over a hundred and fifty members. From 1941, he undertook the mammoth task of putting on Verdi’s Requiem with them. The performances continued until early October 1944, when the Requiem was performed to piano accompaniment only and with sixty singers before members of the International Red Cross and SS officers, including Adolf Eichmann. Schächter was moved to Birkenau on 16 October 1944. He died on the Death March following the evacuation of Auschwitz in January 1945.

			The violinist Egon Ledeč, whose grandson I met, was taken to Theresienstadt on 10 December 1941. There, he performed as a soloist with the pianist Alice Herz-­Sommer and the accordionist Wolfgang ‘Wolfi’ Lederer, and formed a quartet with the violinist Adolf Kraus, the violist Viktor Kohn and the cellist Robert Dauber. After being transferred to Birkenau on 16 October 1944, he was one of the many people gassed, it is believed, the day after his arrival.

			The paraplegic Czech composer Rudolf Kende (Rudolf Kohn) was also sent to Theresienstadt, along with his parents. Despite the Nazi tendency to eliminate people with disabilities, Kende received help and was kept safe. Unable to use his hands and feet, his manuscripts were most probably written down by his students and friends. In 1943 he wrote Návrat, two songs for soprano, baritone and piano with lyrics by Moritz Hartmann.

			
			

			From June 1944 onwards, plans to transfer the Jewish population to the Nazi death camps in occupied Poland gathered pace. Most Theresienstadt musicians, theatre people and librettists were transported to Birkenau on 1, 12, 16, 23 and 28 October 1944, respectively. Kende’s parents died there. As did Austrian pianist and composer Franz Eugen Klein, who had written the one-­act comic opera Der gläserne Berg to a libretto by Otto Brod in the Theresienstadt (we have the piano score of the introduction).

			Records show that Franta Goldschmidt, Pavel Haas, Bernard Kaff, Petr Kien, Franz Eugen Klein, Gideon Klein, Viktor Kohn, Hans Krása, Egon Ledeč, James Simon, Carlo Sigmund Taube, Viktor Ullmann and František Zelenka, all of them Theresienstadt residents, were either among those killed in the gas chambers on arrival at Birkenau or who died in the sub-­camps. An entire generation of musicians, composers, orchestra and theatre directors and piano virtuosi, a whole Central European Jewish musical élite, perished over the span of just a few days. Yet others like Czech-­Jewish composer Hans Winterberg arrived at Theresienstadt on 26 January 1945, where he wrote Suite 1945 for piano and went on to survive the war.

			Perhaps realising what lay ahead, earlier that same year Viktor Ullmann wrote, in his essay ‘Goethe und Ghetto’, that the conditions in Theresienstadt ‘acted as a stimulus rather than a hindrance to my music and in no way did we sit on the banks of the rivers in Babylon, weeping; our respect for art was equal to our desire to live. I am certain that all those who, in life as in art, fight to establish order in the chaos will agree with me.’

			
			

			Unlike the Babylonian Exile of the Biblical Jews, in Theresienstadt Jewish musicians did not hang their harps on fir trees, as in Psalm 137. Instead, they clasped them tight and played on.

		

	
		
			
			

			Gideon and Eliška Klein

			Blanka Červinková, musicologist and library science expert at the Prague municipal library, had a clear vision of the musical, historical and human genome of Theresienstadt. In addition to her work as a librarian, she founded one of the first publishing houses devoted to the musical output of Theresienstadt. When we met, she gave me a large quantity of sheet music, as well as a list of addresses of survivors and other people who might help me in my research.

			One day, Blanka invited me to the Divertimento bookshop, a few steps away from the monumental clock in the Old Town Square. She was waiting for me inside, in a room that had been turned into a library, separate to the main public area. She gestured towards an elderly lady who sat hunched over some scores and, in impeccable English, murmured softly, ‘That’s Gideon Klein’s sister. Let me introduce you.’

			Before being interned in Theresienstadt, the pianist and composer Gideon Klein had been one of the most brilliant musical minds of his generation, as well as one of the most fascinating characters in the Czech musical landscape. He studied piano with Vilém Kurz and composition with Alois Hába at the Prague Conservatoire, and musicology at Charles University. Forbidden from performing in concerts after the German occupation in 1939, he was arrested on 4 December 1941 and transferred to Theresienstadt. He was one of the promoters of the Studio für Neue Musik. In the short film Theresienstadt 1942, directed by Irena Dodalová and commissioned by SS-­Obersturmführer Herbert Otto, he appears for a few seconds in the camp cafehaus, looking directly into the camera.

			
			

			On 19 October 1944, two days after his transfer to Birkenau, Klein was redirected to the Fürstengrube sub-­camp. On 19 January 1945, with the Red Army at the gates, German soldiers evacuated it and the majority of prisoners set out on one of the infamous death marches of that period. Gideon Klein disappeared.

			His (assumed) untimely death is a gap in contemporary musical thinking and leaves unresolved a number of steps in Hába’s microtonal technique, in Leoš Janáček’s and Vítezslav Novák’s musical idiom, as well as in the pro-­European imprint on the Moravian melos adopted by Klein. The latter was a profoundly Czech music, intoxicated by the Prague of the Clementinum, which looked to the past while turning its back on it, and which, as early as 1943, made twelve-­tone technique obsolete, recreating it in new linguistic formulae, flexible structures connected to languages and tonal combinations that were thought to have been abandoned. Just listen to his two madrigals for two sopranos, contralto, tenor and bass, setting poems by François Villon and Friedrich Hölderlin to music. These are highly experimental works based on an old vocal form, which signal a new musical Renaissance, of which, sadly, no traces remain in post-­war music.

			Some of Klein’s other works composed in Theresienstadt – the song cycle Die Peststadt for contralto and piano and Dva Horra tance for mixed chorus, for example – seem to have been lost. Yet others have been salvaged, such as the trio Variace na hebrejskou lidovou píseň (incomplete) for violin, viola and cello, the fantasy and fugue for string quartet and the three-­movement piano sonata. Among Klein’s originals kept at the Terezín Museum, shockingly, I found the beginning of a 4th movement to the sonata.

			
			

			 

			When I saw Gideon Klein’s sister for the first time, she was interacting with a young pianist from Barletta.

			After introducing me to Eliška Klein, she left the room. Eliška, who was also a musician, addressed me in German, thinking I understood; I did not dare interrupt her even though my German is passable. She gave me a precious, printed copy of her brother’s original piano sonata, written in Theresienstadt, and provided his various metronome indications.

			I took the sonata and promised Eliška that I would study it and record it myself within a few months. When I returned to Prague, some time later, and met up with Eliška again, I was able to give her a CD of my performance. I showed her on the score how I had interpreted passages I thought contained errors that had occurred during the transcription from the manuscript. Eliška liked my input very much, which was gratifying. Still, when I finally consulted the original, many years later, I was relieved to discover I had correctly interpreted Klein’s intentions.

			 

			Accounts of Gideon Klein’s death in Fürstengrube differ. According to the British musicologist David Fligg, Klein and his theatre director friend, Gustav Schorsch, stayed behind in the sub-­camp with over two hundred other deportees who were too ill to manage the evacuation march. On 27 January 1945, an SS patrol returned to the camp – already abandoned by the Soviets – and incinerated the bodies of the remaining prisoners, including, it is thought, Klein. The documents at the Auschwitz Museum archives, the enquiries led by the researcher Jacek Zając and the mass grave discovered in the wood adjoining the sub-­camp confirm this theory.

			However, to confuse matters, other witnesses reported that a young man called Klein† was still alive after the Soviet troops’ tumultuous attempts to liberate Fürstengrube, and that a certain Klein was spotted in a column of former deportees rounded up by the Soviets in order to escort them to the nearest shelter. During a toilet break, this Klein was seen withdrawing behind some bushes, but reports say he did not reappear when the Soviets summoned everyone to rejoin the column.

			I spoke to Eliška about these conflicting reports. ‘He could be alive,’ she said. Blanka did not need to translate; that was perfectly clear to me. She felt convinced that in some way her brother was still alive. That I can understand, in as far as I am, even now, certain that the identity of people like Gideon Klein and their suffering outlives physical life – that they live on in their music.

			I met Eliška again, sitting in the front row at the Festival of Jewish Music that took place in Prague every year and at which they performed her brother’s music. She spent her life championing her brother’s works and is the main reason why his work is known. She died in 1999.

			

			
				
						
†

 It should be noted that the surname ‘Klein’ is very common in Eastern Europe, so it is not unlikely that this was a namesake.



				

			

		

	
		
			
			

			Rudolf and Ivan Karel

			One of my favourite piano composers is Rudolf Karel. I both devoured and recorded his Theme and Variations, op. 13, having found the 1910 manuscript in Prague’s Clementinum. Karel was born in Plzeň, in 1880, and studied composition with Antonín Dvořák, as his last student. From 1923 to 1941, he taught composition at the Prague Conservatoire, and he was arrested by the Gestapo in 1943 due to his membership of the resistance. Imprisoned in Pankrác prison for two years, he underwent harsh interrogation and torture, and was forbidden from using any conventional methods of writing. Suffering from dysentery, Karel spent long periods of time in the prison infirmary.

			Despite his dire situation, Karel remained prolific: he wrote the lieder ‘Pìseň svobody’, op. 41a (setting a text by Stanislav Falta and other fellow inmates), and ‘Žena-­Moje štěstí’, op. 41b (text by Josef Remta), for baritone and piano, Pankrác March, op. 42a, for piano, with a religious text in the trio intended for a chorus (dedicated to Navara, a doctor who, like Karel, enrolled in the Czechoslovak Legion during the First World War), Pankrác Polka, op. 42b, for violin and piano (dedicated to Veruska Müllerova, the daughter of the prison warden, a friend of Karel’s), and Pankrác Waltz, op. 42c, for piano.

			
			

			Karel also drafted the five-­act opera Tři zlaté vlasy děda Vševěda (Three Hairs of an Old Wise Man) to a libretto inspired by Karel Jaromír Erben’s book, with 240 sheets of piano reduction and vocal and choral parts; the keyboard texture was written by his cellmate, Stanislav Falta. Karel wrote in pencil and vegetable charcoal on handwritten music paper or ordinary paper expressly prepared by his fellow inmates. Müller, the warden, would secretly take these musical scores out of the prison and either hide them at home or get them to Karel’s family members or to Zbyněk Vostřák, Karel’s pupil. On being discovered, Müller was later arrested and tortured.

			On 7 February 1945, Karel was transferred to Theresienstadt, where he finished drafting the piano score of Nonet, op. 43,‡ dedicated to the Czech Nonet ensemble founded in 1923 by the violinist Emil Leichner. The draft of the first movement predates his move there, dated 1 February 1945. At Theresienstadt, Karel’s already fragile health deteriorated further and he contracted pneumonia. We know he wrote Terezínský pochod and Terezínský valčík for piano around this time, although both are now lost. We do have Pochod Höftlinku for piano, however, dated 25 February 1945, written shortly before his death. Just over a week later, on the night of 5–6 March 1945, a feverish Karel was left outside the cells while they were being cleaned and disinfected. He died, presumably from hypothermia, along with nine other prisoners.

			On 21 December 1945, Czech radio broadcast a live performance of Karel’s Nonet, as reconstructed by František Hertl, but it was not authentic. In 1984, Václav Snítil, first violin of the Czech Nonet, made a new reconstruction that was more faithful to the original and it was performed on 5 May 1985 in Beroun on the fortieth anniversary of the liberation of Czechoslovakia. This reconstruction was then published in 1995 by Carus Verlag in Stuttgart.

			
			

			Rudolf Karel’s great theatrical work, the opera Three Hairs of an Old Wise Man, had its world première on 28 October 1948 at Prague’s National Theatre in a brilliant reconstruction by Zbyněk Vostřák. In 1947, the Prague publishing house Melantrich published Skladby z vězení, op. 41 and op. 42, written by Karel during his time in Pankrác.

			 

			I met Rudolf’s son, the ophthalmologist Ivan Karel, in Prague. Ivan and I have become good friends over the years and that has been a blessing. I have watched him age – he is now older than his father, who died aged sixty-­five – and yet still retain his old-­style gentlemanly ways, and his help has been invaluable. Always ready to assist me and provide information and material, he has written to museums and archives, hoping his recommendation might give me access to otherwise inaccessible documents.

			Whenever I went to Ivan’s home, his wife would cover the living-room table with dried fruit and slices of bread with salami, gherkins and mayonnaise. It was wasted on me. So focused was I on Ivan that all I would partake of was their caffè lungo – I wished for nothing more than to listen to my friend.

			Once, when I was with my writer friend Thomas Saintourens, who wrote the book Il Maestro about my research, Ivan handed me the bulky volumes – 660 pages – of the piano and vocal draft of his father’s final work, Three Hairs of an Old Wise Man, so that I could photocopy it. He explained that it was not a reduction for voice and piano, as is customary in opera. The work was composed for a piano line but there was no orchestration because Rudolf Karel had died, so these volumes are considered the score.

			
			

			I promised to return these precious volumes within a couple of hours, so Thomas and I rushed to a photocopying shop in the Anděl district. We walked in at ten in the morning and left at sunset! On our way back to Ivan, we worried he would be concerned, but there he was, waiting for us on his doorstep, with open arms. I was glad when I recently gave him the piano score of his father’s masterpiece, the Nonet I had reconstructed, and asked his permission to publish it in the Thesaurus Musicae Concentrationariae. Ivan readily agreed.

			A few years ago, I recorded the Nonet in its original piano version. It is a gigantic score and very difficult, steeped in modernism and with harmonic solutions that echo Schoenberg’s Chamber Symphony, op. 9. It’s practically impossible to play on the piano, of course, as it was not devised for it and is technically a piano score awaiting arrangement. Still, I played it. And thought of the man who had penned it, in such horrific circumstances, almost eighty years ago.

			

			
				
						‡ Nonet – a group of nine musicians


				

			

		

	
		
			
			

			Pavel Haas

			Pavel Haas is another influential musician who was murdered in the death camps. Before that, he wrote the music for the films Život je pes (Life is a Dog), Mazlíček (The Little Pet) and Kvočna (Mother Hen), directed by his brother Hugo, also an actor. Haas also wrote Scherzo triste, op. 5, for orchestra, Fata Morgana, op. 6, for tenor, piano and strings on a text by the poet Rabindranath Tagore, String Quartet No. 2 ‘Z opičích hor’, op. 7 (‘From the Monkey Mountains’), with ad lib percussion, Psalm 29, op. 12, for organ, baritone, female chorus and chamber orchestra, Suite, op. 13, for piano, performed in 1936 by the Czech pianist Bernard Kaff (who died in Birkenau in October 1944) and Suite, op. 17, for oboe and piano. He created the tragi-­comic opera Šarlatán (The Charlatan) to his own libretto in three acts and seven tableaux, staged in Brno in April 1938.

			In 1935, he married Soňia (Sofia) Nikolaevna Feldmann, who had previously been married to the famous Russian linguist Roman Osipovič Jakobson, and their daughter, Olga, was born in 1937. Having been assistant conductor at Brno and Saarbrücken operas, Haas tried in vain to emigrate after the German occupation in 1939. Brother Hugo was more successful and took refuge in the United States, where he embarked on a steady film career.

			
			

			Prior to his arrest, Haas formally divorced his wife (who was not Jewish) to save her and her daughter from the same fate. In December 1941, Pavel was moved to Theresienstadt. In the camp, after an initial period of emotional isolation, he wrote Al S’fod for male chorus to a text by David Shimoni. His Four songs on Chinese poetry for baritone and piano, to texts by Wei Jing-­wu, Wang-­wei, Tchang Tiou-­ling and Han I, and translated into Czech by Bohumil Mathesius, was dedicated to the singer Karel Berman, who, on 22 June 1944, performed them at the town hall (with Rafael Schächter at the piano). Berman, also interned at Theresienstadt, managed to protect an original copy of the score and bring it back to Prague following the liberation of the camp. Study for string orchestra was conducted by Karel Ančerl in Theresienstadt. You can hear Study in the 1944 film Theresienstadt and see Haas himself receive the final applause.

			After the war, the Czech composer, poet and musicologist Lubomir Peduzzi – a former pupil of Haas, as well as responsible for rescuing a large number of his musical works in Theresienstadt – reconstructed and completed his works based on instrumental parts kept by Ančerl. Three Pieces for mezzo-­soprano, tenor, flute, clarinet and string quartet, Variations for piano and orchestra, Partita in olden style for piano, Fantasy on a Jewish Melody for string quartet and Requiem (for unknown forces) appear to have been lost, however.

			According to Ančerl’s testimony to Hugo Haas, the composer saved his life. On 16 October 1944, Haas was taken to Birkenau and during the selections for the gas chamber, Josef Mengele, the SS officer and physician nicknamed ‘The Angel of Death’, was picking Ančerl when Haas started to cough, so Mengele choose Haas instead.

		

	
		
			
			

			Hans Krása

			Hans Johann Karl Krása grew up in Prague in a family of German-­speaking assimilated Jews. His works include the cantata Die Erde ist des Herrn for soloists, chorus and orchestra, the two-­act opera Verlobung im Traum (Betrothal in a Dream) and Kammermusik, for harpsichord and seven instruments. His musical idiom, influenced by the French avant-­garde of Les Six, gradually shifted towards a Mahlerian aesthetic. He met the writer and caricaturist Adolf Hoffmeister, for whom he wrote the incidental music for the play Mládí ve hře. After the German occupation of Czechoslovakia, Krása’s musical life became limited to just a few concerts at Prague’s Jewish orphanage. In 1941, he was arrested by the Gestapo and taken to Theresienstadt on 10 August 1942. There, he wrote Three Songs for baritone, clarinet, viola and cello, to a text by Arthur Rimbaud, Tanz and Passacaglia and Fugue for string trio, Overture for small orchestra and piano and the reconstruction of his Theme and Variations for string quartet, originally composed in Prague. He was transferred to Birkenau on 16 October 1944 and died the following day, it is thought in the gas chamber.

			 

			
			

			Brundibár

			Hans Krása’s name is linked above all to the short opera in two acts and sixteen tableaux for children and orchestra, Flašinetár Brundibár – just Brundibár in the handwritten score. It takes its inspiration from an Aristophanes play, with a Czech libretto by Adolf Hoffmeister (who took refuge in London before the war broke out), and was composed in 1938 for the inauguration of Prague’s Jewish orphanage. It was entered, in 1939, into a competition announced by the Ministry of Education and Culture, which did not take place due to the German occupation. The short opera was performed, however, in December 1941 at Prague’s Jewish orphanage, with the musical accompaniment of only three instruments. Krása himself reconstructed it in 1943 in Theresienstadt (he took the chorus parts and the arrangement for voices and piano with him).

			Besides differences in texture and tonality from the Prague version and the reduction for voices and piano, the Theresienstadt version omits two episodes: ‘Captain Novak’s Song’ (included in Act I, Scene 8) and the episode involving the pursuit of Brundibár (Act II, Scenes 6 and 8), the latter being essential to the understanding of the plot.

			It was performed in a new orchestral arrangement on 23 September 1943 at the Magdeburg Pavilion and had at least fifty-­five performances (mainly with harmonium accompaniment), conducted and arranged by Rudolf Freudenfeld with musical coordination by Rafael Schächter, and decor by the Czech set and costume designer František Zelenka. According to Anita Klingsberg, who performed in Brundibár, Krása was a very distinguished man who enjoyed dressing smartly and was of a shy nature; she saw him only once in the auditorium, watching the rehearsal of his opera in Theresienstadt. The main character in the opera, the evil fiddler Brundibár, was played by fourteen-­year-­old Honza Treichlinger, who died in Birkenau. Only a few of the children who appeared in the opera survived the war; the majority were decimated by starvation, infectious diseases or transferred to Birkenau.

			
			

			 

			In 1995, I recklessly decided to stage Brundibár. The production costs were extremely high: I spent 15 million lire – borrowed from a friend and paid back over two years – on preparing the orchestra, the chorus and the recording. I wanted to stage an Italian version translated from the original Czech, so I had the libretto translated. All I had was a terrible photocopy of the manuscript, in addition to the material obtained from Blanka Červinková and Ricordi, the rights holder in Italy. The recording session at the Sorrisi studios in Bari was organised meticulously, the role of evil Brundibár played by the brilliant Paolo Candido. On the same record, I also included Viktor Ullmann’s Piano Sonata No. 7 and Lullaby by Gideon Klein.
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