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LET’S WELCOME THE GUESTS!

Ipodeccop Maijika bexkepman — oauH M3 Beaylmux
My3bikoBeaoB-HcTOpHKoB CIIA, cnenmmanancr mo Mysbike
Bocrounoii Esponel. Ilenarornueckas nesTeIbHOCTD €ro
cBsi3ana ¢ ynusepcuteramu Kamudopuuu n Canr Jlyuca,
creneHb 10kTopa puiaocopuu (Ph.D.) noayyena B Kosym-
Ouiickom yHuBepcutere. Jloktop Bexepman HarpakueH
Menanbio Sinaveka u sipjasiercs gaypearom Yemickoro my-
3bIKAJILHOIO coBeTa. Ero Tpyanl mo yenickoii mysbike, na-
CTOPAJIbHON CTHIIMCTHKE B MY3bIKe KJIACCHYECKHX H po-
MaHTHYECKHX KOMIIO3UTOPOB, HMCCJIEJ0BaHHsA B 00J1aCTH
MeJ10ApaMbl, My3bIKH KHHO M IBITAHCKON MY3bIKH LIHPO-
KO M3BECTHbI Ha 000ux nodepexbsx ATiantuku. Iocuen-
HHUe HeCKOJIbKO JeT 1-p bekepman paGoraer Hajx 001bIHM
MPOEKTOM, MOCBSIIEHHBIM MY3bIKe, HANIMCAHHON B KOH-
HEeHTPAaHOHHOM Jarepe Tepe3un.

B nannbiii MomMeHT mpodeccop BO3IJIaBJIseT OAMH W3
Hau0oJjiee NPECTH:KHBIX MY3bIKAJABHBIX ()aKYJIbTETOB
CIIA.

[IpeancaoBMe ™ KOMMEHTApUN IMEePEBOAIMKA

B BriOope aBTOpa CTAaThM AL TEPBOH MyOIH-
kanun  penakuusa  «IIMH»  pykoBoxncTBoBamace u
KpUTEPUSMU OOILIET0 XapakTepa, W aKTyaJlbHOCTBIO
TeMbl. PaccykieHnss 00 OTBETCTBEHHOCTH B OIMCA-
HUA (aKTOB My3BIKQIBHOW HCTOPHM KaKk HHYTO
Jpyroe MOAXOIAT, HAa Haml B3MUISAA, U1 HHAyTypa-
LUOHHOW CTaThbU. BeposTHO, POCCHICKUM MY3BIKO-
BelaM TOKAXYTCS OJNM3KUMH MHOTHE W3 ONACCHHUH
aMEpPUKAHCKOTO KOJIJIETH, Kacaloliuecss IpoOIeMsbl
UHTEpIpeTaud (akToB B HCTOPHUUECKOM HCCIENO-
BaHuu. B kauyectBe oOpasma nokTop bekxepmaH us-
OupaerT COOBITHE, OTIMYAIONICECS MCKIIOUUTEIHHBIM
Tparu3mMoM. IIpenrmeToM HcCCiIEOBaHNUS CTAHOBUTCS
PYKOIIUCh COBCEM €Ill¢ IOHOrO0 KOMIIO3UTOpPAa W IU-

anucta ['mpgeonma KisiiHa, KOTOpBIM co3laBal CBOE
Tpuo He B IJIOAOTBOPHOW aTMocdepe KOoHcepBaTop-
CKHX KIJIacCOB, @ B KOHIIEHTPAIIMOHHOM Jarepe.

KakoBbl B JaHHOM ciydae BO3MOXHOCTH MY3bl-
koBena? Kakuwe ceMaHTHYeCKHE MO M IPOCTOPHI
OTKPBIBAIOTCS Tepe]] HCCIeoBaTeieM M KaKOBHI Iy-
TH BBIXOJAa M3 JabupuHTa (AKTOB M JIOMBICIOB?
ABTOp HCHOJNB3yeT COOCTBEHHBIM OOTATHIA OIBIT HC-
TOPUYECKUX OIUCAHWN OTAANCHHBIX (MCTOPHUYECKH,
reorpaduyeckn) OOBEKTOB M Mpe/laraeT YHUTATENFO
CBOH, OPUTHHAJBHBIA M TIYOOKO NPOYYBCTBOBAHHBIH
B3TIIAL...

JI-p Wabnap Xanuanos
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YJIK 78.036

ITIPABAA M BLIMBICEA B COBPEMEHHDIX

MY3BIKAABHO-MCTOPUYECKMUX WMCCAEAOBAHUAX™

1944-
ro roga Impmeon Kusitn' 3a-
Bepmmyl paboTy Hax (UHAIOM
CBOETO IOCIEIHEr0 IpPOU3BE-
neansi — CTpPyHHOTO TpHO B
Tpex dacTiax. JleBATh JAHeEH
CIycTsl OH OBUI TIepeBeicH B
OCBEHIIM BMECTE C JPyTUMH
MY3bIKAHTAMH — KOMIIO3HTO-
pamu IlaBmom Xaacom, Buxk-
TopoM YiasmaHoM u [aHCcOM

CenpMoro OKTA0ps

Kommno3utop
I'nneon Kasiin

Kpacoin. K koHmy sHBapd
1945-ro T'mpeona Kisiina nHe
CTajo.

IlpaBna nm Bce ckasaHHoe o Kommosutope? Ko-
HEYHO JK€ Ja, €CIM IOoJ MpaBJIoil NoxpasymMeBaTh
HEYTO, «HE [POTHBOpEYaIlee NOKYMEHTaJIbHbIM CBHU-
jgerenbcTBaM». K HMX 4YHMCIy OTHOCATCA IIOMETKH B
apTUTYpe € yKa3aHUEM JaThl 3aBepIIEHUs pPadOTHL
AxkypaTHble 3anucu B apxuBe OcBeHIMMa O Iepe-
MELIEHUAX Y3HUKOB TaKXKe IPEACTABISIOT JOKYMEH-
TanpHylo uH(popMmanuio. I'mbens Kusgiina 3acBuze-
TEJIbCTBOBAHA APYIMMH 3aKJIIOYECHHBIMHU.

JABAWTE ITPUBABUM OT'HSI!

OpHako TOMBITAEMCS C/AENaTh HAIIM TpeOOBaHMSA
K CTaHgapTaMm 3HaHHA Ooiee CTPOTUMH, TO €CTb
«pubaBUM OTHS» M IOCMOTpHM, 4to Oyzmer. Jla,
KnsifH 3adukcupoBan Jaty 3aBepuieHHS paOOTHI
Hax Tpwo. W uwto Ob1 310 Mormo ozHauaTh? CKo-
pee Bcero To, uTo KIsitH NMEHCTBUTETHHO 3aKOHIHI
MUCaTh W Pa3MBIIUIATh HAJ CBOMM IPOHM3BEICHHEM
B YKa3aHHBIH JIeHb. JTO MOXKET O3Ha4YaTh TaKXKe H
nHoe. KifilH, kak W MHOTHE JApYrue KOMIIO3UTOPHI
B Tepeszune, MOT Ha caMOM JeJ€ CO3/aTh 3TO IpO-
W3BEJICHUE paHee — IHAMH, HEJCNSIMH, W JIaKe Me-
csAllaMH paHee, — W HOTHAS 3allCh MOTJA TIpel-
CTaBIATh JHIIb BpPEMsI €ro MHUCHMEHHOHW (huKcamnmu.
Wmm xe B oOMaHUMBOW OOCTAHOBKE KOHIA JETa
1944-ro KnsifH urpan matamu, 4TOOBl MPEACTABUTH

*
IlepeBon n-pa Uinpnapa XanHaHOBa.

BCE TaK, Kak OyJITO MpPOM3BEICHHWE HAMMCAHO TI03-
ke, 4eM OBLI0 Ha caMOM Jglie.

IlepeBon Kunsitna B OcBEHIIMM [TOKYMEHTHPOBAH
TouHO. Tak, 4YTO IOYTH HE MOXKCT OBITH COMHE-
HUS B TOM, 4YTO OH mpousomen 19-ro oxTsa0ps.
OpHako 37ech MBI CTalKWBaeMCSl C Jpyroil HcCTo-
puueckod TpoOieMoil. 3HaHHME TOTO, uMo WU K020d
MPOU3OIIIO0, BOBCE HE SBISIETCS CBUICTEIHCTBOM
TOTO, YTO MBI TBEPAO 3HAEM TO, O UYEM TOBOPHM.
MOoOXXHO 1M C YBEPECHHOCTHIO YTBEP)KIaTh, UTO pe-
anpHO mpousonuio ¢ KusiiHoM, Korja Mbl TOBOPHM
— «oH Obul mepeBeneH B OcCBeHIUM». 3amuch
HMEH JpPYruX KOMIIO3UTOPOB IMPEANONaracT, 4dTo
oan Opum BMecTe ¢ KisifHOM, HO y Hac HET TO-
My mnoxarBepxkaeHud. W rosops o koHumHe Kusii-
Ha, HECMOTpPsA Ha TO, 4TO 3TO CKOpEE BCEro IpaB-
Jla, MBIl HE HMMEeM JICHCTBHUTENBbHOW HWH(pOpPMAIUU O
TOM, KaKk OH yMep: ImelX T OH B Mapiie cMmep-
TH, yMEep IIH OT TOJOJa WIH €ro 3acTPEIIIH.

Japaiite mpubaBuM oOres... KoHeuHo, TO, Kak
Hayal 3Ty CTaTblo, CIWIIKOM Yy3KO MO CMbICTy. Yu-
TaTenb OpOUIEH B HOBBIM JUII HEr0 Marepuanl Hu
WCTIBITBIBACT MYYEHHs, He 3Has Oolee MIMPOKOTO
KoHTekcTa. Kak e co3mare KoHTekcT? Bo3moxkHO
tak: «B nexabpe 1941-ro, mosomoro MHoroootema-
IOIETO MOPABCKOTO MHAHHCTA W KoMImo3uTopa [u-
neona Kusiina mepeBenn B rapHM30HHBIM Topon Te-
pesur (Tepe3uwHImITanT), KOTOPHIM HAIMCTHL Tepese-
Jand B KOHUEHTPAaMOHHBIA  jarepp. Ecimm B
HaualbHOW (ha3ze CTPOUTEIBhCTBA Jarepsi Bce OBLIO
HANpaBJICHO HAa CO3JaHUEe HHPPACTPYKTYpPHI U YC-
JTOBUS TIPeOBIBaHUS OBUTM HEYEIOBEYCCKHMH, TO K
1943-my romy Tepe3wH pemmanm WCHONB30BaTh B
MPOMAraHUCTCKUX LEIsAX. ApTUCTaM  Pa3perInian
TBOPUTB; TeaTp, My3blka M W300pa3UTEIbHBIC HCKYC-
CTBa IMpOIBETAJIM KAaK HU B KakOM JPYyroM KOH-
LEHTPalMOHHOM  Jarepe HamucToB. OnHAako 10
oxkoHuanuu Busura Kpacnoro Kpecrta Becnoii 1944-
ro WU MO 3aBEPIIECHUI0O CHEMKH IIO30pHOTO Iporia-
TaHJMCTCKOTO (UIIbMa JIETOM TOTO € Toja CTallo
MOHATHO, YTO OCEHBIO JIareph KaTacTPOPHICCKH



2008,

OIycTeeT, OOJBIIMHCTBO €ro Y3HHUKOB OTIPABST B
OCBCHIIUMY.

Her Huuero ocoOCHHO HEINPABHIBHOTO B MOEM
HeOONBIIOM J00aBJIEHUM KOHTEKCTa, HHUYEro, YTO
MOIJIO OBl CIENUANbHO BBECTH B 3a0NyKICHUE YH-
tatens. OpHAKO, KaK W BCE YMO3AKIIOUYEHHs, OHO
COJICPKUT HempaBay. Vcmosb3yemble BBICKA3bIBAHHS
THIIA «apTHCTaM Pa3pelIniny WM «CTalo IOo-
HSTHO, 4TO...» TMEpPEMENIaHbl C pealbHbIMU (haKTa-
MH O TOM, uTo «KUsiiH ObILT TepeBelneH», BCE
3TO HEOOXOMUMO IS TOrO, YTOOBI CO31aTh KapTH-
HY TOYHOCTH W aBTOPHTETHOCTH, a TaKXKEe JErKOC-
TH TOBeCTBOBaHWs. M3maras (akThl, KOTOPBIC MBI
[oJpa3yMeBaeM, MBI TIOJlydaeM HX B OOJBIIEM KO-
JMYECTBE, YeM T€, KOTOPHIMH pacHojiaracM.

KOE-4YTO O HAPYIIEHHOM JJOT'OBOPE

CyuiecTByeT HEKHMM HeTJIacHBIM JO0roBOp B HC-
TOPUYECKOM ONHCAHWUH. ABTOpP NHIIET — YHTa-
TETb YUTAET. ABTOP JeNaeT BCE, YTO MOXKET, Ipe-
ojioieBasi 0€3yCIIOBHBIE CIO)KHOCTH POCUEPKOM IIe-
pa. UurtaTenb BOCHpHHUMAeT 3TO C OnarojgapHoc-
TBIO, HO M C IOJO3PEHHEM, CTapaschb HNOMHHUTb O
TOM, YTO BCE€, YTO OH IIOJNy4YaeT, eCTh JHIIb He-
Kas cxema, Mo3auKa ¢ OOJBIIMM KOJUYECTBOM OT-
CYyTCTBYIOUIIMX 3JIEMEHTOB. ABTOp JOJDKEH NHCATh
Tak, 4YTOOBl YHTATENhb MOT BCErJa IOMHUTH 00
9TOM, a 4YHTaTeNbh MAOJIKEH 4YHUTaTh TakK, YTOOBI
BCErja BO3HHMKAJIO MHOI'O BOIPOCOB. MBI — XpyII-
KHE COCYJIBI BCerja HapyllaeM Hamlk corja-
nreHus. Mbl, «ydeHble», Bcerja NHIIeM YOeKaeH-
HO, Ja)k€ TOr/a, KOTrJa MbI HE /0 KOHIAa B YEM-
TO yBepeHHl. Jlake Korja MBI HE 3HaeM HHUETO,
MBI JICHCTBYEM TakK, Kak eciu Obl 3Haiu Bce. BbI,
yuTaTeNU, IOAJNaeTech coOla3Hy dYepe3 Hall JiekK-
CHUKOH, Halll MCTOPUH W HAUly KOMIIO3HMILHUIO, OCO-
OCHHO TOrJa, KOrJa MBI HaXOIUMCS B COCTOSHHUH
BJIOXHOBCHHUSI.

BO3BPAILIASICH K KOHTEKCTY

XKan Awmepu, ObiBmmi y3nuk OcBeHLUMa, CTaB-
IIUH BIIOCJIEACTBUU IHUCATEIEM, OJHAXKIBl 3aMETHIL:
«YenoBek MOKET IOCBATUTh BCIO JKH3Hb CpaBHE-
HUIO BOOOpa)kaeMOro C peadbHbIM, M TEM HE Me-
Hee HM K deMy He mpuiiTm»’. I103TOMy KOHTEKCT,
KOTOPBIH § TIBITAlIOCh BBECTH I TOTO, YTOOBI HC-
MPaBUTh MOI0 HW3HAYAJBbHYIO Y30CTh OMNHCaHUs, HE
JoctatodyeH. VIMEHHO MOTOMY, 4YTO 3TO — KOH-
TEKCT, OH IO ONpejeNeHHI0 abcTpakTeH, 0000IeH
U YBOAWUT OT TOrO, YTO AMEpH Ha3bIBaecT «peallb-
HeIM». (I Torma MOXHO mOAyMaTh, YTO OIHCAHMS
Toro, kak Amepn meiTanum B ['ectamo, HH4Yero He
croAar). bonee TOro, MOM BBICKa3bIBaHMS HE CTaHO-
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BATCs yOenuTeNnbHee, KOTjJa B HHUX HCIOJIB3YHOTCS
BBIPQKEHUSI THUIA «MBI HE YBEPEHBI», «BO3MOXKHOY,
«BO3MOXHO, uTO». CaM aKT BBEJIEHUS KOHTEKCTa C
[ENIBI0  «IIOMOYb)» YHUTATEII0 OOBIYHO MPEJCTABIISCT
MOMIBITKY ~CO3J]aHWS MHHMOW yBEPEHHOCTH THepes
CAyImaTeNnsMH, KOTOPBHIC CIHWIIKOM JOBEPSIOT TOBO-
psIeMy.

Jltomn TIPOXKMBAIOT KWU3HH W3HYTPH, B pPEabHOM
BpeMeHH. Kakaplii TPOXHUTBIE MOMEHT IOpaskaeTr
KOJIMYECTBOM BO3JCHCTBHI. MBI UyBCTBYeM aTMo-
cepHOE MAaBICHUE M CIBIIIAM (DOHOBBIA HIyM. MBI
o0ajjaeM KHHECTETHMYCCKUMH OIYIICHUSAMH HAXOXK-
JeHus B TpoOCTpaHCTBE. MbI BHIMM GEIOK Ha Je-
peBe M UyBCTBYEM JIETKHE CHMITOMBI apTpUTa B
HammX HoraX. M BmoOaBOK KO BCEMYy 3TOMY, MEI
oOiajjaeM Tak Ha3bIBAEMOW «OOTATOH YMCTBEHHOM
JKU3HBIO», KOTOpas, HUCHoiib3ys Metadopy Puuapia
Jloykuaca w3 ero kuurn «PasBuBas panyry», 00-
JajaeT PTYTHOM TOJBMKHOCTBIO TIepeIUBaromIeics
KoKW KambMapa: «BomHBI 1BeTa paszberarmrcs 1o
MOBEPXHOCTH Kak oOjaka B (UIbME C YCKOPEHHOU
CBhEMKOIf; psiOb W BOAOBOPOTHl OETyT IO IKHBOMY
skpany»’. HempakTHYHO M HEBO3MOKHO JUIi 4ejio-
BEUECKOr0 MO3ra COXPaHATh BCIO HMH(OpPMAIUIO Ha-
IIero Mpoxutoro omeita. IlosTomy Hamm BocmoMu-
HaHUS O TEPSKUTOM MIHOBEHHM MOTYT OBITH CO-
BEPIICHHO OTIMYHBIMH OT HETO Ccamoro. Bo3MOKHO
MOATOMY MBI U pacckasbiBaeM uctopuu. He s To-
ro, 4rodsl OOMaHBIBATH, OTBJIEKATH BHUMAHHE WU
UCKaKaTh TpaBIy, HO TPOCTO TOTOMY, YTO MBI HE
MOXKEM BCIOMHHUTH BCE, KaK OHO CIy4yHJIOCh Ha ca-
MOM Jene. Mbl TpuAyMbIBaeM, WHade HE MOXKEM
CYIIECTBOBATH.

OcraeTcs JNWITb JOTAIBIBATHCS, KaK HCTOPHUEC-
KHE ONHCaHMWsS MOTJIH pPa3BHBAThCS 10 COBPEMEHHO-
ro coctosiHus 0e3 ydera MOJOOHBIX OCOOEHHOCTEH
mamsiti. HaBepHOe, MOXXHO WCIIONB30BaTh Ui WX
00BSICHEHHsI KOMITBIOTEpHYI0 MeTadopy: Hall BHH-
YecTep HACTOJNBKO 3allONHEH TeM, UYTO MBI 3HAEM,
YTO HAa HEM HE OCTajJoCh MecTa I TOr0, UTO MBI
HE 3HaEeM.

METEOPOJIOI'M HE MOI'YT ITPEJACKA3ATD,
HAMOYUT JI JOXAb UMEHHO BAC

Hcropudeckast pegyKiyus BO MHOTOM OCYILECTB-
aseTcd Tak ke, Kak (YHKIHOHHPYET METEOpOJIOTHs.
Korna-to, BeposTHO Juis TOro, 4TOOBI HM30EXKaTh
CTOJIKHOBCHUH C pa3bsIPCHHBIMH CIIyINIaTeIIMH HO-
BOCTEH, METEOpOJOTH HAYYWINCh  IPEICTaBIATH
CBOM pE3YJNBTATHl B BHJC IIPOICHTOB BEPOSTHOCTH.
Yame Bcero, BMECTO TOro, 4ToObl yCIbINIATh, Ha-
mpumep, 4To «Mexay 4 uacamum 10 MHHyTamMu H
6 vacamu 12 muHyTamu OynyT ocaiku B 1.3 mioii-
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Ma», Mbl Y3Ha€M U3 IMPOTHO3a IMOTOJbl, YTO «CY-
mectByeT 60-MpOlEeHTHAs BEPOSITHOCTh IJUBHA», WM
«I0XKJb OXKHMJIAETCS MO BCEMY palOHy, C CHUJIbHBI-
MU JHMBHSAMH BpeMsi OT BpeMeHW». OmATb xe, HeT
B OTOM HHUKaKOW KOHKPETHOM HWHQOpMAIMA O TOM,
nomajeTe M 104 OOXKIh HMMEHHO BBI, HJIM BBIMOK-
HET Ball Ky3€H.

YTO KE 3HAJI KJISIVIH, U KOTJIA OH Y3HAJI
Ob OTOM?

S, moxkanmyid, HpU3HAIO, YTO BBIMOKHY S WU
HET, HC WMECT 3HAUYCHHWS Ui WCTOPWUHU HaIIeH mImuc-
numnael. Ho ecmu s ckaxy, uto «Tpuo Kusiina,
HaIlMCaHHOE B CaMBI CTpAIIHBII MOMEHT HWCTOPHUH
Tepesuna, 6e3yClOBHO, OTPa)xaeT TO, UTO KOMIIO3H-
TOP XOpOLIO 3Hal O roToBsmeMmcs mepesoxe B Oc-
BennuM»? KakoB CMBICI 3TOr0 BBICKA3BIBAHMS?

Moxer ObITh O3TO YTBEpXKICHHE Bepbl: «Sl,
Maiikn bekepMaH, IEHCTBHTENBHO 6epl0 B TO, 4YTO
Knsitn 3Ham, uyto mpomsoiaer oceHbio 1944 romay.
Wnn xe 3T0 mpencraBiseTcs NPaBIAMBBIM BCEM, KTO
HaxXOJIUTCS CO MHOH B OJHOM KIMMAaTHYECKOM IIO-
sce?

Koneuno, korma oH OBIT MOCaXEH B O3,
unynwii B OCBEHIIMM, OH 3HANI, YTO MOe3] HAET B
Kakoe-To ykacHoe Mecto. Ho umo umenno on 3Ham,
Ko20a OH 3TO y3Hal, M KAk, C KaKHUMH MBICISIMH
oH BocupuHsul 310? J10OOH aprymeHT, CBS3BIBAIO-
muid OfHO CcOOBITHE C APYTHMH, BaXEH s TIpo-
ACHEHHA 3THX BONPOCOB. MokeT OBITh, K CYACTHIO,
a MOXeT OBITh W HEeT, HaM W3BECTHBI JaThl HaIlu-
canusi kaxnouW uvactu Tpuo. IlepBas yacTh natupo-
BaHa 5 ceHTsOps 1944 roma, BrOopas — 21 cen-
TAOpSL TOTO JKe Toja, W TociemHsss — 4 OKTAOpA
1944. CymiecTByeT MHOMXECTBO CBHJETEIBCTB TOTO,
yTo 0 mepeBoge B OCBEHIMM COOOMIMIM B KOHIIE
ceHTsi0ps. Uro ke 3Hanm o0 »tom KustitH, u koraa
OH Yy3Haln 3T0?

3ajgaua He B TOM, YTOOBI YTO-TO YTOYHHTH. Ho
TeM He MeHee, 4YTO O3Ha4yaeT 3Hamv 4mo-n1u6o?
Bossmem yTBepikaeHue «KudiiH 3HaNI, 4TO OXHUJAa-
10 ero B OcBeHIUME». DTO MOXKET O3HA4yaTh, YTO
Knaiin umen mpexacrtaBieHue o0 3TOM YXKacHOM Me-
CTe, B KOTOPOM TOrubio MHOXkecTBO Jmojaei. Ho
O3HayaeT JU 3TO, YTO OH JIyMall, YTO caM yMpeT
tam? W BoOOIIE, YTO O3HA4Yaer, B IHO00H MOMEHT
Iymath, 4yTo Mbl ympeM? ®unan Tpuo, B COOTBET-
CTBHM C JaTamMW, ObUI HamlWCcaH IOcJe Havaja Iie-
peBola Y3HHMKOB, a €ro IiepBas dacTh 3aBeplICHa
3a MHOTO Helenb 10 3Toro. MoxkHO 1 u300pa-
3UTh «rpadyK», OTPAKAIOIINNA CBSI3b MEXKIY KOMIIO-
3UIUEH W peaJbHBIMH COOBITHUSME?
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[Ipenmomoxum, 9T0 «72 TPOICHTA TEX, KTO OBLI
B Tepesune, 3HaIM O TPEACTOSANIMX TIEPEBOJAX B
OcBeHmmM». JTO BCE paBHO €IIE HE TOBOPHUT O
ToM, uwmo 3Han KuaiiH, m Tem Ooiee o0 TOM, Ka-
KOC BO3JICHCTBHC 3Ta HOBOCTh OKaszaja Ha Hero. U
MBI HHKOT/Ia HE CMOXXEM J00paThCsi 10 TOTO, 4YTO
3Han KositH. Ecnan, koHeyHO, My3bIka HE IOJCKa-
J)KET HaM 3TOro.

MYVY3bIKA —
NCTOPUYECKOE CBUAETEJILCTBO?

Kakum BHJIOM HMCTOPUYECKOTO JOKYMEHTa SIB-
nsercst maprutypa? Kakoit Bua wHopmanuum onHa
HeceT? OTBETBI Ha 3TH BONPOCH PA3HATCA: OT
«COBCEM HHUKaKOW» J0 «My3blKa COXpaHseT B
3aKOMMPOBAHHOM BHJIE CYIIHOCTh KYyJIbTYpeD». U
TO, M Jpyroe Moxer ObITh mpaBpoil. OxHako sc-
HO, 4YTO HH TO, HH JPYroe HE MOXeT OBITh M0-
Ka3aHo.

IIpencraBnennoe B y3koMm cmbicie, Tpuo Kosii-
Ha COXPAHWJIOCh KaK pEajbHBI JIOKyMEHT, KOTO-
pBIl KOMITO3UTOP OCTaBMJ IIOCIE CBOEH CMEpTH H
KOTOPBIA IIOIaln K €ro CecTpe Iocle BOWHBL Y
MEeHS ecThb M OyMaxkHas, ¥ BHPTyajdbHass KOIHUH
aToro aokyMeHta. OH HamMcaH TBEpPIOW PYyKOH, co
CPaBHHTEJIBHO MajbIM KOJUYECTBOM IIOMapoK, ec-
a1 ydecTb o0OcCTosATenbcTBa ero cosganus. Kak
y’K€ YHNOMHHaJIOCh, Kak[as 4acTh JaTHpPOBaHa, XO-
TSI B KOHIIE TEPBOM W BTOPOM 4YacTed €CTh CTEp-
Tele Haanmucu. KoMIO3UTOp OCTaBMI MHOKECTBO
00O3HAUEHWH pA3HOTO THUIA, B YaCTHOCTH, JKC-
IIPECCUBHBIE pEMapKH, HarnoJo0Hue «con massimo
espressioney.

BBIPA3SUTEJIBHOCTb

BrIpazuTensHOCT  BCerjia  cUMTanach  OCOOBIM
KayecTBOM MY3BIKM, XOTS BCErga HEACHO, 4TO
UMEHHO €0 MOXET OBITh BbIpakeHO. OOBIYHO 3TO
BCErjga YTO-TO THIA <«OMOILUN», HO €CIH MO3HAKO-
MHUTBCS TOOJNMKE C TaKUMH OOJACTSAMU HAayKH, Kak
apQeKkTUBHAS HEBPOJOTUS, MOXHO OOHAPYKHTH,
YTO OIpeleNieHne SMOLMH Bcerza KpyrooopasHo
(«xmorust  ecth addext, KOTOpbI...»). OTneneHue
9MOIMH OT «WHTEJICKIWI» TakkKe HE BSDKETCS C
IPEACTABICHUAMU OONBIIMHCTBA JIOJEH O >KU3HEH-
HOM oOIbITe. TeM HE MeHee MHOTHE COrjacsaTcs,
YTO HECMOTPS Ha TPYAHOCTH oOIpeneneHus, Tpuo
Knsiina o0nagaer HEKUM «IKCIPECCUBHBIM IOTCH-
OUAIOM», KOTOPBIA KaKUM-TO 00pa3oM MOXET Iie-
penatb TO, umMo KOMNO3UMOP 4Y8CHIE06A] BO BPEMs
Hamucanuss Tpuo. Ha camom [1ene enuHCTBEHHBIN
Ooiee-MeHEe ABTOPUTETHBIH KOMMeHTapuii  Tpumo
npuHamIeKUT cectpe KusiiHa Daumike, KoTopas



2008,

taroke Obita y3Huned Tepesmna. Ee cimoBa 3Byuat
tak: «9t10 Tpmo mpexactaBisieT Hamly XHW3Hb B TO
BpEMsI».

TEMA C BAPUALIMAMU

Bo MHoOroM Hamm HaONIOIEHHS 3aBHCAT OT
TOT0, HACKOJBKO MBI COTJIACHBI NPUHATH KaTero-
PHIO MY3BIKAIBHOTO CMBICIa M TOTO, Ye€M OH IIO-
poxnaercs. Bropas uacte Tpuo Kunsitma mpen-
CTaBJIsIeT TeMy M Bapuanuu Ha mnecHro «Kue3zmyO-
ckas OaliHs», WU, KaK OOBIYHO TOBOPST, Bapu-
anuu Ha MopaBckyro Temy (u KusgitH nmaer Ttakoe
Ha3Banue). Ho sto mpuBemer Hac nubO K Ipo-
OsieMe 0000muIeHUsT (TIOUEMy HE delICKas, WU Ja-
JKE «EeBpOIEHCKasl TecHs»), Tubo kK mpobieme Je-
Tanu3anMu (CKopee BCero, JydYlle Ha3bIBaTh e
«BOCTOYHO-MOPABCKOW» HWIH IIPOCTO  «KHE3IyO-
CKOW» TIeCHEi).

TekcT TecHM TOBECTBYeT O JAUKOM Tyce (Wiu
rycsix), mpoieraromieM Haja Kue3myOckoil OamrHen.
B OonbmmHCTBE BepcuMil  MOJIOJION  JIEPEBEHCKUIA
KpacaBen, SlHuuek, yOuBaer Trycs, a
BMECTE C HHM CBOK BO3NIIOOJICHHYIO,
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KE OHO IIPEJACTABIACT TONBITKY OYKBaJbHO TO-
ClIaTh «IUCBMO B OYTBHIIKE», TOBOpsAIIEE O TOM,
4TO «B OTOW NOTEMKHHCKON JI€pEBHE €CTh YMEp-
mme netw». Ecim 3TO He Tak, TO Kak e orac-
HO M OCCCMBICIIEHHO ¢ Hamleld CTOPOHBI Mpejia-
raTh MOJOOHYIO HWHTEepIpeTanuo! A eclii 3TO Tak,
TO KaK TOPBKO MPHUXOAMUTCS COXKAIETh O TOM, UTO
MBI HE MOXXEM 3TO J0Ka3aTh!

Jlpyroi MOMEHT — BHE3alHBIA TIEPEIOM B
NapTHU BHOJOHYEIH B CEpelMHE MATOH BapHaluw,
0003HAaUCHHBI Kak «con gran espressione, quasi
improvisatio senza rigore». Mcmomb3ys TOT xe
mpHeM, 4TO W B CBOMX Majapuranax, KisiiH BbI-
Jenser spkoe cono, obo3HaueHHoe «forte» u
«con sordino», NpH TOMOLIM HEOXKHIAHHOTO XO-
Ja BHU3 Ha JBE OKTaBBl C TNOCJIEIYIONIMM CKay-
KOM BBEPX M XPOMAaTHYECKHM 3aBEpIICHHEM, I0Y-
TH OJFO30BBIM, C IUTABHBIM HHUCXOJSIIUM JBHKE-
HUEM.

I'. Kugitn. Crpynnoe tpmo. Pykommcs. II u.
Kue3nyOckas Oamns. [lsras Bapuanms

% YA — TreesS A D
unM  Jake camy cBoOomy. Komeuno, {' fa Y, Al A%k )|
MBI HE HACTOIBKO YIAUIMBBl B HAIINX \ 3 - i T T
HCCIEIOBAHUSX, 4YTOOBl 3HATH TOYHO, | / : :

. 4 bl Al y oo
Kakod BapUaHT TIECHM OBUI H3BECTCH | = — = =t e
Kusiiny ¥ ucnonp3oBal M OH €0 Me- = ir T T T o o
JIOJHUIO. .. u trs?g 3 ; - ¢ s % g’
CBUICTENBCTBYET JHM 3Ta  4YacTb — =t = ==

Tpuo, kKak HCTOPUYECKHH TOKYMEHT, O
JKM3HEeHHOM onbiTe KogitHa, wmm o
JKM3HEHHOM ~ OIBITE JPYTHX Yy3HUKOB Tepesuna?
VYMECTHO TPHUBECTH HaHHBIE O TOM, YTO B MOpaB-
CKOW MO33UM MU MECHIX [UKHA TyCh CHUMBOJHU3UPY-
er cBoOoxy. bamHi MOXET CHUMBOJIHM3HPOBATH pe-
MPeCCHu, BBICTPEN B Tycsi — yOwuiicTBa B OallHe.
VYuuteBas TO, uTO Tepesun TpoOmaraHAMPOBAICH,
MHOTHE apTUCTBI, €r0 Y3HWKH, HAACSIUCH 3TO HC-
M0JIb30BaTh, 4TOOBI JIOHECTH HH(OPMAILUIO O MpPO-
UCXOJISIEM B €ro 3acteHkax. Moxer ObiTh, Tpuo
Knsiina — TaliHOe IOCIAHHME TEM, KTO HaXOIHWIICS
Ha cBoOOzaE?

JHaBaiite paccmoTpum emie aBa MoMmeHTa. I[lep-
Basg Bapualus OTXOAMT OT XapakTepa TEeMbl BHe-
3allHO M IpeBpallaeTcss B TPEXTOJOCHBIH KaHOH.
B pesynprare B KOHIE Bapuanuu HaOIOAaCTCS
BOCXOJIllee JBIKEHHE, B MPOTHBOBEC HUCXOJSIIC-
My JBWKCHHIO B KOHIIC MEJIOAMU IIECHU. 31eCh
BO3HHMKAeT aJIIO3Usl Ha IIEPBYI0 MECHI0 M3 LHUKJIa
«Ilecan 00 ymepmux netsax» Manepa. Bo3moxho,
9TO Ja)ke MpsAMOE LUTHpPOBaHHWeE. SBisercs num Ta-
KO€ LUTHPOBAHUE HMOIMOHAIBHBIM MOPBIBOM, HIIH

e : e - e %
e’ o Pt Lpuision, §@tn’ o ich e ‘fm% £ o

SBnserca M STOT mHaccaX B IAPTUM BUOJIOHYE-
I «UCTOPUYECKUM JOKYMEHTOM», W €CIU Ja, TO
KakuM?

Mosxer i OBITh, YTO 3TO JpaMaTHYecKoe Ha-
MpsDKEHUE ONIUIIETBOPSIET TO, 4TO cecTpa KursitHa
Ha3Bala «Hamled J>KU3HBIO B TO Bpems»? Umm xe
910 Kpuk nymm Kosgitna? Wnu, Moxer ObITh, 3TO
peueBass Menoaus SHaueka, miau Mmenonus n3 Pek-
Buema Bepau, ucrnonnenuro xotopoit KisitH axkkowm-
naHupoBan B kamepe? A MoxeT ObITh KisiiH Xo-
Tel WUMUTHPOBATH KECTOKOCTb OOCTOSTENBCTB Uepes3
pe3KHe JMHUU BHOJOHYETH?

Y HAC HET OTBETOB HU HA O1NH
N3 5THUX BOITPOCOB

Msl HaxonuMmcs, Kak BCErja, MexXAy 3HaHHEM
u Bepoil. OueHb HEOOJBIIOE KOJIHUECTBO BElICH
JIOTIO/UIMHHO ~HM3BECTHO, II03TOMY IIOYTH BCEMY
MOXHO BepuUTh. MBI BepUM B TO, YTO OBLI
Knaita, yto oH mmcan My3bslky. MBI MOkeM Be-
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pUTH TaKke B TO, YTO OH HCIOJb30BAT MY3BIKY
Ui mepenadn cnenuduyeckoid wHpoOpManMM, Ka-
caroleiicss 0OCTOSATENBCTB €ro JKH3HH, BEPHUTH B
TO, Ha YTO MYy3bIKa HE JIOJUKHA OBITH CHOCOOHOM.
Msl Takke MoKeM BepuThb, yTo KugiiH Havanm mnu-
caTh cBOoe TpHO M TOJBKO B TIpOIlECCE COUYMHE-
HUS y3HAJI O CBOEH BO3MOXKHOHN cyaw0e, mocie
Yero OH BEpHYJCS K Hauyaldy W IIepenucan paHee
counHeHHOe. MBI MOXEeM BEpHUThb, UYTO 3TO IIPO-
u3BelleHHe OBIIIO0 EIWHCTBEHHBIM CPEICTBOM Tiepe-
Jadn  WHpOpMAIMA O pEANbHBIX COOBITHUSAX €To
KU3HU, WIN K€, HANPOTHB, YTO OH IOKEJal cle-
JI0BaTh BEIUKOH TPajAWIMN CO3HATEIHHOTO OT[e-
JEHUSI MY3BIKAJIBHOTO IPOM3BEICHHUS OT COOBITHI
JIUYHOW KU3HU.

MBI MOXeM BEpHTb TOMY WIH 3TOMY, HO JUIs
TOrO YTOOBI 3HAMb® TO WIH JAPYroe, MBI JOIDKHBI
pacnonaraTb 3HAUUTENIHFHO OONBIIMM OOBEMOM WH-
(dopMalM O COCTOSHHM BelIed, W HaM IIOHAJI00HT-
csi OeckoHeuHo Oomee spkoe BooOpaxeHue. Ho,
BIIOJHE BO3MOXKHO, YTO JaX€ M TIOCJIE 3TOTO MBI
OyzneM TepsATbCA B JIOTAJIKax.

JOCTOBEPHOCTHb 1 HAYUHOCTD

B cBoeit kuure «Pywmnpr OcBenummay J[xop-
mkuo Aramben' TpaTMT MakcMMyM yCHIMH Ha
omucaHue MpoOJIeMbl 3aKOHAa M MOpald, BelleH,
COBEpPUICHHO OTIWYHBIX JAPYr OT JApyra. 3akoH,
paccyxnaer AramOeH, IpeJHAa3HA4YeH TOJBKO IS
BBIHECEHHUSI MPHUTOBOpa, IOCJIE Yero mporecc Ipe-
kpamaercs. TakuMm o0pa3oM, 3aKOHHOE, WIH CY-
neOHoe paccieoBaHHWE HAIeICHO Ha BHIHECCHHE

2 (3)

BepaukTa W cOOp IOCTATOYHOW WH(POPMAIUU IS
o0ocHOBaHUs TpuroBopa. M XoTs W ajaBOKaThl, H
HNCTOPUKH HUCCIEAYIOT IIpomIoe, a HUCTOPHUKH
HCIIONB3YIOT HWHPOPMANMIO JUJIs  J0Ka3aTelbCTBa
CBOMX BBIBOJIOB, Hama pabora He BeleT K Cy-
neGHOMY pa30upaTenbCcTBY, HAC HE TOPOIST Ke-
CTKHE Ccpoku. Hac He XKIyT B KaMmepax 3akiio-
YeHHbIe W Hama HWH(pOpMAIUs HE HYXKHA CYAbIM
C MOPUCAHKHBIMH 3ac€HaTCIdaAMu IJIsd PCIICHUA CYy-
I[e6 3aKIIOYEeHHBIX. HaM MoXHO HE TOPOIIUTHCA.
Y Hac gapyrume 3a00ThHl, a TOCeMY, H JPYTUMH

JMOJDKHBI OBITH HAIlM METOABI. J|BOMCTBEHHOCTH
0o0acT! HAMHUX WUCCICIOBAHUA — MYy3BIKA W HC-
TOpUS — TIOXOXa Ha OECKOHEYHBIC MPUKIIOUYCH-

yecKkue BHACO-UTPH. Kak TOmbKO, Ka3amoch OFl,
MBI OCBOWJIM OJIMH YPOBEHb WIpHI, Hac 3abpachl-
BAIOT B CTPaHHBIA, HE3HAKOMBIA JaHImIAPT, B
KOTOPOM OKpY)XEHHE, Ha KOTOpOE MBI HaJICsINChH
Ha TpeAblAyNIeM »JTame, OKa3bIBA€TCsI COBCEM
JpYyTUM M HE TpeAHa3HAYCHHBIM s IIepeIBHKe-
Hug. WM uem sy4yme MBI HauMHAEM WrpaTh, TEM
TpyJAHEE CTAaHOBHUTCS Wrpa, BIIOTH OO TOTO MO-
MEHTa, KOTJla OKa3bIBAaeTCsi, 4YTO Wrpath Ooiee
HEBO3MOXHO.

A TIOCKONBKY MBI TIE€PEAAaeM Hamll OTKPBITHS
MIOCPEJCTBOM MHChMa, TO TOJIBKO IMpPH TIOMOIIM H3Y-
YCHHUS «IIOTOJbl M HENOBONBHBIX €HO»’, IYTEM H30-
OpeTeHust CHOCOOOB  IMHCHMA, COOTBETCTBYIOIINX
TOMY, KAK W umoO MBI 3HAEM O MYy3bIKE€ W O Ipo-
[IJIOM, MBI MOXXEM BHECTH HEUYTO IIEHHOE W J0JI-
TOBEYHOE B HCTOPUYECKHE HCCIIEOBAHUS.
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TRUTH, LIES AND IGNORANCE

IN CONTEMPORARY MUSIC-HISTORICAL INVESTIGATION

On October 7" 1944 Gideon Klein completed the
final movement of his final work, a string trio in
three movements. Nine days later, he was transport-
ed to Auschwitz along with fellow composers Pavel
Haas, Viktor Ullmann and Hans Krasa. By the end
of January, 1945 he was dead.

Is all this true? The answer is certainly «yes»,
if by true we mean, «non inconsistent with docu-
mentary evidence.» There is a notation on the score
attesting to the completion date; careful records at
the Auschwitz Archive provide information about the
transports, and Klein's demise was noted by other
prisoners.

LET'S TURN UP THE HEAT

Turning up the heat. That means, let's make our
standards of knowledge a bit more rigorous and see
what happens. Yes, Klein put a date at the end of
his Trio, but what does it mean? It could indicate
that Klein actually finished writing and conceiving
the piece on that date. But there could be at least
two other possibilities. Klein, like many other com-
posers in Terezin, might have actually created the
piece some time before-days, weeks, months-and the
notation simply represents the point of writing it
down. Or, in the treacherous, late summer atmos-
phere in 1944, Klein played with the dates to make
it seem as if the piece was written later than it
actually was.

Klein's transport to Auschwitz is documented
clearly, and there is almost no likelihood that it did
not happen on October 16™. However, here we have
another kind of historical problem. Knowing that it
happened and when it happened is no indication that
we know what we are talking about. Could Klein's
real-time experience of this transport be recaptured
as surely as our authoritative speech about it sug-
gests: from above: «he was transported to
Auschwitz...» Including the names of other compos-
er suggests that they were together, but we have no
proof that this is so. Speaking about the end of
Klein's life, while it is probably true that he was
dead, we have no real idea of how he died; whether
he was on a death march, died of hunger, or
whether he was shot.

LET'S TURN UP THE HEAT

But of course, the way I began the paper was
rather narrow. The reader is immediately thrown into
a new subject, and a tortured one at that, without
any broader context. So how should a context be
set? Perhaps something like: «In December of 1941
the promising, young Moravian pianist/composer
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Gideon Klein was transported to the garrison town
of Terezin (Theresienstadt) which the Nazis were
turning into a concentration camp. While the initial
phases of the camp's incarnation were devoted to
building an infrastructure, and conditions were bru-
tal, by 1943 the decision had been made to use
Terezin for propaganda purposes. Thus artists were
encouraged to create, and theater, music and visual
arts flourished in this camp as in no other under
Nazi rule. However with the Red Cross visit com-
plete by the Spring of 1944 and an infamous prop-
aganda film wrapped up by the summer, it was clear
that the Fall of the year would bring a catastroph-
ic emptying of the camp's long-term inhabitants,
almost all of whom were sent to Auschwitz.»
There's nothing particularly wrong with my little
bit of context, and nothing purposely misleading.
However, like all summaries it is mostly little lies.
Frequently encountered statements such as «artists
were encouraged» or «it was clear thaty follow along
with known factoids such as «Gideon Klein was
transported» to create the image of accuracy and
authority, of easy storytelling. By reciting facts we
imply we have more facts than we have marshaled.

SOMETHING ABOUT OUR BROKEN
CONTRACT

You see, there is something like a contract in
historical writing. 1 write, you read. I do the best
I can, «brutally» compressing undeniable complexi-
ties with the whiff of a paragraph. You receive
this gratefully, but skeptically, and try as hard as
possible to remember that you are being supplied
with a mere skeleton, a mosaic with almost all the
pieces missing. I should write in a way that allows
you to remember this, and you should read in a
way that raises more questions. Weak vessels that
we are, we always break our contracts. We «scien-
tists» write with authority, even when we are ques-
tioning our authority, even when we are saying we
know nothing, we act as if we know everything.
You readers cannot help being seduced by our
vocabularies, our stories and our structures when we
are at our best.

BACK TO CONTEXT

Jean Amery, a former prisoner at Auschwitz
turned writer once said «one can devote an entire life
to comparing the imagined and the real and still never
accomplish anything by it». (At the Mind's Limits, p.25).
Thus even the context I try to set to rectify my orig-
inal narrowness, can never suffice. Because it is con-
text it is necessarily abstract, generalizing, moving even
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further from what Amery refers to as «the real»
(And it perhaps worth noting that Amery was writ-
ing about his experience of being tortured by the
Gestapo.) Yet my language does not become more
tentative, nor does it fill up with hedge words such
as «we are not sure,)» «possibly,» «it might be that.»
The very act of providing context to «help» the read-
er is usually a matter of delivering a sermon of false
certitude to an audience far too trusting.

Life is lived from the inside, in real time. Each
lived moment has an astonishing number of stimuli.
We feel air pressure and hear background noise. We
have the kinesthesic sense of our body in space. We
see a squirrel in a tree, are aware of some mild
arthritis in our heels. And then we have our rich
so-called «mental life» which, to use the metaphor
of Richard Dawkins in Unweaving the Rainbow has
the quicksilver vitality of the shimmering skin of a
squid: «Waves of colour chase across the surface
like clouds in a speeded-up film; ripples and eddies
race over the living screen.»

It is neither practical nor possible for the brain
to store all the information of our lived existence,
so our memory of a moment may not have much
to do with the moment as actually experienced.
Perhaps this is why we tell stories. Not to lie, or
dissemble, or distort, but because we simply cannot
remember. We must make things up because other-
wise there is nothing there.

One wonders how historical writing managed to
evolve without acknowledging this. Perhaps to use a
computer metaphor, our floppy discs are so filled
with what we do know there is scant room for
what we do not know.

METEOROLOGY CAN'T TELL YOU IF IT'S
RAINING ON YOU

Much historical deduction is done through some-
thing akin to meteorology. At some point, perhaps
to save their skins from attacks by irate consumers,
Meteorologists learned to present their results in the
form of percentages. For the most part one does
not read: «It will rain 1.3 inches this afternoon
between 4:10 and 6:12 PM,» but rather, «there is a
60% chance of showers,» or «rain is expected across
the region, some showers may be heavy at times.»
Again, no specific information on whether you or
your cousin will actually get wet.

WHAT DID KLEIN KNOW AND WHEN DID HE
KNOW IT?

We may agree that whether I actually get wet
is of scant value to the history of our discipline,
but what if 1 were to say something like, «Klein's
Trio, written at a fraught moment in the history of
Terezin, undoubtedly reflects the composer's knowl-
edge of impending transports.»? What is the nature
of this utterance? Is it a statement of belief: «I,
Mike Beckerman actually believe that Klein knew
what was going on in the Fall of 1944» Or is it
something that holds for the rest of the folks under
my weather pattern. Certainly, when he was put on
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the train to Auschwitz he knew he was on a train
to someplace very bad. But what did he know and
when did he know it and how and in what men-
tal mode, did he know it? Surely any argument link-
ing events in the piece with other events needs to
clarify this issue.

Fortunately, or not, we have dates for each of
the movements of the Trio. The first is dated
September 5, 1944, the second on the 21" of the
same month, and the last, October 4, 1944. Most
evidence suggests that the transports were not
announced until the end of September. What did
Klein know and when did he know it?

Not to put a fine point on it, but what does it
mean to know something? Let's take the sentence
«Klein knew what was waiting for him in
Auschwtiz» Now that could mean, that Klein had
some idea that it was a horrible place where lots
of people had died. But does that mean that he
thought he would die there? To go further, what
does it mean at any point to think we will die?
While the last movement of the Trio--by the dates-
was written after the transports had started, the first
was completed weeks before they began. Is there
any graph on which we can plot the relationship of
composition and events?

Let's imagine we can say, «72% of those in
Terezin knew the transports were coming.» That still
doesn't tell us what Klein knew, still less, the impact
it had on him. And we can never know what Klein
knew. Unless of course, the music tells us.

MUSIC AS EVIDENCE?

What kind of historical document is a score?
What kind of information does it offer? Here
answers have been as varied as «none at all» to
«music encodes the essentials of a culture» Both
may be true, or not, but one thing is certain, nei-
ther is provable in any way.

Narrowly construed, the Klein Trio survives as an
actual document that was left behind by the com-
poser and delivered to his sister after the war. I
have both paper and virtual copies of this document.
The document is written in a clear hand, with few
mistakes considering the circumstances. As mentioned,
each movement is dated, although there are erasures
at the conclusion of the first and second movements.
The composer has written in many indications of
various sorts, particularly expression markings such
as «con massimo espressione.»

EXPRESSION

Expression is always considered a special power
of music, though it is never clear what might be
expressed. Usually it is something like an «emotion,»
but if you look carefully at fields like Affective
Neurology, you will note that their definitions of
emotion are mostly circular (an emotion is an affect
which...). Separating emotions from «intellections» is
not really consistent with the way most of us view
experience.
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However, most would agree, whether it could be
defined or not, that Klein's Trio had something like
«expressive potential,» that it could somehow convey
something of what he felt at the time. In fact, the
only semi-authoritative comment on the Trio comes
from Klein's sister, Eliska, also a prisoner in Terezin,
who echoes this idea by saying, «The Trio repre-
sents our life at that time.»

THEME AND VARIATIONS

To some extent all our speculations depend on
whether we can agree at all about musical meaning,
and how it comes about. The second movement of
Klein's Trio is a theme and variations on a song
called «Ta knezdubska vez» (The Knezdub Tower)
Normally one would say «variations on a Moravian
song,» for that is what Klein calls it. But that would
get us into a question of lumping (could we also
call it a «Czech» or «European» song) or splitting
(perhaps it is better described as a song from
Eastern Moravia, or simply a song from Knezdub).

The text of the song deals with a wild goose
(or geese) flying by the Knezdub tower. In most
versions a young village swain, Janicek, shoots the
goose, and so destroys his beloved, or destroys free-
dom itself. Of course we are not lucky enough to
know which version of the song Klein knew and
whether he was referring to it by using this tune...

Does this movement «speak» as a historical doc-
ument about Klein's experience, or the experience of
other prisoners in Terezin? One could assemble evi-
dence that in Moravian poetry and song the wild
goose is a symbol of freedom. The tower might be
oppression, the shooting the murders taking place
within. Considering the fact that Terezin was being
used for propaganda purposes, many artists had a
stake, and a high one, in getting out information
about the reality of the place. Is Klein's Trio like
a secret letter to those of us on the outside?

Let's go further and look at two additional
moments in Klein's composition. The first variation
departs rather suddenly from the theme and becomes
a three-part canon, and the end of the variation
moves upward instead of downward like the tem-
plate melody. This appears to be a reference to the
first song of Mabhler's Kindertotenlieder, perhaps even
something like a quote. Is such a reference an affec-
tive one, or an attempt to send a kind of literal
«message in a bottley saying: there are dead chil-
dren in this Potemkin Village? If not, how danger-
ous and pointless of us to suggest it. If so, how
bitterly sad that we cannot prove it!

The second passage to consider is a cello inter-
ruption in the middle of the fifth variation marked
«Con gran espressione, quasi improvisato senza rigore.»
Using the same technique as Klein uses in his con-
temporary madrigals to set off an intense solo utter-
ance, the cello line, marked f and con sordino, plunges
downward for two octaves before leaping upwards to
a chromatic, somewhat «bluesy» descent. Is this pas-
sage a historical document, and if so what kind?
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Could the dramatic tension embody what Klein's
sister suggested as «our life at that time»? Or could
it be Klein's own personal scream? Might it be a
Janackian speech melody, a line from the Verdi
Requiem that Klein had accompanied during his
incarceration? Or could it be simply that Klein want-
ed the jerky physical gyrations of the cellist to
mimic the violence of his circumstances?

WE KNOW THE ANSWERS TO NONE
OF THESE QUESTIONS

We are poised as always between knowledge and
belief. Few things can be known, therefore almost
anything can be believed. We believe there was a
Klein, and that he wrote music. We may believe
that he was using music to communicate something
specific about his circumstances, something music is
not supposed to be able to do. We may believe that
Klein began his Trio and only during its composi-
tion learned of his eventual fate, and came back
and rewrote earlier passages. We may believe the
piece was his only way to communicate his reality,
or that he wanted to keep the great tradition going
by explicitly not linking the piece to his personal
situation.

We may believe this or that, but to know these
things we would require endlessly more information
about the situation than we no possess, and endlessly
greater imaginations, and even then it would be
guesses in the end.

JUSTICE AND SCHOLARSHIP

In his Remmnants of Auschwitz Giorgio Agamben
takes great pains to speak about the issue of law
and morality, things that are quite distinct. Law, he
argues, is simply devoted to reaching a judgment,
after which time, the process is concluded. Thus
legal or forensic investigation is about coming to a
verdict, and assembling sufficient information to
argue for a given judgment. While both lawyers and
historians investigate the past, and historical scholar-
ship also uses information to argue for conclusions,
our work does not lead to a court case, there is no
timetable, no prisoner waiting in a cell for the judge
and jury to decide their fate. There is no rush.

Our pressures are different and so must be our
methods. Our twin areas of study, music and the
past, are like some endlessly fractal video adventure
game. No sooner have we supposedly mastered a
level, we immediately are shot forth into strange and
unrecognizable landscapes, where the terrain we
counted on in the earlier level is no longer naviga-
ble. The better we get, the harder it is, until at the
end our task is routinely almost impossible.

In the end, we must keep our eyes on the
weather and its discontents. And since we commu-
nicate our results by writing, it is only by seeking
to invent modes of writing that are true to what
we know about the past and music, and how we
come to know it , that we can contribute something
of lasting value to the process.





