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Vgl. Beicken, Peter U.: Franz Kafka. Eine kritische Einfiihrung in die Forschung. Frankfurt a.M. 1974.
Vgl. Goldstiicker, Eduard (Hg.): Franz Kafka aus Prager Sicht. Prag 1965.
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Vgl. Goldstiicker (Hg.): Weltfreunde. Konferenz tiber die Prager deutsche Literatur. Prag 1967.
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Vgl. Lukacs, Georg: Probleme der Realismus 1. Neuwied u. Berlin 1971, $.500f.
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Vgl. Goldstiicker: Uber Franz Kafka aus der Prager Perspektive 1963. In: Ders (Hg.): Franz Kafka aus Prager Sicht, $.23-43.
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LAER - EWBEOMHEZ T T LRI, ThEBPREZIVTIAIEE
BLTW ZEIZHDORWALHE, T2 TCWIKRERAVFZIAMLEDAA, BE

DEEIT LI, EHBEMORROERL LTHRENZERXERTEIRIRHY 22
Ve FRITELBAD., v APEBEL-BERETONESEMICL > THRES L XL
HEOHEREWI ZERBE7EE), EANERBHICBIZ <A )7 1 EROLRER

12

DREL[REHEPEJIBREINDLLIHIRE,

1 z=scxsresnoni. w

COBIZDOWTHE, YA TE R MY T XEENT ATV 7 5] SRERIZ»R EFEROFER 19904F)
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nterface 1

3, ERBPIET Y P—ELTwE I &, BT Y a7 4 £F L ORBEFED D
BICHARZN TR IETEL, FLERAY T =224 L CHREHE IOV
TV BEPnRvuDR, ZE3E, HilicEE T M. KENLZBHRSE L LA
Wiz K DIEHALZHIEE Y — 7y PZL TR RTRIERBE TV, TINDERE, h
BETEVWERTORNI TR LOEEL VI LR L, EHIREBEL VRS
5. Vo2 BMLBRHERLETAVLI TR FT L OB D - B2
THREIE-TL 2D EEbIE,

[A72I2F AL - RIRKFRZRCEMER BB ]




i LERO [HREME ] it ke RedT
VA a - XF—F 2 s DEFT 1 7 REFRICET S [Rabhe] oR%

Wi

B [ELEEOREIDOIRaYFZ7AMEDIYFZAT]

R P IR Z L CHEO Y v UV EMD T, RORBEEFEORF L SELFELRBRIC
HBH——EVIHI LI, SHEERRPERBIEDIZ LIS LT LAE,I LG TE
7zo BEBTWY LIPS F = 2 AORBMER L F ¥ 2 + ¥ F—F = 2 Leot Jandlek (1854-1928)
b, COMEIIRYBINTYL, Kid. AEEBEOBTXLENLFELEENOY X
ARG %[5 L SR Ol ndpévky mluvy [speech melody] | &4y L. A2 AV
TREL-FHLSEL O OEMPREME KT T TV zml, Y —F = 7 H 18904
REPSWE LIS [FHLSEORE] LIS M85 L [T oRFoFEBIC
TP ABENLHEEZNELTVALZDIIC, SIS LU OORREBRL TR
72 LA, BEHEDLIELIETABLTCELIE LS, 35 REEFEEY B 5%
OB LTI SHOTERLOBECI->THIBEDL AT THRESRSL LW
ITa—Aan] ZREE. BT 5 RIEERLHAME & IBRECHELSES O ¥
FR=2avR7 72y RIS NOAREMERICHES L) [EN] 2RECET
BHABLLTEREINFETH D, PIZIE, TEHRAT 4 —T - 54 b Tl H2hd
ZHLIRAZBRTE 20X, BLEELSEEE L HETHEIBWTHWTE
R EARICR N LEEOEE I Ao 0o EEBERLTYF—F 22D
HEAFIHLTWD (Reich 2002),

2R, X F—F 27 (BRI VP RIREOTCIFHLERORE] 2IEL. FEL

BANRALERZ, B ) B R0WBEEE T RTEER T2 DTH S,

DI FEFINTS S5t 0 32

“ndpévky mluvy” 1% [SEEEHERL ] &2 i3 [hefii] 2 L L LIF LRI TE LD BEECRARERD LS
BAEBLRERE LV, 2000, ARTE—BLTCIHELSEOREE| LRI EICLA. 2B, FrI5ED
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M TR0 REL I B DDA FxIFEROWEELDS COMEICRYMATE
2eh BBLRAOMROF 2 I NORBEFHICBITLEHFETF VY a VXL LOWELE
HMLZ2bDE, YI—F 7 0BEERLBEFITITRAII ET2L00 2205 E 5
EhoTE, BMiE~ZEBLAMEICBCTIE, YF—F =22 [HLEEORE! ~M
BLC&FvaT AT 4 v 7 BELEGUEL-THEBLLY) L RAONTEL
(e.g Stédroii 1968), HBEDBIE LT, Y F—F =27l BF5[LVF¥ T4 -7+ H&
ETHLEEORBIBMELOMOMEEZH LT 4 LVOMIEXBTONE, Y+ —
Fr B VFET 4 =T+ | LR ULEET = 288K OBRICAETH L
R RHEBR RV 2 SMTBY., BHOEF 41— T 0dhkoTnad, TNEYF—F
IWBHATITITIERPER DR, 20X R[VFIF4— x| ZEFBHED
ELEBRIEY. Ty 70ROy a - LF ¥ T 4 — 7 F secco recitativo D b HE
LEBETHD, ARFOBECHL—LEZTWIzNLE, LT TR TV
FEF4 =T+ BB FHLEEOREIREOHFITHET LD, L) (Tyrell
1995), BiZ#ERL2-METIE. ZEHEIAFEBFORTREONLEENAL v b i —
var~EiLBED )] v (FEN) 2EBesFoahs 52, BIRELEKEITT
Whohr—o3 Y, ERERMEE, FLTERBEROBE L V- EOTRNREZ L
[ LERORE] LOoMEEIZVD 2D DIEo7-0H Lv ) SRR
Po —NiOBE~FHLAEHECBO UL, [HLSEORR] LY —F 27 DEFEN
BELOBEERRFEMYICRE S ODOBERB LRI SISk,
LTRSS L LR BALL [FHLEEORE| 0ofRET b0 L
LT DRERITY - 2 0TI [EYONET] (1994) THEO AT EEE BEM
FTHRLUAZDOBPETFONG, 77 T1d, 206D IT -0y ROEF = XA AEWMICE
WTHF—F 27 DFRFEEPFEOBRLIZART L) Py YV T[HEO—DOH.
HEOHEN., BEY, —KBHNLZETH), MFONECHLHE] 2B, 70—
Mk TR 2 RRA L IAZHE, ERATH (77519941 152), Y FH—
FrzilloTik, NMERBWT—BRIZLTAEXRE-TLE) (Bl LI BITHRT
BIERLDLOLE [BE%E DI F2RICHEL TV ERIEZ FRICBVTHREICERT
BIEZENMEL 7200, [FHLEEOHRSE] O 29 LAMERROT T
bz, TORKE, RROEMTHELIIELIBEENEEIOERL AL, EECBY
THEOREELZERTHIZES (£ V751994 1 150-159), 7225, ¥ F—F =2 DF R

fos 2004-2008



FEZR, -0y RORBROFIEB IR, Fz I ) SHEOFHKNLD
2o TiREL, LAFoaNEV) NERIFTEREW ) REEED ) 210 ] o3k
WE[RYDITC, ZIhOIIHE I LI 2F ST (7 V5751994 1 220), (%IRRT
BOIAVF7AMPLEEEL. RRECAVWT2EE,. 571 7THEEER. (i),
(By7), (AF5H) BFEZOMOBE L Vo7, doiEbu— A NREE] L vois,
Iha v 57 A VI MEOZERET LRI 572 (7 ¥ 55 19941 222-223),

7 yFI0&ERE. YH—F 7 OERCBEST. B0 I - v NI BwTEEY -
FEFEHD - SUIERRTE € (GEEE) L LTRBEMITONTE A BE L 35 Fr4kH
BL72EmE I -0y ROEWHEV) [RIVFI/AM] LOBBREVIREAILEZE
ZHETHBICEEER LY M RSB, LREZ, FUFSORMEERED IXZITH
BERETEEV. YF—F =7 OERR [5 LERORE | OMFEICHT 20BN E
BONREZEZHETHLOOBEERLE L CERELTVWAZ L CELTRESSEL
WP, Z TRV F—F 27 ORFEFEO [EEN] tHHEABRALLIET2HT
0. TOEMBOEEFIOMEDOHE LS5 20 L AT TOET T4 T—H B0
X, A=A MUT oAV HY—FHE, OBIEFraRATY 7 7 EMEZERT S 1
F—t I B TEABEN DD THE L) BEIHOBREZEBRLTCVE LS
72, HEMIZ, YT —F =7 HED 1880 FEMEEIC (L ERORE] & LHET HHEIC
DVTRADH T LIAD -BO VAL, F = 3 A2 X % [RIEKA 7 ndrodni [national] |
EMEFROBM L REWR L OHHEER LS, [REMFEES) Narodni obrozeni [The
National Revival] | HOF = I AMFRB OB CHA SN CELHEERIIEETIOTH
b, COETHE, WOBBEEHALSHIC[AIVFZ7AMNICBT230Thoe B2 L
o BEH D) LAEBEROTRICER T =7 F—ERME L VENFEL T2 L F
BRTHZLIETERVM, T, [FLERORE ONUELAIZED. THH H2518804
RBELFEDP SRBIIIT) IR o2TT T4 TREOHERL1900ERICEF SR
WROBI LGBV ALD—BRHEFOBELLELIRCERL D07, EbiX, b
2L BERTRELOR, [FLEEOREIIZE2bE, —RyaL[harss R

BERLE D> TT— 27— ORBIEHET 2 LEMEE I\ T % (Jandtek 1884),

I s¥mzacermoss. i

Yh—FzriE [Vexvb - T—F—fEl FPIRFPEALVUNFT] EV)RT— 7 F-FHKN L
FEETAREL [FRER BRI L, 22T BERL Lo -7~ 0 E T 52 —4 T,
WA BIFE L ERAF 2 HREH oW A ERNGER 2P T 2RBUME L2 OTHL LFHEL. /K
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MIEZBT230TLAGVERDLAYPLLEAOFEOFIILROHRRT —T v ROE
WEHEREEVI) [RAVFIZAMN EHETLIERPOPCLTHATVW O W) BE
BOThHb, TI Ty BEILH T, ¥F—F = 7251880 FRITATVIRD /- EMERICE
T2 TRES] EREFRL 0D L EMFEL VI BEE R 72 T Wlocal ] ik %
(B | LER|IEVIBAPLHABTILF2BL T, YROENEROBRBICEDLS
[ 38 Y universal | ZBEEROFEL TTHO 2T 5, FE2H T, AT 4 22—
7 7] OFell (1891-1903) & AT LT TW2EF V4 TREMEORHREL DS 22
T2y 4 7REZOZEHATIZOWTII90D) EWIHZIZBVWT, FIHTHLAKC
L7zMEEYF—F 27 3Pl LT B LEEORE] L WIMEEBLTRO TV S
TeODPERBHET 2, B, TOREEL. EI V4 THHTOFSRLEBONEL L TR
B2E 75 F 27 - 5V M ¥ 2 Frantidek Barto§ (1837-1906) & HfR L. #2000 iR
ERBEMAD SN TV [FHEE T Y 1 7 B3E4E] (Barto and Jandcek 1901) & B R
XELTEPNZLDOTH s,

1 FLEFD RO TERHME] OFR

YF—F 7 HFFELEEOY XL LIBORES BE TR LG ERRERIZOW
TI—KEHDOBRARRRL A H AT - 7284 OFESVRAELL T 27201, SHICBWT
BVEFIH - RBIELN TRV, 2205 FraEOFHLSHICHT S AMEH
Bl BELTRADCARLI-DOE, HEEFRERZED Tz [EHEHR Hudebni listy] 5
D18854EIH RS ICHRL-AFRE A L] TOZLETH B, &2 THIL. TER
PEOEFAD [FR] (D200 E P LE. HLO4DOEVHEORRE ZhENEiL
2bDOTHD) LEBNEEN L OBICHBBERFRED 5N/ L 2T 2 (Jandtek
1885)¢

3

UFTIET Y4 7TREOTENARE IOV HS5OHBEZRTEIZIZOHS, [FiETI v+ 7TREE] »
SOMBERRTERICIIBILE Fh PR T LI LT %,

Hurmanit $ Aetivities 2 006



e

0

@;—a——-; E=—1 =) =] R DR
G552 =
(& 1]

Fx AR EFROFEER L DBRICOCTOHRDO R, 188645 5 1887HEIIHT TR L
(5B BEER U 7 THEHRE | (Jandlek 1887a) & W) RE BV TAFKEEZFH T
%o ZZTOFRBOERIT, MBEROBEREORZEOS { PERIUFORAI 7R
BT AT THELNABERITREZ T REPIHEEEN 2 U X2 E2 BT
. BAR R HEREE 2 FORMTRICARS L IHIWRL T2 LISHhd 80
BB, 12H, TORETHEHRECOZ, ARDEIOF = I AOBERICR SN2 AALRG
Hi1 9% word-setting / Vertonung # & L %2255, 4 ¥ H WV - KA F ¥ A F — Otakar Hostinsky
(1847-1910) OHEHE [F = FBOTHEN T 7 9 A — T a ¥ 12D T] (Hostinsky 1886) T
OEFHEHLEEOTHORFLBFHOBE~NRORELZ BRI 0L LTHHLT
W5 7 (Jandtek 1887a: 9), FINKREDF = IFBHMTEELZHELTVAFAF VA
F—id, AR FEXHTIRENLERBO—ATD Y, [RIEM] %+ < F nirodni opera
[national opera] (W ® % [EEA T ]) 255 2 L DEEZ 1860 FAKXS LHEHIT T
WA TH B, Bk, BEDLOLRNLRELELTO TREN] 2ZWMOLr 7~
FBEHICBWTRABLZSA MEF 4 — T, PERNEZLTCF 22— a vy
BROPICRBL, &) LHEERELLARGEESLZETF o I ANDEMI T —
Oy NOER~EFLELBZLE20RICEATE, [F7 72— a VR 2 EH ¢
BI2OIRAF ¥ A —HBY MAZZ DI, HBER % F = 2FEO LT orthoepy |2 H-T 1
7z [ B8 35515 ptizvudny ver$ [accentual verse] ] # V.35 Z & Th o7z 19HREBHEFIZB
THFx BB TROARE-FHCT 7L M 2d ), EHORMLBIEII
T LRSS A—L WA Z LTS IV VRS BT o 7o,
FOLk, FraBICLAEREDRELLIZRBIZH 720 FOHR, FRRLT 7L
FRONROERPEPVEAL I L LR 0TV, FAFVAF—RBREIBEIZL-T

4

HROE ST e HRICBEFBINSG EE X T, v (Tyrrell 1988: 264),

DO FEFINTS {-TY-F 1 202

Bz, BRERD 75 F v x 795 F — Frantifek Palacky (1798-1876) i3, BHIELT  FEICBWTIIHE
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[REE]PELLERENZ LELTWADT, ZHLREEFELIHHEL TV
T#H % (Hostinsky 1886 : 5-7) [+51,

BT, [BERE] TRBENL-SELTELOMRBICET S AMBIE. [RCR3R5Y
Fi# | (Jandcek 1887b) &V I BB BVWTRILTH I LTk b, ORI, AT M
WO RiRE M CHE LK) TRV R/ 1 —2 + 7 3Ludvik Kuba (1863-1956) 12
L BRERE RICRD AT 7] OE2E [T 71 7TREER(1886) Lk AF A% —
DIF2aBOTEWNFIS A—1a yizonT] CHETABFHLLLTEIANZLO
Thbo YT —F 2/ OZONEZF = IFEHOTREOMTIIREIHILIEFOR
BENOCRAOHTRENLDDOE LTEBRINTELD (eg Tyrrell 1988 : 246-247) . K
FCET RO RBIEIC [REW] 2ZWEE2EHI 00 FELEENT O
THUBNTVBHICHEILTBLRETHA ). LwIDdh, REPRBERORE
RYZXLEEGHTIHESZ VIERBELIZD, AXFFTHDIHIT(ZLT, FAF VR
FoPEHFTBLIH) T—FF—R YA L ORBEORREER L LOOREOY LA
LG E B L R A RN TER S TR —2 ), BHOF o3 AOREIC
BOTREN] 2EMEE4ERAS 00 @BsN, LELERFOKELE L -
RZOoOBRECTRABREL LS. REBEEZSRAE Lars [REW] 2EM &84
B EF T BEREFHVTW AR S, 4 ZITRBMVAEL LS, ¥ F—F
BCOXFEERETHETICOET VA TOREITEMERD-EBIEME T TIZND
BREL TV, T4 BEOFASI TR, HLEHEO) X2 mECHERLL
PTG A—va v EBELERESBEES LIRS, Kb ST, KIAESN
TRESTELZRED LEFIHTABRBICT L CRITRENAZEE]I 2520138
TIRE| 2MorDP b THMT 52 22 BEL TV A bIFTh v Lik<7 Fig,
RAF Y AF—FRBTZHEFICOCTE [HEMIE, FBLSEDYV AL ATTFT 4D
PBIZE - TREOSEM ST ONL LR\ 6L I ZWE T 5 (Jandek 1887b :
77)0 ENTI, REREYBFOBETRBENTOWAZOOMMEE L S ICEICTREMN]
BLDTEBEWERELZDES ) He ZORMIEZAHITE. FAFVAF—DF 20

5

6

interface

DO F 2 IFIC L ZEFEORIARLFAST  AFXF—O [RIEE] R [REARTIRTFIIA-a iz
B¥ 2 BEPAET 5 EFNLEROMMCEL TE, $iff (2006) ZBHE Sz,
TR, Fx2BORIBWTRERIIL s THRASATU 2 XFZHCTRETAI L LT 5,

04D




BICL2FBERIIBT 2T IEOHEZE B S [EE] LTRE-H ([F562a]) 283
L7zDbiZ, ¥YF—F 2B NORFEICPWDONTVEET T4 TRART 77O
R ([F120]) TR ON B FEM 2 BREEZHEL T3 { ) (Jandtek 1887b : 76-77)
KHEHET2UEND S,

FEBI2a] X, BRAYOLEREEZRENICEBRLTEDOTWo720ELZLF S
7 4 — 7 & J(Hostinsky 1886 : 40) O [EEHFI] &L L TRRENL DD TH S, = DRI,
[slunce (KB ] LV ) BXFBER LR IBMASNG &) 2 BEW L% BE Loo#H
MLRMEBECSCREZ LI EPNTEY ., EHOMBORFIIEROMN - THO
BHEEAELTWE, 850, FAFUYAF—id, ZORELFIZVTS X ZRENT
BRI BVTIT ) HkaRRT % (Hostinsky 1886 : 44) [+71,

1. N N iy A - - lk\ T
e e e o

V téch pak dnech.po sou-Ze-ni tom, slunce se za-tmi a mé-sic ne-di svétla svého.
(FE41 2a]

RN LTV F—F 2 PBET T4 TREBOF L LTORLTW 0, [FEHI2b] 72481,

7 IDVFETA4— T+ OFHORIE L REOBEOMAEHLE LRER. TREKRDOED,
[V téch pak dnech, po sou-Ze- ni tom, shun-ce se za- tmi a mé- sic ne-dd své-tla své-ho
CURUNON G PENUN SN NN FR SR S B |
(ZL T »0oXKEOOLIZIE, BIRED. HIbaRs 223 TH»9) )

8 CORBORAOEHOBBEREIL, TREKDEY

[Dy-by &er-né o-¢i-&ka, / Dy-by Cer-né 0-&i-&ka, / v kra-mé pro-dd-va-li, / Oj, v krd-mé pro-dd-va-li.
[ [ l | I

(RPN N RN AN AN SO RN NGO SN PSR

(B LBEVEZ /HLHBVEY /HOBECR-TE 2 hiEhd. b, HOEIIR-TE 2R
WX d) 1o

AR TEFINT N2
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| - o2 = a ?—-—-
e e

Dy-by %ér-ué  o-&-ka, dy-by &rné o - &i-&ka v krdi-mé pro-di-va-li

St

oj, v kri-mé pro-dd-va -l

[R5 2b)

Yr—F =z 73 (2] 2 [RAOTHORE & RENERICBI2FOZhZRED
DMFINC R X ® S| IO ERMFICH LTERT S 02 LA T2 )T, [FEH2b]
ORBIIZARF VY AF—HHL L) R FHORELHBHO—ALH5BEFEIRDOLNL
OO [ZORENPSBYENTERLZOIZ, % 5ATRNEARELZON, AuF10
BB RTEIARE—BALEETIRVEV, NI RLINIED. ZOER
L DFEE 07 ] (Janalek 1887 1 77) BT Ho A5 ¥F—F = 7 BT [FEHI20)
ARET S [HRMZ AN 2T BANZ2HBIIMT o Ty, LIZEA. KAHE
ELTWBENZBEEONER. BAOTHORE L ROEROTLRE L OB T K
TEHEESHIHATLIENTE S,

ZOIE, A (B 1-4/08) . B (FB4-10/48) &) ZOoDKEN, SHLIWERIZAL
Flal (85 1-2/881), a2 (83-4/0f). bl (855-7/h8). b2 (458-10/185) D40 D FLEH
AT BT EDNTES, al TO [gah-c-d-e] & EITTBIEREST L [e-d] & THT 2IHK
BITOWEN2 TIRIZTFOTEIREINZOHIZ, bl L2 TRRVWFORKELRET S
PO, ATIHI 2 ho 2 TR B IERETT L al TRIRE WY X203y ¥ 2 I8
KL EMOMASLEEZHALZ, LV Wo7zh b LARNENRT S, 22 Talo
REOBELKAOTHOVE L OBBICERT AL, WMEFZET—HL TV 2EHE A
DOAT, BCRHZFIERELEVELSTL b, 2206, 2HMOREORRBIIFFAOET
WOREEL ) & T LA al TR S A7 [Dy-by er-né o-¢i-tkal &2 70D FHANLTH
b7 EME EBOMAGHLEIIRENTORTVEDTH- T, TOFOHEL ) ICiFE
BEBRTAEF 1 — 7 LTOBBEFRNENE—L ) TEPFHER L,

OO [FROZBHEE] 2BET 2L, YF—F 2 7 ¥FRAF UV AF-0HEGme it
HLZZEOB®RSHAL,IZR D, Hal (Thbbh, HLERCHETLI0) KBTS

frion 200 0




AL ERBOBRELROFERIIB W TRBINEMT 2 5T, k@ BE) L EHho
HEEAE—-Tbh, Bl GEE) —L OBBRIIAHIICHE SR TWAZ & 2L
LTWwienThb, [RiEE] 2E2HT 220D CRABERICHET 2EMETIHT
55— HOBBERN L L T ALZOBRIIBOWTOI LR, LEZBLILHNTE
b, WThOBBIZAZOTHI., YROFROZHFH BV CHHE LTRIEEL
TWEBEERERIEIELTWD EW) HIBWT, MEOBICREN L EVIIFEEL W
PHi. 2FEN, YF—Fxrid. AT THEABOEMBRLFEMTRICBWT TREL]
ZELLEHT S0, SBodhRa -0y NOERETEORBH LERERICESNT
WEWR T THBBORFEOBREELSREAL LN L, —20REERIHE O
BHEFEY EFDE0S, EZ08E) 2500 ER 2TV w7,

[(RICEABATTHEM] »HI1E, Y —F 2 7 SREBOBENS KL EELTRIZTTHEL
RO [FEN] 2HEHOFAEIZ OV TERNICE Z BO B 5RANA I L TE D,
7205, BT (P12 2 RR L CTBHRLA XS 2R THIEE L, -7 256003, 2
OWEERRLIEILEEI T4 7RAUY 73 TORBIZALONL LW, BEOFHEH
DOWBLZIACHE L BEOSENEREZ T2ICERT 2 IR EEL RBE v
POl BFIVEZ D, T 9 LZSEIE, 18904E/K5 5 1900 FERICHIFTHFORATHZE
S 4 7T REOFHENAAEICET AL THRAI/EY EIFbh a2 12k 2, 2
T, KEITIR T LEEORRE] L REOHBFEHRL oB{ICETsMEzHcEL T
S 4 TREOEFENAEICIOWT] #RABCTO I,

2 [RELE%E] & THRoSE] & oMEBtEod

BIMTHRANZ2EH 0, EMFROREPLR L EET Y 4+ 7REBICBW CEIRHE
GHEMEZROILPEREL TV, FLTC. Y F—F o 7B ZOBEEERD
FEiE, KAOFHICELEEELTACHAT AHMEOBBRERTH -2, €547
REBCBIZZ) LHERERL €7 Y« TREOTEMMUEIZOVT] THULEIZ
. FEFLEEISATINTELDIDED S ZZ [REOKOEEZMSLO N B
R7REEEPSSIBTCTLEI S L2 L, RURAZ] LHESICBVTHERAT S (OHS:
Do 2D, FMLEELREL V) ZOOEEIER L2BRICH S 2 L 2EROKAIR

] srzzazsmmoss. vt
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ELTWEDHE, MAVERLACERTHL LRRLELIEBELIHBET LB, SER
BHOBEOEHIED S [AF ¥ V7 Hstasovka] —F b B, [V XA rytmus] O
RERTE, BLEESFOEREREOREI OIS L VX LOBENEED
MEZEZTCALE, [LEEOHERE]IZD RS zpéy [hum / chant] ® L 9 LZHE»H %
T ENFHHH G2 (OHS @ i) s (HOHFREICB VT, 8] &1& [k piseft [song] |
PRI ERN G HEESTEIIEEL VALY, [ELuF LEE RE] 2 BT
% (OHS:xli)o) F72. [IEIE, LY DIEEKNDS L 133EM 7% 2B vliv esteticky [aesthetic
influence] D TFICEPN L LWV E (2R BEE HIF SN, Fpisen [song] ~NEBEEZ T
WL ENRTLEBIIR LN )L THH S (OHS ki) ) LITEVDHLHMS 2,
WEREFOBRER LR T ARICIHASTRELA [FELSEORE] PEOY X2 L
B OBE~OF R LB 4 Ty (RECOHFENEENZH AR ELEED
| ZZBGIH LR, ZOREFRPYOILE) . BLEEIR~G 2B IO
HYLIEMRLEIDETEDHE, 22C YT TR ¥+ —F =73 [FHF LRI
PREORBOBE LMEOHWHE NP L IPBEZRITTIOLLTERA TV OPEL
NENBRIET AT EICLE S,

RE[%9]

[AF ¥V 77 séasovka] EWVHFRIYF—F = 72K BEBTHY. [V X Arytmus [rthythm] | & v 5 FERIE
BAIHERBVTIT > TV A0 THS (OHS:ii () [V ALOWE] LRFF L0’ EHIL2,
BB, COBBOGEVEBCOVTRERNLETH S, [£5 74 TREOTEMAHEICOVWT] T
W TAF 2V 7h ) BENTHCELSECERNORAENEO [N XL]H2 0B X2 DRE]
EVHERLPEZ SR TRV, BbiE, COEDTAF ¥V IA]R[AF vV 7 — = — stasovani
[rhythmicizing] | (& 12, ¥ F—F = 7 BB O#EFH Td 5 B)# scasovar [rhythmicize] 2 LIRELZDOT, 2
OEAREOXBEOP TR YXLAZRKT L] LVIBRTLELEZAVLR TV, BB, OO0
EBARATERIEINy A=< VPR ELURETH S (Beckerman 1994)) &\ 5B, “Cas [time]” (Bf) &w»
IR THECKET 2E MM CHREFCHRT I EEHAELECERALIBE b o 0 1121880
ERPOWKEEELRFL THEEABL AT VHBCHRTIEREBEo BRI T2 L 2RELT
WzDT, COEHDTAF XV 71 dF0—RELTRAONL S (B BHDOXE T “kontrapunkt
[counterpoint]” (R EE) &9 57 VEEZRIFE T 5 FEMRICHR T B5END 1 1T ‘opora [buttressing]” (L 2.)
LWV AT VRGBT AERICESCRELRAL TR, 7245 %574 7 REOZTHNMTE ] LI
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Jewish Avant-garde art in Poland
Yung Yiddish (Young Yiddish) group

Jerzy Malinowski

The traditions of the modern Jewish artistic environment in Poland and Central-Eastern Eu-

rope date back to the second half of the 19th century and are linked with the names of Maurycy

Gottlieb and Mark Antokolski. At the turn of the 19th century, artists of Jewish descent in Poland

(despite a partial distinctness in the themes of their works) were intimately connected with Polish

artistic life. Nonetheless, they maintained close social ties with each other. Yet it was not until just

before World War I that it was possible to organize in 1913 the first 'Exhibition of Jewish Artists' in

Warsaw.

A further attempt at creating a separate milieu of Jewish artists in Poland was made during the

war. The exhibition organized in Warsaw in 1916 was officially a charity event for the 'Society of Or-

phanages for Children of the Mosaic Persuasion'.

At the beginning of the 20th century, the considerable growth
of the Jewish artistic milieu in Poland and Central-Eastern Europe
gave rise to questions concerning the specificity and stylistic charac-
ter of national art. Discussions on the topic were conducted particu-
larly by young Jewish artists who worked in Paris before World War
L, including Osip Zadkine, Natan Altman, and Josif Tchaikov, Icchak
Lichtentein, Leo Kenig and Marek Szwarc. They published the perio-
dical Makhmadim. Already at that time attention was turned to the
works of Marc Chagall in whose case inspiration by the new French
art (Van Gogh, cubism and Delaunay) was connected with a fascina-
tion for the visual aspects of Hasidic folklore and Jewish folk art.

In the course of the First World War these controversies, and

some of the artists themselves, moved to Russia. Separate Jewish ar-

[fig.1] Marek Szwarc, Moshe Broderson
and Jankel Adler with volume 2/3 of Jung
Yiddish, 1919
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[fig.2] Marek Szwarc: Crucifixion, 1919 [fig.3] Jankel Adler: The Last Hour of
Rabbi Eliesar, c. 1918

tistic institutions were formed such as the Jewish Society for the Development of Art, which orga-
nized a large exhibition in Moscow in 1917, and the Central Committee of the League for Jewish
Culture (the Kultur-Lige). The Kultur-Lige was established in Kiev in 1918 and combined support
for the Revolution with a program of revival of Jewish culture. Its members included Lasar (El) Lis-
sitzky, Issachar Ber Riback and Boris Aronson. A tendency towards formulating principles of a new
Jewish art was a force which in 1919 gathered in the State Jewish Theatre in Moscow the most out-
standing Jewish painters working at the time in Russia - Altman, Chagall, Lissitzky and Riback. They
created an informal group with a distinct artistic expression, described as the 'Jewish expression-
ist' style, and they opposed nineteenth-century realism, which, in the case of Jewish painters, intro-
duced national motifs but did not strive towards introducing a separate artistic language. Impres-
sionism was regarded as the art of the assimilated Jews.

The idea of the revival of Jewish culture quickly reached Poland, where it became linked with
local traditions. The Yung Yiddish group was founded in Lodz at the end of 1918 as the outcome of
two exhibitions - 'Spring' (held in April) and 'Winter' (held in December), organized by the Asso-
ciation of Artists and Adherents of the Fine Arts in Lodz. This association, established in 1917, was
dominated by Jewish artists, who constituted the majority of the Lodz artistic environment. For the
first time works of the future members of the group were shown, such as those by Barcinski, Braun-

er, Dina Matus and Szwarc at the first exhibition, and by Adler, Barcinski, Brauner and Matus at the

second.




In his review of the first exhibition, Bernard Singer wrote in the daily Folksblat that Jewish art-
ists should not represent Polish art. He appealed to them to reject motifs of Polish origin in favor of
those taken from their own history, literature and mythology which revealed the ‘Jewish spirit'. The
exhibition was supposed to be 'the first step taken by the Lodz artists'. Hershele, poet and co-worker
of the group, stated in Lodzer Togblat that all nations, regardless of their size and prosperity, try to
develop their own national art and support their own artists. Art, he wrote, is ‘the mirror of the soul'
of every nation. Despite the popularity of several Jewish artists, such as Antokolski, Izaak Levitan,
or Ilia Ginzburg, the Jewish Society, Hershele added, had a 'cold and indifferent’ attitude towards
art. He criticized it for the absence of institutions (exhibitions, museums, artistic periodicals) which
would assist Jewish art. The repercussions of these two exhibitions made the Lodz artists aware of
the necessity to choose a path different from the one pursued by Polish painters.

The oldest member of the Yung Yiddish group was Wincenty (Icchak) Brauner, born in Lodz in
1887. After studying at the Hochschule fiir die bildenden Kiinste in Berlin (1908-1911), he returned
to Lodz and formed a group of artists and authors of the young generation, who met in his studio
or in the house of his parents to discuss the newest trends in art and the problems of national art.
Brauner's paintings were influenced by post-impressionism, especially Van Gogh, in whose honor
he even changed his name (“Landscape’, 1915). Around 1916 his 'Nude' already revealed a sharp de-
formation of shapes.

The people who visited Brauner included the above-mentioned sculptor and graphic artist
Marek Szwarc (born in 1892 in Zgierz), who in 1910 left for the Ecole des Beaux-Arts in Paris and
there joined a group of Jewish artists living in La Ruche. After returning to Lodz in 1914, Szwarc
spent the war there and in Odessa where, under the influence of the literary works of Mendel Moi-
kher Sforim, Nakhman Bialik, and Akhad Ha'am, he attempted to create themes from the classics of
Jewish literature. During his stay in Kiev in 1918, Szwarc probably became acquainted with the ac-
tivity of the Kultur-Lige. His sculptures, such as 'Eve’, shown at the Autumn Salon in Paris in 1914,
indicate that at this time the artist was closest to the classical trend. In 1915 the first individual ex-
hibition of Szwarc's works was shown in Brauner's ‘Salon of Art'. The wartime compositions reveal a
‘biological' deformation which affects the proportion of the body and face. During the ‘Spring Exhi-
bition', Singer for the first time described Szwarc as an expressionist. The linocut 'Crucifixion’, which

applied a deformation of the Die Briicke type, was regarded as a breakthrough.
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At the end of 1918 Jankel/Jakub/Adler returned to Lodz. Born in 1895 in Tuszyn near Lodz,
from 1912 he studied in Belgrade and then in Bremen where during the years 1916-1918 he at-
tended the Kunstgewerbeschule, coming into contact with the German artistic milieu (inter alia with
Franz Wilhelm Seiwert from the Die Aktion circle). Already at that time, Adler painted expressionis-
tic works devoted to Baal-Shem-Tov, the founder of Hasidism, which were acclaimed a sensation at
the "Winter Exhibition' in Lodz - "The Last Hour of Rabbi Eliesar', 'True Christianity and the Victim
of Pogrom’, and 'Baal-Shem and Buddha'. Although the influence of El Greco has been perceived in
these works, they seem to be closest to Ludwig Meidner, Jacob Steinhardt, Joseph Eberz, and Cesar
Klein. Similar thematic analogies link Adler's paintings with those by Lasar Segall (born in Vilna).
Adler was also fascinated during this period by the works of Chagall, and he immediately became a
leading figure among the group of Lodz artists.

It appears, however, that the founder of the Yung Yiddish group was the poet and graphic art-
ist, Moshe Broderson. He was born in Moscow in 1890, but spent his childhood in Lodz. In 1914
Broderson moved to Moscow, where in 1917 he organized the Shamir circle of Jewish “national aes-
thetics” and published the “Prague legend” Sikhes Kholin (Small Talk) with Lissitzky’s illustrations.
At the beginning of 1919 Broderson returned to Lodz, bringing information about the new Russian
and Jewish literature and art in Russia.

The remaining members of the group included Henryk (Henoch) Barcinski (Barczynski), born
in Lodz in 1896 and in the years 1916-1917 a pupil of renowned Jewish sculptor Henryk Glicen-
stein in Warsaw, where he also made his debut at the 'Spring Salon' of
the Society for the Encouragement of the Fine Arts in 1917. His early
portraits and studies of heads (“Self-Portraits”, 1919) resemble the
war-time works by Szwarc and, above all, those of Oscar Kokoschka.
In 1918 Barcinski left to study at the Akademie der bildenden Kinste
in Dresden.

Not much is known, on the other hand, about the works of the
female members of the group: Dina Matus (born in 1895 in Lodz),

Ida Brauner, the sister of Wincenty (born in 1891 in Lodz), Pola Lin-

[fig.4] Pola Lindenfeld: Landscape, 1919 denfeld (born in 1900 in Lodz), Zofia Gutentag (born in 1893 in

Lodz) or about the graphic artist Salomon Blat. Around 1920 these




artists painted, and pursued the graphic arts. Later, Lindenfeld became a sculptor, Matus a scenogra-
pher, while Ida Brauner devoted herself to the applied arts.

Members of the group also included the well-known poet Yitshak Katzenelson (born in 1886
in Korelicze near Nowogrodek, now Belarus) and the journalist Yekheskel Moshe Neuman (born in
1893 near Warsaw).

The group ultimately took shape probably in February 1919. Tradition has it that the author of
its name was Broderson. The name of group probably harked back to the Jung Jiidischer Klub in Vi-
enna, set up early in the century by renowned Jewish writers, artists and critics: philosopher Martin
Buber, draughtsman-illustrator Ephraim Moses Lilien, writer Stefan Zweig, critics Berthold Feiwel
and Anzelm Lutwak. It appears to have been also derived from the name of the New York literary
group Di Yunge, active in the years 1907-1919, and was supposed to refer to the term "Young Poland'
(name of important period of modern Polish art and literature). It seems worthwhile to recall that at
that time in Germany there appeared a group known as Das Junge Rheinland with whose members
Adler was in contact. The name Yung Yiddish, which emphasized the element of a change in genera-
tion and world outlook, suited well the ideology of the revival of Jewish art. The second component
of the name -Yiddish - showed that it referred to the local traditions of Jewish culture in Central-
Eastern Europe, whose distinctness was accented during a conference held in Czernowitz in 1908
which acknowledged Yiddish as a fully-developed literary language.

In 1919 the group published three issues of a periodical with the same name, and in 1919-1921
several volumes of literary works by Broderson, Katzenelson, and Khaim Krol with covers and illus-
trations designed by members of the group. It also organized artistic evening sessions and discus-
sions on new art, and established lively contact with the younger generation in Warsaw, whose most
outstanding personalities were the painters Stanislawa Centnerszwer, Henryk Gotlieb, and Henryk
Berlewi. In 1919 they participated in the three exhibitions organized by the ephemeral Muza (Muse)
Association, later known as the "Warsaw Artistic Circle', in the center of the Union of Jewish Authors
at Tlomackie street.

A closer contact with Yung Yiddish was established by Berlewi (born in 1894 in Warsaw), who
studied in Warsaw and Antwerp and in the years 1909-1912 worked in Paris. Berlewi, originally a
realist (“Glazier”, 1918), under the impact of Yung Yiddish evolved towards expressionism {Jewish

Wedding', 1921, “Khonon and Lea’, 1921), and at the end of 1921, thanks to contacts with Lissitz-
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[fig.5] Henryk Berlewi: Khonon and Lea [fig.6] Jankel Adler: The Blessing of
from Salomon An-ski “Dibbuk’, Baal-Shem Tov, 1919
lithography, 1921

ky, who was in Warsaw at the time, became the most outstanding representative of the early stage of
Constructivism. Soon, this circle was joined by the painter and scenographer Wladyslaw Weintraub
(born in 1891 in Lowicz), a pupil of Leon Bakst, who returned from Switzerland and France.

The most important encounter of the two milieus proved to have been the First Exhibition of
Jewish Painting and Sculpture in Bialystok, organized in September 1919 by Adler and Berlewi, in
which works of the Yung Yiddish group were assigned a separate place. However, the "Exhibition
of Paintings by Futurists, Expressionists and Eternists', announced for the beginning of 1920, was
never held in Lodz. Only in April 1921 did the Lodz-based publishing house Tel-Aviv hold a large
all-Polish exhibition of Jewish art, of which a modified version was shown in Warsaw in June. The
concept of the exhibition, whose authors were probably Broderson and Brauner, resulted in the con-
solidation of the Jewish artistic environment in Poland and the establishment of a Committee for
Jewish Art in Warsaw, with Berlewi and Weintraub. In 1921 and 1922 the Committee held five exhi-
bitions, and in May 1923 it changed into the Jewish Society for the Propagation of the Fine Arts. The
emergence of this organization ended the ten-year-long period of the formation of an independent
artistic environment in Poland. Members of Yung Yiddish, together with Berlewi and Weintraub,
participated actively in all these initiatives. The Yung Yiddish group existed up to 1921 and was dis-
banded after most of its members left Poland - Szwarc to Paris, Adler, Barcinski, Pola Lindenfeld,

Ida Brauner, and Berlewi to Germany. Abroad, they joined the so-called 'Progressive Artists’ move-




ment whose most important achievements were the organization of exhibitions and a congress held
in Diisseldorf in May 1921. Together with Margarete and Stanislaw Kubicki, members of the Poznan
Bunt (Revolt) group of expressionists, they formed a Polish section of the congress.

Broderson, Brauner, Weintraub, and Berlewi, who remained in Poland, joined the new expres-
sionistic-futuristic Khaliastre (Gang) group, whose members included the poets Uri Zwi Grinberg,
Peretz Markish, Melekh Ravitsh, Joshua Singer, Israel Stern and Eser Warshavsky. They published
the almanachs Khaliastre and Albatros and worked with the literary periodical Ringen.

The Yung Yiddish group presents a type of art which could be generally described as 'late ex-
pressionism’, Its distinctness is determined by the specific formal and iconographic featares which
together formed the so-called Jewish expressionism'.

The origin of Jewish expressionism' is indubitably rooted in the paintings of Chagall and in
the "apocalyptic’ works of the Berlin-based Die Pathetiker, a group founded in 1912 by Ludwig Mei-
dner and Jacob Steinhardt, Jewish artists from Silesia and Great (i.e. Western) Poland. Members of
the group absorbed the experiences of various artistic milieus — Paris, Berlin, the Rhineland, Mos-
cow, and Kiev. Nonetheless, they were capable of creating stylistically uniform works. Sharp biologi-
cal deformations, flowing nervous contours, convulsive movements of the body and gestures as well
as color dissonances were characteristic for the Yung Yiddish group from 1919 on. These measures
served to present extreme psychological states and ecstasy. In painting, this trend is illustrated in the
“Blessing of Baal-Shem Tov’, the founder of Hasidism (1919) and in twelve works by Adler which,
as photographic reproductions, were used in Abraham Zak's book entitled 'Unter di fligl fun toyt’
(Under the wings of Death), (Warsaw, 1921). In the graphic arts their counterparts were the "Ecsta-
sy by Adler, the “Deposition from the Cross” by Szwarc, as well as the “Ecstasy” and 'Dancing Devil
by Brauner. At the same time, there appeared works of a lyrical, sentimental nature — landscapes, at
times close to the works of Chagall, for example a ‘Belarus Landscape' by Szwarc as well as portraits,
nudes, animals, and liturgical objects, who retained the stylistic convention of Die Briicke,, made by
Adler (the linocut “Portrait of Broderson”), Barcinski (the linocut ‘Concert’, painting “Water-carrier”),
Brauner (the painting “Dreamers’, the linocut “Jews at the Table”) and Dina Matus (illustrations for

Rachel Lipstein’s ,,Zwischen dem Abend und Morgenrot”).
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[fig.7] Wincenty Brauner: [fig.8] Wincenty Brauner: Illustration I
Dancing Devil, 1919 for Moshe Broderson’s “Tkhias hameysim”
(Lodz, 1920)

Works by several members of the group dating from the 1920-1922 period disclose an evolu-
tion towards abstract art. The cover to “Ibergang” by Broderson (Lodz, 1921) executed by Szwarc
and a cycle of six illustrations to David Zytman's 'Oyf vaytkaytn krayznde fal ich’ (Lodz, 1921) by
Ida Brauner, were inspired by the lyrical compositions of Kandinsky and Jerzy Hulewicz (member
of the Bunt group). On the other hand, the linocuts by Brauner to "Tkhias hameysim' by Broderson
(Lodz, 1920) and those by Broderson to his own “Di Malke Shvo” (Lodz, 1921) and 'Shvartz Shabes'
(Lodz, 1921) are closer to geometric abstraction with a strong futuristic influence. Also certain
works by Berlewi (the cover to 'Di kupe' by Markish, Warsaw, 1922) and by Weintraub (the cover to
Albatros, 1922) are of distinctly abstract-futuristic nature.

After 1921 the members of Yung Yiddish turned away from expressionism. Their paintings now
began to resemble so-called post-expressionistic realism, in which elements of 2 moderate defor-
mation, darkened colors and, at times, “primitive” interpretation, permeated realistic presentation.
Good examples is Adler's well-known painting 'My Parents' (1920-1921). The sculptures by Szwarc
and Pola Lindenfeld revealed classical tendencies. After the liquidation of the publishing house, in-
terest in the graphic arts and illustrations began to wane. On the other hand, there appeared in cop-
per (Szwarc and Brauner) and, among the female members of the group, the applied arts (batik, jew-
elry and ceramics).

Yung Yiddish published in its own periodical two manifestos on art formulated by Broderson.

The other official statements included the manifesto entitled 'Expressionism' (1919) and an article



on Chagall by Adler (published in Yung Yiddish) as well as the article 'Art and the Jews' (1919), writ-
ten by Szwarc. These manifestos and articles combined two factors which shaped the ideology of the
young Jewish artistic milieu around 1920. On the one hand, they embarked upon an attempted veri-
fication of the cultural tradition, both Jewish and European, Christian. On the other hand, by liber-
ating themselves from the limitations imposed by Jewish religious orthodoxy and life in the ghetto,
they accepted a vision of the modern world, and wished to join the current of the transformations
taking place in order to equal the cultural achievements of the other nations of Europe.

In the iconography of the Yung Yiddish group, and in the works of Berlewi, the Jewish motifs
appear to be characteristic. In the case of Brauner and Berlewi
the presentation is 'ethnographic' and the manner of construct-
ing the picture, borrowed from Chagall or Riback, the mood or,
as renowned art critic Stefania Zahorska wrote, its 'mystical ten-
sion', distinguished those works from the realistic paintings. In
the works of Adler and Segall, the Jewish themes, according to
the interpretation proposed by art critic Debora Vogel, became

the metaphor of human fate, while the characteristic for 'Jewish

expressionism' though difficult to define had its 'irrational mo- g e e

ment', (concealed not essentially in the topic but in the move- [fig:9] ‘Heriryk Bareifiski: Saint John the

ment of the line and intensification of the color) and was to con- Baptist, 1919

stitute the expression of Hasidism.

Considering that themes from the Old Testament were used rarely, the frequent depiction of
Christ, the saints, and scenes from the New Testament is noteworthy. Representatives of the late
stage of expressionism recognized Christ as the prefiguration of a 'New Man' (Adler’s “Resurection’,
Barcinski’s “Saint John the Baptist”). For members of Yung Yiddish an additional and important
symbolic factor was the emphasis on the fact that Christ was a Jew. In this way the conception of a
‘New Man', launched by the expressionists, contained the symbolism of Jewish national revival and
the acceptance of Christian tradition, evident even in the references to medieval Christian mystics,
Gothic art, and El Greco, made in the group's second manifesto. Members of Yung Yiddish kept at a
certain distance from the reality which surrounded them. A negation of bourgeois culture was often

connected with the undertaking of fantastic or nostalgic themes or motifs. The artists tried to over-
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come the feeling of isolation in society by cultivating group ties and a Bohemian lifestyle. Hence the
epithet Khaliastre (Gang), given to the young artists by popular writer Hillel Tsaytlin and with time
adopted as a name for a succeeding group. The artists were fascinated by the atmosphere of large
towns and modern culture. Pessimism was accompanied by a belief in the spirit. Although slogans
of revolutionary change did appear (as in the case of Brauner), the attitude towards revolution, for
instance the Russian one, was negative. A considerable influence upon the Yung Yiddish group was
exerted by the activist ideologies of late expressionism in Germany and Poland (the Bunt group),
which propagated a spiritual renewal of making that would precede social revolution. Let us recall
that during the twenties Adler, Barcinski, Berlewi, Pola Lindenfeld and Szwarc were connected with
the European movement of 'Progressive Artists'.

In their views on the world and art, members of Yung Yiddish observed the principle of the
evolution of form, taken from Kandinsky. They particularly sharply opposed a ‘chronicle naturalism'
which was unable to explain the fundamental ideas of God, man, and nature. Only the tradition of
symbolic art appeared to be important. The new art of the 20th century, wrote Adler, describing it as
expressionism, is essentially of a symbolic and mystical nature. According to Broderson, new trends
in art revealed different possibilities of symbolizing, and contributed to the revival of artistic forms.
He defined this new art as futurism, which in this case signified predominantly the art of the future
and of the approaching revolution of the spirit.

At that moment there emerged (as the case of Berlewi) doubts as to the
whole conception of Jewish national art. Is there a place in modern civiliza-
tion — which should create a universal cultural community — for the cul-
tivation of distinctness? Barcinski, connected with the leftist movement,
resigned from Jewish themes. On the other hand, Szwarc, who, after con-
version described himself as a Jew-Catholic', wished to combine in art both
Jewish and Christian traditions (“Crucifiction”). Broderson and Brauner

supported adherence to tradition, while Adler, connected with the anarchist

ideology, transformed this tradition symbolically.

[fig.10] Henryk Berlewi: Berlewi, like Lissitzky, answered in the negative and opted for inter-
Mechano- Faktur (-Texture), 1924 . N . L. .

national abstract art. Berlewi’s contact with Lissitzky, who was in Warsaw

in 1921, brought him close to Constructivism (“Sitting Woman’, 1922). In




his “Mechano-Faktur” (Mechano-Texture) theory, published in 1924, which consisted in search for
equivalents of the texture of painting using the mechanistic method of the “textural transformation
of objects”, he defied the view that decisive in a work of art was the artist’s genetically conditioned
individuality (“Mechano-Faktur”, 1924). Following the abandonment of the concept of the “national
style”, Jewish artists of the next generation, though not oblivious of their roots, tackled issues charac-
teristic of art trends throughout Europe.

For the Jewish artistic milieu in Poland the activity of the Yung Yiddish group were of break-
through significance. For the first time, in the hitherto disintegrated milieu, there appeared an
organizational structure which, by concentrating on the younger generation, created a separate artis-
tic life. The group was able to inject new art and world outlook ideas into the previously conservative
environment. Finally, Yung Yiddish was the only one important avant-garde Jewish artistic group in
inter-war Poland. Its activity filled the most interesting years of modern Jewish art in that country, a

time which art critic Leo Kenig described as the Yung Yiddish period.
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Architecture of Warsaw Synagogues

Eleonora Bergman

In the traditional structure of a Jewish community, especially in small communities, a syna-
gogue is a focal point of life. Traditional Judaism requires participation in common worship three
times a day, and Warsaw Jews, whose number rose from 6,000 in 1795 to almost 350,000 before
1939, with very few exceptions were faithful to tradition. A place of worship should not be too dis-
tant from the place of dwelling and work. Services in synagogues are not repeated as masses in
churches. There is a religious law which does not allow in time of Jewish holidays to walk more than
2000 elbows (about 1200 meters) beyond the borders of a neighborhood or settlement. All told, and
taking into account the dispersed areas of Jewish settlement in Warsaw, keeping in mind all the in-
ternal divisions within the Jewish population, administrative changes and permits required in some
neighborhoods, the increase in the number of houses of prayer and their diversification were fully
understandable. Although the culture of Ashkenazi Jews belongs to the European culture, it pre-
served some traces leading back to its Near Eastern sources. Not surprisingly, the religious prac-
tice of Jews is similar to that of the countries of Islam, where in towns there are usually several big
mosques and a much bigger number of small prayer rooms. In Warsaw, however, despite the aspira-
tions of the most enlightened part of the society, there were only a few relatively bigger synagogues
in town. They never dominated the Jewish space of Warsaw.

It is not my purpose here to achieve any synthesis for which we do not have sufficient material.
Even if several dozen Warsaw houses of prayer are identifiable to us a little more than by their ad-
dress alone, it does not mean that we know what were they like. It is a paradox that buildings which
have never been bujlt are the best documented of all. Among the Warsaw synagogues, only the Great
Synagogue on Tlomackie Street (fig.1) was included in two classical books on European synagogue
architecture, by Rachel Wischnitzer, The Architecture of the European Synagogues and Carol H. Krin-

sky, The Synagogues of Europe. Krinsky gave also some attention to the Nozyk Synagogue (fig.2),
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Warszawa - Zydowski Instytut
Historyczny i Wielka Synage=
ga /zburzona w 1943 roku/

1. Great Synagogue on Tlomackie Street (built 1978) and its new Library (built 1936).
Postcard, 1936 [?], from the JHI collection

the only one remaining in Warsaw after the Second World War. However, also the other structures
known to us at least to some extent, including those unrealized designs, can be included in the gen-

eral 19" and 20" centuries’ architectural trends.

2. The Nozyk Family synagogue (built 1902), from north-west. Photo by Jan Jagielski,
1995, from the JHI collection
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I feel almost obliged to start by discussing structures in the Moorish style. It was so frequent-
ly used for synagogues’ design in Europe starting from the 1830s until the early 20" century that
to many, both Jews and non-Jews, it was almost a synonym of a ,,Jewish style” We may ascribe to it
several non-implemented buildings, of them two designed by Henryk Marconi (I will keep using
his first name in order not to confuse him with his son Leandro, whose design we will discuss later),
two competition designs for the Tlomackie synagogue, by Voelck and Heurich, which we have only
written information about, and two rather small synagogues of which very scarce photographic re-
cords are known - but the buildings existed, at least... Oriental motifs in all these structures were of
various provenance.

During the years 1828-1842 (¢) Henryk Marconi designed five or six synagogues, all of them
orientalized to a smaller or greater extent (none was eventually built). It is thus clear that he did
it consciously in order to make these buildings distinctive in their environment and to show their
function. He might have known the newest trends in European synagogal architecture, nevertheless,
his solutions were rather parallel and not secondary to the Western examples, which became wide-
ly known only in 1847. It has to be added that at the same time he designed other buildings in the
Moorish style (apartments for two palaces, garden architecture), and thus we may also assume that
he had a ,,Moorish era” in his career.

Two synagogues designed by him for Warsaw belong to the widest stream of synagogal archi-
tecture encompassing various oriental influences. The time span between the two designs is prob-
ably not bigger than four years, but it made a difference. While designing the synagogue in Francisz-
kanska Street in 1838, Henryk Marconi used mostly oriental motifs of Turkish provenance, codified
still at the early 19" century by two Polish architects, Sierakowski and Idzkowski, who in fact con-
firmed this way the popularity of Turkish motifs in Poland, dating from the 16™-17" centuries.
However, the synagogue on Danilowiczowska, designed most probably in or shortly after 1842 was
to be completely Moorish - in other words, using forms and details patterned on the Alhambra. We
cannot exclude the influence of the Dresden synagogue designed by Gottfried Semper (1838), how-
ever, we know that Semper’s design was published only in 1847, and according to the sources known
thus far Henryk Marconi traveled to Saxony only in the years 1850-1851.

But Classical style was much more characteristic of Warsaw. It was also reflected in synagogues’

design. The synagogue at Praga (a right-bank Vistula River part of Warsaw), built by Jozef Lessel in
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the years 1835-1836, belonged to the avant-garde version of Classical style, without any architec-
tural order. It was one of a few European synagogues using a circular plan. Chronologically it might
have been the second after the synagogue at Woerlitz, Saxony (1789-1790). We might consider the
conscious reference to the Temple of Jerusalem, which was often presented, paradoxically, in the
form of the Dome of the Rock, however, we do not know if the association occurred to the architect
or to the founder, Gabriel Bergson. It has to be recalled here that at that time two sacral buildings in
the form of rotunda existed in Warsaw, one of them was the main Lutheran church built in 1781 (by
Szymon Bogumil Zug), and the other a Catholic church built in 1825 (by Chrystian Piotr Aigner).
It seems clear that Lessel was not aware to what extent his creation was unusual when compared to
other Jewish places of worship. On the other hand, he was certainly sure of his affiliation with the
leading Warsaw structures. It should not be excluded that he patterned his design on the Lutheran
church, knowing that it was so deeply associated with the idea of the Temple of Solomon. [*1]

The interior of the Praga synagogue for its users was probably a source for similar associations
as in the case of the Tempel of Lvov, whose prayer hall was also circular: ,,Our synagogue is round,
enclosed in itself and forming a unity [...] In these walls we are the Jewry, we are a non-divisible
unity, and our work is devoted to God and humanity”[(x2] On the same basis, some forty years lat-
er this form seemed the most appropriate to one of the participants (whose name we do not know)
of the highly emotional discussion published in ,,Izraelita’, concerning the then planned synagogue
on Tlomackie Street: ,Why it can’t it be a rotunda [...] not with a small, flattened, shapeless cupola
as seen on a drawing, but rather a big, pronounced cupola, encompassing the whole house? Isn't the
main idea of the Praga synagogue to be considered?”[3]

It is worth mentioning that the Tlomackie Street synagogue was conceived in 1859, by the con-
gregation from Danilowiczowska Street. The architectural competition was organized in 1872; none

of the entries was fully accepted. The design was eventually commissioned to Leandro Marconi in

Robert M. Kunkel, Planu miasta Warszawy punkt centralny [Central point of the Warsaw city map], in: Historyczne cen-
trum Warszawy. Urbanistyka, architektura, problemy konserwatorskie. Materiaty sesji naukowej [Historical center of Warsaw.
Town planning, architecture, conservation. Conference papers], Warszawa 23-24 maja 1996, pod red. Bozeny Wierzbickiej,
Warszawa 1998, pp. 100-106

M. Bataban, Historia Iwowskiej synagogi postgpowej [History of the Lyov progressive synagogue], Lwow 1937, p. 249
Korrespondencja, Kalisz, w Maju 1876 r. [Correspondence, Kalisz, May 1876], "Izraelita", 1876, No. 20, p. 158
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1875, the synagogue was built in the years 1876-1878 (inaugurated on September 26, 1878, the day
of Jewish New Year). It stood 65 years and was completely destroyed by the Nazis in 1943.

Now before we discuss the Tlomackie Synagogue as it was eventually built, we will recall here
the design whose author was Stanislaw Adamczewski. This structure was to be a rotunda covered
with a huge cupola. However, the entire symbolism referred to the time of the slavery in Egypt,
which most probably was not found appropriate by the jury. On the other hand, we should not for-
get that one of the designs was in the Moorish style, and it was much praised by the jury members,
however, the estimated costs were found to be too high.

There was another centralised structure among the competition designs. Some individual who
claimed himself ,,not able to evaluate those designs from the technical point of view”, stated briefly:
»The second plan presents something unusual, that is a rotunda surrounded with a colonnade - re-
minding one rather of a reservoir, and not of a House of God. Nevertheless, the overall effect is posi-
tive. The interior of the men’s prayer hall is oval, that of the women’s gallery is circular..”[*4] Unfor-
tunately, this unusual design has not survived even on paper. The oval interior of the main prayer
hall recalls immediately the Viennese synagogue on Seitenstettengasse, designed by Josef Kornhau-
sel(x5] and built in 1826 r., with which the Warsaw architects might have been familiar.

Although the style of the synagogue on Tlomackie Street was usually defined as Classical, it was
not always interpreted in the same way. The main reason for that was mainly the cupola which made
the whole structure somewhat exotic, perhaps for the purely decorative character of this crown-
ing, and also thanks to the Star of David exposed on top. Its use as a Jewish symbol was not so obvi-
ous or popular until the second half of the 19™ century, when synagogues started to look like two-
tower churches. Without such symbols (including the Ten Commandments) the identification of the
buildings’ function would not be sometimes possible at the first sight.

The interpretations of the appearance of the Tlomackie synagogue expressed by the late 19"

century critics and public were far from unanimity. Here are some opinions voiced:

4————— Plany na nowq synagoge [Plans for a new synagogue] , "lzraelita” 1873, nr. 15, 5. 116

Josef Kornhausel (1782-1860), Viennese architect, whose design style was mainly Empire - Biedermeier; in 1847 he builta
theater in Cieszyn [German: Teschin]. Carol Herselle Krinsky, Synagogues of Europe. Architecture. History. Meaning. New
York, MIT Mass., London 1985, p. 188; Stanistaw f.oza, Architekci i budowniczowie w Polsce [Architects and builders in
Poland], Warszawa 1954, p. 153
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- .The facade of the synagogue, especially in its upper parts looks somewhat foreign, and
strangely heavy, with its exaggerated simplicity..”

- »Our new synagogue, beside having adopted modern requirements, contains many Arabic-
Moorish elements...”

- The style of the whole building is half-Eastern, half-Gothic..”

- »Classical style is not appropriate for a synagogue. It brings associations with ancient [pagan
- EB] Greece, and not with the East”

- »The building’s Classical style, in its upper part passes into fine Byzantine-Moorish struc-

ture”

The first four phrases are taken from letters sent to Warsaw weeklies: ,,Izraelita” and ,,Nowiny”
[News] in the1870s. The last one belongs to the Illustrated Guidebook to Warsaw, of 1893, by Gomu-
licki and Szmideberg. Beside several curiosities, it seems that some interpretors were happy with the
alienated, perhaps exotic - as they understood it - character of the building’s architecture, searched
for it and stressed the existence of its traces, while the others disapproved its lack of differentiation,
or lack of its legibility.

According to C.H. Krinsky, in Warsaw ,,...a classicizing style was associated with the imperial
government in Moscow.”[x6] Ewa Malkowska wrote that the Classical portico of the synagogue be-
longs to the standard decorative elements of Polish building tradition.(+7] Marek Kwiatkowski stated
that the synagogue’s style was German Renaissance... By the way, he was the only one who found the
building a strange and aggressive intrusion, colliding with the original plan of the square.[*8] Much
more often, it was admitted that the synagogue’s outline was in perfect harmony with the nearby of-
fice complex built by Antonio Corrazzi in the 1820s.[+9]

It is worth recalling that the synagogue had several references to Warsaw architecture. First of
all, the Classical four-column portico was typical for palaces built in the town since Stanislaus Au-

gustus’ reign (1764-1795). Secondly, the synagogue was connected with its immediate environment

o 0 N1

C.H. Krinsky, op. cit,, p. 231

Ewa Matkowska, Synagoga na Tlomackiem [Synagogue on Tlomackie], Warszawa 1991, p. 60
Marek Kwiatkowski, Ttumackie, ,,Rocznik Warszawski” 1964, . V , p. 67

E. Malkowska, op. cit., p. 6
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through the arcades and symmetrical side pavilions in a manner similar to the Neo-Renaissance
church at Grzybow. It suggests that the author of the urban concept could have been still Henryk
Marconi, Leandro’s father (who died in 1863), or that Leandro followed his father’s design.

The synagogue’s exterior costume was certainly inspired by the 18® century Palace-on-the Wa-
ter in the Warsaw Lazienki Park. Leandro Marconi had already used it as a pattern for his another
design, a palace in Waka near Vilna for the Polish aristocratic Tyszkiewicz family. There was a signif-
icant similarity ~ and weakness, in my opinion - in both Marconi’s buildings: no relation of the el-
evated part (or belvedere) to their interiors. On the other hand, windows in the palace’s facade were,
50 to speak, replaced by blind panneaux in the synagogue, for purely composition, not for functional
reasons. By the way, it is worth noting here that the same approach was taken by Edward Zachariasz
Eber, designer of the synagogue’s library (1928-1936) whose facade reflected that of the synagogue,
with no reference to the library’s interior space divisions (this building survived the war; it is now
the Jewish Historical Institute, in which I have the honor to work).

Up to the mid-1870s, Leandro Marconi did not have many opportunities yet to find examples
of many new synagogues, and he certainly could not find much published material on the subject. It
was only several years later that it became readily available, and therefore he had to solve the prob-
lem himself. It is most likely that he visited the new synagogue in Berlin on Oranienburgerstrasse,
opened in 1866, strongly promoted by ,Izraelita” (perhaps by the sponsors of the Tlomackie Syna-
gogue) and the geographically closest of the other ones mentioned there, in Hanover, Turin and Par-
is. Marconi might have known a beautiful book of 1867, publicizing the detailed design of the Berlin
synagogue.[*10]

C.H. Krinsky, who has already pointed out the relation between the two buildings, focused on
similarities of the front parts of both of them, resulting from the inconvenient location, and the sub-
sequent role of the superimposed cupolas, in both cases. Krinsky said that these cupolas had more to
do with the crowning of the Paris Opera, finished in 1874, by Charles Garnier, than with anything

Eastern (to be understood as exotic).[*11] In the case of Berlin, however, it is only true in the sense

10 It was reprinted at the beginning of the partial reconstruction of the synagogue which was destroyed during the so-called
"Kristallnacht" on November 9-10, 1938: Die Neue Synagoge in Berlin entworfen und ausgefithrt von Eduard Knoblauch, vol-
lendet von August Stiiler, herausgegeben von G. Knoblauch und F. Hollin, Berlin 1867; reprint Berlin 1992

11 C.H. Krinsky, op. cit., p. 231
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of the idea of placing a prominent cupola, or even three cupolas, which are in fact good examples
of the Moorish style. But on the Tlomackie synagogue, it was almost a copy of the Paris cupola, cer-
tainly not considered exotic by the Warsaw architect. In addition, although Leandro Marconi almost
copied the internal structure of the apsis from the Berlin building, he did not adopt its whole interi-
or decoration with Moorish elements. In Warsaw, Marconi introduced the Classical repertoire, as in
his other works. It seems that the selection of style for the Tlomackie Synagogue design was a result
of Marconi’s professional preferences.

The only remaining synagogue in Warsaw (Nozyk shul), built in 1902, is Neo-Romanesque, with
elements of Byzantine style. This mixture was rather used at that time and place in Russian Orthodox
churches. However, synagogues in these styles or their combination were not unusual in Paris. It can
only be explained if we take into account that for French architects the Byzantine was Eastern enough
to make people associate it with the origins of Jewish people. We may then assume that the author of
this synagogue’s design was trained in France or used as patterns professional publications presenting
synagogues on Paris streets: Buffault (1877), de la Victoire (1874), de Tournelles (1876).[x12]

On the other hand, the syna-
gogue designed ten years later by
Hector Guimard for East Europe-
an Jews in Paris, on rue Pavée was in
Modern style, unique in France.[*13]
In Poland, this style was not frequent-
ly used in synagogal architecture, ei-
ther. One of the few exceptions was
the synagogue incorporated in the
complex of the Educational Institu-
tion built in the years 1911-1914 by
Stanislaw Weiss and Henryk Stifel-

3. Synagogue in the complex of the Educational Institution, designed by man (fig.3).
S. Weiss and H. Stifelman. ,,Ilustrierte Woch,” 1923, No. 1

12

13-

Dominique Jarassé, L'age d'or des synagogues, Paris 1991, pp. 100-101
D. Jarassé, op. cit., pp. 151, 154




However, we can only discuss its exterior, as no interior arrangement nor any records of it are
preserved. Again, as in the case of the Tlomackie synagogue, we are amazed by strange interpreta-
tions of the style. One of the authors wrote: ,,This early Modernist structure presents forms of Pol-
ish Renaissance architecture, with oriental traces, characteristic for Jewish buildings on the Polish
lands”(*14] According to another one, ,The early Modernist structure is decorated with motifs taken
from the Polish Baroque and Renaissance, characteristic for the synagogue architecture of the old
(i.e. pre-partition) Polish Republic, and floral and animal motifs, typical of Jewish art”[¥15]

It is true that forms of the numerous gables of this building can be associated with the Re-
naissance, however, these forms have been rarely used in Polish synagogues, but rather in dwelling
houses or granaries, for the most part. These forms have been used here as a result of the designer’s
search for Polish national style. It was not at all unusual also for synagogues! A few years later, Stifel-
man would cover his new synagogue at Ostroleka with the traditional Polish-type three-tiered roof
(in which all the tiers are inclined under the same angle; the typical Polish roof is two-tiered.) On
the east facade of Stifelman’s synagogue at Praga, there are much transformed floral motifs inter-
twined with deer and five branch candelabra on both sides of the Ten Commandments (now cov-
ered with plaster or taken away). They are, however, so modernist in character that they hardly re-
tain any ,oriental traces.” It is also important to recall that the deer, when placed on Jewish cemetery
headstones, are meaningful, while at this gable they remain pure decoration.

In general, among Polish architects of the 20® century, the Neo-Renaissance forms were far less
popular than Neo-Baroque ones, whose structures served as points of reference until the late 1930s.
The patterns were of the early Baroque, considered native, as well as of the late Baroque, from the
time of the Saxon reign in Poland, which was considered imported or foreign.(+16] It is not clear why
in 1924 Kazimierz Gadomski chose this second style for the design of a synagogue which was to be
built in a quite remote working class neighborhood. It would look strange there, with its palace-like

facade, Mansard-type roof, round and elongated half-round topped windows. Perhaps the architect

14 Karol Mérawski, Warszawskie judaica. Przewodnik {Warsaw Judaica. A Guide], Warszawa 1997, pp. 36-39
15 Jarostaw Zielinski, Atlas dawnej architektury Warszawy [Atlas of old Warsaw architecture], t. 5, pp. 54-58, phot. 19
16 Tadeusz S. Jaroszewski, Architektura neobarokowa w Polsce [Neo-Baroque architecture in Poland], in: Od Klasycyzmu do

nowoczesnoéci. O architekturze polskiej XVIIL, XIX i XX wieku [From Classicism to modernity. About Polish architecture

of the 18", 19" and 20™ centuries], Warszawa 1996, p. 90
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- or maybe the sponsor - decided that a synagogue should be distinctive among the surrounding
buildings? Such an approach was characteristic about the mid-19" century resulting in the popular-
ity of the Oriental styles. We do not know, however, what was this synagogue’s built environment, or
what it was supposed to be. Gadomski started his career in the 1870s, and therefore he must have
been familiar with all styles, as any architect of that time. Unfortunately, any houses which he built
in Warsaw do not exist, nor is there any documentation preserved, either. A sponsor here is particu-
larly important because this synagogue was to be built on the parcel belonging to the Jewish com-
munity. It has to be recalled that the only communal synagogue, which was built as such, was the
round one in Praga. All the other synagogues in Warsaw were private, or belonged to specific con-
gregations, like the Great Synagogue on Tlomackie Street.

The idea of building another big synagogue in Warsaw, stemmed from a need of the Orthodox
(Misnagdic) part of the town’s Jewish population (whose great majority was Hasidic) and was meant
to be a counterpoint to the Tlomackie Synagogue. The Association Moriah was established and pub-
licly expressed this idea in 1902. However, they have never succeeded in fully implementing it. They
purchased a lot at 7, Dzielna Street a year later, and most probably remodelled the existing build-
ing. Despite that effort, they did not abandon the idea of a new big synagogue (for about 1000 wor-
shippers), but they probably resumed the project only after the First World War. They hired Marcin
Weinfeld, one of the best Warsaw architects, to design it. At that time, in the late 1920s, it was for
him a turning point in his professional life. He had already abandoned the historicising urban vil-
las and palaces, and had not yet adhered to Functionalism, the example of which was to become his
Prudential insurance company building (1931-1933), damaged during the Second World War and
afterwards transformed in the socialist-realist style.

The Moriah synagogue, designed by Weinfeld in 1928(+17] had a modern construction and al-
most no decorative details (fig.4). The composition of solids constituting the synagogue’s building
reminds one of the most interesting sacral buildings of that time, the church of St. Roch designed by

Oskar Sosnowski and built in 1927 in Bialystok. Adam Milobedzki defined its style as ,,national ex-

17

Arch. Marcin Weinfeld (Warszawa). Synagoga T-wa "Moriah" przy ul. Dzielnej w Warszawie [Synagogue of the ,Moriah”
Association on Dzielna Street in Warsaw], "Architektura i Budownictwo" 1934, No. 9, pp. 291-292; Marta Lesniakowska,

Architektura w Warszawie [Architecture in Warsaw], Warszawa 1998, p. 252
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pressionism”[x18] and the term seems appropriate also for Weinfelds building, even if it was to serve

another people and another religion.
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4. Facade of the ,Moriah” Synagogue, designed by M. Weinfeld in 1928. It has never been built.
"Architektura i Budownictwo" [Architecture and Civil Engineering] 1934, No. 9

The octagonal low towers of staircases flanking the entrance porches bring to our minds the
image of the Jerusalem Temple with its columns Jachin and Boaz, which gave inspiration to so many
various artistic creations through the ages. On the other hand, as Weinfeld designed towers on the
four corners of the main prayer hall, it made possible a similar view on the parallel facade, seen from
the inner courtyard, and thus the towers did not serve only the main entrance. In fact, they strength-
ened the impression of the strict symmetry which made the building look monumental. The interior
recalled of Semper’s synagogue in Dresden, built almost a hundred years earlier, with its Byzantine
structure; however, in Weinfeld’s building there were to be reinforced concrete grills as a replace-
ment, so to speak, for spatial vaultings. It is also interesting that Weinfeld elevated the ceiling over

the central part of the main hall, in order to provide daylight which was otherwise impossible in the

18

Adam Milobedzki, Architektura ziem Polski / The Architecture of Poland, Krakéw 1994, p. 112
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given situation, which resulted in a non-typical basilica-type structure.

The architect described his design himself: ,The program requires 800 seats for men and ap-
proximately 400 in the women'’s gallery. In addition, there is a need for a small synagogue in the high
basement [in fact, it was on street level - EB] and auxiliary rooms. The lot is a typical deep Warsaw
parcel, surrounded on three sides by walls of apartment houses. Taking into account the required
Eastward orientation, and with the purpose of providing daylight in the interior, the synagogue is
situated across the lot, with the side entrance up the wide scale inside the porch. The building is ap-
propriately recessed from the street, which is separated with a fence from the courtyard in front of
the synagogue. The construction is of brick and reinforced concrete, with exterior sandstone finish-
ing. The interior pillars are to be covered with marble or dark granite”[*19] The design was published
in 1934, with the remark that at that time it has not yet been implemented. On the other hand, we
have the information that the synagogue located on the same site was renovated in the late 1930s.,
and thus it must have referred to the remodeled part of the existing apartment building, which was
probably done already in 1908. There are a few photos preserved from 1940 which show windows
behind the Ark in the characteristic Art Deco style - certainly more characteristic for the 1920s, but
we do not know when they were introduced, and even if only during the late 1930s renovation, we
have to state that belatedness was as frequent a phenomenon in synagogue architecture as was the
avant-garde.

The spatial solution of Weinfeld’s design for the Moriah synagogue recalls both the Warsaw ,,U”
shape type apartment houses, still to be found in the town center, as well as street palaces, also pop-
ular in Warsaw. However, the idea of passing to the inner courtyard through the vaulted tunnel un-
der the synagogue was a new invention, both from technical and traffic points of view, avoiding col-
lisions (not a new solution in itself, just that no synagogue was ever passed under for these reasons).
The synagogue was to be introduced between the surrounding structures in the same way as parallel
outbuildings on neighboring lots. If only this synagogue had been built, it would be one of the most
interesting of its kind at that time, and certainly it would have become a landmark in Warsaw.

We are still far from having full knowledge of Warsaw synagogues, even of those which once

existed. In the already mentioned Polish-Jewish weekly titled ,Izraelita”, in one of the issues of

M. Weinfeld, op. cit., illustrations: ground floor plan, perspective view from the street, interior, pp. 291-292
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1902 we read the following report: ,Recently I got, by chance, to the courtyard of one of houses
in the neighborhood mainly populated by people of our faith. I have noticed from afar, above the
open door leading to a small vestibule, at the ground floor of a house in a back yard, a white marble
plaque with several lines of big carved Hebrew characters. For curiosity raised by the inscription,
mentioning the first name and family name of the house owner as a founder of the synagogue, to
which this door was leading, I entered the interior. [...] The room destined for a synagogue is a spa-
cious, bright, very high hall, with columns and stucco decorations, with an upper gallery for women.
The Ark, the bimah, candlesticks and other accessories are new, carefully made and rather costly. It
is apparent that the founder was generous and wanted to leave this solid memorial for the glory of
God’[%20]

As was already mentioned, most of Warsaw’s synagogues were prayer rooms in private apart-
ments, transformed to various extent and equipped with ritual objects in various ways. But we are
not able to trace the synagogue described above, so we may only assume that there might have been
more looking like this one, maybe with significant architectural values, at least in their interiors, at

that time hidden from accidental visitors, and now impossible to determine.

[ZbF /=5 - RNy /2T YEEHETR,. TV V%Y (=5 Y F)]

[Eleonora Bergman, Jewish Historical Institute, Warsaw]

20

W sprawie béznic [About synagogues], "Izraelita” 1902 nr. 37, p. 434
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Reciprocity and Mysticism: a new model for art in State Socialism

Rachel Beckles Willson

In recent years research strategies for East Central Europe have become more self reflexive,
benefiting from the challenge of Edward W. Said's Orientalism by attempting to overcome simplistic
dualisms of 'East’ and "'West', and taking note of the relationship between knowledge and power. Lar-
ry Wolff's Inventing Eastern Europe (1996) and Maria Todorova's Imagining the Balkans (1997) in
particular offer insights into ways that the West has appropriated its geo-political ‘other’, and more
recent work has expanded on their research, seeking to create less static, more interactional theoreti-
cal frameworks, as well as more nuanced and variegated images of both ‘East’ and "West'.[x1]

Notwithstanding these developments, there is still a bald binarism at play in writing on music
under communism. Richard Taruskin, for instance, constructs Soviet composer Alfred Schnittke's
work entitled Pianissimo (1969) as pure and simple opposition: 'Soviet composers were expected to
make affirmative public statements, fortissimo', he writes, ‘[t]o speak in atonal whispers was genu-
inely countercultural'.[+2] Elsewhere writers speculate vaguely: Paul Griffiths writes of Schnittke's
restoration of Orthodox music into his symphonic work in 1979 that '[p]art of the point may have
been to make a protest against the persecution of religion in the Soviet Union, but equally the music
laments the loss of divine community, of the social order that sustained the individuality which all

Schnittke's music pursues'.[#3] Griffiths' idealisation of oppressed religiosity is frustratingly romantic.

1——— Two research projects in particular illustrate this new approach. Wendy Bracewell led 'East Looks West: East European

Travel Writing on European Identities and Divisions, 1600-2000" at the Centre for South-East European Studies at London's
School for Slavonic and East European Studies (www.ssees.ac.uk/seecent.htm); Gyorgy Péteri led 'Tmagining the West: Per-
ceptions of the Western Other in Modern and Contemporary Eastern Europe’ at the Program for East European Cultures
and Societies at Trondheim's Norwegian University for Science and Technology (http://www.hf.ntnu.no/peecs).

Taruskin 2004: 464. My italics.

Griffiths 1995: 254.
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Interface

The aim of this paper is to analyse the context for Eastern Europe's artistic production in the
1960s and beyond in order that we gain a richer and securer texture in which to position appar-
ently oppositional and/or religious musical statements. Within that broad sweep, my focus will be
on how individual artists may become the focus of oppositional longing and quasi-religious wor-
ship. As Taruskin has observed, there was a romantic aura of martyrdom' surrounding commentary
about Schnittke, and this is congruent with the 'mythification of the artist' that is widely recognised
as a phenomenon in Eastern Europe. Indeed I will be presenting a parallel case from Hungary in this
article. But here I will examine how this mythification coexisted with the apparently conflicting de-
mands of the regime. Mystic aura, surely, was out of line with government policy?

In the first part of the article I present three oppositions in order to explore their shifting rela-
tions during the 1960s and beyond: the state versus the church, the state versus the western avant-
garde, and the state-sponsored discourse versus silence. I then offer readings of works by composer
Gyorgy Kurtdg (b.1926), positioning them within the shifting discourses and suggesting the ways in
which the works could contribute to precisely those discourses. As.I hope to make clear, it is a model

of reciprocity, rather than suppression and resistance, which is appropriate for this time and place.

1. Shifting positions and negotiations of power

1.1. The state and the Catholic Church

The uprising and its bloody repression in October 1956 was a profoundly destructive and
dispiriting event for the Hungarian nation. It proved the ruthlessness of the Soviet Union despite de-
Stalinization, the unwillingness of Western powers to intercede, and the apparently hopeless nation-
al cause. One voice from the West made a notable protest nonetheless, namely the Vatican, which
condemned the brutal Soviet tactics.

The Catholic church inside Hungary had attempted to oppose the communist takeover after
World War II, but its most vociferous campaigner, Primate of Hungary and Archbishop of Eszter-
gom (the seat of the head of the Roman Catholic Church in Hungary) Cardinal Mindszenty, was

sentenced to life imprisonment in 1948 on charges of conspiracy and treason. All the churches were




forced to give way in the ensuing years: Calvinist and Lutheran Bishops succumbed to pressure and
took an oath of loyalty to the new People's Republic and constitution in 1950, and, after Archbishop
Grész was imprisoned in 1951, Catholic prelates did the same. [+4]

The thaw led to reform in many areas, and very briefly in 1956, to restoration of multi-party
politics. Cardinal Mindszenty was released from prison on October 31. However, his public activity
was short-lived. When in November the Soviets entered the country to reverse the political process
and also stamp out the uprising, Mindszenty took political asylum in the U.S. Embassy where he re-
mained for fifteen years, opposed to any form of dialogue with the new government and refusing
to leave the country until his conviction was revoked. Only in 1971 did the government revoke his
conviction, but he fought against the appointment of his successor until his death in 1975 even from
outside the country. Finally a successor was appointed in 1976. After nearly thirty years without a
participating leader, the Hungarian Catholic Church was then newly intact.

While on a symbolic level Mindszenty's resistance was forceful, directly after 1956 the new gov-
ernment leader, Janos Kaddr, entered a dialogue with the operative members of the Catholic Church,
striving to disperse their hostility. He succeeded in engineering a tense but ultimately productive re-
lationship. The state was to provide the church'’s main income and support religious instruction in
schools, and an agreement with the Vatican in 1959 ensured that priests newly-appointed by Rome
swore allegiance to the Hungarian constitution. Kadar's strategy was guarded watchfulness and
forceful penetration: as recent research has revealed, many priests (and bishops too) would be co-
erced into becoming secret agents.

This snapshot of negotiations makes clear that the period following 1956 allows no clean sepa-
ration between the institutions of the church and the government. It also offers a way of grasping
some of the cultural formations that may otherwise seem bafflingly paradoxical. Whereas in 1948
the study of church music had been abolished, during the late 1960s the Catholic church began
to expand its use of music in services, and seminarists were able to study plainchant at a summer
school set up in 1967. This event recurred annually and led subsequently to the establishment of

parish scholas and choirs; by 1972, the study of plainchant had been introduced to the curriculum

4——— Romsics 1999: 257-259 and 281-283. Hungary's religious communtities suffered less than those in other Soviet satellites: al-

though their outreach activities were curtailed, they were able to conduct services throughout the regime.
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at the Liszt Academy of Music.[*5] Even more obviously, from 1957 onwards, the Catholic Church
was allowed to publish its own periodical, Uj Ember (New Man). Acknowledging such reciprocal
acknowledgments emerging between church and state begins to shift our perspective on the work
of one regular contributor to Uj Ember, religious metaphysical poet Janos Pilinszky. It is generally
argued that the publication of his book Harmadnapon (On the Third Day) in 1959 was an anoma-
lous event, because writers who were understood as subversive were denied opportunities to publish
their work until the mid-1960s or beyond. But in fact this publication was in line with the govern-

ment's policy of rapprochement.

1.2. The state and the Western avant-garde

Although Kédar's initial task following 1956 was to take vicious retribution against those who
had been part of the political reforms and the uprising, he counterpointed terror action with entice-
ments. He arranged pay rises and tax cuts, for example, and made promises that his government
would make no return to Stalinism. Taming the intelligentsia with new journals and Kossuth Prizes,
with the help of Gyorgy Aczél, Deputy Minister for Cultural Affairs 1957-67 in particular, he also
established a new arts policy which stated that cultural diversity was a crucial part of socialism. Al-
though the government would still favour the category of 'socialist realism', it would, from then on,
also tolerate other arts so long as they did not undermine party principles. Two well-known catch-
phrases sum up this new situation. First, Kaddr's remark that "Those who are not against us are with
us' (a reversal of the slogan of the pre-1956 regime), and second, the categorization of art into what
was to be ‘boosted', 'bearable' or banned' (tdmogatott, tlirt, and tiltott — the "Three Ts'). [+6]

From this perspective the 1960s emerge as years of experiment, for as new works of art

emerged, criteria for categorizing them and mechanisms for banning them were less than clear or

Dobszay 1998: 4, 7-8. It will be another stage when the circumstances of this new movement can be fully weighed up and
contextualised within the shifting relations between the USSR and the Vatican. Dobszay, who led it, plays down the explic-
itly political problems he encountered in his publications, arguing that there were plenty of other ones to deal with first.

See Ignotus 1972: 263-64 and Romsics 1999: 389. Révész argues in more detail that the boosted category was reserved
for socialist realism (understood as the most 'modern’ art), the bearable was 'humanist’ and non-oppositional, while the

banned was art that was understood to be damaging to the People's Democracy. Revész 1997: 101-02.
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efficient. In the musical sphere the polity that embraced 'diversity’ paved the way for even appar-
ently provocatively "Western' avant-gardist music to be tolerated in concert. When a work that bla-
tantly drew on the Western modernist style of musical pointillism was premiéred in January 1960 -
Endre Szervénszky's Six Orchestral Pieces — nobody in the press denied that it deserved to be heard
(once) and considered along with everything else.[+7] The "Three Ts' allowed for works to be claimed
for their humanist’ qualities where justification on the grounds of socialist realism would have been
impossible. One writer attempted to legitimate the Six Orchestral Pieces in just such terms: in spite
of the work's unmelodic, splintery and fractured character (it could easily have been categorised as
‘formalist’), he contrived to attribute its style to the composer’s 'inner voice'.[+8]

Notwithstanding the discourses of legitimation, events such as this premiére were eruptive for
some years. In 1961 Gyorgy Kurtag's String Quartet Op.1, a work that had previously been banned
from public performance, finally saw the light of day in an exceptional concert organized by Kurtég's
former Professor Ferenc Farkas. The single reviewer complained that the concert had become a po-
litical event that created what he sourly called a ‘sensation’. Indeed it transformed the hitherto un-
remarkable Kurtdg into a symbol: for those daring to desire an end to the regime he was a vessel of
forbidden fruits, while for official rhetoricians he was irritatingly incendiary. Even one year later in
1962 writers claimed that his music was both dated and socially irresponsible. Kurtag's Eight Piano
Pieces Op.3 succeeded in portraying only loneliness and despair, they wrote. Kurtdg neglected his
duty to make the world a better place: he was stuck in darkness, unable to move to the light.[+9]

But the rules were changing by that time, and the framework for this performance was a state-
sponsored series of modern chamber music called '‘Chamber Music of Our Time' that had pro-
grammed several modernist works from the West. Indeed the tone taken by critics had shifted sub-

stantially in the series' second year in 1963. Writers accounted for Kurtég's Wind Quintet Op.2 and

7————Kovécs 1960; Jemnitz 1960; Pernye 1960.
8—— This is particularly clear in Jemnitz 1960: 34; but see also Kovéacs 1960 and Pernye 1960.
99— Breuer 1962; Pernye 1962. The fact that the work in question, Eight Piano Pieces Op.3, had already been performed at the

avant-garde Mecca, Internationale Ferienkurse fiir Neue Musik in Darmstadt, surely heightened its political significance. Ac-
cording to Kurtdg's recollections in April 1998 (private conversation with the author), when dissident Andor Losonczy per-
formed these pieces there, the organisers requested more of his scores. The Ministry in Hungary refused to allow scores to

be sent; and they called Kurtdg up for two months' military service that effectively prevented him from going to Darmstadt

that year. Documentation to confirm this has not been traced.
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Eight Duos for violin and cimbalom Op.4 by arguing that the composer was now evoking not only
suffering but also joy, and demonstrating a desire to reach out to people.[#10]

Their shift reflected a broad trend towards tacit reconciliation between the government posi-
tion and the activities of composers. Increasingly, music that had been understood as oppositional
was subsumed into justification of the post-Stalin (Kéddar) regime. Thus the fact that Kurtdg's Opus 1
was so different from his earlier work was no longer constructed as a problem, but as a metaphor for
the broad political change. Rather as the Kddar regime was justified as a crucial rejection of Stalin-
ism, Kurtdg's new style emerged from an uncontrollable 'inner need’ to make a radical break from
his earlier path.[*11] Kurtdg was appropriated for this discourse but he was not the only one: all mu-
sic that could be absorbed into it was defined in terms of the progressive humanism that was osten-
sibly a principle of the new 'diversified' regime.(*12] The emerging 'corpus’ of works that were cel-
ebrated in this way was increasingly defined in terms of its relation to the Hungarian nation, and it
was not long before composers themselves participated overtly in the same project. Zsolt Durké's
work, for instance, drawing explicitly on Hungarian styles in Una rhapsodia ungherese for two clari-
nets and orchestra (1965) and Fioriture ungherese for chamber choir and orchestra (1966), emblem-
atises the resurging national tolerance of (and even confidence under) the new government.

Once the national project began to solidify in this way, what had been eruptive was absorbed
into myth. Thus in 1968 a constellation of events that would have been explosive ten years earlier
(indeed they would not have been allowed to occur) was grasped as a milestone in the history of
Hungarian music. The year saw the formation of a new music group (the Budapest Chamber En-
semble), the first new work by Kurtdg for some years (The Sayings of Péter Bornemisza Op.7), the
new ensemble's visit to the Internationale Ferienkurse fiir Neue Musik in Darmstadt in Germany for

a concert at which The Sayings was premiéred, and a repeat concert in Budapest. A substantial num-

10 Pernye 1963a; Breuer 1963. Pernye 1963b.
11 Pernye 1963b.
12 Thus, in a free variation on progressive humanism, Rudolf Maros was soon acknowledged for drawing techniques learned

from Polish sonorists (revealed in his Euphonia I-IIT), and celebrated because his 'striving for sonorous beauty speaks of the
desire for the psyche’s deep and honest statements'. Raics 1966. My italics. Zsolt Durké (1934-1997) made a particular im-
pact with his Violin Concerto Organismi (1964) that was regarded as path-breaking but also - in the words of one leading
establishment critic Janos Breuer - ‘filling apparently speculative forms with true emotions and content'. Breuer 1965: 6. My

italics.
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ber of critics regarded the Budapest concert not only as a turning point, but also as a moment of re-
demption for the nation. Kurtdg's The Sayings of Bornemisza was understood as metonymic of that
redemption, either because of its reported success in Darmstadt, or because of its extension of the
musical tradition from Schiitz to Bartok.[+13] Just as Kurtdg's composition represented a rough ride
into light (the programme note for the concert described it with the Latin motto 'per aspera ad as-
tra’), so too could both Kurtdg's own development, and the development of the nation, be under-
stood as such.[*14] Most importantly, The Sayings was grasped as a herald of Hungary's re-integra-
tion with the western world. As one writer expressed it, The Sayings contained a quality that since
Homer, had been known as 'European’.[¥15]

Clearly the establishment of such an ensemble was only possible because the state supported it, just
as its trip to Darmstadt reveals the state's permission to travel out to the avant-garde hub of the West.
Six years later in 1974 when the government established an annual festival for contemporary music, the
tension between Soviet-style aesthetic dogma and Western-style avant-gardism had effectively implod-

ed. The 'Music of our Time' festival (Korunk zenéje) can be understood as neither 'East’ nor "‘West'.

1.3. The power of speech, and the power of silence

One off-shoot of the recovery in national self-esteem during the latter half of the 1960s was a
book of interviews conducted with composers. Almost all the composers interviewed were born in
the 1930s, and each gave an account of his compositional history and aspirations. This was a sig-
nificant moment not only for the discursive construction of a generation, of course, for it marked a
moment in which composers could construct themselves as individuals. But perhaps the most sig-
nificant aspect of the volume is that although Kurtdg did not take part, he was nonetheless brought
within its pages. Indeed from the tone taken by the performers interviewed in his place, he was pat-
ently unexcludable: he was simply ‘our composer of the time'.[+16]

At core this notion stemmed from his stylistic change after 1956: one pianist proposed that

13 See Beckles Willson 2004a: 129-146.

14 Vérnai 1968: 21.

15 Homolya 1968: 22.

16 Adam Pellegi. Foldes 1969: 193. Italics original.

I s=szxacdwmost XL

211



212

Kurtdg had practised the 'strictest honesty’ and a 'self-reproaching statement of truth’, and the in-
terviewer suggested that becanse Kurtdg had such a responsible’ attitude to musical materials and a
'merciless search for truth’, he spoke directly to 'the Hungarian person today'.[¥17] And that he chose
not to take part in a public interview actually fed precisely this sentiment: within a few years a jour-
nalist would explain that Kurtdg could not introduce audiences to his music because of "an ethical
stance that makes it imperative for [him] to communicate everything that can be said in music, and
only that when he has found the appropriate form for it'.[¥18] In other words, the idea that he had re-
jected public success in favour of inner truth after 1956 had been mapped right on to his unwilling-
ness to speak publicly. His refusal to build conceptual bridges between music and the outside world
was emblematic of his ethical superiority.

It is not difficult to detect a deeply romantic view of artistic loftiness emerging in this discourse.
Kurtag apparently occupied a space - and had recourse to messages — that would be reduced, per-
haps even besmirched, by concepts. But in order to grasp how this eminence had developed, it is
instructive to look beyond discourses and view Kurtag's position sociologically. Three factors seem
particularly significant, namely timing, networking, and use of language. And the first is relative-
ly straightforward. Kurtdg's change of compositional style and his symbolic gesture of writing an
Opus.1 coincided with a moment in which people were eager for both musical and political change.
He 'came of age’ at an opportune moment: Opus.1 was banned, but then rescued and performed, in

an environment of exceptionally overheated political dissatisfaction.

17

18

Adém Fellegi. Imre Foldes. Féldes 1969: 194. It is not actually clear that Kurtdg would have had a blossoming public career
had he continued to write in the styles of his Korean Cantata (1954) and Viola Concerto (1954), but he was indeed side-
lined by official organisations subsequently: his music was never featured in a ‘composer portrait’, for instance. It might be
argued that he had not composed enough to warrant such exposure, and that there was no reason for his exclusion from the
series other than that. Many such portraits were divided between several composers, however, and whether or not people
ever stood in its way, the very fact that such a composer portrait never did take place is representative of Kurtdg's situation
on the edge. In other words, he was not celebrated ‘as Kurtdg' - unlike older composers such as Farkas, Kadosa and Rén-
ki, or the younger ones such as Bozay and Durké. It was not until 1978 that he would have a LP recording dedicated to his
works, whereas Balassa, Bozay, Durko, Petrovics and Lang each did rather earlier on.

According to a concert review of an event in the bi-annual series of ‘composer audience encounters', Laszl6 Somfai an-
nounced this about Kurtdg, and proceeded to introduce the composer's music himself. It is revealing to note that after the
performance, Kurtdg was available for informal discussion with those who wished, and was rapidly surrounded by people

talking to him. Székely 1975: 15-16.




The second factor is more complicated to establish, for the society was not one in which people
developed documentary records of their activities — far from it. There is nonetheless ample evidence
to argue that Kurtdg had three types of influential contacts. One is symbolic: his association with fig-
ures of artistic importance such as poet Jénos Pilinszky and painter Lili Orszdg endowed him with
cultural respect in intellectual and artistic circles.[¥19] Another group of contacts was professional,
of whom the most important was composer and ‘cellist Andras Mihaly. Mihdly had several guises:
illegal communist during World War II, defender of Bartok in 1949, apparatchik on trial in 1951,
instrumental coach of players for the premiére of Kurtdg's String Quartet Op.1 in 1961, Hungar-
ian symphonist in 1962, founder of the Budapest Chamber Ensemble in 1968, and organiser of the
Darmstadt concert programme that presented Kurtdg's The Sayings of Péter Bornemisza. Given how
the reception of his String Quartet and The Sayings shaped Kurtag's reputation, it is transparently
clear that he benefited considerably from Mihdly's support.

One further network of contacts contributed to his renown, namely performers and students.
From 1959 Kurtdg worked as an accompanist at the Bartok Conservatory, but was subsequently, and
more significantly, employed as pianist at the state concert agency the National Philharmonia. There
he accompanied a range of professional singers and instrumentalists and helped them prepare for
concerts. Already in touch with a large number of performers as a result, when he began teaching pi-
ano at the Liszt Academy of Music in 1967 he encountered more of the younger generation. Clearly
he developed thereby a wider reputation as pedagogue than would have been possible had he worked
only in a composition faculty or with new music enthusiasts. And when he left the piano faculty, tak-
ing up the post of Professor in the department of Chamber Music (where Mihaly was Chair), he was

in touch with a wider range of students.[20] And at the same moment - as mentioned above - a

19

highly spiritual semi-abstract modernism and public recognition occurred in the early 1960s, parallel with Kurtag's own
shift, and her work is referred to by art historian Katalin S. Nagy as 'lonely but not without companions... distant from the

period's official, supported art, but close to the true representative creations of the 1960s spirit: Pilinszky, Kurt4g, Béla Kon-

dor'. Nagy 1993: 26.
20

mary historical model was the virtuoso Liszt (whose reputation was always somewhat contested in Hungary), he entered

one in which the associations with the repertory were spiritually and intellectually more elevated and, simultaneously he

came in line with the legendary professor of chamber music, Leo Weiner.
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'The nature of their contact is of less importance than the fact that they were understood as a group. Lili Orszég's turn to a

This move, moreover, was also significant in terms of how it coloured his reputation. Shifting from a sphere where the pri-
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book was published that included a discussion about his national, moral and musical supremacy.

In the second section of the article I will consider ways that these observations enable us to
engage with Kurtdg's music, but first of all I will trace through the idealist discourse in which he
was enveloped a little further. For by the early 1980s Kurtdg had been claimed on all sides as the
leading Hungarian composer. One critic observed that even in the context of new music inter-
nationally, Kurtdg's music simply provided more, and 'other' qualities; another presented him in
the English-language New Hungarian Quarterly as 'clearly ... the most important living Hungar-
ian composer'. Even more expansively, the editor of the music magazine Muzsika made an extend-
ed list of the foreign promoters of his music in 1987, arguing that Kurtag, the ‘taciturn creator of
our tiny homeland', was now regarded by a range of notable figures as one of 'the world's best liv-
ing composers'.[x21] And the critic who had represented the voice of the regime since 1956 wrote
in 1983 that it would have been worth organising the annual “Music of our Time” festival simply to
hear Kurtédg's latest piece.[#22]

The irony is that Kurtag had been claimed as a symbol for the nation, and had moved into the
centre of the state-sponsored concert life, and yet he still functioned as a living legend of autonomy
and ethical purity. The contradiction emerged particularly overtly in 1981, when he changed poli-
cy towards public statement and made himself available in Paris and London for interview, and in
the following year agreed to contribute to a new book of interviews in Hungary.[+23] The resultant
text is a cipher for his position in Budapest life: hesitant and somewhat meandering, it portrays an
uncertain composer who is unable to understand quite how he composes, and who is simply grate-
ful when he manages to write at all (especially after escaping one of his regularly paralysing depres-
sions). As we have seen, in Budapest there was a scenario in place within which the struggles de-
scribed could be not merely appreciated, but even admired as part of his commitment to the most
searching questions. Even for those not persuaded by his candour it would have seemed obscene in
this climate to attack. For Kurtdg presented himself as weakness itself: 'the fact that I can write any-

thing at all is, in itself, a great joy. ... Sometimes, I manage to make something good out of nothing

21
22
23

Maréthy 1986: 23; Kroo 1982a: 51; Feuer 1987: 5. My italics.
Breuer 1983.
Hungarian journalists covering the Paris and London concerts at which he spoke (premiéres of Messages of the Late Miss R.

V. Troussova Op.17, expressed astonishment. Feuer 1981: 11; Grabécz 1981: 34.
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quite by accident. But more often than not I don't'.[24]

At the close of this first section, then, we have arrived at a moment in which Kurtag is actively
inscribing himself into the institutionalised space that he occupies and shapes. And this situation is
particularly well illuminated by a comment made by musicologist and critic Gyorgy Kro6 in 1981.
Kro6 was confronted by a new work by Kurtag, one that broke away from progressive musical trends
to take recourse to Gregorian chant and folksong (Attila Jézsef Fragments Op.20 for solo soprano).
His commentary fell straight into mystification: Kurtdg's move, he said, could only be the result of
'inner necessity' and 'melodic genius'.[*25] State socialism, we realise, supported both the concept,

and the practical existence, of the archetypical romantic genius.

2. Musical readings

2.1. Passion

In attempting to locate Kurtag's works within this emerging discourse one immediate starting
point is the poetry that he chose to set, and his choice of the work of Pilinszky was highly significant.
Four Songs to Poems by Jdnos Pilinszky Op.11 (1975) staged his alliance with a modernist poet who
had been banned from publishing his work in the Stalinist years, but whose writing, as observed ear-
lier, was supported by the Kddar government despite his emphatically spiritual approach and lack of
engagement with party rhetoric. Pilinszky was thus a channel for exploring ideas that differed con-
siderably from the mainstream political policy and discourse, but that were nonetheless underwrit-
ten by the state.

The political provenance of the first poem, 'Alcohol’, is resolutely opaque: its text is inscruta-
ble. In the song, moreover, the singer seems barely able to enunciate it. Rather than singing or even
intoning the poem, he opens with an extended 'Ey' sound (the first syllable) that is to be produced

first on the palate, then with a ‘pressed sound', and then molto vibrato. His unsettling contortions

24
25

Kurtag & Varga 2003: 134. These are the last words.
Kro6 1982. The next reference to Kurtdg as 'genius’ was made by Tallidn. See Tallidn & Ujhazy 1987: 47.
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to vocal timbre finally give way to an intonation - on the same monotone D - of the first line of the

poem. ‘Ey' follows again, this time ushering in an intonation of line 2, broken only by an extend-

ed 'Ey' that passes through other vowels before settling on the last words of the line. The voice then

takes on a quieter, 'guttural voice', then hums, before intoning the last, weird, lines. The whole poem

is as follows:

I conjure up the impossible,
a house stands on it, a bush,
a silent, silent creature and

a trouser leg in falling darkness.[+26]

ElShivom a lehetetlent,
egy héz all rajta s egy bokor,
egy néma, néma éllat és

egy nadragszar a sziirkiiletben.

The vocal cavity itself seems throughout to be painfully pinioned on a line, yet at precisely the mo-

ment of the poem's 'falling darkness' the voice sinks one semitone onto C sharp; dropping one fur-

ther to C natural, for a final, sustained thin vowel, 'iii. A sustained bass zither D underpins the en-

tire incantation. %27}

The last two songs of the collection also engage explicitly with corporeal struggle. In the third,

'Hoélderlin', lurching rhythms created by the thick texture of strings are reminiscent of the aksak

limping' dance patterns Bartok associated with Bulgaria. The explicitly mimetic sounds of the in-

struments seem to scratch and gnaw at themselves too, viola and ‘cello playing partly sul ponticello,

partly col legno, partly battuto, partly tratto. The voice rages above, until the moment at which it re-

nounces life, when a 'resolution' surfaces in triple piano tremolo string playing (partly on harmon-

ics); and a whispered last sentence.

26

27

hsteriace

Translation by L.T.Andrés, as printed in the score, Editio Musica Budapest Z.7939. Original: Pilinszky 1997: 133. The col-

lection sets two songs each from Pilinszky's Denouement ('Végkifejlet', 1974) and Crater (‘'Krdter', 1975). As was the case

with all poems in these volumes, all four were previously published individually in literary journals, the first two in 1973,

the second two in 1974.

The score indicates bass ‘citara’ (presumably zither), viola da gamba or double bass con sordino sul pont. This accompani-

ment is optional.
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December heat, the hails of summers, December hése, nyarak jégverése,
a bird knotted to a piece of wire, drétvégre csomozott maddr,

what was I not? Gladly I die.[%28] mi nem voltam én? Boldogan halok.

The title of the last song, 'Beating', implies blows, and the musical setting is unmistakably physi-
cal. In between groups of strikes and strike-like gestures in the instrumental group (two cimbaloms,
string trio, zither, horn and clarinet), the voice gasps bits of the text, as if it is this singer, here on the

stage, who is being beaten. The musical and textual focus is unremittingly in the present.

Now it's endurable. Most elviselhetd.

Now I think of something else. Most mdsra gondolok.

Now there's nothing. Most semmi sincs.

Now I am myself. Most én vagyok.

Now there's everything. Most minden van.

Now it's unbearable. Most tlirhetetlen.

Now, though, now and alone, Most pedig, most és egyediil,
here and now, alone for good itt és most, végképp egyediil
only you and me.[#29] csak te meg én.

Patently, then, and despite their reference to Holderlin, these songs do not project the image of Kur-
tdg's ethical elevation that one might expect from the way in which his public verbal reticence was
discussed. They are earthy and visceral. But the second song, 'Tn memoriam E M. Dostoevsky', pro-
vides a larger and very suggestive context for both their physical torments and Kurtag's discursively-
constructed moral loftiness. Its title invokes the revered and deeply religious novelist of 19"-century
Russia; meanwhile, however, the poem itself alludes to Russia's arbitrary cruelty by presenting a hu-

miliating unclothing:

28 When he published it in 1974, he dedicated it to Kurtég. (Kortdrs 10 (September), 1349.) Translated here by Peter Jay.
Pilinszky 1978: 32. Original: Pilinszky 1997: 146.
29 Translated by Peter Jay in Pilinszky 1978: 31. Original: Pilinszky 1997: 146,
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Bend down. (Bends to the ground.) Hajoljon le. (F6ldig hajol.)

Stand erect. (Rises up slowly.) Alljon fel. (Folemelkedik.)
Take off your shirt and underpants. Vegye le az ingét, gatyajat.
(Takes them off one by one.) (Mindkett&t leveszi.)

Turn and face me. (Turns away. Faces him.) Nézzen szembe. (Elfordul. Szembenéz.)

Put on your clothes. (Puts them back on.)(x30] Oltézzén fel. (Fol6ltszik.)
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Turn and face me. . (Turns away. Faces him.)
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¥ ad lib: citara bassa (arco) o viola da gamba al fine

Ex. 1 Kurtdg 'In memoriam E. M. Dostoevsky' (Four Songs to Poems by Janos Pilinszky Op.11)

Translation by L.T.Andras, taken from the score (Editio Musica Budapest Z.7939). Original: Pilinszky 1997: 133.
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The performers articulate a confrontation between interrogator and interrogated: the bass-baritone
speaks the text (to approximate pitches) in paired sections, and violin and double bass, meno forte,
accompany each descriptive statement. (See Ex.1) This grows into a mini-narrative. Whilst the vi-
olin's dissonant double-stops and the plucked bass pizzicato initially follow the vocal line, they di-
verge increasingly from it, generating greater motion and variation, a process that reaches its climax
on '(Turns away. Faces him.)'. The substantial pause that ensues invites reflection on the suggestion
of the text: a naked man (powerless) stands in front of a clothed one (in command). Yet this pause
is followed by sounds that transform the imaginary scenario. As if conjuring up the fairy-tale magic
of a harp, a spread triple-stop on the violin introduces open fifths, piano, quasi dolce, and the double
bass plays arco. The next command, Put on your clothes' is intoned quasi falsetto. The final bar pro-
vides consonant closure, in the form of the four open strings of the violin, partially supported by the
open C on the double bass. The condemned man was saved.

As a group of four, then, these songs present not only distorted vision and physical cruelty (with
a specific political resonance), but also the hope of redemption (Dostoevsky's own death sentence
was revoked at the last moment(#311). The music of Tn memoriam E M. Dostoevsky', moreover, en-
acts a process of salvation through uninhibited corporeality: the moment of nakedness is a turning
point of the intoned text. For if it seems initially that the power is in the hands of the one uttering
the commands, then by the end it appears that the one stripped naked gains strength from his very
nakedness, triggering a loss of voice in the commander, and a harmonic resolution to the entire epi-
sode. The song is thus metaphorical. It moves beyond the specifics of a prison interrogation (where
an unclothing would not result in any such transformation in a real sense) to a level of intimating -
while not describing — some of the powers of nudity.

The songs could, consequently, contribute to the idealised image of Kurtdg that was emerging
in the press. For writer Gabor Thurz6, lines 5 and 6 of 'Beating’ touched on precisely the need to be
searching - but never finding — Truth. 'Now there's everything' followed immediately by Now it's
unbearable’ encapsulated Thurz6's philosophy for life, according to which life itself would be over
once everything was known and understood. He also found that the music touched him, physically:

the sounds became more and more homely as he listened repeatedly so that finally he felt that they

31

Translated by William Jay Smith. Vajda (ed.) 1977: 152. Original: 'Metronom', Pilinszky 1997: 99.
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came from within him.[+32]

We can, however, explore this physicalised idealism rather further by comparing the songs with
Kurtag's Szdlkdk (Splinters) Op.6¢c. When the so-named four pieces for solo cimbalom were first
performed in Budapest, not all writers were aware of the provenance of the title, which was a volume
of Pilinszky's poetry published in 1973. Leading critic Jdnos Breuer knew, however, and celebrated
Kurtag himself as a 'true poet’ when he heard it, a claim that is worth examining.[+33] He quoted
from 'Metronome', one of the poems published in Pilinszky's own Splinters, as an analogy for Kur-

tag's own mastery of silence and musical time:

Measure time Mérd az idét,

but not our time, de ne a mi idénket,

the motionless present of splinters, a szalkak mozdulatlan jelenét,
the angles of the drawbridge, a folvonéhid fokait,

the white winter of our execution, a téli veszt6hely havit,

the silence of paths and clearings(+34] Osvények és tisztdsok csondjét

This claim for this poem's relevance to Kurtdg was actually an amazing obfuscation, for Breuer had

omitted its last two lines, precisely the lines that reveal the poet's primary source of inspiration:

in the setting of the fragmented jewel a toredék foglalataban

the promise of God the Father. az Atyaisten igéretét.

At one strike, in fact, Breuer had erased the single most significant element of Pilinszky's new vol-
ume (and, by extension, of the title of Kurtég's new work). Although metaphysics had been a crucial
part of Pilinszky's poetry from his very earliest work, Splinters had been understood at the time as a

particular milestone in his spiritual development. Not only had it made a break with conventional
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Thurzé 1977.
Breuer 1974.
Translated by William Jay Smith. Vajda (ed.) 1977: 152. Original: 'Metronom', Pilinszky 1997: 99.




forms, pared down poetic means and shifted into an almost fragmenting texture, it had also trans-
formed death from being a source of terror and horror to something that might be welcome. [x35]
Pilinszky's adherence to profoundly violent imagery remained unbroken, but now physical suffer-
ing was rediscovered as a vital force, and the poems drew repetitively on the ultimate Christian sym-
bol for such suffering, the crucifix. Most importantly, one of the words he used for the crucifix was
nothing other than 'splinter’. Thus the very title of his new volume bore the weight of the spiritual
symbol, as indeed did Kurtdg's own pieces. As the poem ‘Before', for instance, suggests, the poet sees

the day of judgement before him and:

... The Father, as if it were a splinter, ... Az Atya, mint egy szalkét

withdraws the cross... [*36] visszaveszi a keresztet, ...

Withdrawing the splinter of life leads here to salvation later on in the poem, represented by weeping
at the Lord's Table with angels in attendance.

If we examine this transformative moment more fully, we gain a telling perspective for reading
Kurtag. Pilinszky's splinter (crucifix) represents a universal human besmirchment: humanity, in its
inherent evil, is as a whole deservedly and permanently nailed to a cross — we may even ‘be’ the nail
in the flesh of humanity. Sheer physical mutilation thus shaped a number of poems, including 'Cattle

Brand', in which:

A nail driven into the world's palm, A vilag tenyerébe kalapalt szeg,
pale as death, holtsapadt,
I flow with blood. [*37] csurom vér vagyok.

35 Di6szegi 1973: 1676-77; Fiilop 1973: 78; Béladi 1973. This ability to face the future may have been a response to the new
political situation as much as an internal shift within Pilinszky himself. At least one writer argued this was a response to
general trends in Catholicism within the Eastern Bloc, where there was an effort made to look beyond suffering and offer-
ing a vision for life (or afterlife) beyond it. (Di6szeghi 1973: 1678-79.)

36 ‘Mielétt' in Pilinszky 1997: 95. My translation.

37 Translated by William Jay Smith, adjusted by Peter Sherwood. Vajda (ed.) 1977: 154. Original: 'Marhabélyeg’, in Pilinszky

1997: 110.
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But the crucifix was also a representation of a cross-section of death with life. Its two physical di-
mensions were a constant reminder that human life was not a straight line from birth to death, thus
it could remain a symbol of hope, evoking a repetitive encounter with Truth through which one
could forget oneself (a sort of death), only to rediscover oneself.(+38] The constant pain of being
nailed to the cross was thus something to celebrate, just as was its echo, the piercing pain caused by

splinters. As the second poem in the volume, To Jutta' concludes:

"As thieves — in the lovely words of Simone Weil »Latrokként — Simone Weil gyényorii szavaval

- we are people beaten to the cross of time and space.” — tér és 1d6 keresztjére vagyunk mi verve emberek”
I faint, and the splinters arouse me. Elalélok, és a szalkdk folriasztanak.

At such times I see the world with cuiting clarity, Ilyenkor metszé élességgel latom a vildgot,

and try to turn my head towards you. [+39] és megprébalom feléd forditani a fejemet.

Here splinters are the fragments of a great crucifix borne by mankind as a whole, and they trigger a
painful vision of truth. Thus physical suffering evolves into a means to superior understanding. [#40]
Even on a superficial level, such an understanding of ‘splinters' is a potent context for Kurtag's
Op.6¢c. Movement 2, marked ‘Sostenuto’, is composed of three sweeping blows' to the strings, and
their resonant aftermaths. During the dying resonances, lightly touched gestural fragments seem
to make 'comments, the last one of which anticipates the Jament motive of movement 4. We might
imagine these three explicitly physical strikes as references to Pilinszky's crucifix, each percussive
blow to the instrument a nail driven through flesh into the cross, and the fragments stirring after

them are as if splinters under the skin.

38 Such 'deaths’ or moments of revelation became for Pilinszky more consequential than physical death, which could
never be truly experienced in itself. These sentiments - differentiating his ideas dramatically from those of Beckett -
are characteristic of Pilinszky's writings over the early 1970s, but are particularly clearly summarised in his "Egy lirikus
napl6jabol' (From the diary of a lyric poet), Uj Ember 25 February 1973, reprinted in Pilinszky 1999: 694-95.

39 Tuttanak', in Pilinszky 1997: 94. My translation.

40 Reference to the nature of the splinters crops up throughout the literature. For example, in a 1973 interview with the poet

(Torok (ed.) 1983: 83), in commentary (Filldp 1973; Bélidi 1973) and in Ted Hughes' visionary essay on his work first pub-
lished in 1976 (Hughes 1989).
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Movement 4 labels itself as a reflection on death, not only subtitled in memoriam Stefan
Romagcanu, but also drawing on musical weeping figures typical of folk laments and the pianto top-
ic of the Baroque. And - as if an echo of Pilinszky's consoling and optimistic reflections on mortal-
ity - while this first section evokes the sadness in death and loss, the second may evoke liberation
from such pain. Above a 'tolling' bass note (D) in a continuous decrescendo from fortissimo to quasi
niente, the widely displaced chromatic descent (from C sharp thirteen steps to C natural) creates a
broken melody of fragmentary musical shapes allowing the performer to create a sense of resolution
and release.

Yet it is even more rewarding to bring this frame of reference to Four Songs Op.11. The nail
through the palm hovers in the background there too (‘a bird knotted to a piece of wire'); and a mar-
tyr's death is suggested immediately thereafter: '... (Gladly I die)'. Pilinszky's poems, as Ted Hughes
argued, 'reveal a place where every cultural support has been torn away, where the ultimate brutal-
ity of total war has become natural law, and where man has been reduced to the mere mechanism of
his mutilated body'.[*41] Yet such anti-aesthetic, ‘primal’ moments in Four Songs are striking for the
way that they stage extreme indignity and pain in order to transform it — such as in the moment of
nakedness - into calm resolution. Degrading reduction, perversely, becomes a moment of transcen-
dence in musical expression.

As already mentioned, not all critics were aware of the provenance of the title 'splinters’, and
none of the texts of Four Poems prompted them to mention the broader spiritual frame within
which their poet existed.(*42] Unsurprisingly they made no reference to the ways in which either
work might be positioned within the current political reality either. Silence in that area does not re-
move the fact that references to Dostoevsky's near execution and being 'knotted to wire' could have
been understood as an allusion to the suffering caused by the Soviet oppression, and perhaps human

culpability more generally as well. The moments of resolution and salvation could even have been

41
42

Hughes 1989 [1976]: 11.

composer's workshop, and the 'primal’ connection it created between speech and song. Breuer 1975, Varnai 1975. Tallidn
1974. For Wilheim (1975) Splinters was an ‘unbroken whole' developing in an 'uninterrupted line', Gill (1982: 43) heard a

single 'piece in four sections', while Varnai (1974) openly puzzled about the strange title, for the music wasn't, he said, 'splin-

tery' at all.
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Reviewers were uniformly praising of the immediacy of Op.11, they focused on its exposure of the 'greatest secrets’ of the
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grasped as projections of martyrdom for a greater good.

Narratives of tragedy and redemption have a history in Hungarian mythology, and recent
events — the crushed uprising of 1956 in particular - fitted into the mould of Hungary's role as trag-
ic 'witness". The songs touched on precisely this set of ideas, even if only tangentially. Once presented
on the musical stage, moreover, they publicly drew Kurtdg into the sphere of Pilinszky's sacrificial
religiosity, and they implicitly constructed the two artists in terms of a struggle to speak the truth
through physical torment and anguish. And yet the government's convoluted polity led it to under-
write their presentation, and thus participate in an exploration of guilt, incarceration, and a celebra-
tion of revelation through suffering. The premiére of Four Poems, after all, took place in a particular-

ly prominent and prestigious (state-supported) concert. To that event we can now turn.

2.2. Teaching

Kurtég's decision not to speak about his works was no obstacle to their canonisation (as we
have seen), but until the middle of the decade there are no grounds at all for calling him a conscious
strategist. His public manner would change, however, in two significant steps. The first was in 1975
when it was his turn for the honour of a portrait concert in the Music of our Time festival. An entire
evening was dedicated to his work and held at the Great Hall of the Liszt Academy, the most pres-
tigious platform in the city. It was at this concert that Four Songs received its premiére, and Kurtdg
took an active role in his music's presentation at this point. It is tempting to see his involvement as
a means of placing himself in a very specific, and longstanding national tradition, for he had made
one aspect of himself legible to everyone, and this was his devotion to teaching. The design of the
programme itself included the premiére of some of his (didactic) pieces for piano, Jdtékok (Games);
these, furthermore, were performed by some of Kurtag's students, who thus placed his teaching right
onto the public stage.[+43] Yet more strikingly, however, the printed programme included a pithy au-
tobiographical text that closed with a description of his initiation into teaching in terms of profes-

sionally inherited responsibility, faith and passion:

43

‘The most detailed study of Jdtékok available is Wischmann 1997. A number of shorter articles engage with one or more of

the pieces. See, for instance, Hohmaier 2001 and Johnston 2002.
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When I was sixteen years old my piano teacher entrusted me with some of her pupils for

coaching. Since then I have, almost without interruption, taught fervently.[+44]

Pedagogical repertoire, student performers, and candid personal dedication combined to offer
a winning cocktail. The city was undergoing a renaissance in children's repertoire more broadly,
and Games was an example of how the national pedagogic tradition was coming back to life. [+45]
In Games' anti-mechanistic, exploratory style it connected unmistakably with pedagogical theo-
ry and practice from the immediate postwar years, for which Séndor Veress' volume Fingerlarks
(Billegetémuzsika) of 1948 is exemplary. Each drew on the idea of an innocent child to harness chil-
dren's playfulness, curiosity and bravura at the keyboard. But of course the primary model was obvi-
ously yet more elevated, and Kro6 eloquently expressed what all critics said in one way or another:
Games was a concentrated, purified version of Bartok's magnificent pedagogical series, it was the
absolute 'quintessence’ of Mikrokosmos.[+46] As the accolades flowed, then, they had a explicitly can-
onising and legitimating tone. Kurtdg was now 'probably the most significant Hungarian composer’,
‘one of the most significant representatives of new Hungarian music'.[+47]

If Kurtdg's first intervention in his public image was to construct himself as a teacher, his second
was to remind the world that he was also a performer. Whereas in 1975 he had had his students playing
Garmes, he was more assertive in 1979 and took the platform himself. By playing Games with his wife
Marta, he transformed himself from a shadowy presence and a canonised text, straight into a live Event.

What could be the impact when the model of morality, the renowned pedagogue, possibly the
leading voice of Hungarian music, stepped out of the modest shadows and offered his own music,
with his very being, on the stage? How would a critic raise a pen to take account of the event? A pre-
dictable answer appeared in the pages of Muzsika, in which the critic could barely bring himself to

enunciate a view: T have no words', he wrote, 'with which to represent the experience that this con-

44 'Korunk zenéje 1975': programme booklet page 19.

45 See, for instance, Tarka-Barka (Multi-coloured), an anthology of piano music for children bringing together pieces by
Lasz16 Borsody, Attila Bozay, Lajos Huszar, Mikl6s Kocsdr and Jozsef Soproni; Kurtag contributed nineteen pieces he called
‘Pre-Ludes' (E16-Jatékok). Zenemtikiad6 7769.

46 Kro6 1975 and Breuer 1975. See also the similarly ecstatic Farkas 1975 and Vérnai 1975.

47 Vérnai 1975 and Breuer 1975,
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cert provided. I have perhaps never before left a concert hall feeling the significance of the hour and
a half so strongly.'(+48] The ethical imperative of Kurtdg's own reticence with words made it all but
impossible for the critic to speak.

That is certainly the view that is suggested by sociology. And we can reinforce it with the fact
that the authority of Kurtg's teaching was intimidatingly double-edged: it offered not only great re-
wards, but also tremendous personal cost, for his demands could be cruelly idealistic.[+49] Of this,
there will be more to discover in Chapter 6. But it would be impoverishing to stay with sociology
alone at this point. If there was a powerful context for becoming speechless, that context could also
be a powerful trigger for feeling genuinely overwhelmed. I would suggest, moreover, that it is worth
engaging with Games themselves to investigate ways in which these pieces may have afforded pro-
foundly emotional responses, how they played into the emerging narratives.

It may at first seem very difficult to make the case. Many Games, after all, carry minimal com-
positional elaboration and bear strikingly modest titles, as if warning performers and listeners in
advance that they are mere objets trouvés. In the first Game of Volume I, the pianist is to perform
glissandi up and down the keyboard repetitively. In the second, repeated F sharps are presented in
one hand against glissando passages played by the other. (See Ex.2) In other objets trouvés, however,
namely genres from the past — Sarabandes, Waltzes, for example - there are rather specific references
to other music. Such 'found' genres were part of precisely the European musical tradition to which
Hungary wished to belong, and from which it felt barred by the Soviet Union. Additionally, although
composers' earlier investigation of the western avant-garde had been understood and accepted, by
the mid-1960s, as we have seen, many sought a return to more traditional roots.[*50] Kurtag's ‘play-
ing' could contribute to an ongoing hope of recapturing something, especially when he placed him-
self on the platform with his wife, for that gesture could be experienced as a return to an intimate

'European’ sphere of music practice — whether Hausmusik or salon culture. [+51]

48 Kovécs 1979: 7. Ttalics original.

49 The idealism inherent in the usual paradigm of classical music practice legitimates suffering in the interest of 'the music'
- understood as above the performer, who is in its service. For more on this in the Budapest context see Beckles Willson
2004a: 147-159 (interviews with Erika Sziklay and Lérént Sztics, first performers of The Sayings of Péter Bornemisza) and
Beckles Willson 2004b for an essay on the subject.

50 This narrative is transparent in Kro6 1971, but had already emerged in reviews of Durké and others during the mid-1960s.

51 Conceivably it may have echoed with thoughts of Bartok playing with his wife too.
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(ad lib. con Ped.)
(ad lib. una corda)

Ex. 2 Kurtag 'Objet trouvé (2)' from Games Volume I

More subtly, though, the very brevity of Kurtdg's Games maximises the ephemeral aspect of music.
Games offer very elusive moments of 'presence’ that evaporate almost as they are heard. Their mini-
mal textual complexity, moreover, enforce a maximalisation of performative investment. If we turn
for comparison to a prominent contemporary use of the objet trouvé, poet Dezs§ Tandori's volume
of 1973, The Cleaning of an Objet Trouvé, we can explore how this emphasis on performance quality
can provide a more penetrating key to their impact.

Within the pages of Tandori's book we find several similarly minimal 'poems’ consisting of the
(almost) dispensable parts of language. A pair of parentheses, separated by a line, constitutes one
that is entitled "Two handles of a sepulchral urn from e.e.curnmings’ private collection'.(*52) The vi-
sual image of the parenthesis is revealed to be just like an urn handle: this might well be an objet
trouvé in the most concrete sense. We could compare this with Kurtdg's 'Perpetuum mobile', the

Game constructed from glissandi alone.

52

'Halottas urna két fiile e.e.cummings magangyGjteménybél'. Tandori 1973: 28.
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The ‘found object' that is also a genre, however, is particularly productive in this context. Tando-
ri's "The Sonnet, for instance, offers a striking parallel. It empties the content from the form, leaving

only a formula, which the poet mocks with his parenthetical ruminations and creative hesitations:

The Sonnet A szonett

o
p:5

b b

b b

a a

a a

b b

(Got stuck on this line,) (Ennél a sornal megakadt,)
b b

a a

c c

C C

d d

d d

(then did finally continue and complete it.)[*53] (aztdn mégis folytatta és befejezte.)

Music cannot have either 'form' or 'content’ in the way that can a sonnet. The generic reductiveness
of Kurtag's Prelude and Waltz' (Games Volume I) is instructive set alongside 'The Sonnet', however,

precisely because the two are so different from one another. (See Ex.3)

'A szonett'. My translation. Tandori 1973: 34,
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Ex. 3 Kurtag Prelude and Waltz in C from Games Volume 1

"Preludium and Waltz' shuns the development of melody, harmony and structure. It presents, in-
stead, the basic metres and gestures that can suggest preludes and waltzes generally, and indicates
further stylistic nuancing through specific markings of 'Libero’ and 'Giusto’, forte and pianissimo.
It provides, then, instructions for bringing (any basic sort of) Prelude and (any basic sort of) Waltz
into moving, dancing musical activity. Where Tandori takes an objet trouvé to toy with it and reflect
ironically on the creative writing process, Kurtag's objet trouvé is something that a performer has to
work with, and must focus specifically on the goal of making its most essential sonorous characteris-

tics audibly present.
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One might position this particular type of reduction in the context of the (ethically elevated)
stripping and 'unmasking' of both instrumental harmonies and the human body in Four Songs dis-
cussed above. In this light it offers a moral imperative to focus on the armature of performance ges-
ture as opposed to the complexities of (say) harmonic elaboration. Indeed a broader frame for its fo-
cus on performance can be developed in the context of Tandori’s own objet trouvé, because this is no
arbitrary concept. Rather, it is rooted in a poem by Attila J6zsef (1905-37) called 'Consciousness', an
extract from which forms a motto for Tandori's book. Jézsef's objet trouvé shifts the whole idea into

anew gear, and Tandori's motto is underlined in the quotation below:

‘Consciousness’ (verse 10 of 12) Eszmélet

An adult is someone bereft Az meglett ember, akinek

of father and mother beside his heart, szivében nincs se anyja, apja,
who knows that life is a free gift, ki tudja, hogy az életet
something extra thrown in on death's part, halalra rdadésul kapja

and, like a found object, can be returned s mint talélt targyat visszaadja
any time - therefore, it's to be treasured. barmikor - ezért 6rzi meg,
He is nobody's god or priest ki nem istene és nem papja

- his own self's least.[54] se maganak, sem senkinek.

In Jozsef's poem 'found object' is not merely a poem, but a metaphor for life itself, viewed as an ex-
tended moment to be cherished before death prevails in the moment of 'return’. The 'cleaning’ in
the title of Tandori's volume is only superficially an examination of a pair of parentheses, a poem, or
language. It is also an attempt to comprehend humanity in general, such objects understood as frag-
ments of the materiality of human life.

Despite the focus on authorial creativity in "The Sonnet', moreover, Tandori himself reflected

that his poems were worth no more than objets trouvés until they were read, understood and ana-

‘Eszmélet’, trans. John Batki. Dévidhazi et al {eds.) 1997: 297-303. (The original is also reproduced in this publication.) See
303 for this verse.
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lysed. He described this interpretative process with the concept of 'visszaadds' - as it appears in
the motto as ‘return’ (see above). Indeed 'visszaadds' means not only 'return’, but also 'render' (as
in meaning): in this light a poem is merely a thing that can potentially render meaning through its
connection with a reader, through repetition and (re)interpretation. Until the connection is made, it
is but an objet trouvé. And yet the significance of 'visszaadas' in his motto is return’ of life, i.e. death:
the encounter with an object trouvé is but a moment analogous to death. This not merely a paradox.
It is a rather subtle reflection on the transience of 'presence’.[¥55]

If we conceive Kurtdg's performance of Games in this way, we can grasp how they may have
been experienced very profoundly and elusively, namely as musical enactments of the process that
Tandori's work, through J6zsef, describes. Repetition of simple elements, their rediscovery from new
perspectives, their probing and setting into new contexts: these are musical manifestations of a fragile
life placed under the microscope. After all, even a repeated F sharp may seem different when heard in
a new context, as playing Ex.2 would invite us to remember. And as each new context, new sound and
new sensation is discovered and understood, so it is lost. Each is ‘returned, instantaneously part of
the past. Words reach out towards it impotently from the cage of the present. And pen-poised critics

in 1979 are left simply gaping, as the elevated national icon steps down from the stage.

2.3. Seeking

I have used Kurtdg's contribution to the reception of Games to illustrate his increasing par-
ticipation in the role of the national composer-cum-pedagogue-cum-performer, and I have also at-
tempted to listen to his awe-struck critics sympathetically, thus to elaborate on their sense of being
overwhelmed. To close this chapter I present two more of his works in order to demonstrate the way
that they too could contribute to his very particular public image.

The first, a group of songs for soprano and solo violin called S.K.—Remembrance Noise. Seven
songs to Dezsé Tandori's poems Op.12 (1975), contributes in two connected ways. Its music is en-
gaged with the physical realities of learning to play the violin; meanwhile, its text provides a com-

mentary on learning how to live. One becomes a metaphor for the other, rather in the way of

55 He made these remarks looking back on his earlier work with a fresh eye in 1978, Tandori 1978: 77.
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Tandori's literary objets trouvés discussed above. In the first song the broader dimension is quite dra-

matically and Biblically to the fore:

The road to Damascus A damaszkuszi at
Now, when just the same, as always, Most, mikor ugyanigy, mint mindig,
it is high time, that[+s6] legfébb ideje, hogy

Kurtdg's allusion to a Pauline conversion is clearly in tune with his partially masked reference to Pi-
linszky in Splinters.[x57] It is particularly meaningful in the context of Kurtdg as pedagogue, more-
over, for Paul was not only one of the world's revolutionary mystics. He also considered himself a
teacher. As the opening of a cycle, then, this verse hints at both revelation and instruction.

‘The music certainly effects conversion. Rather like the moment that the body was exposed na-
ked in the Pilinszky song discussed above, as the words cease, the violin part abandons its chromatic
line and presents perfect fifths. It is as if they enact a moral imperative to abandon words, for music.
But ensuing movements do not sustain the clarity or the religiosity of revelation. The musical themes
- such as they exist — are the violin itself, and the act of practising it. Songs 1, 4 and 6 begin with
open fifths, teased with fragments of chromaticism; songs 3, 5 and 7 toy with other idiomatic violin
patterns (arpeggios or scalic moto perpetuos) that are typical components of instrumental studies.
These musical banalities are repeated constantly, and there is little sign of progression within them
or beyond them.

The poems too tend to describe and then parallel this apparently fruitless practice, song 5 the
most obviously. Its repeated, but inflected, words are analogous to the repeated, varied arpeggio

practice of the violin (see Ex.4):

56

All these English and Hungarian song texts are taken from the published score, where translations are by Laszlé T. Andras.
That of Tandori is less significant, insofar as his work repeatedly and disjointedly juxtaposed low with high, sacred and

profane.
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So that We Never Get Out of Practice Hogy ki ne jojjiink a gyakolatbél

There's solace Lesz vigasz
8;
Thure's surlice Losz vogosz
Thare's salace Lasz vagasz
Theere's silice Lisz vigisz
Thoore's soolus Lusz vugusz
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Ex. 4 Kurtag 'So that We Never Get out of Practice’, from S. K. Remembrance Noise Op.12

Song 3 uses repetition in an attempt to remember, but the project seems doubtful given that there is

apparently no substance for the memory:

Two lines from "Tape” Tekercs (az utols6 két sor)
This I want to keep in memory. Emlékezni akarok erre.
Oh yes. Want to keep a memory of this. Igen. Emlékezni akarok erre.
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Song 6, more dramatically, reflects on the state of being itself. The text is as follows:

The Sadness of the Bare Copula A puszta létige szomorisaga
I should have liked it to be so. Szerettem volna, ha ugy van.
It was not. Nem volt 1igy.

1 said, let it be so. Kértem: legyen ugy.

So 'twas. Ugy lett.

And while the violin seems to illustrate a state of how it was’, it changes not at all when the voice re-
quests let it be so'. After ‘So 'twas’, the violin simply repeats exactly what it played before. The per-
ception of change itself, it seems, is entirely unreliable.

How this explicit dissolution of certainty could feed directly into narrative constructions of
Kurtdg can emerge from a reading of Twelve Microludes for String Quartet, Hommage ¢ Andrds Mi-
haly Op.13 (1977). This 'Hommage' gives pause for thought. We have already observed Mih4ly's
shifting political positions and his increasing success in the new music field, and by the time Kurtag
wrote Twelve Microludes Mihaly was even Director of the State Opera. On one level Kurtag's refer-
ence to him seems simply a gesture of admiration to a prominent public musical figurehead who had
supported his own career. But Mihély was also Head of the Chamber Music Department at the Liszt
Academy, and was greatly admired for his teaching, thus Twelve Microludes is just as much a refer-
ence to Mihdly's teaching as it is to his other activities. Perhaps it is specifically that, for Mihaly was
a model to Kurtdg as teacher in the period in which he wrote the Twelve Microludes: Kurtdg audited
his teaching of Beethoven and Schubert String Quartets throughout the 1970s.[+58] At the very least,

the hommage’ gesture displays Kurtdg's involvement with teaching anew.

58 Conversation with Ldszl6 Sdry, who also audited the classes. Budapest, January 2000. See also Kurtag's remark in 1993 that
he learned much from auditing Mihaly's classes: "iberhaupt habe ich sehr viel von ihm gelernt, hatte jahrelang bei ihm hos-

pitiert'. Dibelius (ed.) 1993: 85.
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Ex. 5 Kurtdg Hommage ¢ Mihdly Andrds. 12 Microludes for String Quartet Op. 13, movement 1

If we regard the work as a projection of an interest in (string quartet) teaching, it yields some
intriguing qualities. The opening movement can be approached not simply as the chromatic elabo-
ration of a cadence that it is, but also as a study in voicing and listening to the subtle elaboration of
a cadence from within. (See Ex.5) Each player shifts at a different moment and is encouraged, by
the carefully-paced harmonic shifts, to listen with great attention to his or her position within the
ensemble of four. But if understood as a perfect cadence, its metaphorical significance can expand
further. The perfect cadence here is a fractionally expanded objet trouvé and — positioned alongside
Tandori and J6zsef - is thus a means to elaborate on and discover facets of a very precarious life. In
order to appreciate them fully, players might need to envisage how momentous could be the change
in the violin II part from E to F# in bar 4, for instance, how careful the quasi-response of the 'cello
would need to be immediately after it, and how gingerly the viola might then play the ensuing chord
(after the 'breath’) in bar 5. (Not to mention the last chord, the only moment at which all four play-
ers introduce a note at the same time.) Read in this way, the movement projects an elaborate test for
the unity and coherence of a string quartet, a preparation, even, for drawing out the potential magic
of a slow movement by Beethoven or Schubert.

The debt to such repertoire was apparent to critics, who quickly grasped Twelve Microludes'
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enigmatically brief exploratory moments in precisely these canonical terms. Breuer invoked late
Beethoven, while Kro6 passed through Frescobaldi, Baroque rhetoric, chorales, Beethoven, Schubert,
Schumann, Debussy and Webern in his expression of the work's living debt to musical tradition. [+59]
Commentators also used the quartet's lack of structural or dramatic teleology to suggest that it had a
mysterious wholeness that could really only be understood in musical, rather than conceptual, terms.
Here, too, the quartet played into their romantic hands, for it closes with a rhetorical viola line that
breaks off as if in an unresolved question. It ends as if illustrating Pilinszky's religious notion of the
artwork as a ‘Message derived from the Whole'.[+60] Tallidn's review thus argued that the opening 'ro-
mantic invocation' and concluding 'intense, lyrical epilogue’ imparted a longing for a whole. As he
expressed it, Twelve Microludes 'aroused the feeling of precisely the wholeness that is possible'.

Breuer, Kro6 and Tallidn, then, each articulated ways that Twelve Microludes seemed not to
make affirmations, but to seek revelation. Each of its movements communicated the searching de-
sire for extraordinary presence moments. Tallién captured the miraculous impact of these when he
wrote that characters emerged from the tiny forms in 'an unbelievably brilliant light', and just 'as they
were born'.[#61]

We conclude this paper with an image of Kurtdg as teacher, but also, in his relationship to Mi-
hély and in his exploratory 'moments’, as seeker. The image is Pauline in intensity, and involves re-
garding Twelve Microludes as a product of passionate musical mysticism, and also seeing Kurtdg as
a quasi-spiritual leader (and follower): he comes into view, in other words, as a musical 'gury’ in a
'guru system'.[*62] We need only recall the political background of the recipient of his hommage to
rehearse the apparent paradox between calculatedly invasive party politics and this mysticism. But
actually, as these explorations have revealed, musical mysticism thrived in this particular regime.

Kurtag was simply the one to benefit the most.

[LAFazl - Ry ZLR gV y,/ By Rk
[Rachel Beckles Willson, Royal Holloway, University of London]
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Breuer 1978; Kro6 1978. See also Tallia’ﬁ 1979: 7-8. References to these writers in this section will be from these sources.
‘Egy lirikus napl6jab6l' [From the diary of a lyric poet], Uj Ember 11 June 1971. Reprinted in Pilinszky 1997: 647-48. My italics.
My italics.

1 take the terms 'guru’ and ‘guru system' from Schiff 2003: 40.
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