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The International Forum for Suppressed Music [IFSM) was established in September 1999, by the Jewish
Music Institute [JMI) at the School of Oriental and African Studies [SOAS) University of London, as a platform to bring together all those working in the field of suppressed music. Its early focus is on composers
who suffered under the Third Reich, though the IFSM is also a platform for examining music under other
totalitarian regimes.
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performance and recording of this music, and publishing new scho larship as well as material not hitherto available in English. In the year 2000 IFSM held an International Conference Thwarted Voices: Music
Suppressed by the Third Reich at the University of London, focusing on the pupils of Franz Schreker, the
most highly regarded composer and teacher in Vienna and Berlin in the 1920s. The establishment of thi s
Forum, and the development of its work, is endeavouring to meet the needs of audiences, musicians,
promoters and scholars the world over.
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IFSM publishes a quarterly email Newsletter bringing information to 500 musicians, musicologists, writ ers, critics and festival organisers worldwide, of matters relating to suppressed music. To subscribe
please email ifsmrajmi.org.uk with the subject line 'subscribe to newsletter'. The two published
Newsletters are now available on the IFSM pages of the Jewish Mu sic Institute website:
www.jmi.org.uk/suppressedmusic. Many reconstruction projects are lined up and awaiting funding to
set them in motion. If you would like to help, please telephone Michael Haas at IFSM 02078984308.
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Thwarted Voices
Music Suppressed by the Third Reich
Presented by the JMI International Forum for Suppressed Music
Patron and Host: Barry Humphries
'It is hoped that as we get more acquainted with them, the works by these composers who
contributed so much to the development of 20th century music will continue to enter the
mainstream of musical life} Sir Simon Rattle, President, JMI Intern ational Forum for Suppressed Music
Six events: Sunday 25 November 2001, 10.00am-1 O.OOpm
Queen Elizabeth Hall, Purcell Room
Preface by Geraldine Auerbach MBE
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Thwarted Voices: an introduction by Michael Haas
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10.00am Queen Elizabeth Hall foyer: Talk by Michael Haas
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11.30am Purcell Room: Lieder Recital, Christian Immler, baritone, Erik Levi, piano
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2.00pm

Queen Elizabeth Hall: Max Brand's Opera, Maschinist Hopkins
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5.00pm

Purcell Room: Vienna Piano Trio
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8.00pm

Purcell Room: Cafe Berlin, Eva Meier and Conor Linehan
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8.00pm

Queen Elizabeth Hall: Yehudi Menuhin School Orchestra
Ronan Magill, guest soloist

17

Queen Elizabeth Hall Foyer: Klub Zwei,
an invitation to contribute your thoughts about suppressed music on video

21

All day

COs of music by composers featured in Thwarted Voices are available from JMO
Call 01323 832863 email jmduk@hotmail.com or see http://www.jmi.org.ukljmd
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Thwarted Voices: Music Suppressed by the Third Reich
Preface by Geraldine Auerbach MBE
Director, Jewish Music Institute
Co-ordinator JMI International Forum for Suppressed Music
According to our patron and host, Barry Humphries, Hitler gave
Australia coffee and chamber music - it was just a tea- and beerdrinking society before the refugees from Nazi Germany brought
European culture. When the Rabbi of the Melbourne Synagogue,
who had earlier been the Rabbi at the Berlin Liberal Synagogue
before it was burned down, played him his recordings of Krenek's
Jonny spielt Auf and Max Brand's Maschinist Hopkins Barry
immediately recognised them as the exciting popular hits that they
once were and became passionate about the music of the interwar period in Weimar Germany. He was fascinated by scores he
found in second-hand bookshops in Melbourne of music by
Schreker, Zemlinsky, Korngold and many of the other composers
featured today. Being familiar with such names, he was surprised
to find when he came to Europe, that no one had heard of them.
The Nazis, it seemed, had done a pretty good job.
By being host of Thwarted Voices, Barry Humphries joins the JMI
International Forum for Suppressed Music in its mission to bring
the music of these composers back to the concert halls and opera
houses, from where it was so suddenly and brutally removed. In
this way we may come to understand how twentieth-century
European music was developing until it was torn apart. We are
very honoured to have him here to introduce the opera.
These programmes in the Queen Elizabeth Hall and Purcell Room
have come about due to the enormous enth usiasm of the performers. When Peter Tregear of Cambridge University contacted
the Austrian Cultural Forum (ACF) and the Jewish Music Institute
with the idea of staging the opera, we could hardly believe he
could undertake such a mammoth task. But his commitment and
that of th e cast, the students and the production team he has
assembled, has brought Hopkins to the Queen Elizabeth Hall
today. Around this big event, Michael Haas, who rediscovered this
music and recorded so much of it for Decca, sets the scene. Erik
Levi, who wrote Music in the Third Reich, masterminded the
Lieder recital. The ACF introduced the fine musicians of the
Vienna Piano Trio and we have an long-standing relationship with
the wonderful Yehudi Menuhin School Orchestra, which has taken
thi s repertoire on board for concerts this year. Eva Meier has
come from Berlin to sing the songs of cabaret and theatre. JMI is
very grateful to all the performers and the production teams and
hope that they will enjoy performing this music for many years to
come. Special thanks are due to JMI technical director John S. Hill
who has worked so meticulously with all the performers.
JMI is very pleased that Thwarted Voices is part of the season,
Vienna-Berlin-London: the trails of creativity, 1918-1938, organised by the Austrian Cultural Forum, London as well as part of the
JC Festival of Jewish Arts and Culture, organised by Harvey
Goldsmith, sponsored by the Kessler Foundation.

Michael Haas with Berthold Goldschmidt

Thwarted Voices: an introduction by Michael Haas
Sitting in a concert of music from the second half of the twentieth
century, it's easy to wonder how come its language is so challenging and often, difficult to comprehend. As we look at the
beginning of the last century, we find a surge towards modernism,
but in parallel, we find a slow organic development in a much less
aggressive and confrontational idiom. Indeed, after the First World
War, Weimar Republic Germany became the capital of musical
pluralism while the whole of central Europe developed into a tangle of factions, schools, with aesthetics mixing with progressive
and reactionary politics.
The old systems had failed and new systems were being put into
place. Were the twentieth century to have a sub-title, it co~ld be
'The Rush to Utopia'. An 'ism' supplied the answer to any of society's needs: Socialism, Fascism, and Communism. Religion, the
basis of society had been discredited as the fundamental way of
things. Darwin and Freud offered scientific and intellectual
answers to seemingly impossible questions about humans and
humanity. Technology had started to make an impact on th e daily
lives of everyone. The arts were responding by trying to take on
social and even scientific agendas. Schoenberg and Josef
Matthias Hauer created tonal systems that were meant to replace
the supposedly limited diatonic system of Western music.
Stravinsky and Hindemith tried to create a music that was objective and technical.
In this environment, the relatively recently liberated Jewish bourgeoisie had in the space of a few short generations, risen to lead
music in all of its genres. Schoenberg, the reformist had questioned Western tonal tradition. Schreker, the most performed
composer of the day, created an operatic language that was
Freudian, dark and erotic. Wachsmann, Hollaender, Heymann and
Spolinansky dominated cabaret and revue. Edmund Meisl and
Josef Zmigrod, also known as Allan Grey were the first choices in
cinema music. Kalman and Oskar Straus were some of the principal operetta composers of the day. All of this activity was underpinned by Jewish writers, directors and collaborators.
From today's perspective, a pattern emerges. It is a pattern that
gives the lie to Hitler's claim that Jews had subverted German culture and music through Modernism, or as they called it, 'cultural
Bolshevism'. Indeed, of the most subversive composers of the
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day, nearly all were non-Jews. Krenek, Berg, Webern, Hindemith,
Zillich and Hauer were all good German and Austrian 'Aryans'.
Interestingly, the Nazis' earlier attempt to hold Jews responsible
for 'Modern Art' shows the same thing. The artists included in the
notorious exhibition 'Entartete Kunst' ('Degenerate Art') were
almost all non-Jews.
Between the wars in central Europe Jewish composers were predominantly 'progressives' rather than underminers, having adopted the Enlightenment tradition of German culture. As a successfully enfranchised minority, they were naturally liberal and socially
tolerant. As artists, they enjoyed their success and the pleasure
they were able to give to what was a massive and appreciative
public made up, to be sure, of many cultured Jews, but which was
predominantly non-Jewish. Not only in music had Jews scaled the
social heights and they were not inclined to sacrifice this newly
found respectability. Jews were immensely successful at being
Germans. Many had fought in the previous World War and were
proud of their nation.
Hitler's lie was to blame Jews for all of the non-traditional trends
in music and art, and then to claim that 'Aryan' musicians and
artists who were the major experimenters had essentially been
'infected' by them. Thus, by marrying cultural conservatism with
racist policy, the Nazi managed to destroy the continuity of
German music as well as the livelihoods (and eventually, the lives)
of Jewish musicians.
Already by 1933, anti-Semitic policies had removed the works of
Jewish composers from the stages, opera houses and concert
venues of Germany. It is also now clear that the international influence of National Socialist anti-semitic art policy was able to reach
as far as Britain's own musical politics.
The persecution of Jewish composers and those allegedly 'infected' by Jewi sh influence led to a number of other non-Jewish composers leaving central Europe out of solidarity, disgust or the fear
of vaguer threats. Bart6k wrote a letter from his American exile,
protesting that he had not been included in the list of 'degenerate'
composers. Martinu never returned to Czechoslovakia, Robert
Stolz resisted all pleading to stay and left after helping countless
Jewish colleagues escape. Ralph Benatzky, without the financial
resources of Robert Stolz, left for an uncertain future conducting
in Broadway pits.
The 'thwarted voices' were the voices of tolerance, moderation
and liberalism. From a musical cultural point of view, 'thwarted'
also was the organic transition from the nineteenth century's
romantic language to that of the twentieth. The composition class
of Franz Schreker (1920-33) had been a class of progressives
who had no intention of wholly abandoning tonality. Other composers, such as Korngold, Zemlinsky, Rettich, Ettinger and indeed
Schreker himself saw progress not in the subversion of consonance, but in linear structure and a more complex uses of
polyphony. For these composers, music remained a deeply sensual experience. This sensuality, comparable with the erotic paintings of the Viennese Jugendstil, was also a progressive means of
breaking with the idealised notions of human nature the
Romantics had represented.
With this South Bank Day, under the title 'Thwarted Voices', the
Jewish Music Institute's International Forum for Suppressed

Music follows up its colloquium of last year at SOAS, London
University, on the composition class of Franz Schreker. This was a
class that arguably would have changed the nature of music today
had it been allowed to develop. On the South Bank today we are
able to present in as many media as possible the wide range of
music that was affected. We have Max Brand's masterpiece
Maschinist Hopkins as our centrepiece. Brand was a student of
Schreker and his opera was not only the operatic, but theatrical
sensation of the early 1930s. It presents a mixture of social commentary, jazz and music that would have been part of a new way
forward had Brand been allowed to build on his success. We also
have recitals of art songs and chamber music, an orchestral concert and an evening of theatre, cinema and cabaret songs. No
day-long event can quite repair all the damage done to our musical life by Hitler and the Third Reich, but attending some of the
concerts may suggest how, had these voices not been frustrated,
the voices of post-war music, and so of today's composers might
have been very different.

1 0.00am-11.00am, Queen Elizabeth Hall Foyer

Talk by Michael Haas
Executive Producer of the acclaimed Decca record series
'Entartete Musik' sets the scene for the music and composers featured during the day.
Michael Haas
Michael Haas (b. 1954) won numerous awards as executive and
recording producer for both Universal Music Group's
Decca/London and the Sony Classical labels. He was producer
for Sir Georg Solti for over ten years winning several Grammys,
before leaving for Sony to work with Claudio Abbado and the
Berlin Philharmonic.
Between th e two labels, he has produced prize-winning record ings with almost all the major classical artists of the day including
conductors: Dohnanyi, Haitink, Mehta, Gergiev and Sir Simon
Rattle; instrumentalists: Lupu , Ashkenazy, Zukerman, Vengerov
and Brendel; and singers: Pavarotti, Domingo, Sutherland,
Fleming, Freni, Ludwig, Norman, and the duo Ang ela Gheorghiu
and Roberto Alagna.
The work that has loomed large in his life has been in the rediscovery of music lost during the Nazi years in Europe. The record ing series 'Entartete Musik' is seen as a groundbreaking recovery
of works thought forgotten or destroyed. These include recordings of works composed in concentration camps as well as works
by major composers such as Berthold Goldschmidt who, once
banned, never regained their earlier prominence. The series of
nearly 30 recordings has won major awards and created an
opportunity for launching such artists as Ute Lemper, Matthias
Goerne and Jane Eaglen.
Press coverage has been extensive on the 'Entartete Musik'
series. This work, tog ether with his mainstream activities, earned
him an entry as one of classical music's most influential
entrepreneurs in th e Evening Standard 'Millennium List of
London's Movers and Shakers'.

Thwarted Voices: Music Suppressed by the Third Reich
Now with his own company, Coralfox, Haas spends his time developing recordings and projects in addition to lecturing, writing,
directing festivals and chairing and contributing to conferences.
With the Jewish Music In stitute International Forum for
Suppressed Music, of which he is on the executive committee, in
2001 he initiated and chaired a two-day conference 'Thwarted
Voices, Music Suppressed by the Third Reich' on the composition
class of Franz Schreker at the School of Oriental and African
Studies, University of London. He has also been music director of
the 'Musica Prohibita' festival of 'Entartete Musik' in Barcelona.
He has been invited to speak at numerous events, and universities
such as New York's Jewish Theological Seminary; Hamburg
University, (Musik Hochschule) where he has held seminars;
University of Virginia and the Lincoln Centre Festival. In 1997 and
1998, he was consultant to The Milken Family Foundation's
recording series, The Jewish Experience in Am erican Music.
Bilingual in German and English, Haas was born to American parents, but raised in Austria where he received much of his general
education and all of his musical training. He was trained in performance as a pianist at the Vienna Conservatory and subsequently
at the Music Academy.

Korngold's orchestral and operatic works will recognise many
features of his mature style: the soaring ecstatic vocal line of the
first and final songs, the simple charm of 'The Child Asleep' and
the powerful heroic gestures of 'Stronger than Death'. In contrast, the surprisingly repetitive material of 'The River Flows'
strikes a rather different pose, its exotic whole-tone harmonies
suggesting Debussy and even Kurt Weill in some places.

Berthold Goldschmidt (1903-1996)
Zwe' Morgenstern lieder (1933)
words by Christian Morgenstern
i Nebelweben (Fogweaving)
ii Ein Rosenzweig (A Sprig of Roses)
Unlike some of his older compatriots, Berthold Goldschmidt
rarely ventured into the genre of the Lied. Yet there is something
undeniably touching about these two Morgenstern settings composed only months after Hitler came to power. Both convey an
uneasy feeling of melancholy, either through the ghostly dissonances of 'Nebelweben' or through the ambiguous rhythmic patterns of 'Ein Rosenzweig'.

Georg Tintner (1917-1999)
Fruhling (Spring) (c. 1 935)
words by Hermann Hesse (U K premiere)
11 .30am-1.00pm, Purcell Room

Lieder Recital
Christian Immler, baritone
Erik Levi, piano
Franz Schreker (1878-1934)
Zwei lieder, opus 2 (1901)
i

Sommerfaden (Gossamer Threads), word s by Dora Leen
Stimmen des Tages (Voices of the Day),
words by Ferdinand von Saar
The vast majority of Franz Schreker's songs were composed
around the turn of the century, a period wh en the composer was
trying to establish an individual voice after his apprenticeship at
the Vi enna Conservatory. Not surprisingly, the influence of both
Brahms and W agner can be perceived in these two highly
expressive songs, but the occasional touches of exotic harmony,
the restless modulations and the sensitive word -setting clearly
presage the future operatic composer.
ii

Erich Wolfgang Korngold (1897-1957)
The Eternal, opus 27
words by Eleonore van der Straaten (U K premiere)
Unverganglichkeit (Release)
Das ei lende Bachlein (The River Flows)
iii Das sch lafende Kind (The Child Asleep)
iv Starker als der Tod (Stronger than Death)
v Unverganglichkeit (Release)
Korngold composed this song-cycle in 1934 at the time he was
working on his final opera Die Kathrin. First performed in Vienna
three years later, Unverganglichkeit reveals an unusual structural
plan with the reprise of the opening song providing a satisfactory conclusion to the cycle. Those who are familiar with

The Austrian -born Georg Tintner studied composition under
Josef Marx and was appointed conductor at the Vienna
Volksoper in 1936. Forced to leave his native country after the
Anschluss (Nazi unification of Austria and Germany, 1938),
Tintner eventually found his way to New Zealand where he resurrected his career after the war. During the 1950s Tintner was
active in Australia and spent a brief period of time conducting in
South Africa. In the latter part of his life, he worked in Canada
and attained considerable eminence as an interpreter of
Bruckner as demonstrated in his highly acclaimed recordings of
the Symphonies for the Naxos label.
Although Tintner was passionately committed to composition,
few of his works have enjoyed widespread dissemination. This
early song demonstrates his undeniable lyrical gifts, exploring a
sumptuous and atmospheric harmonic style that owes much to
Scriabin. Admirers of Richard Strauss's Four Last Songs will
recognise Hesse's wonderful poem, but should note that
Tintner's setting predates Strauss by a good many years.

Alban Berg (1885-1935)
Vier lieder, opus 2 (1910)
Schalfen, schlafen (To sleep, to Sleep),
words by Friedrich Hebbel
Schlafend tragt man mich (Sleeping I am Carried),
words by Alfred Mombert
iii Nun ich der Rie sen starksten uberwand (I Overcame the
Strongest Giants), words by Alfred Mombert
iv Warm die Lufte (Warm the Breezes), words by Alfred Mombert
These remarkably intense yet compact songs manifest a fasci nating transition from the world of late romanticism to newer
pastures - in effect, a tran sistion from nostalgia to modernism.
Composed at the very end of Berg's apprenticeship with

3
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Alexander Zemlinsky (1871-1942)

Schoenberg, they explore a heightened chromaticism that in the
first three songs is tempered by unequivocal allusions to tonality,
as well as clear reminiscences of Wagner. In the final song, however, the tonal foundations are breached and as the music
moves towards a violent climax, there is a extraordinary premonition of the kind of dramatic writing that Berg explored in his
opera Wozzeck.

4

same degree of emotional fervour. A more restlessly chromatic
language is explored in 'Und hat der Tag all seine Qual'. The
gentle rhythmic patterns remind one of Hugo Wolf, though there
is a greater degree of sensuality that points forward to the great
orchestral work Die Seejungfrau. In th e final two songs,
Zemlinsky seems closer to Mahler, particularly in exploiting the
poignant juxtapositions between major and minor ton alities.

Interval: 10 minutes

Berthold Goldschmidt (1903-1996)
The Old Ships (1952), words by James Elroy Flecker

Alexander Zemlinsky (1871-1942)
Turmwachterlied und andere Gesange, opus 8 (1900)

This extensive setting composed in 1952 was later orchestrated
as part of the Mediterranean Songs. By this time Goldschmidt
had lived in England for a relatively short period, yet his capacity
to absorb the subtle nuances of the English language is clearly
in evidence here. In comparison with Goldschmidt's earlier work,
there is a new-found lyricism to the writing - an eloquence of
expression that rivals the finest English songs of the twentieth
century.

Turmwachterlied (The Tower Watchman's Song),
words by Jens Peter Jacobsen
Und hat der Tag all seine Oual (And Once All the Miseries of
the Day), words by Jens Peter Jacobsen
iii Mit Trommeln und Pfeifen (With Drums and Fifes),
words by Detlev von Liliencorn
iv Tod in Ahren (Death among the Corn),
words by Detlev von Liliencorn
This magnificent collection forms one of the crowning glories of
Zemlinsky's earliest period of song writing. During this time, the
composer was absorbing a multitude of different influences
while beginning to establish a distinct voice. The shadow of
Brahms hovers over the extended piano interludes of the
Turmwachterlied, though the older composer would not have
expanded the material to such great lengths nor achieved the

Hanns Eisler (1898-1962)
Zwei Lieder nach Worten von Pascal
(from Hollywood Liederbuch, 1 942-3)
Oer Kirschdieb (The Cherry Thiet), words by
Bertolt Brecht (from Hollywood Liederbuch, 1 942)
Exiled in the United States during the Second World War,
Hanns Eisler settled in Los Ang eles where he found relatively
lucrative employment as a composer of film scores. Yet these

Thwarted Voices: Music Suppressed by the Third Reich
were anxious times. Eisler felt isolated from his new environment
abhorring the intense commercialism of American life and viewing the unfolding events in Europe with growing bitterness,
anger and pain. Such feelings are predominant in the Hollywood
Liederbuch - a large-scale collection of nearly fifty songs which
Eisler completed between 1942 and 1943. The three songs
presented in today's programme are typical of the collection as a
whole in their brilliant word -setting, their economy of means and
their powerful use of irony.

The Performers
Christian Immler, baritone
Christian Immler began his musical education as a treble in the
Tolzer Knabenchor, where he performed under some of the
world's most prestigious conductors including Chailly, Karajan
and Levine, and recorded Bach Cantatas and B-Minor Mass
under Harnoncourt and Parrot. With a scholarship from the
German Academic Exchange Service DAAD, Christian studied
with Rudolf Piernay on the opera course at the Guildhall School
of Music where he won the 1998 Schubert Prize.
Currently a Junior Fellow at the RCM, Christian appeared at the
Spitalfields, Brighton and Halle Handel Festivals. Recent performances have included St Matthew Passion with Daniel Harding
and the Kammerphilharmonie Bremen, Bach Cantatas and
Christmas Oratorio with Manchester Camerata and the Israel
Chamber Orchestra as well as the St John Passion with CLS in
the Barbican Hall.
On stage Christian has sung Lully's Thesee with William Christie,
Monteverdi's L'Orfeo and Harlequin in Strauss' Ariadne auf
Naxos. Christian has participated in masterclasses with Barbara
Bonney, Sir Thomas Alien, Charles Spencer, Thomas Ouasthoff
and Brigitte Fassbaender and was invited to the Young
Songmakers' Almanac with Graham Johnson as well as to the
Young Artists Programme of the Ravinia Festival. In January 2000
Christian gave his Purcell Room debut during the PLG New Year
Series.
Erik Levi, piano
Erik Levi was born in Manchester and studied music in Berlin and
at the Universities of Cambridge and York. Currently Senior
Lecturer in Music at Royal Holloway University of London, he has
pursued a versatile career as an academic, publishing extensively
on German music of the 1920s and 1930s, as a critic and broadcaster, and as an accompanist who has recorded for the BBC
and has appeared at the Aldeburgh Festival, Wigmore Hall and
London's South Bank.

Max Brand (1896-1980)

2.00pm-4.30pm, Oueen Elizabeth Hall

Maschinist Hopkins
first U K stage performance
Music and Libretto: Max Brand (1896-1980)
By arrangement with Alfred A. Kalmus, London
Publishers: Universal Edition, Vienna
Original English version by Elizabeth Forbes
New translation by Thomas E. Elias
This is a courageous Cambridge University student production
of Max Brand's important opera, wildly popular in its day, with
forty-two different productions in its first three years. Since it
was banned in 1933, it has hardly been heard anywhere.
Today's performance wil be introduced by writer and comedian,
Barry Humphries.
Music Director/Producer: Peter Tregear
Stage and Film Director/Producer: Katja Lehmann
Set and Costume Designer: Ruth Paton
Lighting Designer: James Whiteside
Assistant Director: Martin Haas
Assistant Music Directors: Jack Day, Jonathan Jones
Repetiteurs: Richard Black, John Bradbury,
Alex Eadon, Oliver Wicker
Assistant Producer: Ben Morgan
Technical Director: John S. Hill
Production Manager: James Williams
Stage Manager: Mike Rudin
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Deputy Stage Managers: Nick Hayman-Joyce,
Cath Gardner, Judith Evans
Camera Operators: David Cann, Katja Lehmann,
Ruth Paton
Film Editor: Katja Lehmann
Technical Advisor: Alan Blackwell
Computer Graphics: Marc Cardle
The Cast
Bill, Foreman at Lixton's Factory: James Hancock
Nell, Jim 's wife: Carmel Gutteridge
Hopkins, Machinist at Lixton's: Stephen Bowen
Jim/Bertier: Alan Loader
Company Secretary/Director: Arthur Davis
Theatre Producer: Lindsey Day
Music Director: Markus Norrman
Young Girl: Annette Wase
Power Source: Joanna Pullicino
1st Female Worker: Charlie Tetley
2nd Female Worker/Wardrobe Mistress:
Sakura Schafer-Nameki
1st Male Worker: Mike Webb
2nd Male Worker: Jon Paxman
Jazz Chorus: Michael Hall, Andrew Hanrahan, Jon Paxman,
Satish Raghavan , Mike Webb, Matthew Wilkinson
For Cambridge University Opera Society:
Senior Chairman: Professor Patrick Bateson
Junior Chairman: Madeleine Lovell

Scene III
Act I
Five years later Bill has set up as a successful rival to Lixton's,
and he discusses his latest round of share dealing with his company secretary. Haunted by Jim's murder, he wishes to buy
Lixton's out, and close it down, thus burying the evidence.
Hopkins, on whom Bill has relied as an informer, sympathizes
with the workers' dissatisfaction with their wages and Bill sacks
him. Nell, now married to Bill, persuades him to let her pursue an
acting career.
Scene IV
An exclusive business restaurant with a garden terrace. A band
strikes up with an authentic Jazz routine to an original English
text by the composer George Antheil. Nell signs her theatre contract and during the celebrations Bill learns from his secretary
that shares in Lixton's have plummeted. He resolves to buy the
company.
Scene V
Bill and Nell celebrate their rising fortunes with an ecstatic love
duet, both near a state of perfect oblivion.
Interval
Act II
Scene VI
The machine room at Lixton's. As a siren announces the factory's imminent closure, the workers discuss th e rumour that their
new boss murdered his wife's first husband. Hopkins, now in
charge on the shop-floor, recognizes a chance to get his
revenge on Bill and to secure the workers' future.

For The Baker'S Opera
Producers: Katja Lehmann and Ben Morgan
For Churchill College Chorus
Chorus Master: Jon Paxman
Music Sizar: Alexis Guneratne
For Cambridge University Symphony
Chairman: Tim Craggs
Leader: Karl Sandeman

rchestra

Synopsis
Prologue Scene I
Outside a bar in a working -class district of a large industrial city.
Bill, a worker at the nearby Lixton's factory is irritated by Jim who
is inciting the workers to industrial action. Bill has his own plans
for self-improvement and with the help of his mistress, Jim's wife,
Nell, he steals the key to the factory.
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Scene VII
Nell's dressing room. Hopkins, now a lighting electrician at her
theatre, forces Nell to confess.

Scene II
The machine room of the factory, that the same night. The
brooding machines speak of their neglected state. Meanwhile,
Jim disturbs Bill and Nell who are on the point of stealing
Lixton's industrial secrets. In the ensuing fight over Nell, Jim is
caught up in the machinery and is killed.

Scene VIII
The wings of the th eatre. Theatre staff vie for Nell's attention. Bill
enters, to join in the congratulations, but he meets Hopkins who
blackmails him with Nell's confession. Forsaken, Bill's world
begins to fall apart.
Act III

Scene IX

A deserted street, one year later. Hopkins, who has become as
cold and as calcu lating as the machines he serves, announces
to Nell that he has no further need of her. His revenge on Bill is
almost complete.
Scene X
The Bar near Lixton's. A bawdy cabaret song is heard. Bill overhears two men discussing their engagement of a prostitute
called Nell. Enraged, Bill storms out.
Scene XI
A street near Lixtons. Bill reflects on how events have turned full
circle. Through Nell's window he imagines he sees her, naked and
with a client, and in a fit of madness goes in and murders her.

Thwarted Voices: Music Suppressed by the Third Reich
Scene XII
The machine room at night. Bill, in a deranged state, tries to
regain control. The machines refuse to submit and he sets out to
destroy them. Just as he is about to turn off the Power Source
(which now sings out in Nell's ghostly voice) to short-circuit the
entire plant, Hopkins enters, and Bill is vanquished. Hopkins is
now in control of the factory. Against a relentless cry of 'to
work!', Hopkins proclaims the dawn of a new age.
Maschinist Hopkins and Weimar Opera
Political crises. Economic turmoil. Moral turpitude. So we have
come to imagine life in the so-called Weimar Republic, the name
given for the period of government in Germany that stretched from
the end of the First World War to the rise of the Third Reich. It is
not surprising, then, that we have also come to think of most significant cultural artifacts of the era as those arising out of the more
overtly subversive or underground art moments, such as the
cabaret or avant-garde expressionism. But some of the most interesting and successful artistic enterprises were in fact undertaken
in the hallowed realm of the opera house. Here, above all else,
music - that aesthetic medium so integral to German self-esteem
- interacted in the most intense way with drama, dance and spectacle, and composers were quick to exploit possibilities of exploring pressing social issues of the day and associated upheavals in
received notions of what modern culture was or indeed ought to
be. New works for the opera stage abounded and opera houses
absorbed them readily - it was de rigueur for up to half the season in a house to consist of new work. Furthermore, works such
as Brecht and Weill's Oreigroschenoper (1927), and Aufstieg und
Fall der Stadt Mahagonny (1929), Alban Berg's Wozzeck (1925),
Ernst Krenek's Jonny spielt auf (1926) and Paul Hindemith's
Neues vom rage (1929) were also astoundingly successful. And
at the end of the 1920s, just as the economic tide was turning
against the fragile Republic, a work by a relatively unknown
Austrian composer appeared destined to be the most successful
opera of them all. The work was Max Brand's Maschinist Hopkins.
In its first year it was to be performed no less that 134 times. By
1932 it had received 37 productions, including performances in
Czechoslovakia, Sweden, and the Ukraine, statistics almost
unparalleled in operatic history.
Max Brand was born in 1896 in Lemberg (L'viv) in what is today
the Ukraine to parents of Romanian-Jewish decent. At that time
Lemberg was part of the Austro-Hungarian Empire and after service in the Austrian army in World War I, Brand became a student
of Franz Schreker at Imperial and Royal Academy for Music and
the Performing Arts in Vienna. Schreker was then the most distiguished teacher of composition in the country, and Brand attended classes alongside Ernst Krenek, Alois Haba, Karol Rathaus,
and Wilhelm Grosz, among others. In 1920 Brand followed
Schreker to Berlin, returning to Vienna in 1924 to work as a teach er and composer. His experience of the post-war turmoil in both
capitals made him sympathetic to the ideals of the Communist
Party, and he started composing music for political revues. The
co -incident development of a radical musical language by
Schoenberg and others encouraged Brand to conflate his views
on radical politics and radical music, and he came to see both as

valid responses to the problems of the times. He thus became the
first composer outside Schoenberg's circle to use the so-called
'twelve-tone technique', in his five settings of Else LaskeSchuller's Hebraische Balladen composed in 1927. But Brand
was above all a man of the theatre and when, in 1928, his wife
became sick with tuberculosis, he decided to put both his expanded compositional technique and awareness of the political
Zeitgeist to the service of a work which could at the same time
address a large audience, hoping thereby raise the money needed fo; her treatment. This represented no great artistic compromise, however, as by this time Brand had observed enough of the
work of his comtemporaries to know that the idea of art as a medium for social critique did not need to be sacrificed in the service
of popularity. Both Krenek's Jonny spielt auf, and Weill's
Oreigroschenoper, for instance, possess critical ambitions that
extend far beyond their mass appeal.
Even before the first performance in Duisburg on 13 March 1929,
the musical and dramatic qualities of Maschinist Hopkins were
recognised by his contemporaries. Alban Berg was especially
impressed, and it may be that the many musical and dramatic similarities between Hopkins and Lulu are more than co-incidental.
Brand showed not only that he could write twelve-tone music that
was lyrical and dramatic, he was also not averse to adapting other
contemporary operatic idioms, as exemplified by the music of
Schreker, Giacomo Puccini and Richard Strauss when the
moment called for it. He also demonstrated a willingness to comment critically on these idioms and their increasing alienation from
the pop culture of the day by placing them side by side with passages of American jazz and other popular dance styles, or by distorting them for ironic effect. The overall result is a score which is
both entertaining and provocative, at once in tune with the dramatic and critical ambitions of the libretto.
The subject-matter of Maschinist Hopkins drew upon common
preoccupations of the time, as famously witnessed by Fritz Lang's
film Metropolis (1926) and the aesthetic experiments at the
Bauhaus. The libretto, however, was entirely the composer's own
work and betrays something of Brand's own political views about
the social impact of a modernised, technology-driven, workplace.
Brand's representation of technology is nothing if not ambivalent.
We are shown the potential of technology to act as both our
saviour and oppressor. Although the machines that we encounter
today are more likely to be of the smaller, electronic kind, the
issues Brand's opera raises about technologically-mediated
human relationships remain as relevant as ever.
Perhaps the greatest achievement of the libretto is the extent to
which it moulds such nominally 'exotic' themes for an opera into a
dramatic form which at once works within, and plays with operatic conventions. Thus the three principal characters in the opera,
Bill, Nell, and Hopkins are recognisable as adaptations of operatic archetypes. At the same time, Brand creates a narrative structure which owes more than a little to cinema. Indeed, the story
unfolds somewhat in the manner of an operatic film noir.
Furthermore, Brand 's decision to give the machines an anthropomorphic presence allowed for the most spectacular staging. They
serve both as a kind of literal re-working of that old operatic cliche,
the deus ex machina and as an expressionistic projection of our
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modern fears about technology - an idea which perhaps has
found a more recent parallel in films like 2001,' A Space Odyssey,
The Matrix and A.I.
After the Nazi seizure of power in Germany in 1933, performances of Hopkins were banned, and it remained unperformed
for more than forty years, during which it was remembered, if at all,
as a mere curiosity piece. Today, though, we perhaps ought to see
the fate of the work as emblematic of the cultural loss that accompanied the political and humanitarian catastrophe of the Nazi era.
Brand fled Europe, eventually settling in the United States, where
he continued to work in the theatre and experimenting with electronic music (including pioneering work with Robert Moog), but
without ever achieving such a level of recognition again. He
returned to Austria in 1975, retiring to a studio in Langenzersdorf,
near Vienna, where he continued to promote the use of electronic music until his death in 1980. The first stage revival of Hopkins
had to wait for another four years. Two years later BBC Radio 3
produced a studio version to an English text, but the work has
never been staged outside Western Europe. Hopkins was most
recently produced in Giessen, Germany, in 1999-2000.
While, of course, operas continued to be written that similarly concern themselves with pressing social issues - works by Benjamin
Britten and Hans Werner Henze for instance - these operas nevertheless have not been able to engage with the listening habits
and emotional responses of their audience in quite the direct way
as had composers like Brand. In part this is perhaps because
opera has now bequeathed its mantle as a mass medium to film,
one which also radically combines image, music and action. But it
is also because a terrible history denied us an opportunity to build
on a tradition that, for a brief moment, seemed to demonstrate that
a critically involved culture, combined accessibility with aesthetic
integrity, was in fact possible in our modern age.
© Peter Tregear 2001

The Performers
Stephen Bowen, Hopkins
Stephen Bowen graduated from Trinity College in 1997 since
when he has worked with the Pocket Opera Company and Cleg
des Chants in France. Recent work includes a tour of Britain
singing Esteben in Haus Werne Henze's El Cimarron - a seventy-four minute solo performance portraying the life of a 104-yearold Cuban war veteran born in slavery. Concert work includes performances of Handel's Messiah, Verdi's Requiem, Mendelssohn's
Elijah and Bach's St Matthew Passion. Stephen started work as
a hair dresser and after hearing a recording of the Messiah decided to study singing. He has recently performed in The Magic Flute
at the Garsington Opera.
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Arthur Davis, Secretary, Theatre Director
Since completing a post-graduate course at Trinity College of
Music, Arthur Davis has sung extensively in oratorio and opera.
Operatic roles include Masetto (Don Giovanm) Bartolo (The
Marriage of Figaro) Morales (Carmen). Oratorio performances
include Handel's Messiah, Bach's B-Minor Mass, Beethoven's
9th Symphony, Verdi's and Faure's Requiems.

Lindsey Day, Theatre Producer
Lindsey has performed extensively throughout Australia, spending
1 995-6 in th e Au stralian production of The Phantom of the
Opera. He has recorded for the ABC and in 1995, appeared in
Shine the internationally acclaimed film by Scott Hicks. For the
State Opera of South Au stralia and for the tourning company
Co*Opera Lindsey has sung many roles ranging from romantic
opera to Broadway musicals. He also sung the tenor solo in
oratorios.
Carmel Gutteridge, Nell
Carmel graduated with merit from th e Guildhall School of Music
and Drama, and was subsequently a semi-finalist in the Kathleen
Ferrier competition. Her operatic roles have included Mimi in La
Boheme, and Lucietta in I Ouattro Rusteghi for European
Chamber Opera, as well as Papagena in the ECO production of
The Magic Flute for th e Milan Festival. She has understudied
Donna Anna and Casilda for British Youth Opera, and sang
Fiordiligi in Cosi Fan Tutte for Opera Live and Vitellia in La
C/emenza di Tito for Opera Exclusive. She also sang Tatyana in
the final scene of Eugene Onegin in a masterclass with Benjamin
Luxon, for the Friends of The Royal Opera. Carmel has sung principal roles for the Holland Park Opera Festival, including Gianetta
in L'Elisir o 'A more, Kate Pinkerton in Madame Butterfly and
understudied Violetta in La Traviata. Having taken part in the
Wexford Opera Festival 1999, she was subsequently engaged by
the organisers to give a recital of Beethoven and Haydn songs in
Bologna as a part of th eir Music festival, and in connection with
the Teatro di Communale. For the Wexford Festival 2000, Carmel
sang Serena in scenes from Porgy and Bess, Una Donna in their
production of Conchita, and the solo in the Durufle Requiem for
the final concert of the festival.
James Hancock, Bill
James Hancock was born in Melbourne, Au stralia. In 1994 James
was awarded the Opera Foundation Au stralia German Operatic
Award, and the Au stralian Opera Auditions Committee Dame
Joan Sutherland Scholarship. During his contract at the Koln
Opera Studio James sang the roles of 1er Geharnischter (Die
ZauberflOte) , Herold (Otel/o) , and studied the roles of Max (Der
FreischUtz), Siegmund (Die WalkOre), and the title role in Parsifal.
He was a recipient of the 1996 Bayreuth Scholarship. Since
1995 the Tait Memorial Trust has provided th e financial support to
enable James to study with Janice Chapman and Alberto
Remedios CBE. James's recent opera engagements include
singing the title role in Konig Erik Drot og Marsk by Peter Heise
with University College Opera, London, Bacchus (Ariadne auf
Naxos) with Abbey Voices London, Froh, Siegmund and Siegfried
in Der Ring with Pocket Opera, NUrnberg, which toured England
and Germany. James has also appeared as soloist with Earling
Symphony Orchestra in a performance of Das Lied von der Erde.
In June this year James performed at th e Longborough opera festival in a production of Gotterdammerung.
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Alan Loader, Jim, Bertier
Al an Loader was born in Birmingham, and educated at Cardiff,
London and Cambridge Universities. A former member of several
Cathedral and collegiate choirs, he now pursues a freelance
career as an singer, pianist, organist and music teacher, his repertoire encompassing anything from plainchant to Cole Porter. Alan
recently recorded a CD of carols with the Choir of St George's
Chapel, Windsor Castle, and his future solo engagements include
a performance of Durufle's Requiem in King's College Chapel,
Cambridge, with the Cambridge Choral Society. Alan currently
studies singing with Lynette Alcantara.
Markus Norrman, Music Director
Bass-baritone Markus Norrman was born in VasterAs, Sweden
1977. He started to sing at an early age and has been a member
of the Maria Choir, Gustaf Sjoqvist Chamber Choir, St Jacob's
Vocal Ensemble and St Jacob's Chamber Choir. His vocal studies
began in Sweden at Dalaro, BirkagArden and Vadstena
Folkhogskola with Arne Lundmark and Ingrid Haking Raaby. As a
concert soloist Markus has recently sung in performances of
Bach's Christmas Oratorio, Durufle's Requiem, Haydn's The
Seasons, Handel's Messiah and Mozart's Requiem. He has also
gained operatic experience as a soloist through performing
scenes from Menotti's The Old Maid and The Thief (Bob), Prince
Gremin in Tchaikovsky's Eugene Onegin, the High Priest in SaintSaens' Samson et oelila and also the title role and the Count in
Mozart's The Marriage of Figaro. He has presented a number of
recitals in both Sweden and in England, performing mainly
Swedish national romantic songs and other repertoire from the
romantic and post-romantic era. He is currently in his third year at
the Guildhall School of Music and Drama in London where his
teacher is lan Kennedy. Future plans include Wolf's Italieniches
Liederbuch and Brahms's Liebeslieder Waltze.
Joanna Pullicino, Power Source
Joanna studied singing, piano and theatre from an early age and
her repertoire takes her from opera and cabaret to musical theatre. She has broadcast on radio and television and has given
recitals in various parts of Europe, South America and Middle
East, including a tour in Mexico with the a capella group Coro
Cervantes. She recently toured the UK with the D'Oyly Carte
Opera and future plans include taking the production on tour to
America. She has performed major roles in opera and oratorio.
She is currently playing the role of Fairy Queen in lolanthe, and
Mrs Grosse in Britten's The Turn of the Screw.
Annette Wase, Young Girl
Annette has been singing since the age of ten. She qualified at
Homerton College, Cambridge as an English and Drama teacher
and more recently studied Musical Theatre at The Guildford
School of Acting. She has just moved back into London to continue her singing career. She is currently working as part of a 'girl
group', mixing opera and dance music, which will hopefully bring
some exciting prospects for the future. To pay the rent, she works
as a supply teacher.

The Production Team
Martin Haas, assistant director
Martin trained as a stonemason and sculptor in Stuttgart. In 1987
he started working as assistant set designer, set builder and tech nician for independent opera productions. Since 1996 Martin has
also been working as freelance production manager and technician. In 1999 he was production manager for the British premiere
of Thomas Bernhard's The Ignoramus and the Maniac on the
London Fringe and started working for the Bregenz Festival. In
2001 he was assistant director for Manon Lescaut for Opera
Holland Park in London.
Katja Lehmann, stage and film director
Katja Lehmann studied film making under Elfi Mikesch and Renee
Verdan at the Hochschule fUr Bildende KUnste in Hamburg. She
has worked in Opera since 1998 and has been assistant director
to Richard Jones, James MacDonald and others at the Bregenz
Festival, Berlin State Opera, Glyndebourne and Garsington.
Recent work includes a production of Elfriede Jelinek's Services
in Cambridge.
Ruth Paton, set designer
Ruth Paton trained under Percy Harris and Alison Chitty on the
Motley Theatre Design Course. Recent designs include Matins for
the Virgin of Guadalupe 11, a music theatre work by Stephen
McNeff with Patricia Rozario, a site-specific tour of a new play by
Sarah Daniels for the Royal National Theatre and the premiere of
John Godber's latest play for Hull Truck Theatre Company. Work
also includes productions for the Kings Head Theatre, BAC, The
New Shakespeare Company, Trinity College of Music, Cambridge
ADC and The Oxford School of Drama. Assistant work for Alison
Chitty, Tim Supple, Georgia Sion and Jon Howes.
Peter Tregear, music director
Peter Tregear is a lecturer in music at Fitzwilliam and Churchill
Colleges, Cambridge. He has worked extensively as both a performer and academic in opera and music theatre and has conducted youth orchestras in Australia and England. Production
credits include Rake's Progress, COdeo, the world premiere of
Riders to the Sea (Fritz Hart, 1915), and the modern revivals of
Inkle and Yarico (Samuel Arnold, 1786), and Erwin und Elmire
(Anna Amalia, 1776). Last year, he also conducted Akin Euba's
Chaka at Churchill College. Peter has a particular interest in early
twentieth-century repertoire, and is presently working on a study
of the music of Ernst Krenek for Scarecrow Press.
James Whiteside, lighting designer
James Whiteside graduated from The University of Birmingham in
1999. Opera and Musical credits include: La Traviata (Surrey
Opera), Matins for the Virgin of Gaudalupe 11 (BAC), Sweeney
Agonistes and Soap Opera (Trinity College of Music), Little Shop
of Horrors (Derngate, Northampton) and Tommy (H M P
Maidstone). Theatre includes: Best Mates, Urban Voices (Royal
National Theatre Education), Nihil (Croydon Warehouse) , Othello
(Courtyard), The Gruffalo (Tour), The Necklace and The Monkey's
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Paw (Camden People's Theatre). James has also assisted Hartley

T. A. Kemp, Guy Hoare and Flick Ansell for whom he relit the Royal
National Theatre's The Good Woman of Setzuan. Future projects
include Orpheus in the Underworld for Surrey Opera and a
I
national tour of Calamity Jane.
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Crucible
The technical staging of Maschinist Hopkins has been supported
by Crucible, the Cambridge network for research in interdisciplinary design. Crucible's purpose is to establish new academic
forms through th e collaboration of technologists with researchers
in the Arts, Humanities and Social Sciences. Activities include
conferences, fellowships, interdisciplinary research projects,
design education, public policy contributions and professional
consultancy. More information from www.crucible.cl.cam.ac.uk or
alan.blackwell@cl.cam.ac.uk.
Beyond Recall ... A record of Jewish musical life in Nazi
Berlin, 1933" 1938
11 COs with a total playing time of more than 14 hours of music and a
DVOwith a reco nstructed version of th e so und film, believed lost,
'Hebr~ische Melodie' [Hebrew Melody] featuring the violinist Andreas
Weissgerber. The repertoire is wide and includes classical music, Yiddish
comedians, German cabaret, Palestinian folk songs and, above all, cantorial
singing of enormous eloquence.
The accompanying hardback book is profusely illustrated and presented in
both German and English. The text has been jointly prepared by th biographer Horst H. J. P. Bergmeier, the historian Ejal Jakob Eisler and the discographer Rainer E. Lotz, and also contains an introduction by Rabbi Andreas
Nachama, a foreword by Henryk Broder, an 'Introduction to the Jewish
Liturgy' by Rabbi Oavid Polnauer as well as an explanation of sound recording techniques by the sound engineer Robert M. Laue.
Get this boxed set, just issued on 6 November, (£225) from jmduk@hotmail.com Tel: 01323 832 863
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Vienna Piano trio
Wolfgang Redik, violin
Matthias Gredler, cello
Markus Trefny, piano
Alexander Zemlinsky (1872-1942)
Piano Trio in D minor, opus 3 (1895)

1
J

i All egro ma non troppo
ii Andante
iii All egro
In his early scores Zemlinsky began with a Brahmsian neoClassicism, but he soon moved towards a synthesis with what
were then thought to be the opposing tendencies of Wagner's
music. From that point to some extent, he paralleled Schoenberg's
explorations but his works always retain a sense of tonality.
Zemlinsky, very much the practical musician involved with day-today performances, was not prepared to travel so far or so fast.
Certainly in the Trio, opus 3, which dates from 1895, the debt is
chiefly to Brahms, and already each bar is excellently crafted.
Like Brahms's Trio, opus 114, of 1891, Zemlinsky's piece was
designed for clarinet, cello and piano, and he provided an alternative to the clarinet part for violin. This is the version played
today, which is in fact preferable: it lightens the rather heavy textures where the piano's middle register predominates and the
low notes of the clarinet tend to be covered.
The first movement is in sonata form with a theme from the
strings in octaves followed by a fanfare-like idea on the keyboard. There is quite a lot of imitation from the strings throughout this movement and in the development section there are
striking ventures into remote keys.
The slow movement has particular character, the violin and cello
suggesting the high and low voices in an operatic duet. There
are many expressive appoggiaturas, and we are reminded of
Brahms's Chorale Preludes, opus 122 for organ, 'Es ist ein Ros
entsprungen'. In the central poco mosso, however, the echo of
the opening of Brahms's Cello Sonata, opus 99, is clear.
Zemlinsky's finale is lighter, though its two main ideas are combined contrapuntally and the chief theme of the first movement
resurfaces in the coda.

Anton Webern (1885-1935)
Three small pieces for Cello and Piano, opus 11 (1914)
MaBige Achtel
Sehr bewegt
iii AuBerst ruhig

Four Pieces for Violin and Piano, opus 7 (1910)
Sehr lang sam
Rasch
iii Sehr lang sam
iv Bewegt

Two Pieces for Cello and Piano (1899)
ii
ii

Langsam
Langsam

When Webern composed the Three Little Pieces for Cello and
Piano, opus 11, in 1914, he explored the compositional process
of melodic compression. In these pieces, the phrases themselves often consist of only one note. The entire work is compressed into thirty-two bars of music. It is amazing to hear how
Webern creates a different colour for each note in the cello: it is
accomplished through different performing effects on each pitch.
Because of the variety of musical colours, the pieces, while fascinating, are also difficult to grasp immediately, as the individual
musical gestures go by very quickly.
The Four Pieces for Violin and Piano, opus 7, were composed
four years earlier, following Webern's stud ies with Schoenberg.
They are a testament to his changing style of expression. It was
at this time that Schoenberg himself was in his highly experimental stage of atonal composition, and Schoenberg brought his
student with him somewhat on these excursions from tonality.
Webern's Four Pieces for Violin and Piano are considered a
point of departure for the works of his middle period. He does
break away from traditional forms and tonal structures.
All four short pieces contain comparatively succinct musical
phrases, which in turn are built from very short musical gestures,
some as spare as only one note.
The two Pieces for Cello and Piano date from 1899, when he
was 16 years old. Written before his studies with Schoenberg,
these pieces exemplify the young Webern 's romantic style.

11

South Bank Centre, 25 November 2001
Berthold Goldschmidt (1903-1996)
Piano Trio (1985)
Andante - Allegro - Andante con sonorita - Allegro con spirito
Written in 1985, Goldschmidt's Piano Trio had its first performance in London in 1987. The composer himself described his
work as follows: 'My Piano Trio incorporates in its uninterrupted
development the traditional classical movements: Allegro,
Scherzo, Andante and Finale. The introduction presents in an
unadorned way the basic material of the work. An even motif of
six notes, played pizzicato by violin and cello, leads into the
piano's dotted theme. Both ideas grow into dramatic moments
in the course of the trio's first section. Semi-quaver figurations
provide the elements for the Allegro which, after a lyrical episode
and an exchange of a quasi romantic melody between the three
instruments, links up with the Scherzo. The two run concurrently
in different rhythms (2/4 and 3/8) until suddenly the six-note
theme of the opening, now a powerful sequence of dissonant
chords, stops the flow, and the piano's dotted theme sounds a
melancholy farewell like a distant fanfare. In this atmosphere the
cello intones a long melody which in turn is taken up by the
piano and the violin, embellished by pizzicato counterpoints and
exploding into a violent Lamentoso, followed immediately by a
capricious perpetuum mobile. This, the "last movement", plays
with four tunes in Rondo form and fizzles out, striking a protesting "surprise" chord at the very end:

Rebecca Clarke (1886-1979)
Piano Trio in E flat (1921)
i Moderato ma appassionato
ii Andante molto semplice
iii Allegro vigoroso
Rebecca Clarke was one of the most important British women
composers - but more significantly, one of the most interesting
and independent-minded British composers of either sex - in
the first half of the twentieth century.
Next to the Viola Sonata, her Piano Trio of 1921 is one of her
major works. First performed at the Wigmore Hall in 1921, with
Myra Hess playing the piano part, Rebecca Clarke's Piano trio
has a good claim to be even considered her masterpiece: this
expressive and emotionally complex score is one of the outstanding utterances in British chamber music of the period, and
marks a crucial stage in her development. Although she seems
never to have explained the impulse that gave rise to the work,
the musical imagery strongly suggests that it may be (like, for
instance the Second Trio and Piano Sonata of Frank Bridge) a
response to the experience of the Great War. The music is by
turns defiant and elegiac.
There are three movements, and the violent, dissonant fanfaremotif that opens the work has a 'motto' function, appearing
throughout the work in various guises. During the first movement
it is transformed into a remote, desolate bugle-call.
The mood of the slow movement, though more lyrical, remains
troubled; and the vigorous dance-music of the scherzo-rondo
finale is negated by a grinding climax that ushers in a tragic processional.
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The Performers
In April 2000 The Strad presented a cover story on the ensemble,
noting that the 'remarkable' Vienna Piano Trio was 'fast becoming
the leading trio for the 21 st century; In January 2001, The Times
gave them the accolade of Classical Album of the Year 2000 for
their latest release of Beethoven Piano Trios, opus 2 and 3, 'This
youthful ensemble have rapidly established themselves as one of
the finest chamber groups on the international circuit: The
Washington Post named the Trio as 'one of world's leading
groups for violin, cello and piano;
Founded in 1988 by violinist Wolfgang Redik, cellist Markus Trefny
and pianist Stefan Mendl, they studied extensively with the Trio di
Trieste, The Haydn Trio of Vienna, the La Salle and Guarneri Quartets
as well as taking lessons with Isaac Stern, Ralph Kirshbaum, the
Kalichstein-Laredo-Robinson and the Beaux Arts Trios. In 2001 the
Austrian cellist Matthias Gredler joined the group. Born in Munich
he started lessons at the age of five with his father, and as a
soloist and chamber musician won the prestigious Jugend
Musiziert competition both in 1984 and 1988. Between 1990
and 1998 he studied with Heinrich Schiff and Clemens Hagen in
Salzburg and Vienna. He also studied with Miklos Perenyi and
Martin Hornstein, and took chamber music classes with Hato
Beyerle and Oetlev Kraus for further inspiration.
In recent seasons they have toured the UK, USA, Canada, Japan,
Australia and New Zealand, and most European countries and
performed at prestigious festivals such as the Beethoven Tage
Bonn, the Schubertiade Feldkirch, the Kuhmo (Finland) and the
Festival International Lanaudiere Canada, among many others.
Highlights of the coming season are tours of North America, concerts at London's Wigmore Hall, Amsterdam's Concertgebouw,
and in the Brahmssaal of the Musikverein Vienna.
Their Nimbus recordings have received the highest critical
acclaim. Stanley Sadie wrote of their Mozart CD in Gramophone,
1999, 'These very musical young players seem to think and
breathe as one ... this is music-making of ravishing sensitivity and
tonal command: They were Editors' Choice in Gramophone for
their Haydn CD, Classic CD Choice for their Mozart,
Shostakovitch and Schnittke COs.
Wolfgang Redik plays a J. B. Guadagnini 1771 on loan from the
Austrian National Bank.

Thwarted Voices: Music Suppressed by the Third Reich

8.00-10.00pm, Purcell Room

Cafe Berlin: songs from cabaret,
theatre, review and operetta
Eva Meier accompanied by Conor Linehan
Bilbao song (Weill/Brecht) from Happy End
Tamerlan (Nelson/Tucholsky)
Galatea (Schoenberg/Bierbaum)
Kuppellied (Eisler/Brecht) from
Die Rundkopfe und die Spitzkopfe
Das Lied von der Unzulanglichkeit menschlichen
Strebens (Weill/Brecht) from Die Dreigroschenoper
Die Ballade von der sexuellen H6rigkeit (Weill/Brecht)
from Die Dreigroschenoper
Die Kleptomanin (Hollaender/Hollaender)
Surabaya Johnny (Weill/Brecht) from Happy End
Jede Frau hat irgendeine Sehnsucht (Oskar Strausl
Grunwald) from Eine Frau, die weiB was sie will
Mutter Beimlen (Eisler/Brecht)
Jakob Apfelb6ck (Fischer/Brecht)
Seerauber Jenny (Weill/Brecht) from Die Dreigroschenoper
Eine kleine Sehnsucht (Hollaender/Hollaender)
Interval
Lied des Handlers (Eisler/Brecht) from Die MaBnahme
Zwei Wiegenlieder fUr Arbeitermutter (Eisler/Brecht)

Ein Pferd beklagt sich (Eisler/Brecht)
Kanonensong (Weill/Brecht) from Die Dreigroschenoper
Ballade vom ertrunkenen Madchen (Weill/Brecht)
Das Lied vom Weib des Nazisoldaten (Eisler/Brecht)
Die Ballade vom Wasserrad (Eisler/Brecht)
Der Song von Mandalay (WeilllBrecht) from Happy End
Ich weiB nicht zu wem ich geh6re (Hollaender/Hollaender)
The world of German popular song was manipulated and
wrecked more than any other area of music by the anti-Semitic
laws brought in by the Nazis in 1933. Nearly all the major composers of film music and 'Schlager' - as the hit songs from cinema were called - were Jewish, so were most of operetta composers, virtually all of the librettists. Cabaret, revue and theatre
as platforms for political comment and satire made them doubly
unpalatable to the Nazis. The combination of political critique
and Jewish authorship resulted in a heavier hand on these works
than almost any other genre of popular music. Many of the nonJewish writers were either Commun ists or Anarchists resulting in
an almost total ban. To the National Socialists, popular music in
its pre-1933 form was the epitome 'Entartung' or 'degeneration'.
Eva Meier sings a selection songs from cabaret and theatre,
revue and operetta in a unique recital which represents a crosssection of most of the music which was banned. Eisler,
Hollaender and others are now receiving their rightful recognition as chroniclers of a dangerous era.
Michael Haas

13

South Bank Centre, 25 November 2001

Arnold Schoenberg (1874-1951)
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About the Composers and the Songs
Kurt Weill, eight of whose songs we hear this evening, was born
in Dessau on 2 March 1900, moved to Berlin in 1920, married
Lotte Lenya in 1926, and met Bertolt Brecht in 1927. The
Mahagonny-Songspiel was premiered in 1927, Die
Dreigroschenoper in 1928, Happy End in 1929, and Der
Silbersee in 1933. Nazi thugs provoked a riot at the second performance of Der Silbersee on 21 February 1933, five days before
the Reichstag fire. On 4 March 1933 the Nazis won a bare majority, and all further performances of Der Silbersee were cancelled
in Leipzig. On 21 March, Hitler and Hindenburg sealed the 'Tag
von Potsdam' agreement at the opening of the Reichstag, and on
the same day Weill left Berlin by car and headed for Paris, where
he arrived two days later. During April and May he composed Die
sieben Todsunden in the French capital, and in September 1935
sailed for New York. During the early days in America, he eked out
an existence through lecturing and composing at the Group
Theatre summer camp. In 1937 he took the first steps towards
American citizenship, by re-entering America from Canada for
immigration purposes. He became an American citizen in 1943.
Lady in the Dark was premiered in 1941, One Touch of Venus in
1943, and Street Scene in 1947. He suffered a heart attack in
March 1950, and died in hospital a fortnight later, aged 50.
The background to the composition of Die Dreigroschenoper is
one of the strangest in all music theatre. When Ernst Josef
Aufricht, a young Berlin actor, came into a substantial inheritance,
he decided to try his luck as a theatre director and, having rented

the Theater am Schiffbauerdamm, began to search for a suitable
play with which to usher in his new career. After many fruitless discussions with various publishers and playwrights, he went one
day to the Cafe Schlichter, the walls of which were hung with pictures for sale by Rudolf Schlichter (who also painted a penetrating portrait of Brecht). Brecht himself was sitting in an adjoining
room, Aufricht introduced himself and the playwright offered him
six scenes from his adaptation of John Gay's Beggar's Opera,
which Brecht intended to call Gesindel (Scum). He signed the
contract, even though not a single note of the music had been
composed. Brecht and Weill had exactly four months to complete
the work before the opening night, which was scheduled for the
end of August. Brecht completed his first draft of the text (which
also included poems by Villon and Kipling). and changed the title
to Die Ludenoper (The Pimps' Opera), before finally opting for Die
Dreigroschenoper (The Threepenny Opera). Since Aufricht was
now insisting on greater speed - stage rehearsals were to begin
at the beginning of August - Brecht, Weill and their wives
escaped to Le Lavandou on the French Riviera where, as Lotte
Lenya wrote: 'The two men wrote and rewrote furiously, with only
hurried swims in between:
The first night, after a luke-warm reception of the opening numbers, turned out to be a great success, and although the reaction
of the Berlin press was not initially favourable, Die
Dreigroschenoper was soon seen to be a work of enormous
importance. Only the Nazis demurred, and on 23 July 1929, the
'VOIkischer Beobachter' compared it to 'some especially noxious
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cesspit [... J that the police should take care of as a part of street
cleaning.'
'Seerauber Jenny', sung by Polly Peachum, the daughter of the
beggar king, is a visionary song about revenge, in which the
tempo becomes slower in each of the four verses, as the abused
Jenny pictures the day when she will wreak revenge on all her tormentors. Polly Peachum, despite her parents' qualms, marries the
gang leader Macheath. The wedding reception is attended by
Tiger Brown, the chief of police and an old friend of Macheath's.
Together they sing the 'Kanonensong', whose pounding rhythm
ignited the first night audience and paved the way for the final triumph. Act Two opens in a stable where the young couple now
live. Peachum has promised Brown to hand over Macheath to the
police; Macheath flees to the moors around Highgate, while Mrs
Peachum and the prostitute Jenny (to whom she promises money
as a reward for handing in Macheath) sing the 'Ballade von der
sexuellen Horigkeit' (The ballad of sexual slavery) which was
considered too crude for the Berlin premiere, and therefore omitted. It has since become one of the work's most popular numbers,
its lilting 3/4 metre forming an incongruous accordion accompaniment to the lewd text. Macheath is duly arrested in a brothel, but
manages to escape through the kind offices of his old friend Tiger
Brown. Peachum, however, threatens Brown that if Macheath is
not hanged, the Coronation scheduled for the following Sunday
will be disrupted by the beggars. Act Three begins in Peachum's
shop, where plans are being laid to disrupt the Coronation. Brown
enters to arrest any troublemakers, but Peachum points out that
no matter how many beggars are arrested, there will always be
more. To make his point, he sings the 'Lied von der
Unzulanglichkeit menschlichen Strebens' (The song of the
insufficiency of human endeavour). Brecht's famous lines 'Der
Mensch lebt durch den Kopf' are set to a monotonously repeated
melody, wonderfully recorded by Brecht himself on the Litera label.
Happy End was an attempt to cash in on the unparalleled success of Die Dreigroschenoper. Brecht subcontracted the book to
Elisabeth Hauptmann, whose substantial contribution to both
works is only now being acknowledged; as the premiere of Happy
End approached, however, she attempted suicide, when Brecht
announced his intention of marrying Helene Weigel. The 40minute work lacks coherence, but the thirteen musical numbers
reveal Weill's Berlin song style in its most characteristic maturity.
'Bilbao Song', which takes place in Bill's Dancehall early in Act
One, celebrates the gang's first great enterprise; this figment of
Brecht's imagination, like the 'Alabama Song' of Mahoganny,
inspired what is perhaps the most popular number of the work.
'Oer Song von Mandalay' comes from Act Three: it is Christmas
Eve, 1911, and the crooks are busy preparing for another robbery.
One of the gang is disguised as a Madame - sufficient reason for
Brecht to give him this sinister song about 'Mutter Goddams Puff'
(brothel) in Mandalay'. 'Surabaya Johnny' occurs later in the
drama. Bill, who is being closely watched by the police, cannot
take part in the gang's raid, and stays behind to guard the Dance
Hall. Lilian enters and, intent on saving his soul, sings 'Surabaya
Johnny', a song about the defeat of innocence. The beautiful, pure
diatonic melody is as pure as the sixteen-year-old girl it represents. Gradually, however, the music loses its simplicity and the
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Hanns Eisler (1898-1962)
girl is corrupted. The refrain starts with the same four notes as the
'Moritat von Mackie Messer' - surely no coincidence, but a wish
on Weill's part to recycle a highly successful musical phrase.
Weill's Berlin Requiem dates from the winter of 1928 and was
dedicated to the Frankfurt Radio, which commissioned it. The cantata (originally scored for tenor, baritone, male chorus and wind
orchestra), comprised a selection of Brecht's poetry, mostly from
his Hauspostille, and commemorates the tenth anniversary of
both the end of the First World War and the murder of the
Spartakist leader and militant pacifist, Rosa Luxembourg. She
was killed by members of a right-wing organization, and her body
dumped into Berlin's Landwehr Canal, from where it was eventually recovered in a state of advanced decomposition. The subject
of a drowned girl had been a favourite one in modern poetry since
the publication of Rimbaud's 'Ophelie', but Brecht's inspiration in
'Ballade vom ertrunkenen Madchen' was clearly the murder of
the Spartakist leader, even though he does not mention her by
name; 'Grabschrift' (Epitaph), the third number of the Berlin
Requiem, which immediately follows the 'Ballade vom ertrunkenen Madchen' makes the connection clear with its opening line,
which reads: 'Die rote Rosa schon lang verschwand' (Red Rosa
vanished long ago).
Brecht himself was on the Nazi black list, and a glance at his poetry tells us why. The Nazis hated what they perceived to be the
decadent world of Mahagonny, Happy End and The Threepenny
Opera and they feared Brecht's outspoken and explicit cri icism of
their inhumane regime in poems such as the 'Ballade vom Weib
des Nazisoldaten' and 'Lied einer deutschen Mutter'. Brecht
spent his exile fleeing the Nazis, moving from Switzerland to
Denmark, to Finland, to Russia and, finally, to California, 'changing
countries more often than shoes: as he put it in the celebrated 'An
die Nachgeborenen' (To Posterity) . There are echoes in his verse
of Heine, Goethe and, of course, Martin Luther's Bible.
Hanns Eisler, who was born in 1898, the same year as Brecht,
suffered the same fate. His Berlin appartment was searched by
the Gestapo while he was giving a concert in Vienna, and a warrant was issued for his arrest. Eisler spent the next five years, from
1933 to 1938, in Prague, Paris and London, and visited Brecht,
exiled in Denmark, whenever he could. The wo derful anti-Nazi
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songs all date from this period, and his collaboration with the poet
lasted until Brecht's death in 1956. 'Kuppellied ' (There is nothing
quite like money) appears in the second scene of Brecht's Die
Rundkopfe und die Spitzkopfe, which was premiered in
Copenhagen on 4 November 1936. The play, for which Eisler
wrote a substantial score, is a lengthy allegory on the barbarity of
Hitler's racist policies, and this catchy song is sung by Nanna
Callas, a Roundhead's peasant daughter, who had resorted to
prostitution. 'Die Ballade vom Wasserrad' is also sung by Nanna
Callas. The wheel in the refrain clearly descends from the old
image of Fortune's wheel, while water as a symbol of the people,
the 'Unteren', occurs frequently in Brecht's poetry after 1930.
Brecht described Nanna as a type 'who, as a consequence of
being doubly exploited, is even more undeveloped politically than
her father, the tenant farmer. Her attitude to life is only apparently
more realistic. She is actually devoid of hope. 'Kuppellied' comes
from the same work, whose theme is the distortion of humanity by
society and the power of money. 'Lied des Handlers' (Supply and
demand) forms part of the fifth scene of Brecht's Die MaBnahme,
which Eisler composed in 1930.
Eisler's Vier Wiegenlieder fur Arbeitermutter date from 1932,
and we hear two of them this evening - 'Als ich dich in meinem
Leib trug' and 'Mein Sohn, was immer auch aus dir werde'. In the
first, the mother resolves not to let her son perish in the war, as
her husband had done and in the second she urges him to fight
for his own rights. Though didactic, these lullabies are wonderful ly tender, and as in many of his poems after 1930, Brecht
addresses those not yet born, exhorting them to change the status quo. Eisler rehearsed the songs with Gisela May, who related
how the composer criticised her for singing them with too much
religious fervour: 'My dear, for goodness sake, it's meant to be a
lullaby, and you are addressing a tiny little child!' 'M utter Beimlen'
was written earlier, around 1926, and though Brecht never called
the poem a 'Kinderlied', that did not deter Eisler from including the
song in his collection of FOnf Lieder fOr Kindergarten, although he
deliberately omitted Brecht's risque third verse about prostitution.
Therese Giehse and Gisela May, however, always used to sing the
third verse, and Eva Meier follows in the same tradition.
'A horse complains' is the English translation of a Brecht poem
that is known variously as '0 Falladah, die du hangest' or 'Ein
Pferd beklagt sich' or, in performances by Ernst Busch, 'Ein
Pferd klagt an'. Brecht wrote the poem in 1919, having read Asta
Nielsen's description in her memoirs of a horse that was
butchered alive on the street in 1916. The name of the horse is
borrowed from a Grimm fairytale, 'Falada [sic] oder die
Gansemagd'. In 1932 Brecht wrote another version of the poem,
a dialogue between a newspaper reporter and the dead horse,
which was destined to appear in a review organized by Friedrich
Hollaender, Es war einma/, that included other political adaptations of Grimm stories by satirists such as Ernst Toiler, Erich
Kastner, Kurt Tucholsky (whose 'Tamerlan' we hear this evening
in Rudolf Nelson's setting) and, of course, Hollaender himself.
Cabaret flourished in the short-lived Weimar Republic from 1918
to 1933, before the Nazis came to power. Censorship had been
abolished shortly after the end of the Great War, and writers like
Friedrich Hollaender were free to parody the commercial fashions

and social foibles of the day. Hollaender was born in London on
18 October 1896. His father, Victor, was a popular composer of
operettas, his mother, Rosa Perl, a cabaret singer, and both his
uncles were famous Berlin actors - it is therefore not surprising
that the young Friedrich should inherit artistic talent. When his
family moved to Berlin at the turn of the century, Victor was
employed at the Metropol-Theater (today's Piscator-BUhne), and
his young son was taught at the Conservatoire by Engelbert
Humperdinck, and often improvised on the piano at cinema showings of silent movies. During the First World War, he directed an
orchestra in a theatre on the Western Front, and thus avoided
conscription. After the war he founded a Cabaret in the cellar of
Max Reinhardt's GroBes Festspielhaus, working with like-minded
artists such as Tucholsky, Klabund, Mehring, Ringelnatz and the
young actress, Blandine Ebinger, whom he soon married. In the
1920s he became a household name on Berlin's cultural scene.
He composed a number of famous songs to his own texts, worked
in a variety of cabarets, founded his own theatre (the TingelTangel-Theater) and also wrote film music, his most famous hit
being 'Von Kopf bis FuB' from Der blaue Enge/. Like many Jews,
he fled Germany in 1933. Having spent a year in Paris, he emigrated to Hollywood, where he opened the American version of
his Tingel-Tangel-Theater, eked out a living writing film music, and
wrote his first book, Those Torn from Earth, which was published
in 1941. At the end of the war he stayed on in America until 1955,
before settling in Munich, where he continued to write revues and
appear in cabaret. But the Age of the Cabaret was now past, and
little is known about his theatrical pursuits after the publication of
his autobiography Von Kopf bis FuB, which appeared in 1965. He
died in Munich on 18 January 1976. His songs (three of which we
hear this evening: 'Eine kleine Sehnsucht', 'Ich weiB nicht zu
wem ich gehore' and 'Die Kleptomanin ') all display Hollaender's
improvisatory gifts, and they require a pianist of refinement to perform them well. 'Treue macht gar keinen Sinn' (Fidelity makes no
sense at all) runs a line from the first verse of 'Ich weiB nicht zu
wem ich gehore', that seems to reflect Hollaender's own marital
experiences, since he married no fewer than four times.
Oskar Straus studied with Max Bruch in Berlin, but eventually
decided against a classical career. 'Eine Frau, die weiB was sie
will' dates from 1932, and deals with the sto!"'} of a celebrated
actress who, nearing middle age, realizes that she is losing her
lover to her daughter. The Metropol-Theater premiere took place
in the autumn of 1932 - one of the last glittering successes that
the Nazis were soon to banish. The eponymous Frau was played
by Frizi Massary, whose song 'Jede Frau hat irgendeine
Sehnsucht' was always sung by Massary from a chair and always
brought the house down. Her own inimitable 1932 recording of
this delectable slow fox-trot can be heard on an Electrola record,
where she is accompanied by Hans Schindler conducting an
anonymous orchestra.
Such was the power of the cabaret that even 'serious' composers
were tempted to try their hand at the genre. In 1900 Arnold
Schoenberg purchased Otto Julius Bierbaum's anthology of light
verse, Deutsche Chansons, subtitled 'Brettl-Lieder' - 'cabaret
songs'. The volume, which appealed greatly to the masses, sold
more than 30,000 copies in the first year. Although the twenty-six-
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year-old Schoenberg had only composed some thirty songs,
mostly juvenilia, he possessed a natural gift for vocal writing and
now proceeded to set three poems from Bierbaum's anthology,
including Frank Wedekind's 'Galatea', in which the poet, though
he would like to kiss Galatea on most parts of her anatomy,
declines to kiss her lips, because, as he says, 'the fullness of their
charms are only found in fantasy:
Peter Fischer was born in 1929 in Leipzig, and has been Director
of Music at the Deutsches Theater, Berlin (1952- 1960) and at
the Kammerspiele, Munich (1965-1971). He has written music
for many plays, including Faust and Peter Stein's production of
Peer Gynt, and has composed music to an enormous variety of
poems and chansons. 'Jakob Apfelbock' sets a poem that Brecht
wrote in 1919, and included in his Hauspostille, where it is called
'Apfelbock oder die Lilie auf dem Felde', a gruesome ballad which
narrates how Jakob Apfelbock murdered his parents, locked them
in the linen cupboard, and supplied most courteous answers to all
those who question him on why he committed the deed.
© Richard Stokes 2001

8.00- 10.00pm, Queen Elizabeth Hall

Yehudi Menuhin School Orchestra
Director of Music: Malcolm Singer
Guest soloist Ronan Magill, piano
Franz Schreker (1878-1934)
Intermezzo, opus 8 (1901)
Karl Amadeus Hartmann (1905-1963)
Concerto Funebre (1939)
Clara Abou, violin
PaveIHaas(1899-1944)
Studie (1944)
Interval
Erich Wolfgang Korngold (1897-1957)
Piano Sonata no. 1 in 0 minor (1908-09)
Ronan Magill, piano

The Performers
Eva Meier
German born Eva Meier trained as an actress in Munich and made
her cabaret debut at the Piccolo Teatro, Milan. This was the beginning of her career as a serious Brecht singer. She has specialised
in the cabaret and review songs of composers such as Weill,
Brecht, Hollaender, Eisler, and others. She has thrilled audiences
in ten theatres in London including the Linbury Studio at the Royal
Opera House, where she appeared several times in the Covent
Garden Festivals, and in countries as diverse as Japan, Spain,
Italy, Estonia, Lebanon and the USA. She also appeared at the
Edinburgh, Arundel, and Dublin Festivals in 1999 and 2000. She
has frequently been featured on both TV and radio in Germany
and the UK.
She says, 'I make art songs out of this music, not cabaret songs
in a smoky surrounding where you throw your legs about: But her
music is not dry or merely academic. According to C. J. SchUler
of The Independent, she is 'putting the fire back into torch songs'
and 'radiates enough charisma to power the National Grid.'
Conor Linehan
Conor Linehan studied piano in Dublin with Therese Fahy and in
London with Peter Feuchtwanger. He lives in Dublin where he
works as a pianist, composer and teacher. He has played through out Ireland and Europe, both solo and with Eva Meier, and has
worked extensively at the Abbey Theatre (nominated for an Irish
Times ESB theatre award) where he has composed music for
many productions including The Colleen Bawn and The Wake
(tour to RNT and Edinburgh Festival respectively). He composed
the music for Peer Gynt (RNT). Other credits include Playboy of
the Western World (also RNT) and he is currently busy on Love
Play (RSC). He 'brings a composer's understanding to the subtleties of Weill and Eisler's piano writing, which is alive with its
own internal drama' (C. J. SchUler of The Independent).

Tanzlied des Pierrot
Mariettas Lied zur Laute
from Die tote 5tadt (1916-1920)
Dunia Lavrova, violin and Ronan Magill, piano
Arnold Schoenberg (1874-1951)
Verklarte Nacht, opus 4 (1899)
Programme Notes
Franz Schreker: Intermezzo
Until the phenomenal success of his second opera Der feme
Klang, first performed in Frankfurt in 1912, Schreker's pre-eminence as a composer for the stage was far from certain. His first
effort, Flammen, had not received the hoped-for staged production while most of his creative energies had gone into the composition of Lieder and a number of highly attracti e orchestral works,
many of which still await proper rediscovery. The Intermezzo for
strings was written in 1901 when Schreker was twenty-three. It
won an important composition prize sponsored by the Viennese
magazine the Neue Musikalische Presse and received a prestigious first performance by the Wiener Konzertverein Orchester
under the work's dedicatee Ferdinand Lowe in December of the
following year. At that time, Schreker had recently completed his
formal training at the Vienna Conservatory under the guidance of
Robert Fuchs, a highly conservative teacher but one whose roster
of pupils included such distinguished figures as Schreker,
Zemlinsky, Mahler, Wolf and Franz Schmidt. The structure of the
Intermezzo reflects these traditional tendencies: a straightforward
ternary form in which the slow and langorous outer sections are
contrasted with a livelier (and arguably more prosaic) middle one.
If the formal design is relatively conventional, this is amply compensated for by the richness of the scoring: Schreker divides the
string orchestra into nine parts throughout, creating a highly distinctive texture. Indeed, of all Schreker's early orchestral scores, it
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is perhaps the Intermezzo that most clearly points the way forward
to the characteristic sound-world of the composer's mature style.
© Lloyd Moore 2001

Karl Amadeus Hartmann: Concerto Funebre
My Concerto Funebre was composed in Autumn of 1939. The
date suggests the basic character as well as the reason for writing the piece. The four movements, Chorale-Adagio-AllegroChorale, are joined with one other attacca. The two chorales at
the beginning and the end are intended as an expression of optimism in contrast to the otherwise spiritual hopelessness of that
period of time. The first chorale is carried chiefly by the solo violin
part. The orchestra, not accompanying the solo part, is introduced
only during the cadenza. The second chorale, at the conclusion, is
meant to suggest a slow pacing motion together with a song-like
melody. The lamento in the Adagio, interrupted by episodes of a
dirge-like character, is dominated by melody and tonal colour. The
Allegro with its hammering eighth notes unfetters rhythmic and
dynamic forces. I wanted to write down all that I thought and felt,
and this resulted in the piece's form and melos.
Karl Amadeus Hartmann
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Pavel Haas: Study for Strings
Pavel Haas received his earliest musical training at the Music
School of the Philharmonic Society in his birthplace of Brno. In
1920, after the end of the war, he entered Janacek's class at the
State Conservatory, an encounter that was to prove decisive for

his subsequent r:nusical development. During the 1920s and 30s,
he composed steadily but the need to supplement his income by
writing film and incidental music and working in his father's shoe
shop hindered his serious composing and many works were left
unfinished. His major achievement of these years was undoubtedly the opera Sarlatan (The Charlatan), which was premiered to
great acclaim in Brno in April 1938 and recently successfully
revived and recorded. In 1941, he was deported to Terezfn (the
Nazi detention camp for Czechoslovak Jews) and from there on to
Auschwitz where he was murdered in October 1944.
When Haas was sent to Terezfn in December 1941, he had
recently officially divorced his wife Sona in order that she and their
young daughter would not suffer a similar fate. On arrival, he sank
into a deep depression and had to be coaxed into composition by
fellow-composer Gideon Klein who apparently handed Haas a
pile of manuscript paper and told him to just get on with it. Of the
several works Haas completed during his time in the camp, only
three remain today: AI S'Fod for male chorus, a set of Four Songs
on Chinese Texts for baritone and piano and the Study for strings
which was written in 1943 for a string orchestra formed from
prison inmates by the conductor Karel Ancerl. First performed on
13 September 1944, the work's technical difficulty, with its irregularly placed accents and rapid changes of tempo and metre,
must have tested th e players' virtuosity to its limit, but the work
was well received and prompted a favourable review from another unwilling Terezfn resident, the composer Viktor Ullman who
wrote of a 'very beautiful and inspiring premiere: and went on,

Thwarted Voices: Music Suppressed by the Third Reich
Germany and Austria during the 1920s. It was common practice
at the time for individual numbers from operas and operettas to be
arranged for all sorts of different instruments (the sheet music
sales generated from these arrangements were a valuable source
of income for both composers and publishers). These transcriptions for violin and piano of 'Mariettas Lied' and the 'Tanzlied der
Pierrot' quickly proved popular, mainly due to the advocacy of Fritz
Kreisler who performed them widely in his recital programmes.
© Lloyd Moore 2001

Karl Amadeus Hartmann (1905-1963)
'The Study emerges entirely from the idiomatic sound of the string
orchestra and sounds good ... altogether, there is the apparent
hand of the musician who knows what he wants and is capable of
doing it ... Haas, Ancerl and the orchestra were gratefully
acclaimed:
© Lloyd Moore 2001
Erich Wolfgang Korngold: Piano Sonata, Mariettas Lied
Korngold completed his First Piano Sonata in October 1909
when he was just twelve years old and it is a truly amazing
achievement for a composer so young. The sonata was set as a
composition exercise by his teacher Zemlinsky who must have
been astonished at the work's superbly idiomatic pian ism and the
harsh harmonic language, as advanced as anything Korngold ever
wrote. Korngold played the first two movements to Mahler who,
much impressed, suggested that his young protege add a passacaglia finale on a theme by Zemlinsky. An incomplete first performance was given in Salzburg in August 1910 and the score
was subsequently published by Universal Edition. Although it
missed out on an opus number, its success as a composition
quickly inspired Korngold to follow it up with a second sonata,
published as his 'opus 2' in 1911.
'Mariettas Lied' and 'Tanzlied der Pierrot' are from Die tote Stadt,
Korngold's third and most successful opera. Given a simultaneous double-premiere in Hamburg (under Egon Pollak) and
Cologne (under Klemperer) in December 1920, it subsequently
enjoyed a triumphant journey around the opera houses of

Arnold Schoenberg: Verklarte Nacht
In 1899, holidaying with Alexander and Mathilde Zemlinsky in
Payerbach (the one his erstwhile teacher, the other soon to be his
wife), the twenty-three-year-old Schoenberg composed in the
space of a mere three weeks the work which posterity has come
to regard as his first masterpiece. Up to now he had been an
ardent Brahmsian, perfecting his command of the classical forms.
His most notable work was a rather Dvorakian string quartet; but
Zemlinsky - himself a protege of Brahms - had been opening
Schoenberg's ears to Wagner and the contrary claims of programme-music and literary romanticism. These opposing streams
melded in powerful synthesis in the new work, which was in the
form of classical chamber music (a string sextet) but was in effect
a symphonic poem infused with with the new idiom of postWagnerian chromaticism: Verklarte Nacht (Transfigured Night)
after a poem by Richard Dehmel. In this too he was somewhat following - but in the event far surpassing - the lead of Zemlinsky,
who the previous year had composed a set of Fantasies after
poems of Richard Dehmel for piano.
In the German-speaking regions of the fin de siecle, Dehmel exercised something of the same charismatic celebrity as Oscar
Wilde in the English-speaking sector, but his main artistic contribution was as a lyric poet. Schoenberg had chosen a poem from
his collection Weib und Welt (Woman and the World). Two lovers
wander among the trees on a cold moonlit night. She confesses
she is pregnant: not by him, but by an earlier lover whom she took
because - until now - she had believed that having a child would
bring meaning, if not happiness, to her life. He, inspired to calm
confidence by the beauty of the moonlit world, assures her that
the love they have now found together will unite them and make
the child their own, they embrace, and walk on 'through the high,
bright night'. Never before had Schoenberg written anything so
passionate: the sextet was a declaration of his love for Mathilde
von Zemlinsky. The following year she would become pregnant by Schoenberg - but some months before their marriage.
Her brother recognized that with this work his erstwhile 'pupil' had
become entirely his own master. He submitted it to the Vienna
TonkUnstlerverein, which had sponsored the premiere of
Schoenberg's early Quartet, but this time the reaction was far less
favourable. 'It sounds as if someone had smeared the score of
Tristan while it was still wetl' commented the operetta composer
Richard Heuberger in disgust. The Verein refused to promote a
public performance, officially because the score contained one
chord which nobody could find in the harmony textbooks.
Outraged at this treatment, Schoenberg immediately resigned
from the TonkUnstlerverein. The premiere was eventually given in

19

South Bank Centre, 25 November 2001

Vienna in March 1902 by the famous string quartet led by
Mahler's brother-in-law Arnold Rose, augmented by two additional players (one of them the composer and cellist Franz Schmidt).
The layout of Dehmel's poem - in five sections, the woman's outburst and the man's reply framed by passages illustrating their
walk in the moonlight - gives the basic form of Schoenberg's sextet, and every phrase is most sensitively illustrated in the music,
from the dragging steps at the opening to the wonderfully radiant
evocation of the 'transfigured night' at the close. Yet on another
level the music makes so much sense in its own terms that one
hardly feels the programme to be a vital element in its structural
logic, however it may have affected the initial inspiration. Maybe
Schoenberg felt that the programme helped an audience to grasp
a work of such ambitious scope: a half-hour symphonic movement
for string instruments alone, highly emotional in expression, structurally elusive in its constant development of ever-metamorphosing thematic shapes, and above all polyphonic in a degree to
which his hearers were quite unused.
Schoenberg's success in fulfilling this large design indicates how
rapid had been his progress towards musical mastery in a mere
two years. Several outside influences are still prominent Wagner, Brahms, Hugo Wolf probably, Richard Strauss perhaps
- but the work is thoroughly Schoenbergian. The counterpoint has
his characteristic boldness and clarity however great its elaboration, and the melodies have his distinctive plasticity. The handling
of tonality over a large span is already masterly. The work's keycentre is D, minor in the first half, major in the second. But it is
often quitted for remote areas and decisive returns to D, often
suggested, are almost as often suspensefully delayed.
This makes the almost sententiously firm D major of the opening
of the fourth section (the man's reply) especially striking, and creates the work's main structural division, initiating a 'second movement' complementary to the first. The nocturnal loveliness of the
D major ending, too, is all the more satisfying for being so long
and so artfully postponed. There are certainly places, however,
where Verklarte Nacht seems almost to burst the bounds of
Schoenberg's chosen string-sextet medium. In fact he twice
arranged it for string orchestra - in 1916 (Zemlinsky conducted
the premiere in Prague) and, more elaborately, in 1943 - and
these versions certainly brought it a larger audience. In them the
greater richness of tone is certainly an advantage, though not necessarily a decisive one, over the sextet original.
© Malcolm MacDonald 2001

and Commonwealth Office. In April 2000 she was one of three
soloists in Vivaldi's Concerto for three violins, which was performed at the opening concert of the Yehudi Menuhin International
Violin Competition. She has taken part in masterclasses with
Zakhar Bron, Mauricio Fuks, Zvi Zeitlin and Friedman; her work
with the orchestra has taken her to notable venues such as the
Royal Albert Hall, the Queen Elizabeth Hall and the British
Ambassador's Residence in Paris.
Dunia lavrova
Dunia Lavrova was born in St Petersburg in 1985. She began violin lessons when she was six, and studied at the Rimsky-Korsakov
Music School in St Petersburg. She undertook her first tour when
she was ten, visiting Peru to perform Lalo's Sinfonie Espagnol
and other works. The concert was broadcast by Peruvian State
Television. She gave many concerts in Russia, and in 1997 she
won the second prize for violinists in the International
Shostakovich Competition in Hanover, Germany; she also gave a
concert in Riedenburg, Germany. She has been involved in the
making of a number of television and radio programmes in
St Petersburg. In 1999 she was awarded a place at the Yehudi
Menuhin School, where she studied with Natasha Boyarsky and
more recently with Maciej Rakowski. Since joining the school she
has taken part in a number of concerts as a soloist, chamber musician and orchestral player.

Malcolm Singer

The Performers
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Clara Abou
Clara was born in France in 1984, and attended a music school
in Grenoble, where she studied violin with Madame Clothilde
Munch. After playing to Lord Menuhin, she gained a place at the
Yehudi Menuhin School in September 1997, where she is now
studying violin with Natasha Boyarsky.
Since arriving at the school, she has taken part in many concerts
as a soloist, a chamber musician and as an orchestral player. In
1999 she performed the Bach Double with a French orchestra
and was a soloist at a gala event in aid of Whizzkids at the Foreign

Malcolm Singer has been Director of Music at the Yehudi Menuhin
School since September 1998. This is in fact his third spell at the
school. He has taught Composition and General Musicianship at
various times over the past twenty years. He now conducts the
orchestra and coaches chamber music groups. In addition he is a
Professor of Composition at the Guildhall School of Music and
Drama, and therefore has great experience in the issues of educating talented young musicians.
He is well known both as a composer and a conductor. A pupil of
Nadia Boulanger and Gyorgy Ligeti. His most recent works
include a toccata for solo piano, premiered at the Purcell Room
for the Park Lane Group, and, with librettist Michelene Wandor, a
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cantata, The Mask of Esther, premiered in St Alban's Abbey last
summer.
Malcolm Singer was Musical Director of the Zemel Choir for ten
years, leading them on tours throughout Europe and America, and
making several recordings and broadcasts with them. He has
appeared as a guest conductor with many choirs and orchestras
including the BBC Symphony Orchestra, the BBC Singers and
the Bournemouth Sinfonietta. He will be working with the BBC
Singers once again next June, in a programme of Jewish Choral
Music at the Spitalfields Festival 2002.
The Yehudi Menuhin School Orchestra
Since its inception, communal music making - that is to say chamber music and chamber orchestral playing - has always been an
intrinsic part of the musical education provided at the Yehudi
Menuhin School. All the older pupils take part in the orchestral
concerts, and there is now a Junior Orchestra for the younger
pupils. Over the years, the string orchestra has performed
throughout Britain and across the world, with trips to many
European countries, India, China and America. Lord Menuhin
often conducted the orchestra, and in the last months of his life he
directed them in a concert with Cleo Laine and John Dankworth
at Goldsmith's Hall in London, and at UNESCO in Paris, as part
of the commemorations of the fiftieth anniversary of the signing of
the Declaration of Human Rights. In the last two or three years the
orchestra has performed at the Royal Albert Hall and at the Queen
Elizabeth Hall, as well as at the Menuhin Festival in Gstaad.
The orchestra's repertoire is wide-ranging from baroque to con temporary music, including works written by pupils of the school.
Recent programmes have included Panufnik's Violin Concerto
and Bartok's Divertimento for Strings. Yehudi Menuhin spent
many hours coaching the orchestra on these works.
Queen Elizabeth Hall Foyer, 11.00am- 1O.OOpm

Things. Places. Years.
an invitation by Klub Zwei
A special presentation by Klub Zwei takes place at the South
Bank Centre on the day of Thwarted Voices. Visitors are invited to
record their comments on the work and their thoughts relating to
the music, and the meaning of music in their experience or knowl edge of emigration and the holocaust.

(Arbeit an der Offentlichkeit) was developed from a series of interviews with women who immigrated to Austria in the 1980s.
In London in 2001, Klub Zwei met Jewish women, immigrants to
the U K, many of them refugees from Nazi Austria, their daughters
and granddaughters. Things. Places. Years. reflects on things
past, things present and on things absent in Austria today. Klub
Zwei were winners of a national prize for graphic design in
Austrian this year.
Their 'current exhibition at the Austrian Cultural Forum offers a
poignant context for the voices of these women, their experience
of immigration and their sense of place.
Please join us for a discussion on 28 November with Uwe
Westphal (Secretary, German-speaking writers abroad, PEN) and
Irit Rogoff (Professor of Visual Culture, Goldsmiths College): a
chance to unfold some of the historical and contemporary issues
connected with exile and migration. Organised in co-operation
with the London Jewish Cultural Centre.
Klub Zwei, since 1992, is Simone Bader and Jo Schmeiser
http://www.tO.or.at/- klubzwei
Things. Places. Years. an exhibition by Klub Zwei
until 4 December 2001, Monday-Friday 9.00am-5.00pm, free.
Austrian Cultural Forum, 28 Rutland Gate, London SW7 1PO
(Underground: Knightsbridge) Tel 020 7584 8653
http://www.austria.org.uk/art
Examining the Past in the Present a discussion with Klub Zwei
28 November 2001, 6.30pm, free, Austrian Cultural Forum

The following have sponsored pages in this programme:
Batemans Opticians. Muriel and Gus Coren. Anthony Green &
Spencer. Mr A H Ingram. Michael Naughton. John Wiseman.
Photographs of the composers: courtesy of Universal Edition,
except Max Brand: Max Brand Archiv Langenzersdorf
Design: Anthony Auerbach at Vargas Organisation
Printing: Cavalier Design & Print, Harrow: 020 8907 8040
South Bank Centre
In accordance with the Entertainment Licensing Authority, the London Borough

A documentary in process
Presence and absence, lack and loss, mean entirely things different depending on who is speaking. When the descendants of
holocaust survivors speak of 'the presence of the absence' they
mean the presence of the loss of their whole family, the loss of
their parents' mother tongue, the loss of places their parents
loved. But what does 'the presence of the absence' mean for
inheritors of the perpetrator society?
Part of the answer lies in examining 'the past in the present', challenging the public discourse on immigration and racism in Europe
today, structuring a critical reflection on everyday life, paying
attention to the experience of migration.
In 1999, Klub Zwei began a project in co-operation with MAIZAutonomou s Centre for Migrant Women: Work on/in Public

L

of Lambeth: Persons shall not be permitted to stand or sit in any of the gangways intersecting the seating or to sit in any of the gangways. No smoking in the
auditorium. The taking of photographs is strictly prohibited. Members of the public are reminded that no tape recorder or other type of recording apparatus may
be brought into the auditorium. It is illegal to record any performance, or part
thereof, unless prior arrangements have been made with the Hall management
and the concert promoter concerned. If you do not need to use your hearing aid
during the performance, please make sure it is switched off. Are you wearing a
digital watch? Please make sure the alarm is switched off. Would patrons with
mobile telephones ensure that they are switched off before the performance
commences. SBC has First Aid facilities at all performances. Please ask a steward if you need assistance. The South Bank Centre is a Registered Charity.
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Things. Places. Years.

An exhibition by Klub Zwei.

An invitation by Klub Zwei.

A talk with Klub Zw i.

Klub Zwei
in cooperation with
Anthony Auerbach

9 November - 4 Decem ber 2001
Monday - Friday
9.00am - 5.00pm
Austrian Cultural Forum
Admission free

Queen Elizabeth Hall Foyer,
South Bank Centre
Sunday 25 November
11 .00am - 10.00pm

A chance to discuss the past
in the present wi th
Uwe Westphal and Irit RogoH
Wednesday 28 Novemb r, 6.30pm
Austrian Cultural Forum, Admission free
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A. B. Davis Litnited '
We buy) sell and take in part exchange
Jewellery & ilverware
Valuations for probate) insurance and
family division

JMD is pleased to offer by mail-order,
Suppressed Music CDs on Decca, Naxos,
Koch International and other labels including:
Zemlinsky - Die Seejungfrau (the Mermaid), Psalm l3 & 23
Kammerchor en t enff, R
Berlin, Riccardo hailly £13.50
Schreker - Die Gezeichneten (The Branded)
Kruse, onnell, Pederson, Muff, Polgar
Berlin, Lothar
Zagrosek conductor.
3
£32
Krasa - Verlobung im Traum (Betrothal in a Dream)
Berlin Zagrosek, Ashkenazy.
2 C £18.50
Schreker - Chamber Symphony for 23 solo Instruments etc
Radio ymphonie- rchestra Berlin, Michael id en and Karl
Anton Rickenbacher conductors.
£13.50
Schreker -Der Ferne Klang (Opera)
lena rigorescu, Thomas Harper, Hagen pera Choru and
rchestra, Micalel Halasz conductor.
2
£18.50
Krasa - Brundibar - Children' Opera
The extraordinary musical and cultural life of the Jewi h· oncentration camp at rC2in in Nazi-occupied zecho lovakia come
vividly to life in the e 4
s.
£14.50 each
You can order these or call us for a full/ist

e-mail: jmduk@hotmail.com
Tel & Fax +44- (0) 1323-832863 www.jmi.org.uk/jmd
PO Box 67, Hailsham BN27 4Uvv, UK

