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Summary

The Czech composer Pavel Haas (18%14) is commonly positioned in the history

of twentiethc ent ury musi c as a representative of
school and as one of the Jewish composers imprisoned by the Nazis in the
concentration camp of Teez2 n ( Theresi enstaditan®lskkwever,
influence remains largely unexplained and the focus on the context of the Holocaust
tendstoyieldaonsei ded view of Haasbds oeuvr e. The e
Il i mi t ed i nsi g hditional idibno andddes sidi suffictentlyngxplain the
composer6s position with respect to broader
interwar Czechoslovakia and beyond. The purpose of this thesis is to enhance the
knowledge and understandingof Haas mu si ¢ t h rna begnteneatinah | yt i c al
interpretationas well as cultural and aesthetic contextualisation, and thus tbeeal

rich nuances -facéted Marlka whicls hawveunott heen sufficiently

recognised so far.

Following a survey of Czecimterrwar avamngarde discourse, undertaken in
Chapter 1, I argue in Chapter 2 that HaasoOs
influenced by the Czech avagarde movement known as Poetism. In Chapter 3, |
discuss the emergence of Neoclassical tendencies Haas 6s musi c from t he
Chapter 4, I analyse Haas@san®bemodiitoino noafl I

Olsas obv,8§nffocusing particularly on the relati

Chapter 5 1l ooks i nt Gharldtandrend the pergpectyenat i ¢ oper ¢
literary types and genres, questioning its relevance to the impending horrors of

Nazi sm. The final chapter explores the port
songcyclefroormer ezdhroughout the thesis, |l di scuss

with the recurrent topoi of carnival and the fairground, as well as his preoccupation
with semantic ambiguity resulting from ironic subversion of meaning, grotesque

exaggeration and distortioand collagdike juxtaposition of incongruous elements.
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| NTRODUCTI ON

In the case of Pavel Haas (182944) a number of factorBaveconspired to push

the music of a highly accomplished composer to the verge of oblivion. As a student

of Leog Jan 8léng kesidanh of Brao (Moratisgiaas had limited
opportunities to have his music performed in the Czechoslovak capital Prague
(Bohemia) or abroad and thus build a reputation on a national or even international

level. During the Nazi occupation of Czechoslovakia, the composer was banned

from performance, imprisonedn Ter ez 2 n (aridbventuallgkillednns t adt )
Auschwitz dueto his Jewish origin$.Little was done in the followingommunist

era to revive his musical legabyit was not until thel990st h a t Haasbs wi
became more broadly available to scholgetformers and audiencesAlthough

Czech composer and musicoledi Lubom2had cBntimiaugypublished
academic articles on various aspects of
6l ife and worko6 monograph orfMoste cobmHase
works only survived in manuscripts untib91, whenthe publishing house Tempo

Praha(in collaboration with Bote & BoclBerlin) started producinghoderneditions

revised by PeduzZiCD recordings o f Haas 6s musi c
internationally byChannel Classic® Co mposer s 1 gtod@dfjfbeecae si e
Recordg6 Ent ar t et e, 1984)snd Kdch Sclewarnn®8 ¢ h men & M2 hr e
Musi k J¢gdi sc hiele9d)K ommptohnei spreens ent day, mo s
works are available in the form of printed editions and CD recordings. New

recordings and concert performances (mostly of chamber pieces and songs) continue

! The occupation of Czechoslovakia started on 15 March 1939; Haas was transported t fiereo n =~ 2
December 1941 he was killed in Auschwitz oPavelHZas:Oct ober
Givot a di{Bo ndk| Mdate¢iné a 1093p|pt86,VF)ahd B9.spol el nost

% This is partly because the Communist ideology discouraged any interest in Jewish arts and culture,
fearing the rise of 6Zioni smod, whi ch was readil
0i mperi al A kabe.z, Sedd ect ures, Murder, and a Phony T
and Dangero in 1960s EashHowpeanslewistCAffarddi 2014 8la ki a o,
108 (p. 86).

5Lubom?2r FewealzzHaas: Gi véBr ao:d?2 Mo z edkmi&a dsapt osl | eal sntoi svt
1993); Pavel Haas: Leben und Werk des Komponistesens. Thomas Mandl (Hamburk: Bockel,
1996). Al references to Peduzzids monograph rel e

* Tempo Praha no longer exists; Bote & Bock has been acquired by Booseyk&$iaw
1



to emerge and Haaasomnes induesd Icy iass snooc ilaotnegde rwi t h

Jewishness as it was in the 1990s

However,despite these continuing effortauch remains to be done in terms
of deepening and broadening tbetical understanding f H avarls \Besy few
substantial pieces of academic research have appeared since the publication of
Peduzzi 6s monograph. On t he ewdclwlrship t he vas
focuses on the works Haas composed during the Second World War. In Anglophone
academic literature, Haas is mentioned almost exclusively in the contexisaf in
Terez 2 (a selective overview of the relevant literature will be presenteleratst
section of this introduction). Arguably, the traumatic and tragic shadow of the
Holocaust threatens tmbscuret he r i ch nuan cfacstedwdrk. IHeas 6s mul
one of the objectives of my research to off

by drawing attention to aspedtsathave been overlooked so far.

Although P e d u awritings sare an invaluable source hbistoriographical
information, they offer littleanalyticalandh er meneut i c al i nsight i ntc
and they do nosufficiently explaint h e ¢ o nppstia evithGespect tbroader
aesthetic trends and artistic networks in kwar Czechoslovakisand beyond.
Relying on thetraditional notion of linear influence between individual artists,
Peduzzi sought to locateads in the history of twentiettentury music as a
composer whose stylistic development was i nf
Stravinskyon the othef.However, he nature oboth composesdinfluence remains
largely unexplained. Moreover, by attemmgt to bridge the perceived gap between
loc a | traditi onnterfatioaah gdvetopment §&Stravinsky) Peduzzi
obscured the question of Hopracswbrsd 6r ed aart ti eoxnts h o
Czecloslovak artand culture of the time. As a result, Ha@nds to appear (much
l' i ke Jan8l ek) as a marginal and rather idios

of a genealogical schema.

® See PeduzziPavel Haas pp. 489 . Peduzzi described Haasb6s search fo
terms of a O6journey from Jan8l ek to Stravinskyb?d. Ped
further; he suggested, t hough, t h ate gidtesgue, towas attract
which [ Haas] w a sAll transhatiores | from Gzeck Sourcee dré mine, unless stated

otherwise.



Iwi sh t o posi ti o broatkea @mstextsof inkemar Kuropean t h e
arts and culture in a way which is based haiton linear genealogies of influence,
nor on rigid, reified stylistic categories, but rather on specific concepts, recurrent
topics, intertextual connections, and compositional strategies, identified by analysis
of theoretical and critical discoursas well as creative practic8.hese issues have
scarcely been addressed in the existing scholarship on Haasler to reconstruct
the contemporary aestheticcontexn whi ch Haas 0s |undertéke wa s
in Chapter la deconstructive analysis afeas and tendencies trendimgavant
garde ad and culturein interwar Czechoslovakia, which | will relate to
contemporary developments in other national cont&itie observations made here
will feed directlyinto my analyses f Ha a s Oparticdarty rthose ,from the
earlier stages of his career.

| will arguein Chapter 2 that the Czech avaatrde movement known as

Poetism(discussed in Chapter,1yhich itself drew on the contemporary Parisian

avantgar de, was a major i rom |the 49P@se Foonsing Ha a s ¢

primarily on H a a $téing QuartetN o . 2 OFrom the @Gpohkey
(1925) I will demonstratéhat Haas engaged with the characteristic topoi of Poetism
and that there is a stroradfinity betweent h e ¢ o nppedilsctor fér shythmic
vitality, humour, caricature, anthe grotesquéwhich becamehe hallmarks of his

personalstyle) andP o et iemphéss opphysi cal i ty, sensual

M

it

(from fairground,circus and carnivato jazzb and musi c) , 06sl apsti

so on.lt will thus become apparentthatHéas st yl i sti ¢ devel opme

years wasntimately linked tothe contemporary Czech avagardein a way that has

not been recognised so far.

My analyss of Ha a 495 string quarteidentifies several characteristic
featureghatappear throughout h e ¢ o nwprk: Buenoo@isssatirical, andronic
play with meaning grotesqueand caricaturelike exaggeration and distortioof
musical materigland collagdike juxtaposition of incongruous elements and polar
opposites] continue in Chapter 3with@di scussi on of H,e&0p.s 0 s
13 (1935) which serves not only to demonstrate the continuity of these themes and
t endenci e sorkj but aldmta explain their development over tifRer

exampl e, I wi | | show how the topic of

3
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the Poetisminspired works of the 1920s, acquires dark undertones and dysphoric

connotations in the Suite for Pian®@n another level, the suite lispresentativef

Neoclassical tendencieshich became increasingBpparenin Ha a s 6 sfromu s i c

the 1930sonward In my analysis, | will explain howhe perceived\eoclassical

virtues (previously discussed in Chapter d)ch aseconomy of means, concision,

clarity of line and contour, diatonicisrandrhythmic vitality, manifest themselves in

this pieceThi s enquiry helps to clarify Haas06s pc

most influential stylistic movements in Eur@peart music of the intawar era.

Haas O0s ¢ omp o cleaarty displaysthe influericeoafiJ a n 8ane k
strong emphasis on techniques concerning rhythm and rret@dapter 4, | discuss
both issues (which have been pointed owny timesbut never satisfactorily
explained) with respect taJ an ®Ilsekt heory and compositiona
Olsas obv §nN&mey tr brmi owsid)l. furthewuseafld gm@| & kiadn Haas
techniques (such as repetition, superimposition, and montage) raises questions of
fragmentationdiscontinuity, developmentand stasis, which have been discussed
mostly in the area of Stravinsky studiésss case studies serving to
compositional strategies, | will use the first movement of String Quartet No. 2
(1925), he onemovement Study for Strings (1943), and the first movement of
String Quartet No. 30p. 15(1937 38). These piecegrepresentinggenres of
instrumental music that would traditionally employ sonata jordisplay a
considerablalegree of similarityin their formal design(independent of the sonata
template) underpinned largely by metrtnythmic processedespite the primary
focus on the relationship between rhythm and form, | will also take into
consideration issues of pitch structure (especiallylttadity of diatonicism and pitch
symmetry which gains pr omi ndhsaclapterthuss o me of |
aims to providethe first systematic and relatively comprehensive discussion of
H a a <d@mpositional technique with regatd the broaderprobdems of early

twentiethcentury modernist musical syntax.

Chapter 5 includes a cChartatanql®3437,eadi ng of
which is one oft he ¢ o mp o s e rVéhde the ehgmesvaf fakgsound and
carnival, which feature prominently in the esp, provide continuitywi t h Haas 6's

earlier works Charlatan places unprecedented emphgsis the one hand)n the

4



terrifying aspect of the grotesque and (on the other handyncanny imagery
suggestive ofnternal conflicts withinhuman subjectivitythus anticipating features

that would appear in some of Haasb6s | ate
characteristic of the composerodos | ifelon
0 p e r a écemical gearg,iwhich combines elemeotdarce, tragedy, and horror

Finally, my reading will shed new light on the idea (originally proposed by Michael
Beckerman) thaCharlatan because of its dark undertones, is a kind of commentary

on thehistorical context of the late 1930s, marked by thagithreat of Nazisr.

Haasod6s Four Songs on Chinese Poetry |
reflection of the ¢ ompo stherconsent@tiopcampioe nc e
Terez2zn. I nwill @hdarfake eadetailéd analytical and hermenieat
examinationof the song cycle, explaining what meanings are encoded in the piece,
what strategies of signification are employed to convey them, and what the
relationship is between the author and the protagonist of his Myrkliscussion of
Charlatanis of immediate relevance to my analysis of the symbolic significance of
uncanny i magery (symmetrical Omirrorso,
in the Four Songs. | will point out hitherto unnoticed intertextual references between
the twoworks thus bringingnew insight into the song cycle (and, retrospectively,
into the opera as wellPn another levell, will show how psychological phenomena
such agrauma, grief, and melanchodyr e portrayed i npattdrasas 6 s
of declamatiorand expressive gestures. Through the related notion of agency, | will
discuss the significance of linear and circular movement, as well as of stasis. Finally,

I will provide an explanation of the semantic ambiguityat arises from cyclic
alternation betweenppositional images and mooutsthe piecgday / night; light /

darkness; motion / stasis; and so on).

Il nevitably, it i s beyond the scope of
oeuvreand all of the issues it raiseBhus, a number of works andetinatic areas
will be left unaddressedkut ur e research may shed more

Jan8l ek through the study osfudy piecestandv a | S0

®Mi chael B ec k Eharatama,n dé Hahaes Pd ay TodOpdta Quanterly209/L i on s 6,
(2013), 3140.

5



his early compositions such Bs? n s k &Chmése SoilysOp. 4 (919 21),” and

Ze s mut n NI(SaddenedSehelzddp. 5 (1921§.Of particular interest among

Haaso0s ear |l y wo raasMoigana Opi 6s(1923pfar genoc, piano, e

and string quartet, which combines in a fascinating way n $ah eokpositional

idiom with the eroticism, exoticism, and mysticism of poetry by Rabindranath

Tagor e. Haasb6s predilection for unusual i ns
itself in his song cyclé/ y v o (TeenGhosen OneOp. 8 (1927), for tenor, flute,

violin, Frenchhorn, and piano on the words ofSH WoA potemtial study

focusing specifically on Haasds song cycl es
p2sn?2 vV |l idov®m t - nu (Seven B40)n s i n Fol k
tenor/soprano and piano, a piece oftaedgul and witty folkloric stylisation, based on

poemsbyr anti gek Ladislav Lelakovskl

Still awaiting <critical examination is
(detailed further on in this chapteNly di scussi on of HaasO0s enga:
themes ofCzech avangarde would find a logical continuation in an analysis of
PSedehr a OvetureRior Rédlo)a@p. 11 (19881), a humorous, quasi
Futurist celebration of the new technological medium, scored for a small orchestra
and a male quartétThe st udy of Haas 6s i1Rpfarlomgan,2 9 , Op. 1
baritone, female choir, and a small orchestra (a contemporary sacred counterpart of
the Overture) might bring insHaasos nSoi Haas ¢
for Oboe and Piano, OA7 (1®8B9) andhis unfinished Symphony (194@1), both
composed during the Nazi occupation but before his deportatidhea e z 2 n , ar e
relatively well known agpoignantmanifestationsof patriotismand have received

some attention in the existing scholarship, Whibowever does not exhaust the

"The most detailed diGhmessSongsnOpg.o 4daceanolhe Haasdd i n \
Kar bug®iNek konl| e nHu dhei bsnt3&/Avil%edy, 396405

8 To some extent, these issues have bRaehHasxpl ored by
Givot a d?#IBa nokl| aMduazteglne a vl apt26¥ NDdnSespal ednbesbomadm
Peduzzi, 6Jangl| elOpus tHusieum 4 0/D8 vdgloaas) , P& |l oha (Suppl
Lubom2r Peduzzi, 60Jak u Odus musicann § |12k 7 s K119DBDt) , o PeSr2 U o,

(Supplement), 18. Haas 6s not ebook cloannt@ldenkt Ings sneosd eiss firmmt he prc
Olga Haaso§iSmr | kov §.

° For a recent study see Chie | PRepkdhasov§ hudhiusicolagicRBrunensia Ha a s
50/2 (2015), 5867.
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possibilities of critical interpretatiotf. It will have to be left to future research to fill

these (and other) gaps in the knowledge

The works studied here are selected in such a way as to mefbsttofthe
chronol ogi cal stages of Haasodos career fr
di fferent genres, and to address many of
music raises. Although each chapter (with the exception of the first one) constitutes
more or less selfontained discussion of a particular piece or group of pieces, a

number of themes return throughout the whole text.

The majorityof my analyses are based on close analytical reading of the
musical score, which, however, mostly seraeroader hermeneutic enquifyith
the exception of Chapter 4, where the msialytical focus unambiguously
dominates) The semioticfoundation of my analytical approach is informed by
theoretical approaches semantic ambiguity in music (irony, satigarody, and the
grotesque}* musical topic> markedness and correlatibhand (particularly in my
last chapter)gesture and agenc{.In most of my analyses, these theomstic
approaches are used as analytical tools; in other words, the focus is ifinegsy
on the interpretation of the work at hand ratllean the theoretical problems
underpinning the method itself. That said, | do hope #tdeast in some instanges
my use of particar methods will bring insightb broader theoretical issuesnélly,
asis apparent from the summary of individual chapters, techsigné methods of
music analysis are constantly combined with a variety of diffeapproaches to
form broad interpretative frameworks, constructed to fit each particular paacke

outlined throughout the corresponding chapters

YSee Lubothr Peduzzi, 6Haag oWa adbeb djPhuadsedd nSw,itkoazd) edy
(1959), 7988. See also. u b o mz r Peduzzi, 60Vl asteneck8 symbol.
Sborn2k Jan§l kovy aka@d$mPraha SyEztinc2k T mehd augmolgni2c k ® n a
1963), 7597.

1 Esti Sheinberglrony, Satire, Parody, and the Grotesque in the Music of Shostakovich: a Theory of
Musical IncongruitiegAldershot: Ashgate, 2000). | will also make referencéuile BrownBar t - k
and tle Grotesque: Studies in Modernity, the Body and Contradiction in MAklershot: Ashgate,
2007).

2 Raymond Monelle,The Musical Topic: Hunt, Military and PastorgBloomington: Indiana
University Press, 2006).

13 Robert S. HattenMusical Meaning in Beetiven: Markedness, Correlation, and Interpretation
(Bloomington: Indiana University Press, 1994).

“Naomi Cumming, 6The Subj MusitAnalsislb/e(8997%),56448 Er bar me [
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| aspire toenhancethe knowledgeand understanding f H amusco s
through analytical and hermeneutical interpretation, as well as cultural and aesthetic
contextualisation, rather than heuristic and historiographical documentation. In this
respect, | will contribute relatively little to the foundational work of Pedukke
focus on t he t e xidterminédpatiyaby snp avn preferekce and s
partly by the fact that there is very little archival material other than musical scores
and drafts-> Moreover,virtually no personal obusiness correspondence, diari@s,
other documentsare extantt h at mi g ht bring i nsight I nto

intellectual outlooksocia-cultural affiliations, and so on.

| will provide all the biographical and historiographical information relevant
to the works discussed here in tt&responding chapters of this thesis. However,
since there is no comprehensive st ori ographi cal account o f H
(especially prior to his imprisonmentine r § avéilablein English,l will use this
opportunity to provide a briefummaryo f Haasods personal backgr o
professional affiliations®

Haasos Soci al , NBackgroandal , and Et hn

Pavel Haas came from a lowmiddle-class6 a s s i nilewish familydd mixed
(Czech and Russian) national backgrouwith few artistic and intellectual
affiliations. According to Peduzzi, Pavel Haas and his younger brother Hugo (a
popular Czech actdn the interwar era and a successful Hollywood director after

the wa)'’ were sons of Zikmund Haaashoe sellewho cameto Brno in the 1890s

®Most of Haasod6s estate is deposited in the Department
Brno. Some materials are owned -Bwrthkev8ompheelt dsedau
Brno. Documents relevant t o Huaatstbes ddlmee citn oher ezf2 nT e
Memori al . Some docume ntGharlatan bnel weveral pietes of theidestad s o per a

music are also kept in the archives of the National Theatre in Brno.

®sSee also Lubom2?2r RarodeuMusid QnlingwiavadordmuRieonliael.cém

[accessed 18 November 20157 . See also Michael Becker
Foundation <http://orelfoundation.org/index.php/composers/article/pavel_haagaccessed 18

November 201p

7 Several monographs have been written about Hugo Haasi(®88) and his work, mostly in
CzechVal eri a SHuyhHaas®Bmas Bldk, 1971); Jolam Mat THukgoov 8Haas: Gi vot Je
Pes( Prague, Nakl adat el st v?ipaticlarly &ddfom the Hollygood Haas 6 s f i

8
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from dominantly Czechural regions okastern Bohemia, and his Russian wife Olga
Epstei nmlvd@ was 0t hsteamdravggtiorcoenpany ddrk fr@am
OdesSmedf.ore the First World War, the ma
German. This situation changed with the foundation tbé independent
Czechoslovak statm 1918, although there was a strong German minority in Brno
throughout the intewar era'® The family spoke Czech in private; Pavel and Hugo
were sent to German primary school due to the political circumstances of the-Austro
Hungarian Empire, which required knowledge of German, but both continued their
studies in Czech secondary schools. Thuslike mary Jewish artists and
intellectuals of the time, Haas and his brother were unambiguously Czech (rather
than German) in terms of language, as well as social and professional affil{asons
will be seeny” It should also be noted that Brno, as the urbatreari Moravia,s a
geographical and culturabunterpart of Prague, the capital of Bohemia, as well as
the Czech(previously Czechoslovak) state as a whole. In this sense, Haas was a

Moravian (as opposed to Bohemian) composer.

Little can be establishedith certainty abouHaas 6s atti tude to
origins However, he did not come from a family of active worshippers herkis
little evidence to suggest thhe maintainedparticularly closecontact(prior to his
imprisonment inl e r ewhérenthis was not a matter of choieath Jewish culture,
religion, or musig apart from his connection to hisicle Richard Reichnga cantor
in a synagogue ik o | 2 n n a(a cityrelabivelydistant from Brnd. Peduzzi
provided the following asses ment of Rei:chner déds influenc:

The boys [ Pavel and Hugo] often spent their v

apparently strongly engaged by what Hugo did not particularly care about: the synagogal

erai have been recently studied by the Czech film and theatre specialist Milan HaMil&ee&lain,
Hugo Haas a jeho fae r i fanky @yague, Casablanca, 2015).

'8 peduzziPavel Haasp. 14.

19 According to a census carried out in 1921, there were 156,000 Czechs (72.4%), 56,000 Germans
(25.9%), and 3,000 (1.3%) Jews in Brno. Sear osl av DS2 mal dMd i M§gcIMAws t Re
Brna, 2 vols. (Brno: Blok, 196973), ii (1973),p. 91.

%0 peduzziPavel Haasp. 15.



chants. The plaintive and yet passionate diewsongs sung by uncle Reichner in the

synagogue influenced the perceptbay for life.?*

Peduzzisuggestghat these visits may fia inspired the young compoderengage
with Biblical themesn someof his early (mostly unfinished) worksuch asJonah

(J o n 8944, Exodus of the Isragesfrom Egypt(Odchod Izraele z Egyptd915)

or Psalm 191916)%* He also points out thatvhen searching for suitable material
for an opera, Haas considered works by Jewish writeekiding Sdomon Ans k'y 6 s
TheDybbuka n d St a n i PeditentVenu& Reduszi concludethe following

Without completing any of these projects (except for Psalm 19), Haas later (roughly in the
mid-1920s) arrived at a purely musical solution: he assimilatedspleeifics of Hebrew
melodiesinto [the range of] his own expressive means and used them to personalise his

musical languag#

Peduzzi refers particulfardm HaoadPT eWYhneér @i =«
Op. 10(1929), to which | would adthe first movement of the unfshed Symphony

(1940 41)® In these piecesnelodic elements which may be perceivedas e wi s h 6
(melismatic delivery, ornamentation, modality) are combined wititfalistic, quast

religious character (call and respopsdterns, slow pacinghantlike unisons).

However, it is noteworthy that references to Jewishness with regard to Haas
andbr his music were extremely rare in contemporary newspaper articles and
concert reviews. Out of more than 150 clippinyem Czech and German
newspapers(published between 1920 and 19B8wvhich the composer himself
compiled in a notebook entitledl Mo j e  ¥is p/A3cphldyc hy/Sdecessésvand
Nons u ¢ ¢ e*SoslefeuBchncert reviewsontain areferencetd J e wi shoé or mo r €

obliquely, 0 r Hhacai sads®d) Haasl hensed is tlwaysipresented as a

2 bid., p. 16.

2 bid., pp. 16, 12830.
2 bid., p. 16.

 bid.

B bid., p. 122.

®This album survives asSmrhlek pvr®,petrhteg w©d mpod gear Hza adsawEh
| am grateful for allowing me access to this source. The reviews quoted in this chapter are cited
according to Haas®s al bum, edhythetitls of the newsgaperand i ppi ng i s
the date of issue. Note that most ofilibheidr,6%i ews ar e
rather than full names. All translations from this source are mine.
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Moravian composeof Czech nationalityand/or a student of a n ® [$ aegver as a

Jewish composét.

Further discussion of these issues mi
29, Op.12 (193i132) for organ, batone, female choir, and small orchestra, which is
t he c o noplp €enpléteypiece of sacred musitis male choirA | S6Fod
(Terez?2), wMW4h i s Haasds onl kisinmidentdd on a
music forSa ms on R a playalekel Jaza @igers(produced in Brno in 1928
under thetittd. e r n Tt r/dhe Blackt Broubadoyy which tells the story of a
synagogue cantoro6s son who | eaves ®the Je\

H a a sb®we mentionethterest inAn-S k yThe Dybbuka play based on
Jewish folk tales and customs and infor
rescarciPmay be suggestive of the composerds
However,Haas arguably hadther reasons to engage with this particular pitme
The Dybbukbecame widely known following its 1922 production, directed by
Evgenii Vakhtangov, in Soviet Russia (the Habima Thedt@eportedly, the most
famous moment i n VakhtawagotVvVes Bregdacitsidorm
this scenea grotesqe whirl of crippled figuresvhich engulf a young bride onhe

day of her forced marriagb e comes a s i mi | pessekson bythe e wor

ik, 6Z brnhNnsklich kbnomewt iekVélBehbko@d®r26bSiezy a)
March H&889®06s dqui nt et [ Wind Quintet, Op. 10] succ
andfolkl i ke mel odic and rhythmic invention @ith a ce
gif, 6 unti tl ed "regulair e®ncertof the tBime Symphony Orchestra (13 March 1933),

featuring the premier eN®rfodm?2asidv iRyt 2933 0poBL

[ Haas 6s] musi cal idiom are Jcewwisthh ed edniest isn c twihv &
Hr | ., 6Kl ub mor av s kHrcrh nsskkl8a ds@eeh ATl réfralaBd@BRB EU i ¢ e f
Piano, Op. 13, a composition [which is] temperamental to the core and musicadlywe say

absolut e, [ ¢ dff atwwse i ast Rdf@stcdlromr f ul sonic i nve
much racially inherited as it is artistically cultivated and sophisticdted. Hr | . , aPraldagtl§ nHa a s
BrnRDnsk§g sb ohmdial 1938: 0The ¢ omp o seal-knowd ande | Haas
popul ar actor Hugo Haas, [ é] emerged from the

combines in himself cultivated Jewish blood with pure Slaéss (his mother was a devoted

Russian), while being, with each breath he takes, abovead € h . 6

®Haaso6s incidental music, which is deposited in
Department of Musical Documentation (ArchiM8 r odn?2 ho di vadl a Brno: (o)
dokumentace, sign. 489, i ncludes tuhtr eteh ep iDei csePsa: s edRKMoIt hN

omatce d §8) j 6and O6Short Revue MusicKwgthg Foatvtudtndel
sf oxtrote@®m)za sc®nou

®Gabriella Safran, o6Dancing wi tAhsteridandThéDylsbnkd Sal v a
SlavicReviewb9/4 (Winter 2000), 76181 (p. 768).

¥ bid., p. 771.
11



ghost of her deadrue lover3 Thus, The Dybbukfeeds into two major areas of

Ha as 0 s thegrotesquenmbith:manifests itself musically througixaggeration

and distortion of daneei ke movement (see my discussion
excentriqueo i handthkunpanhng which i related do th@mes of

split subjectivity and possession byklar f or ces (see my dii scussi on

37 opera&Charlatanin Chapter 5).

The grotesque dance may also be associated, more broadly, with Jewishness.
According to Esti Shei nb eThg DybbVkavesha angov 0 s
mani festation of the Operception of Jewi sh
grotesquel b e r ma r [whichlefunttien[ed] as a cultural unit in twentieth
century Russian ¥it seemsacasonakle taassimet thaeHaasr e . 0
could havebeenaware of these connotationdonetheless, as far as | am aware,
none of the grotesque dances in Haas6s musi
musical elementdVith reference tane ofthe pieces in questioph he o6 Post |l udi umé
from Haas 0 sanoJascha dlemfsahas sufgesteda link betweenthe
percenedc har act er of 0 de yvgzaveifelte bugtigkedh)e earfdu | threes s 6
notion of 6 (seewWhaptér 3 fonsfurtiven diséussidhpgain, this point
mayrefertoanactuggar t of Ha as 6 EBowevar]itivauld lzeldiffidule r i t a g e .
to construct a compelling argumentsupport this thesis the absence archival

material of a personal nature.

lhave chosen not to explore then problem
further detail for several reasonghe lack of relevant sourcetie relatively small
proportion of pieces which contain 6&édJewish
and/ormusicallanguagemy general focus on analytical and hermeneutical reading
of specific works, rather than on the personality of the composer himselfl
perhaps most importantly, my belief that criterielated to style, genre,
compositional technique, and recurring themes (such as the grotesque and the
uncanny) bring more insight nt o HaasoO0s work than the comp

3 bid.

32 Esti Sheinbergrony, Satire, Parody, and the Grotesque in the Music of Shostakovich: A Theory of
Musical IncongruitiegAldershot Ashgate 2000), p. 307.

¥ JaschaNemtsov 6 Zur Kl avi er sui tMusicaReanimat Mitelunge®7a v e | Haas 6,
(December 1995), 2@ (p. 22).
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notion of 0 J elvaiasshdrse sJsedwi sThh ulser i t age wi | |
where relevant, as part of the interpretative framework through vehpdrticular

work is viewed, but it will not be a sulgjeof my inquiry in and of itself.

The existing historiographical and archival sources provide limited insight
into the social networks in whidHaaswas embedded. Howevetrjs significant that
his brother Hugo was very well connecig@articularly inthe 1930smmong artists,
intellectuals, and other prominent figuresfnr agued6s hi gh soci ety
Peduzzi, it was he who introduced Pavel Haashi® future wife Dr So Ra
J akobs pewwusy married tothe acclaimed linguist Roman Jakobson
(associated with the smlled Prague Linguistic Circle) Jakobsonov§8 diwv
husband and married Haas in 1935Two years latershe gave birth to their
daughter OlgaOlgaHa a ss® mrg| k(torvn&rly married to the writer Milan
Kundera)has had a swessful career as an opera singer stiltllives in Brno. In
personal and telephone communication, Mra. a s-® mr§| khasvirformedme
that her father became acquaintedrough his brotherwith prominent Czech
writersi ncl udi ng Kar eNezval,am®lkg a VS c Herfsn pafvl u g o v ¢

MusicalCul t ure i n Brno and Haas©bs

Affiliations

I n or der t oprotessibraliaffiliationditwdl Hedirsstructiveto undertake

a brief overview of the institutionatructures of Czeclmusical culture in Brng

whichwas r el atively independent from-the ci
war years aneéxpanded rapidlyn the new political circumstances independent
CzechoslovakiaOne of the most importamentres was the National Theatiéater

cal Zed®d bk & h e at r,enhichigainedBmuchoneeded new material and
personal resources after 1911 € conductor Frantigek Neur

role as the | eader of the theatreds ope

% peduzziPavel Haaspp. 65 6.

% | visited Mrs. Haa 0 368nr | k osur8mer2013. These namsewere mentioned in a telephone
conversation, which took place on 20 December 2013.
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1929°* Hewas also in charge of the <concert ser
orchestra (the first fulsized and fully professional symphony orchestra in the

hi story of Brno). Neumannos progressive dr an
repertoire as well as meworks by local composeré.The establishment of Masaryk

University in Brno in 1919 facilitated the formation of the first musicological
department in Moravialhemusi col ogi st s VI adim2r Hel fert,
Jan Racek all supported local musicallture through concert reviews and

organisational activities.

Haas was one of the first students to enrol at Bneo Conservatoire
establishedn 1919t hr ough t he me Orgaa Bchool flestablshed | e k 6 s
1881) and the music school Besedab r n D n s k § , where Haas starte
education in 1913He studied music theory and composition with Jan Kunc and
Vil ®m Petrgel ka ( botgh Jfaigneueidno sithuAdrant s o f L
Ho | u B®&Mheh the institution was put under state control®20,J an§| ek was
appointed a professor of compositiortlad Prague Conservatoire, teaching in Brno.

Pavel Haas attendeda n § Iccenko8iiormasterclass between 1920 and 1822.

The most important institution fdd a a préfessional development was the
Club of Moravian ComposerK(l ub mor av s k) thibhwas formally at el T
established in 1922, but its origins date back to the foundation in 1919 of-the so

®¥Suzanne Vohnout oo |ES8t kRyo ukmhuabi un omvosr, a V192&i( Bk skl adat el T
Origins of the Club of Moravian Composers: 1819 2 8 6 ) (masterds thesis, Masar
2013), see pp.23i4. [accessed via http://is.muni.cz/th/64669/ff m/Diplomova_prace.pdf15

November 2015].

According tBI VB b o miikido pp§258), Neumann performedebveen 1919

and his death in 1929 a number of crucial pieces of international operatic repertoire including works

by Debussy Pel | ®as e t 1920, @Hrrists Kemekl @onny spielt auf 1927), Ravel and
Stravinsky, as well as 17 premiere performances of c«
of orchestral concerts, audiences in Brno had the chance to hear works by DélGagsyg-(nidi

d 6 daone 1919;Nocturnes 1924), MussorgskyA Night on the Bare Mountajril925) Stravinsky

(Firebird Suite 1925; Fireworks 1926, Pulcinella, 1927), HoneggerRacific 231 1923; Le roi

David, 1925; Horace victorieux 1926), Berg (excerpts froniWozzeck 1927) and Schoenberg

(Gurrelieder, 1925). 30 out of 78 concerts given by Neumann in this period featured works by
contemporary Czech composers, of which Osvald Chlubn® etg e | k a , ampillJar osl av
were the most frequently played.

3 peduzziPavel Has p. 24.

¥Haaso6s studies with JarP8kldaasppr263 d.i sSas saldsd nL Peamzrz
Peduzzi, 6Jangl| elOpus tHusieum 4 0/D8 vdgloaas) , P& 1l oha (Suppl
Lubomz2r Peduzzi, 6Jak u Odus musicann § |12k 7 s K119PBDt) , o PeSr2 U o,
(Supplement), 18.
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called Club of Young Moravian ComposersKIi( u b ml adTl ch s k|
mo r a v s*kThecititiptive behid the establishment of the CYMC came from the
composers Vil ®m Petrgel ka, V8clav *Kapr §l
At t he Il naugur al meeting of t he CMC, J
president of the society, whikke conductof r a rk Neéuann became the vice
presidenf? The function of the CMC was to facilitate performances of new works

by its members, to organise concerts of contemporary music (both Czech and
foreign), to provide material support for composers and perforntepgiblish new
works,toor gani se | ectures, and thus stimul at
membership included not only composers, but also performers, musicologists, and
enthusiasts. As a result, the CMC was strongly linked to the activities of all other

musical organisations in Brno.

The activities of the CMC were mostly limited to Brno, with occasional
collaboration with Pragubased institutions® The CMC also had modest
international affiliationsThe Czechoslovak section of th@ernational Societyor
Contemporary Music(ISCM) initially included the representatives of the two
Praguebased musical societies: Spolek pro mo#élern h u(8obiety for Modern
Music)and the Verein fg¢r mu s ia kherd detegate e Pri
representing the CM{inedthe boardn 1923** On the wholehowever, the impact
of the CMC onthe international levelvas ratherlimited, since the Czechoslovak

section as a whole had only one vote in the international forum of the f3CM.

The CMC was also more or less directly involved in the visits of several

internationally important figures to Brno. Following a personal invitation by

0 Until recently, the activities of the Club of Moravian Composers remained unreflected in
musicologicalresearch. So far, the most comprehensive account of the CMC in the first decade of its

existencecandd f ound in the above cited mastero6s disser:t
““Wohnoutov§ EIPRo&mMhywi Klowgy moravskich skladatel T
“2 |bid., pp. 54 3.

431 am referring particularly t& pol ek pro modern2? hudbu (Society f
sdrugen? pro soudobou hudbu (The Present: Soci et
skl adatel T (Club oibd.,pz&@dh Composers). See

* The CMC was initially represented Byr ant i gek Neumann, l ater by Vil
Kapr §ibid.,pSe e

*Ibid.
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JangB®Bart -k came to Brno to per fda&ringy wor ks L
on 2 March 1923° On thevery next day, the CMC organised a concert of works by

Arnold Schoenberg with an introductory lecture by Helfert in anticipation of the

Czechoslovak premiere dburrelieder, which took place five days later at the

National Theatre in Brnont h e ¢ o nppesescé’r Ird 926, Henry Cowell

visited Brno during his European tour; he gave a lecture on 8 April 1926 and a

concert of his works followed the next d&yLater that year, the CMC organised a

lecture on quartetone music (2 December 1926) by the Czeasmposer Miroslav

Ponc (a student of Alois &b),afollowed the next day by a solo recital by Erwin

Schulhoff, including both quartéone and hatfone works'*®

Arguably the most importanaspecto f the CMCb6s dmgagement
international musical scenwas the regular inclusion of works by contemporary
foreign composers in its concert series. BetwE#2? and 1938, théMC performed
works byMaurice Ravel, Claude Debussy, Igor Stravinsky, Francis Poulenc, Arthur
Honegger, Darius Milhaud, Bohusla®a r t, Arnold Schoe b er g, Ernst KSene
Paul Hi ndemi t h, Egon Well esz, Erwin Schul hof
Bart - -k, d&dIlyt,8n”Alkaxander Scriabin, Sergei Pro
Alfredo Casella, and otherS.

Haas maintained close coatavith CYMC and CMC throughout his liféle
had one of his early works performed at Weey first concert of the CYMhe was
present athte inaugural meeting of the CMC, ahé remained a member of the

“'ronically, Bart-k was only invited to give a recit:
the relatively little known German pianist and composer Ed&adinann, who had asked for a fee

too high for the Club to pay (4, 000 Czechoslovak
refusedd an8| ek hi msel f wr oBaer ta- kl,etwheor aogfr eiendv ittoatgiiovne tao c
000 crownslbid., p. 82.

*" The concerincluded extracts from th€urrelieder, the Three Pieces for Piano, Op. 11, and the
String Quartet No. 2, Op. 18ee bid.,pp. 823. Seealsd i S2 Vyslougil, O6Arnold Sch°n
Hudebn?2 | 37/41z(1084% H1O.

“Vohnout ovRS ulnh ®iod &,y &Il ubu moravsklichJs&tadatel TO,
Zahr 8§dka, O0Henry Cowell 'a Brno: PS2sphDvek k brnBbDnskl
sviDt ov® av MosicgogicadBrudensiad inS2 mu Vysl ougi |l ofino: k 85. nar o

Masarykova univer23ta v BrnpD, 2009), 217
“Vohnoutovg EIPRo&tmhyi KlowlBy mor avski3ch skl adatel T6, p

0 For a comprehensive list of concerts organised by the CMC (and its predecessor CYMC) between
1919 and 1948, includingformation on repertoire, performers, dates, venues, and details concerning
organisation, see ibigp. 105 91.
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committee until 1939, when heas excluded due tihe racial laws imposed by the

Nazi occupiers Between 1926 and 192%Jaas hel d the positior
secretary 6 j e d Y Ehisreléwbi)ld haveprimarily entailed concert organisation,

but its details are not clear from the available archivaterial>*

Most performances of HaasoO0s chamber a
facilitated by the CMC in collaboration with a fairly stable circle of performEne
possibility of collaboration with some of these performamsgl ensemblearguably
provi ded direct i ncenti ve f oprecesHbsastiigs ¢ 0 my
quartetFrom the Monkey Mountair(8925) followed the foundation of the Moravian
Quartet (Mo r av s k ®) ik ¥924, twhkidh opremiered the piece in 1926.
Similarly, hietg 1920)sis dadicatetl to@he Moravian Wind Quintet
(Mor avsk® de g establi@hedkinv 1937 wwach premieredhe piecein
1930>*Haaso6s Suite for Piano (1935) is dedi
member of the CMC in 1936 and premieree work the same year.

Haas also made use of other music forces available to him. His early

orchestral piec&addened Scherfd e s mu t n D] 1821)svagiraamiezdvy the

Orchestral Society (Orchestr§8l nPHsdruge:
Carnival (Karneval Op. 9, 192829) for male choiwas dedicated t@ndrepeatedly

performed byt h e accl ai med Chor al Society of
sdrugen?2 moravskich ulit#1T), directed b

Since 1927, the CMC also collaborated with the broadcasting company

Radiojournal, which had run a radio station in Bsimace1924 and which became an

*%bid., p. 208.

*2bid.,p.54.Vohnout ov§ EI Roumhainov8 also discovered
Haas (mostly on behalf of the CMC) to the composer Emil Axman (member of the CMC, who was
also a representative of the Praguea sed Soci ety for Co ndttersngreo r ar y M

deposited in the Museum of Czech music (Muzeum |
1736, G 2230, G 2204, G 2207. See ibid., pfi594

%3 bid., p. 121.

*|bid., p. 132.

%5 bid., pp. 151, 196.

% This specific concert (21 November 1926as conducted by the conducto6® t i s | aSee Bak al a .
PeduzziPavel Haasp. 130.

*"See bid., p. 131.
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i mportant source of financial fistulCMgort for t
concert to be broadcadty Radiojournal (25 April 1927) was conceived as a

showcase of new Moravian music and inclutieglpremiereperformanceofHa a s 0 s

song cycleThe Chosen On@/y v o |182M¥Haasds music appeared on
several times in the 1930s and one piece emsposed specifically with the new

medium in mind.The piece in questiorthe Overture for RadioP Sedehr a pr o
rozhlas 1930 31, premiered and broadcast on 2 June 19313casedfor small

orchestra and four male voices (alternatingMeen singing and @éamation); it is

based on an apotheosis of radi®, written by

Haas also wrote several pieces of incidental music for theatre in the 1920s,
mostly for productionghat involved his brother Hug® Similarly, in the 1930s
Haas wrote film scores for three films featurimg brotherGi v ot (Djog 6 ge d i f e
1933),Ma z | @rhedikle Pet1934), anK v o |(Mother Hen 1937)%!

The contacts between CMC and the Society for Modern Music in Prague
fad | itated a perf or manFom the MonkdyaMoanfesim st ri ng qu
Prague on 26 April 1927. Sevexncertswhich includedHaas 6s wor ks t ook pl
in Prague and other Czechoslovak citiesthe 1930sOn at leasttwo occasions
during thec omposer s Hlaiafs®tsi psedabroad. Wa g January
1935, Haas 06s Wi nd Quintet mweersaal plesr f or me d

Musikvereins) in the first of two exchange concerts between the CMC and the

8 There were two more premiere performances at this corkcertn § INeréey Rhyme€ 2 k ad | a
1926), arCdn ddolorpiaro §1926). Se¥kohnout ov§ EI Rol @l &iyn &KV &bu
mor avskl chlpms&Bdzbat el T

% See PeduzziPavel Haas p. 132. See also the following: C#a j PRovetdbhasovsg8 hudba a
Pavel Haa® Musicologica Brunensic 0/ 2 (26T 5) ,A. 53 . PrPvantBzahled v 8L, e t
Leskos!| ov e n s(Rréha: dlakiRRadidjoureaki,uL935), pp. #32488.

*® Reference is made here to the following pla#ys. R( 1921) by Karel Lapek (premie
1924, Brno: Di viard ec nRie (HIr a@dS8icthly) ; Qui do Maria Vyskol il
31 January 1923, B WozaecKVdajcekv atil® 23 nabyVYe@e &k y; Bschner (pr

March 1923, Brno: RedutaMerry Death(V e s e | ,8§1928)nhby Nicholas Evreinov (premiered 6
November 1925, Brno: Zesnk ® d iPviraud Trap)cug 1925) by ZdenDk NDmel ek (pre
November 1925, Praha: Divadlo na Vinohradeéh)y | ci nel I(RWilsc iVvi eltlqd95) v2t NDzstv?2

by BedSich Zavadil (premiered 21 Lkamlartywy ou®2@,0uBrno
(literally Black Troubadouroriginally The Jazz Singed928) by Samson Raphaelson (premiered 18
August 1928, Brno: Zemsk® divadl o) . See Vojen Drl 2k,

Opus musicunB5/4 (2003), P6. See also PeduzBavel Haa, pp. 130 1.
®' peduzziPavel Haaspp. 645, 132.
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Austrian Union of Composers¥(st er r e i cniponstenbup®™ OK dlO
February 1S8ite Br, Plakbaaa graimgered in Vienna (Ger Ehrbarsaal)

as part of a concert of Moravian music, organised by the Austrian society Musik der
Gegenwarf?

On both occasionsccording to reviews published inérfinese newspapers,
Haas 6s wconkiderednaenong the best on the prograrftinighe Wind
Quint et was prai sed as a owork which €
[ i nventi on] as wel |l as in the effective
Reportedlythe wor k was received with &édstormy &
(Balloe c c e nteraircnoedd) ad s e pPlatHraaatsed savaspalsxisiogled o .
out on account of its unusual chararcteith reference tadhe Wind Quintet some
reviewers wrote abold ani xt ur e of mel aamdntucsli yc arfd Opha rza
and 6grotesqued qualities, *Haashimselftwasc h 6 f
characterised a6 y mguwild, and talented composer, whom one could describe as
a kind of Mor ®¥VheSuni tSe raoi n®Pkgdo was cons
original [ and] i nnovatavehighltyevavioualdls
pronounced, vy et Agant referemde wasondde to IBtravinsky with
respect to HaasO0s wuse of rhyt hm: Ol n it
devel ops rhythmic i mpulses that are r emi

Vohnoutov§ EIPRIb&Mhywi KlowlBy moravskich skladatel T
% bid., p. 151.

“*Mg., O6Komponi sbeeTag a ®s Jddhlmaeyd 1935: 60f the youn
the concert]two seem to be particularly noteworthy. One of the two i®Vil P e t, whose ok
cycle Gt affRdlag f or voice and string quartet was per:
represented by hThseresMofrthd pragraine} veas wepké ] pSeé¢ also R,

6M2@ hrische MEckgi k12 nFeMrewmar,by 1936: O6Among wor ks fo
Schafer [€é], pieces by BlatnT, and, best of all,
cited according to the clippingsdnl uded i n Haasb6s above mentioned
German reviews are mine.

®“Anonymous author, 6 MeuesWiena fagblakSJampaoyri935.t e n 6 ,

®p. Stf., 6l m Aust aus i StunWd Banuarg 1985e Ko mponi st end,
p.stt , 61 m Austausch: Dié $tunies cOh el aknounaproyn i 1s% 3e5n;6 , Mg . ,
aus M2DOerTag9@anuary 1935.

®R®ti, 6Zeitgen®ssiTelegafd JAMuasyild35.aus M2 hreno:

®“Rii ., O6M@hrischEchagMuks2 kFémmr Waryn61936; P. Stf., 6M:?

Stunde 12 February 1936.
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venturing harmonically as far as the realm ofypmiality. The pastoral middle

movement contains echoes of Slavic folklore, which coalesce imaginatively with the

[ pi eceds] thor ougRThe Viemnedeeraviews comsiitatéagilyt ut i on. 6
representativesampleof the contemporary reception of &l& 6 s ama svhole,

inasmuch ashey bringup many of the recurrent themes, such as grotespaedic

/| bizarre / fantastic (and yet also melancholic / mystical) character, mischievous

youth coupled with compositional mastery, folk inspiraticast in thoroughly

modern guisgStravinskian rhythms, unconventional harmonies, and €6 on.

The most substanti al perf ormance project
his opereCharlatanb yZ ebm®k ® pr eN§ roddd 2y 6 Bl BheatreoimBanio 6 )
on2 April 1938°Thi s was one of the | ast performance
start of the German occupation of Czechoslovakia (15 March 1939), which meant
the end of performance opportunities for the composer. Major works such as his
String Quartet No. 3 (19338), Suite for Oboe and Piar{®939), andhe unfinished
Symphony (19404 1) remained unperformédd in the comp

Although Haas was able to compose at a steady rate and have most of his
works performed thanks to tledove described professional structures, he relied on
working in his fatherds shoe shop as his ma
his life. Haas also never held a teaching job at any of the musical schools in Brno; he
only gave private lessoris music theory in the 1930s (Peduzzi was one of his

students)*

a. r., 6M2hr i FagHZFelttmmpo86ni st en o,

TA critical analysis of the reception of Haasds music
the followin g study: Mi chael Losen, 6Pavel Haas. Di e Re
Auff ¢hrungsverbot 19396 (6Pavel Haas: Reception of h
19396) (unpublished masterdés thesis, Universit2t Wien
"2 peduzziPavel Haasp. 132.

" bid., p. 133.

" bid., pp. 66, 124.
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The Problem ofaJ a n 8 Compositional School

Sincethe most prominent Brabasedcomposer®f theinter-war era all studied with

leo Jan8| ekdangileeldemposid(bangl kechoek!| ad:
g k @ lhas sometimes been used with referenc& ®c | av Kaig43,l (188
Vil ®m Pet il§6y) Jaraslay Kiv& (2892958), Osvald Chlubna (1803

1971) and Pavel Haas (189944)° Arguably, the association of these comgrss

is based primarily othe fact thathey all lived in Brno for most of their lives and

based their careers as composers on virtually identical institutional strudtuses.

open to question whethéneyformed a coherent group in terms of their indual

styles and aesthetic tendencies and whether they achieved some kind of organic

conti nuat i o stylepak thelnatiorgof aec&nipasitional school implies.

Paradoxically, many of these composers were strongly influgiatdeast in
their earlyworks) by the Pragudased composey 2 t Nz s | aA870 N9d9), § k
who, being a student of Ant on-tvarye®vasS§k,

the leading figure of Czech musical tradition. In 1940, Czech musicologist Jan Racek

argued t halmembersol an&l ekdés school i n Brno
devel opment mor e affected by the i nfl ue
Jan8|l ekds compositional i di omé anwhs concl

basedora 6styl i stweenJayngi le&s a$RisoNdontiasion,

neat as it seems, is not without problemsstly, it completely disregards Haas
(probably because Raitthe kinteofthdNaz dccupatos of p u b | i
Czechosl ovakia). Sec o whbseworkwasatdatdythé ue nc e

> The work of these composers (with the exception of Haas) has received very little attention in both
performance and scholarship in the recent decaded-8ee § FiVi kK @ 1P, gt vgel had2 1 o
(Praha: Hudebn? mati ce UmDI e dd&dBlavKeapilgyd w,ot 1 &4 6d)2,l o
(Praha: Hudebn?2 matice UmDI &/Slk® abve lsKpitdiesz, Bidtdrie 4 4 ) , L
|l esk® mezi (BrioBloh®68h udby

®Jan Racek,Leal(an§l ek a soulasnA§snoirmvit>s| shba@®@moelv®a
mor avsk®ehmwdblyang§l ek and contemporary Moravian C
Development of Contemporary Moravian Mysic ( Br no: Uni e | eskosl ovens
povo€nz, 1940), p. 16.
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early 1920s with respecttba n ®lsek nnovati ons theintdrwdrhe advanc

avantgarde is a sign of conservative rather than progressive tenetefici

Czech musicologist VIadim2r HreHsfert off el
1936 synthetic overview dflodern Czech Musi€ Helfert identified two distinct
6generational |l ayersdé6 of contemporary Czech
War. Whereashte artistic profile of the first layer (composers baril890) took
shape in the first two decades of the twentieth century, the censpothe second
layer (bornc. 1900) wee not directly affected by latRomantic tendencies in their
formative period, as they did not reach their maturity until after the war. Helfert
aligned Kapr 8§l and Petrgelka (both of whom
Nov 8k after |QganSchod in Briaohvi@th thearévar generation,
while arguing that Kvapil, Chlubna, and Haas tended towards thewpost
generatior? Helfert, who also wrote concert reviews on a regular basis, had the
advantage of firshand knowledge of a wide range of contemporary repertoire of
Czech music, much of which is not readily availabdelay | have undertakena
comparative analysis of string quartets by these composers from the WoRds,
revealedt hat wor ks by Kapr 8§l and Petrgelka drew
other influences)out formed an original stylistic idiom; works by Kvapil and
Chlubna gave the impression of juvenilia and relied heavily on conventions of the
ti me; H a a&réns thegMoakeyt Motintaidsstood out on account of its
unconventional,J an 8| e ki a n itsiadantgarde aesthetic underpinnings

(which will be discussed in detail in Chagt@rand 4of this thesis§° | believe it is

"see also JiS2 Vyslougil, o6Lesk§ -WarmiscBAvat n§ hudebn?
Ga r d@pés)musicuni/l (1975), 111 (p. 6).

BVl adi m2 i eldé&l§f enotd,esrt nu2d i heu dob a ;e s k @ModarndCedzimMus: & v 0 Si v o st i
Study of Czech Musical CreativitfOlomouc: Index, 1936), reprinted VAl a d i m2 rV yHhea lafne®r t ,

studie O h ud e b n 2(Praha: &6 Bupraphdn, 1970), 1832. Page references here and below

are to the 1970 reprint.

lbid., pp. 289294.Sea | so Ji $S2 Fukal, O6MoravskHudcd&dmzdavredas k§ ¢k
412 (1967), 24859.

8see Martin Lurda, 6Smyl co2v0® kliveatrdt e(tdyS tJrainngl kQ@uval rcthe tgs§
Students from the 1920sd8) MasanykpUnibersitys20¥ ) d[accassedt er 6 s di s s
via <http://is.muni.cz/th/264072/ff m/Smyccove kvartety Janackovych zaky.pt November

2015], English summary on pp. i@ See alsti | o g ZRet red élltkadiweat han§| ko v a
fiSinfoniettad me z i sportem a ideologi@@ete@iGtmmdace dobovic
J a n 8s|Asirkonietta between Sport and ldeolpgthe Reconstruction of Historical Readifgs

(unpubli shed masterbs di ssertation, Masaryk Uni
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significant that Helffardednl(yaubed thant

referenceto Had&.He | f e r t 6 §Hapsdsrworth guptingd at length:

Pavel Haas [ é] built in his edahg§ihmimsds upon

expression [style] and tectonics [form]. This is clearly apparent in his orchestral piece [titled]

Saddened Scher4@921). Howee r , already in this work, el emi

are combined with hints of therew WestEuropean stimuli, particularly those of Stravinsky

and Honegger, et al. These el ements subsequen

the composer toemarkable individuation of compositional method in the direction of bold

constructivism and uncompromising sonic invention. Haas thus becomes a courageous

avantgardist in JaB | @&« school , who follows the paths

course, itis not surprising that many of his works appeared as [mere] experinkaits (
Morgana 1923; string quartefrom the Monkey Mountaii@is1925; Introduction and Psalm

29, 1931). However, let us not underestimate the significance of such experiments! In his
Wind Quintet (1929) and especially his most recent Suite for RiE9#) Haas appears as a
full-grown artistic individuality, standing at the forefront of those who sefmrcand create

new stylistic paths [in Czech musft].

Ha as I n Terez?2n

Haasdivorced his wife on 13 April 1940, in order to protect his fanfibm racial

persecution. SoRa Haasov§ continued to

also for hemephew Ivarf® Hugo and his wife managed to emigréteoughFrance

to the USA n the early months of the war, but they were unable to takbabg
with them (lvan Haas was reunited with his parents after the .HfaBince 2
December 1941PavelHaas was imprisoned in the transitional concentration camp
of TE&YHestathercametd er ez 2 n i handvibed io the carBpdon 13

<http://is.muni.cz/th/207024/ff m/Zapletatagisterska diplomova prace.decx 17 November
2015].

8 Helfert,Le sk § modgr2e24 hudba
% Ibid.

8 peduzziPavel Haasp. 94.

8 bid., p. 86.

% bid., p. 95.
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May 1944% On 16 October 1944 Haas began his last journey to the liquidation
camp of OsvRtim (Aus cthevollowingdayfther e he was ki l

The structures ofcultural and musica ct i vi t i e havei been Ter ez 2 n
analysedn the existing academic literatur@nd therefore will not be discussed here
in detail®® Sufficeittosat hat Haas was part of what Hans
6f orced fell owshi p¢bindiny Zogedhergaslayge membefs c haf t 6)
artists and intellectuals, mostly from former Czechoslov&k@ultural activities in
the ghetto began as clandestine, but gradually won pipeowal of the Nazi
authoriteswh o shamel essly exploited them to prom
model gh#&o. The infamous Nazi propaganda film titl€de r F¢hrer schenkt
Juden eine StadfThe F¢hrer Gi vey9, indudeSremagkable get t he Jews
disturbing footage of astagedp er f o r ma n c Study for Stragavishthe
composerhimself visible among the audience and, at the end of the performance,
taking a bow?°

Historians and musicologists are faced with great responsibility and difficulty
whendealing with topics related to thamimaginablesuffering experienced by those
who found tlemselves in Nazi concentration camps. Therefore, | consider it
important toaddresamethodological andliscursivestrategies of interpreting music
from T e r eamc? thechallengesthat the context ofthe Holocaust poses teuch
enquiry. Firstly, the fact tht PavelHaas Viktor Ullmann, HansK r § and Gideon
Klein have beenfimly est abl i shed I n t he wizd enr consci

composer8tends to obscure the individual profiles of the artists, who were rooted

8 |bid., pp. 99, 108.

8 Ibid., p. 109. Peduzzi includes a different daiep(r o b a b 119 4 1h&is &bove cited entry in
Grove Music Online

8 Most of the texts are mentioned below, although this overview is highly selective. For English
language introduction into cultural activities in Tere ae redevant chapters Rebecca Rovit and
Alvin Goldfarb, Theatrical Performance During the Holocaust: Texts, Documents, Memoirs
(Baltimore: Johns Hopkins University Press, 1999).

¥See Hans Gihehez2itAdd®41TvES nuceBrdhBarisep® | e| enst v?
Principal, 2006). For Germaariginal seeHansG ¢, nt h e r Thekediénstadt, 1941945: Das

Antlitz einer ZwangsgemeinschaftsT ¢ bi nge n: J (Br a MoehtEnglisi teaksktjon see

Theresienstadt, 1941945: the Face of a Coerced Communitans. Belinda CoopdCambridge:

Cambridge University Press, 2016).

9 Available through the following link: kttps://www.youtube.com/watch?v=E9gSzo0x4ak
[accessed 18 November 2015].
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(prior to their incarceration) in verylifferent backgrounds in terms of age,
nationality, aesthetic affiliations, professional networks, and S0 Bieces of music
fromTer eazr?en rarely analysed with respect t
works or to the broader tradition of Westerh music. Critical discourse thus runs

the risk of unconsciously perpetuatitigé f or ced f el | owshi po, i n
by their Nazi oppressors. This is partly an issue of findinguitable genre of
academic writing o6 Li f e and wopicdl lacknsufficiegt foaus tos t vy
bring in-depth readings of specific workswhile publications attempting to cover

the music in Tere 2 in its relative entiretycannot pay enough attention to the
individual artist$ different prewar affiliations®® Some ¢purnal articles approach a

balance between the extremes, but none of these deals specifically witlf Haas.

Perhaps the most important problem is the dominance of historiographical
approach and the absence of sufficient hermeneutic and analytical metieadolog
background. A common resulting problenaisimplistic attitude to correspondences
between historiographical details and works of*att.should not be forgotten that
art with the adject i velaimddiuhwhichaiggeverded i s st

by its own laws of signification and which requires specific strategies of

°1 This point is made in the following articlevhich is also a good introduction to the music of
6Terez2n :gdamphbaeNseht sov BladeBbatg, SOMusdkr im | nf
Terrors: J¢gdi sche Ko mpAotaMusidolegica7d/m(1999), 2cd4 (p. 85h Re i ¢ h 0 ¢

% peduzzi,Pavel Haas Bl anka Ha@myi Kk8s8; Gi v qRrahaa Teapol o s k| &
2003) ; Mi | Gideon Kleim ¥ Fragknéns of Life and Work t r ans| at ed by Dagmi
(Prague: Helveticdempora, 1996); Ingo SchultZ/iktor Ullmann: Leben und Wkr(Kassel:
B2renreiter, 2008) .

$Joga Masias, i n T EM5NeW York: BeadifartiBooks, 1985Milan Kuna,Hudba
vzdoru a nadl45éPr abnezEdi 1iBd1B2renreiter, 2000) .

“See for example Robert Fr eemams edidi AdQuarterly K1 ei n,
Review of Modern Musics9/234 (October 2005),i2 8 . Note that Freemands r e
Haas have somewhat dismissive tone, which is probably part of the largeriKitdas polemic

discussed below.

%In one of his articlesMi chael Becker man discusses the chrono
(1944) with respect to the dates of transports ¢
0 What kind of hi storical document i rmananadena s i c a l
sufficiently strong case for the relevance of the question of chronology to the reading of the work. See

Mi chael Becker man, 0 What Kind of Hi storical Docu
Partson Kl einbés Triod [accessed via
<http://orelfoundation.orgidex.php/journal/journalArticle/what_kind_of historical_document_is_a
musical_score/>, 26 January 2015].
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interpretation It may reflect specific historically and autobiographically significant

events, but it cannot be reduced to a chrodikkerecord of these events.

Anothe common and misleading presumption i
(and O6Hol ocaust arto in general) i's unique
codes As a result, hermeneutic accounts of the relevant repertoire are typically
limited to pointing out (mre or less convincing) motivic and thematic refererites
While many such observationsare valid, it is importantto bear in mind that
strategies of signification involvingllusions, quotations, and other intertextual
references are common to all art @hdtthe significance of such referenatepends
heavily o conventions of particular genres, topics, styles, and S6 eurthermore,
the above constitute only one means of musical signification; a wide range of
hermeneutic strategies can be used to aedhs repertoire in a more nuanced way
as | hope to demonstrate my readingoHaasdés Four Songs on Chin
(Chapter 6)

Finally, interpretation o® Hol ocaust 6 sroubs biaseddymeo t end
conceivedideas.| refer in this regargharticularlyto Shi r | i Gil bertds criti
notion of té&seidr,i twhdlc hr ehsaiss domi nat ed much of
in the Holocaust® Of course, spiritual resistance is not an entirely invalid concept,
but it must be used with cautiohe problemis that it tends to produce a
sentimentalised image of the camps, the inmates, and the role of music. It comes
with an assumption that the population of the camps was homogeneous, unified in a
heroic struggle against the oppressors, which @&lds with the historical evidence,

which suggest& much less dignified and more fragmented realitgreover,the

®1n the above <cited article, Beckerman claims tha
Kindertotenlieder In my opinion, this particular comparison is less persuasive than other thematic
parallels pointed out in the article. Perhaps more in
allusion as O0a statemenfitbiys Kbeaoetbsthet ewwhattithse
children heredobdé rather bl unt . See Becker man, 0 Wh at
Score?6, no page number s.

" See Michael L. Kleinlntertextuality in Western Art Mus{@loomington: Indiana Uniersity Press,
2005), pp. 14.

% Shirli Gilbert, Music in the Holocaust: Confronting Life in the Nazi Ghettos and Ca@pford:

Clarendon Press 2005), see partdods8pariyuaheRésdinstr @anae
and Bey oivd).6rhe(eleyance df this notion to music in Teréisrobvious from the title of

Mil an Kunadés foll owi nHu droan owz da@fiusic @&l RasmtdnOgleadn a |

Hopg: O | i nnosti a tvorbhD hudebn{PTagu&konkittihtral B2 meh B¢k
2000).
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notion of spiritual resistance also has strong ethical and ideolaghoalotations
Artists and works that do not fit the narrative tentbéagnored or even dismissed as

somehowethically deficient.

Such rheoric has been used inh@atedoolemic over questions of leadership
and influence among,whibhedirectlp copcersee iHadSini n Ter
his article tittedéT er ez2 ndkk ® al esdgeaun €d nogdends and Fa
Ter e zZl2urbo)m? r tdekeissuezwith the wajdaas was portrayed by o § a
Karas in his seminal bookMu s i ¢ i % He aefeered2particularly to the

following passage

As a moving spirit behind the musicalct i vi ti es in Terez?2n, KI ei

emergence of another prominent composer, Pavel Haas. A man in his forties, Haas came to

Terez2zn with undermined health. Th