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Hudba a holokaust

Michal Pal'ko
lider a spoluzakladatel skupiny Moj$e Band

Piesne z lagru

Dramaturgicky zamer ako kI'i¢ k interpretacii

Pocas existencie kapely MojSe Band, som vZdy pristupoval k na-
Studovaniu predkladaného materidlu, v ¢o najviac esencidlnej podo-
be, zachovavajuc a ctiac podstatu danej kapitoly Zidovskej kulttry.
Etnomuzikoldgia ako stcast SirSieho poznania socidlnych a kulttr-
nych kontextov ddva moznost poznat, ¢i verifikovat antropoldgiu spo-
lo¢enskych vztahov. Prave vysledné zistenia spolu aj s konkrétnymi,
Castokrat hudobnymi artefaktmi mi dobre sliZia pri rekonstruovani ¢i
vytvarani nového, mojho pohladu na Stylisticky rozmanita Zidovskd
hudobnu kultiru dneska v eurépskom regione. Piesne z lagru, ako
sme spolu s kolegami z kapely nazvali tento projekt, sa snaZia spra-
covat obdobie najvacsich spolocensko-rasovych perzekicif 20. sto-
rocia a hlavne poukéazat na Specifickost piesne ako hudobnej formy,
ktord pontuka isty priestor na obsahovi inovaciu, priestor pre socidl-
no-psychologicku transformdciu, ¢i ndm sliZi dnes na ziskanie Speci-
fického obrazu Zivota ¢loveka v krajnej situdcii, obdobia formovania
sa novych spoloc¢enskych identit. Hudba vo vSeobecnosti, vztahuju-
ca sa na obdobie éoa, obdobie holokaustu vSak nema z hladiska
podnetov jednotny raz. Z dneSného pohladu k tejto Specifickej kapi-
tole hudby (nielen Zidovskej) pristupujeme z viacerych pohladov.
Predmetny text bude pojedndvat najma o tej casti hudobného pre-
javu, ktory suvisi s osobnym preZivanim vaziiov, na ich tvorbu, ¢i od-
kaz, ktory zakonzervovali do piesni.

Hudobné prejavy pocas holokaustu so zretel'om

na koncentra¢né tabory

V Gvode som stru¢ne nacrtol problematiku diverzity docho-
vanych hudobnych artefaktov predmetnej doby. Pri priprave dra-
maturgii, vybere skladieb a ich rekonstrukcii som mal na paméti r6z-
norodost predkladanych artefaktov. Kazdy vznikol za inych okolnos-
tf, plnil pocas Soaa po roéznu spolocenskd funkciu, mé pre nas, ale aj
pre stcasnikov v tych ¢asoch, iny vyznam. Konkrétne dochované
skladby, ndm teda neddvaju obraz iba o svojej vynimocnej stavbe,
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Music and the Holocaust

Michal Palko
leader and co-founder of MojSe Band

Songs from the Camp

Dramaturgic Intention as a Key to Interpretation

Throughout the existence of the MojSe Band, I have always
approached the staging of the material presented, in as essential
form as possible, preserving and honouring the essence of a relevant
chapter of Jewish culture. Ethnomusicology, as part of a broader
knowledge of social and cultural contexts, provides an opportunity to
know or verify the anthropology of social relations. It is the resulting
findings, along with specific, often musical artifacts, that serve me
well in reconstructing or creating a new, my own perspective on the
stylistically diverse Jewish contemporary musical culture in the
European region. Songs from the Camp, as my band-mates and [
have named the project, seeks to process the period of the greatest
socio-racial persecutions of the 20th century and, above all, to high-
light the specificity of song as a musical form that offers a certain
space for content innovation, a space for social-psychological trans-
formation, or serves us today to obtain a specific image of the life of
a person in an extreme situation, a period of the formation of new
social identities. However, music in general, referring to the Shoah
(Holocaust) period, does not have a uniform character in terms of
stimuli. From today's perspective, we approach this specific chapter
of music (not only Jewish music) from several perspectives. The text
will deal in particular with that part of musical expression which
relates to the personal experience of the prisoners, to their creation,
or the legacy they enshrined in songs.

Musical expression during the Holocaust with regard

to the concentration camps

In the introduction, I briefly outlined the issue of the diversity
of surviving musical artifacts of the period in question. In the prepa-
ration of dramaturgies, the selection of songs and their reconstruc-
tions, [ kept in mind the diversity of the artifacts presented. Each was
created under different circumstances, fulfilled a different social
function during and after the Shoah, and has a different meaning for



obsahu, ale poznanim $pecifik ich vzniku dokdZzeme lepsie a hod-
novernejsie uchopit detaily situacii perzekvovanej spolo¢nosti v kon-
centraénych tdboroch. Dochované a skiimané hudobné prejavy
vieme rozdelit podl'a hudobnej stylistiky, povodu a ich funkénosti do
viacerych kategorii, ¢im nadobtiidame komplexnejSie poznanie o si-
tudciach, v ktorych tieto reakcie — hudobné prejavy vznikali.

1. Hudobné produkcie vaznenych hudobnikov

a) pseudo-slobodna tvorba, vznika ako priama reakcia na
prezivani realitu, hudobna produkcia slizila na ucel propagandy

Azda najreprezentativnejsim su produkcie z koncentracného
tdbora Terezin. Tento tabor bol prislusnikmi SS vo svojej dobe pouzity
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ETI TEREZINSKYCH DETSKYCH UTULKD

Plagat scénického uvedenia detskej opery Brundibar v Koncentratnom
tdbore Terezin | Poster of the stage performance of the children's opera
Brundibér in the Terezin Concentration Camp

us and for contemporaries in those times. The specific surviving com-
positions, therefore, not only give us a picture of their exceptional
construction and content, but by knowing the specifics of their cre-
ation, we are able to grasp the details of the situations of the perse-
cuted society in the concentration camps in a better and more plau-
sible way. We can divide the surviving and studied musical expres-
sions according to musical stylistics, origin and their functionality into
several categories, thus gaining a more comprehensive knowledge
of the situations in which these reactions — musical expressions —
were created.

1. Musical productions of imprisoned musicians

a) pseudo-freedom, created as a direct reaction to lived
reality, musical production served the purpose of propaganda

Perhaps the most representative are the productions from the
Terezin concentration camp. This camp was a means of propaganda
and demonstration used by the SS in its time, where even for the
invited official visit of Red Cross workers in June 1944 it was intend-
ed to demonstrate the "exemplary treatment" of the imprisoned
Jewish people. The delegation even attended the premi?re of Hans
Krasa's children's opera Brundibdar, which was performed a total of

Archivna fotografia z uvedenia opery H. Krasu — Brundibar v Koncentra¢nom
tdbore | Archival photo from the performance of the opera H. Krasa —
Brundibar in the Concentration Camp
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prostriedok propagandy a demonstracie, kedy dokonca pre pozvanu
oficidlnu navitevu pracovnikov Cerveného kriZa v jtini 1944 mal de-
monstrovat ,ukazkové zaobchadzanie® s vaznenou Zidovskou spoloc¢-
nostou. Delegdacia sa zicastnila dokonca aj premiéry detskej opery
Hansa Krdsu — Brundibar, ktort sa v Koncentratnom tédbore podari-
lo medzi rokmi 1941 — 1944 uviest celkom az 55-krat. Kazdé uvede-
nie a nastudovanie, vSak sprevadzalo pre — obsadzovanie detskych
hercov, ktor{ boli deportovani do dal$f tdborov. Brundibar samotny
nebol skomponovany v koncentratnom tdbore, avSak Krasa, ako aj
dalsi skladatelia (Viktor Ullman, Pavel Haas, Gideon Klein, Raphael
Shachter). Skomponovali viacero diel, va¢§inou pre komorné obsa-
denia v Stylistike vtedajSej sicasnej klasickej hudby, ktoré boli v mno-
hych pripadoch aj interpretované v priestoroch Terezinskeho geta.
Castokrat v jednotlivych partitirach baddme autorov odklon od za-
uZivaného jazyka a priklon k radikélnej$im, expresivnej$im vyjadro-
vacim prvkom, siahanie po novych kompozi¢nych technikach, tvor-
ba a zapis sa radikalizuje. Z hladiska dne$nej muzikoldgie sa moze-
me stretnit s pojmom pre jednotné oznacenie tychto autorov ako ,Te-
rezinski skladatelia“.

b) Hudobné telesa v koncentra¢nych taboroch (napriklad
16 rozli¢nych orchestrov, kapiel a pochodovych kapiel v koncen-
tratnom tabore Auschwitz)

Pocas existencie koncentracného tabora Auschwitz bolo pre
potreby prislusnikov SS vytvorenych niekolko hudobnych telies, kto-
ré mali za Gcelom zabezpecovat produkcie pre prislusnikov SS a ich
rodiny a pre chod tabora, spoluvéziov na druhej strane. Ideologické
zamery oddielov SS vieme zadefinovat do viacerych kategorii:

Ich cielom bolo najma prehlbovat psychicki traumu vaziov.
Ci uz to boli produkcie niekolkych ,marchenbandov*, ktoré mali za
ulohu hudbou sprevadzat vaznov pri pochode do plynovych komér.
Vazni v rozlicnych hudobnych telesdch zabezpecovali pravidelné
denné produkcie na appel-platzi pri rannom, poludniaj$om a poobed-
nom nastupe. Hudobné produkcie tane¢ného orchestra pre ¢lenov
SS komanda a ich rodinnych prislusnikov, boli odohrané najma po-
¢as nedelnych 4 hodinovych taneénych popoludniach. Z tychto
produkcii sme v dramaturgii kapely MojSe Band programu Piesne
z Lagru siahli po rekonstrukcii medzivojnovej populdrnej piesne
Franza Groteho — Die Schonsten Zeit dem Leben (Najkraj$i ¢as moj-
ho Zivota), ktord bola v repertodri tanecného orchestra KT Ausch-
witz-Birkenau. V archive muzea holokaustu v Osvienc¢ime nasla prof.
Patricia Hall z Univerzity v Michigene rukopisy orchestralnych partov
tohto Slagru (part prvych a druhych husli a fagotu), ktoré boli vyho-
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55 times in the concentration camp between 1941-1944. Each per-
formance and staging, however, was accompanied by the re-casting
of child actors who were deported to other camps. Brundibar itself
was not composed in a concentration camp, but Krasa and other
composers (Viktor Ullman, Pavel Haas, Gideon Klein, Raphael Sha-
chter) composed a number of works, mostly for chamber ensembles
in the stylistics of contemporary classical music of the time, which in
many cases were also performed in the Terezin ghetto. Often in the
individual scores we see the composers' departure from the estab-
lished language and an inclination towards more radical, expressive
elements of expression, reaching for new compositional techniques,
the creation and notation becoming more radical. In today's musi-
cology, we can encounter a term for the unified designation of these
authors as "Terezin composers'".

b) Musical ensembles in concentration camps
(for example, 16 different orchestras, bands and marching bands
in Auschwitz concentration camp)

During the existence of the Auschwitz concentration camp,
several musical ensembles were created to provide productions for
the SS members and their families and for the running of the camp,
the fellow prisoners on the other hand. We can define the ideologi-
cal intentions of the SS troops into several categories:

Their aim was mainly to deepen the psychological trauma of
the prisoners. Whether it was the productions of a few "march-
bands", which had the task of accompanying the prisoners in their
march to the gas chambers with music. Prisoners in various musical
ensembles provided regular daily productions on the appel-platz
during the morning, midday and afternoon roll call. Musical produc-
tions of the dance orchestra for the SS commandos and their fami-
lies, were played especially during the Sunday 4-hour dance after-
noons. Of these productions, we reached for a re-composed Franz
Grote's inter-war popular song Die Schonsten Zeit dem Leben (The
Most Beautiful Time of My Life), which was in the repertoire of the
KT Auschwitz-Birkenau dance orchestra, in the MojSe Band's dram-
aturgy of the Songs from the Camp program. In the archives of the
Auschwitz Holocaust Museum, prof. Patricia Hall of the University of
Michigan found manuscripts of the orchestral parts of this schlager
(first and second violin and bassoon parts), which were made and
signed by the prisoners with their assighed numbers. Later it was
even possible to trace the identity of the prisoners as prisoner no.
5655 — Arthur Gargul, prisoner no. 5131 — Maximilian Pilat, who sur-
vived the war and after the war worked as 1st bassoonist of the



tovené a podpisané vaziiami s ich priradenymi ¢islami. Neskor sa
dokonca podarilo vypétrat identitu vaziiov ako vazen €. 5655 —
Arthur Gargul, vazen ¢. 5131 — Maximilian Pilat, ktory preZil vojnu
a po vojne posobil ako 1. fagotista filharmonického orchestra v Byd-
gosci. Povodnu inStrumentaciu pre symfonietu (komorny orchester)
nemeckého tane¢ného orchestra 20. rokov 20. storocia som podla
dochovanych zéapisov rekonstruoval a re-aranZoval pre potreby ob-
sadenia Mojse Band, teda trio v obsadeni akordedn, cimbal a kon-
trabas.

Rekonstrukcia foxtrotu Die schonsten Zeit dem Leben, part akordeénu,
Michal Palko pre potreby Moj$e Band, 2021 | Reconstruction of the foxtrot
Die schonsten Zeit dem Leben, accordion part, Michal Palko for the needs
of the MojSe Band, 2021

Philharmonic Orchestra in Bydgoszcz. 1 reconstructed and rear-
ranged the original instrumentation for the symphonette (chamber
orchestra) of the German dance orchestra of the 1920s according to
surviving records for the needs of the MojSe Band's cast, i.e. a trio
with accordion, dulcimer and double bass.

2. Individual musical expressions of prisoners in general

In surviving works composed or in some other way documen-
ted, e.g. in prisoners' diary entries, we can observe:
— tendencies of "identity construction, through authentic creation".
This is the inner testimony of the prisoners, through musical creation,
through musical expression, but which is not public towards the SS,
often not even towards fellow prisoners, it is a personal individual
testimony.
— insofar as prisoners presented their work to fellow prisoners, e.g.
(as they state in their post-war testimonies) during secret evening
productions in the barracks, the work often serves to educate the
generations growing up in the concentration camp
— musical expression that unites several different social classes,
groups into one social cluster (it is not shared among Jews, Poles,
orthodox or left-wing intellectuals). Music in general goes back to the
roots of socio-cultural communities and at the same time distin-
guishes certain denominational, cultural and other specificities that
make this particular "music" unique. The musical expression of the
prisoners in the concentration camps is unifying, uniting different

Rukopisy partov foxtrotu Die schonsten Zeit dem Leben, ulozené v archive
Mtzea holokaustu v Osvienéime, 1942 | Manuscripts of the parts of the
foxtrot Die schonsten Zeit dem Leben, deposited in the archives of the
Auschwitz Holocaust Museum, 1942




2.Individudlne hudobné prejavy vaziiov vo vSeobecnosti

V dochovanych dieloch skomponovanych alebo nejakym
inym sposobom zadokumentovanym napr. v dennikovych zépiskoch
vaziov, mdZzeme badat:
— tendencie ,budovanie identity, prostrednictvom autentickej tvor-
by“. Jedna sa o vnutorna vypoved vaziov, prostrednictvom hudob-
nej tvorby, hudobnym prejavom, ktory ale nie je verejny smerom
k prislusnikom SS, ¢astokrat ani smerom k spoluvéaziiom, je osobnou
individudlnou vypovedou.
— pokial, vazni svoju tvorbu prezentovali spoluvaziiom, napr. (ako vo
svojich povojnovych vypovediach uvadzaji) pocas tajnych vecer-
nych produkcii v barakoch, ¢astokrat tvorba slizi na vychovu gene-
racii dorastajtcich v koncentratnom tédbore
— hudobny prejav, ktory spdja viacero rozli¢nych spolocenskych
vrstiev, skupin v jeden spolocensky klaster (nedeli sa medzi Zidmi,
Poliakmi, ortodoxnymi ¢i lavicovymi intelektudlmi). Hudba vo vse-
obecnosti siaha do korerov socidlno-kultirnych spoloCenstiev a za-
roven odliSuje isté denominacné, kultirne a iné Specifikd, ktoré tito
konkrétnu ,hudbu” robia jedine¢nou. Hudobny prejav vaznenej spo-
lo¢nosti koncentra¢nych tdborov je jednotiaci, spdja rozne mensiny,
denomindcie, rasy, spoloenské vrstvy a stava sa zdkladom pre ko-
munikaciu niekolkych generéacii po vojne.
— individudlny hudobny prejav ¢asto sltizi ako prostriedok na tvorbu
pseudo-reality, Uniku z reality

Ako priklad uvddzam zapisky z dennika vdznenej Krystyny Zy-
wulskiej, zndmej pol'skej povojnovej spisovatelky, najma tvorbou pre
mladu generéaciu. Zywulska bola Polkou Zidovského povodu, ktorad
sa pridala k podzemného odporu vo varSavskom gete. V roku 1943
ju zajalo gestapo a deportovalo do Auschwitzu. V koncentracnom té-
bore sa stala autorkou niekolkych basni, ktoré ale v tom ¢ase nemo-
hli byt zapisané (Zywulska ich zapisala do dennika aZ po oslobodent,
tento doplnila o pocetné ilustracie). Basne vsak udila svoje spolu-
vazenkyne a stali v jej generacii populdarnymi, dokonca do istej miery
formotvornymi (Wymarz przez brame, Neodoslany list, Appeal, Tan-
cujice dievca). Z neskorsie vyhotoveného dennika vieme, Ze tieto
strofické basne, Zywulska interpretovala na melédie zndmych pol-
skych l'udovych piesni, vdaka comu sa zrejme aj lahko pamatali
a pomerne rychlo a Gcinne $irili medzi spoluvaziov. Zapisnik rovna-
ko prezradza istd formovi uzavretost strofickych ttvarov do vacsich
celkov, z ktorych sa niektoré spievaju, niektoré recituju. Castokrat im
predpisuje scénické uvedenie, ¢o nasvedcuje drobnym javiskovym
performanciam, ktoré sa mali odohravat v prostredi dievéenskych
barakov.
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minorities, denominations, races, social classes, while becoming the
basis for communication several generations after the war.
— individual musical expression often serves as a means of creating a
pseudo-reality, an escape from reality

As an example, I quote the diary entries of the imprisoned
Krystyna Zywulska, a well-known Polish post-war writer, especially
for her work for the younger generation. Zywulska was a Polish
woman of Jewish descent who joined the underground resistance in
the Warsaw ghetto. She was captured by the Gestapo in 1943 and
deported to Auschwitz. In the concentration camp, she authored
several poems, but they could not be written down at the time

Z dennikov Krystyny Zywulskiej | From the diaries of Krystyna Zywulska



Individualizmus verzus kolektivna tvorba

v zdiel'anom vedomi komunity spoluvaziov

V prostredi Zidovskej spoloc¢nosti sa pre obdobie rasovych per-
zekucii pocas II. svetovej vojny vSeobecne zauziva hebrejsky termin
Soa, ¢o doslovne znamena katastrofa. Hebrejska gramatika nam ale
pontka s istou davkou nadsazky priestor pre interpretovanie slova
Soa — 77?7 slovom &va — ??? (znak rozcestia, znak, ktory neznamena
ni¢, predstavuje prazdno, ni¢otu, v hebrejskej abecede nemé zvuk).
Casto teda obdobie $0a, byva interpretované v tychto intenciach ako
préazdno, obdobie ticha, nicoty a skazy zaroven. Tuto hlbsiu talmu-
dickd, priam metafyzickd, mozno az kabalistickil rozpravu by som
rad pouzil na vytycenie priestoru, v ktorom vnimam vznik a moznost
definovat stav, v akom sa vtedajsia spolo¢nost ocitla. Ako uz bolo
nacrtnuté, ¢iastocne poukazané na prikladoch, vazneni tvorcovia
k svojej situacii zaujimali rozlicné postoje. Individudlna vypoved,
tvorba, umelecké prejavy, si vypovedami v tichu, vypovedami bez
zvuku, intenzity hlasu, no napriek tomu s hlasnym vykrikom hlbin
duse kazdého vaziia. Stretdvame sa s roznymi javmi v destabilizo-
vanej spoloc¢nosti traumatizovanych véziiov, s rozli¢cnymi osobnymi
pozadiami (sionisti, lavicovi intelektudli, Zidia, ortodoxni, odpor-
covia rezimu...). Javi sa to tak, Ze v spominanom prazdne, ni¢ote zo-
stdva priestor iba pre podstatu, sebazachovanie (existenciu a odkaz
pre dalSie generacie). V tomto zmysle v spievanych hudobnych arte-
faktoch nie je priestor pre rozdielne jazykové mutécie. Casté su bi-
lingvélne texty, slova cudzich jazykov sa stdvaju zvukovymi efektami.
Rovnako v tomto priestore neexistuje priestor pre rozli¢né politické
ndzory, ndrodnu identitu, spolo¢enské postavenie. Vytvdara sa iba
priestor pre volu Zit a individudlna vypoved prostrednictvom napr.
hudobného prejavu generuje artefakty, prostrednictvom ktorych
pridelenym ,¢islam* vazni vdychujui ,dusu®. Priestor nicoty sa trans-
formuje na moment vecnosti a vznikd akysi moment na zmenu para-
digmy. Spolocenska andémia, potreba prekvalifikovania vztahov, ale
aj zdkladnych komunika¢nych principov. Umenie resp. ,tvorivé pre-
javy“ sa stdvaju univerzdlnym komunikaénym prvkom vaziiov (per-
zekvovanej spolocnosti). Z hladiska psychologického, v stave kraj-
ného vypétia jedinca alebo skupiny l'udi, je spev poslednou alebo
podvedomou deklaraciou individudlneho postoja. A prave tieto chvil-
kové a psychologicky krajne vypaté prejavy su zaroven artefaktmi,
ktoré casto stracaju vyznam autorstva a z individudlneho prejavu
maji moznost stat sa charakteristickym hudobnym artefaktom, de-
finujdcim istd skupinu spoloc¢nosti. Tento typ prejavov vézenskej
spoloc¢nosti pocas $oa, najlepsie reprezentujui piesnové utvary, ¢as-
tokrat na baze strofickych textov, ktorym boli ex-post alebo priamo

(Zywulska wrote them down in her diary after liberation, which she
supplemented with numerous illustrations). The poems, however,
she taught to her fellow inmates and became popular in her genera-
tion, even formative to a certain extent (Wymarz przez brame,
Unsent Letter, Appeal, Dancing Girl). We know from a later diary
that Zywulska interpreted these strophic poems to the tunes of well-
known Polish folk songs, which probably made them easy to
remember and fairly quickly and effectively disseminated among her
fellow prisoners. The notebook likewise reveals a certain formal
enclosure of the strophic formations into larger units, some of which
are sung, some recited. Often it prescribes a stage performance for
them, suggesting small stage performances that were to take place in
the setting of the girls' barracks.

Individualism versus collective creation in the shared

consciousness of a community of fellow prisoners

In the milieu of Jewish society, the Hebrew term Shoah, which
literally means catastrophe, is commonly used to refer to the period
of racial persecution during the World War II. But Hebrew grammar
offers us, with a certain amount of hyperbole, room to interpret the
word Shoah — 7??? — with the word shva — 7?7 (the sign of the part-
ing of the ways, a sign that means nothing, represents emptiness,
nothingness, has no sound in the Hebrew alphabet). Often, then, the
period of the Shoah is interpreted in these terms as a void, a period
of silence, nothingness, and destruction at the same time. I would like
to use this deeper Talmudic, outright metaphysical, perhaps even
kabbalistic discourse to delineate the space in which I perceive the
emergence and the possibility of defining the state in which the soci-
ety of the time found itself. As already outlined, and partly pointed
out with examples, the imprisoned creators took different attitudes
towards their situation. Individual testimony, creation, artistic expres-
sions, are testimonies in silence, testimonies without sound, without
the intensity of voice, yet they are the loud cry of the depths of each
prisoner's soul. We encounter different phenomena in a destabilized
society of traumatized prisoners, with different personal backgrounds
(Zionists, leftist intellectuals, Jews, Orthodox, opponents of the
regime...). It appears that in the aforementioned emptiness, nothing-
ness, there is only space left for essence, self-preservation (existence
and legacy for the next generations). In this sense, there is no room
for different linguistic mutations in the sung musical artifacts.
Bilingual lyrics are frequent; words of foreign languages become
sound effects. In the same way, there is no room for different politi-
cal views, national identity, social status in this space. Only space is
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pocas vzniku prisudené melddie existujicich (l'udovych, i ked nielen)
piesni. Ich nositel'mi sa stavali najmé taborovi spevdci, ktori nielenze
dané piesne pospevovali, ucili inych vaziiov, viedli pracovné frek-
vencie, ale aj priamo sa podielali na ich uchovavani (po vojne ¢asto
dokumentdcii) a cielenej, ¢i neimyselnej transformacii.

Kabaretier, Lagersager a kabaratier Aleksander Kulisiewicz

Aleksander Kulisiewicz je reprezentantom istého fenoménu
zdielanych prejavov vaziiov a zaroven $iritelom vlastnych piesni, vy-
povedi a reakcii. V tdbore Sachsenhausen bol jednym z tdborovych
spevakov (Lagersager) a nielen nim. Stal sa akymsi nositelom zdiela-
ného vedomia celej generdcie vaziiov a neskorsim zberatelom, pub-
licistom a performerom piesni vaziiov vo vlastnom kabarete ,chlap-
ca w pasiaku®, viacerych koncentra¢nych tdborov. Narodil v roku
1918 v Krakowe, absolvoval $tidia prava, od detstva u neho prevla-
dal zdujem o hudbu, vdaka ¢omu pocas vysokoskolskych Stadif
ucinkoval v mnohych krakovskych kabaretoch a divadlach. Stal sa
zndmym a reSpektovanym kabaretnym umelcom, najmé ako whist-
ler (virtuézny piskac), vystupoval dokonca aj na viedenskej kabaret-
nej scéne. V roku 1939 publikoval v teSinskom ¢asopise ,glos stanu
Sredniego” ¢lanok ,hitleryzm domorosly®, za ktory bol zatknuty, ne-
skor deportovany do koncentracného tdbora Sachsenhausen ako
vazen ¢. 25149. Sam seba nazyval tdborovym archivom. Situdciu
v tabore opisoval slovami: ,,...prichddzali za mnou ini vézni... Cesi,
Poliaci, Nemci... Alex, mds eSte nejaké miesto? U seba, v archive?
Zavrel som o¢i a vravim — diktuj. Kazdy mohol skontrolovat — po troch
mesiacoch, po roku i po Styroch rokoch — preciznost méjho zdpisu. A iba
to mi dovolilo vydrzat. Vedomie, Ze bojujem, Ze som niekomu potrebny,
Ze zo dia na deri Zijem i rozrastd sa vo mne poetika ésmich smerov,
nenduvisti, krivdy a neraz najintimnejsich ttizob nds vsetkych...” Kedze
véazni si nemohli robit poznamky, resp. akymkolvek spdsobom za-
znamenavat skutocnosti, chodili k nemu ako zndmemu memorato-
rovi a diktovali mu svoje vytvory v nadeji, Ze si cez neho svoje pre-
javy, reakcie, tvorbu mézu ,ulozit“. Okrem toho, Ze ,ukladal® do pa-
méti aj piesne svojich spoluvéznov, tvoril aj vlastné piesne, a takto
»vyniesol* z tdborov takmer 60 piesni a 100 verSov opisujtcich tabo-
rovu realitu. Tieto po hospitalizovani v krakovskej nemocnici po
pochode smrti nadiktoval v strachu pred smrtou zdravotnej sestre.
Vsimol si, Ze ta sa pocas zapisovania niekolkokrat prezehnavala,
otacala sa. Texty boli vo viacerych jazykoch, pri diktovani prezival
tazké psychické a fyzické stavy, doktori ho povazovali za posad-
nutého diablom. Sestra zapisala 716 stran tdborovych textov (piesni).
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created for the will to live, and individual expression through, for
example, musical expression generates artifacts through which the
prisoners breathe "soul" into the assigned "numbers". The space of
nothingness is transformed into a moment of eternity and a kind of
paradigm-shifting moment is created. Social anomie, the need to
requalify relationships but also basic communicative principles. Art
or "creative expressions" become the universal communicative ele-
ment of the prisoners (of the persecuted society). From a psycholog-
ical point of view, in a state of extreme tension of an individual or a
group of people, singing is the last or subconscious declaration of an
individual attitude. And these momentary and psychologically
extreme expressions are also artifacts that often lose the meaning of
authorship and from an individual expression have the possibility to
become a characteristic musical artifact defining a certain group of
society. This type of expression of prison society during the Shoah is
best represented by song formations, often based on strophic texts,
to which the melodies of existing (folk, though not only) songs were
attributed ex-post or directly during their creation. Their carriers
were mainly the camp singers, who not only sang the songs, taught
them to other prisoners, and led the work frequencies, but also
directly participated in their preservation (often documented after
the war) and purposeful or unintentional transformation.

Comedian, Lagersager and comedian

Aleksander Kulisiewicz

Aleksander Kulisiewicz is a representative of a certain phe-
nomenon of shared expressions of prisoners and at the same time a
spreader of his own songs, statements and reactions. In the
Sachsenhausen camp he was one of the camp singers (Lagersager)
and not only him. He became a kind of bearer of the shared con-
sciousness of an entire generation of prisoners and later a collector,
publicist and performer of songs by prisoners in his own cabaret "boy
w pasiaku", several concentration camps. He was born in 1918 in
Krakow, graduated from law school, and from childhood he was
interested in music, thanks to which he performed in many Krakow
cabarets and theaters during his university studies. He became a
well-known and respected cabaret artist, especially as a whistler (vir-
tuoso whistler), he even performed on the Viennese cabaret scene.
In 1939, he published the article "hitleryzm domorosly" in the Tesin
magazine "glos stanu Sredniego", for which he was arrested and later
deported to the Sachsenhausen concentration camp as prisoner no.
25149. He called himself the camp archive. He described the situa-
tion in the camp with the words: "... other prisoners came to me...



Aleksander Kulisiewicz pocas jedného zo stretnuti, ktoré organizoval po
vojne medzi prezivsimi | Aleksander Kulisiewicz during one of the meetings
he organized after the war among the survivors

Vybrané piesne Kulisiewiczowej kolekcie

v interpretacii Mojse Bandu

Z hudobného hladiska artefakty w kulisiewiczowej koleckcii
obsahuju texty, poéziu, ilegdlne vyhotovené malby na rdéznych pred-
metoch a papierovych utrzkoch, ktoré vazni vyniesli z koncentrac-
nych tdborov alebo ich po vojne po paméti zrekonstruovali. Kuli-
siewiczowa zbierka je uloZena v Muzeu holokaustu vo Washingtone
vznikala eSte dlhé roky po vojne a jej zdklad tvoria spominané piesne
vlastnej tvorby a piesne a texty spoluvaznov, ktoré nadiktoval Kuli-
siewicz bezprostredne po oslobodeni. Alexander Kulisiewicz sa stal
organizatorom povojnového Zivota, kedy sa usiloval kontaktovat pre-
Zivich spoluvéziiov a dokumentovat umelecké prejavy tejto spo-
lo¢nosti. Jeho zbierka obsahuje celkovo viac nez 600 polskych ta-
borovych piesni, okolo 200 piesni textov v inych jazykoch (slovensky,
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Aleksander Kulisiewicz pocas performansu svojeho kabaretu ,Chlopiec
w pasiaku” | Aleksander Kulisiewicz during a performance of his cabaret
"Chlopiec w pasiaku"

Czechs, Poles, Germans... Alex, do you still have a place? At home,
in the archive? [ closed my eyes and said — dictate. Everyone could
check — after 3 months, after a year and after four years — the preci-
sion of my entry. And only that allowed me to endure. The aware-
ness that I am fighting, that I am needed by someone, that from day
to day I live and grow in me "the poetics of eight directions, hatred,
grievances and often the most intimate desires of all of us..." Since
the prisoners could not take notes, or to record facts in any way, they
went to him as a well-known memorizer and dictated their creations
to him in the hope that through him they could "save" their expres-
sions, reactions, creations. In addition to "memorizing" the songs of
his fellow prisoners, he also composed his own songs, and thus
"brought out" from the camps almost 60 songs and 100 verses
describing the camp reality. After being hospitalized in a Krakow hos-
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jidis, Cesky, rusky...), 60 inStrumentalnych skladieb, 5200 metrov mag-
netofénového pdsu so zvukovym zdznamom, 2300 poetickych diel
a viac ako 100 grafik, skic a akvarelov namalovanych vaziiami.

Kulisiewiczowe piesne v zbierke predstavuju z etnomuzikolog-
ického hladiska vzacny jav, nakolko prave na nich sa dd pomerne
dobre demonstrovat uz spominany jav vzniku novej spolocenskej
identity. Po vacSine st formovo rieSené v mensich a jednoduchsich
piestiovych formdch, Casto s reprizou alebo DaCapo repeticiou. Zauji-
mava je melodika piesni, ktord ¢asto pouziva ludové napevy réznych
ndrodnych lokdacii. Podl'a Kulisiewicza citdcia melddii bola prostried-
kom komunikécie konkrétnych momentov, kedy pri prdci v tdbore
k nemu prileteli melédie piesni v inych jazykoch, ktorym nebol schop-
ny rozumiet. Na tieto melddie ,posadil” svoje texty, pricom vela krat
si pévodny text refrénového charakteru tento ndpev zachoval, pri-
¢om ale uZ sluzil ako novy vyrazovy prvok skér zvukového charak-
teru. Tieto piesne predstavuju akysi priestor spolo¢ného vedomia,
zdielanej vel'mi bizarnej spolo¢nosti, ktord ale z hladiska Stylistiky
a poévodnej lokacie melodického materidlu stiera hranice a vytvara
novy obsah. Zaroven v suite z vybranych piesni Kulisiewiczovej zbier-
ky, ktord sme v rdmci projektu Art and Holocaust s MojSe Bandom
uviedli, je mozné jasne badat ndrodnostnu paletu.

Ako priklad uvadzam piesen ,Cozem czy zawinil, Bergen-Bel-
sen moje*, ktord je pretextovanou podobou svadobnej piesne z Ky-
sic — ,Laska, BozZe, laska...“. Kulisiewicz na tiito pieseni spomina, Ze jej
melédiu pocul pocas hospitacie v tdborovej nemocnici, kedy sa u ne-
ho naplno prejavil tyfus a bol umiestneny v karanténe. Melddia textu,
ktorému nerozumel Gplne sa ale v hortickovych stavoch pretransfor-
movala do akejsi mantry refrénového charakteru s akcentom na text
~Bergen-Belsen moje“.

VoIny preklad piesne:
Ako som sa voci tebe previnil, Bergen-Belsen moj?
Nevladzem uz plakat, Bergen-Belsen mo.
Nad stanom pdli sinko, Bergen-Belsen m&j,
Dohdaram v hortickach, Bergen-Belsen mo.
Prasiva smrt ma uz ¢akd, Bergen-Belsen mdj,
Objim ma, a nevyzliekaj, Bergen-Belsen ma;.

ART & HOLOCAUST

pital after the death march, he dictated these to a nurse in fear of
death. He noticed that she crossed herself several times during the
writing, turned around. The texts were in several languages, he expe-
rienced difficult mental and physical conditions while dictating, doc-
tors considered him possessed by the devil. The sister wrote down
716 pages of camp texts (songs).

Selected songs of Kulisiewiczowa's collection performed

by Moj$e Band

From a musical point of view, the artefacts in the kulisiewic-
zowe koleckcii include texts, poetry, illegally made paintings on var-
ious objects and scraps of paper that the prisoners brought out of the
concentration camps or reconstructed from memory after the war.
Kulisiewicz's collection is stored in the Holocaust Museum in
Washington. It was created many years after the war, and its basis
consists of the mentioned songs of his own creation and songs and
texts of fellow prisoners, which Kulisiewicz dictated immediately after
liberation. Alexander Kulisiewicz became an organizer of post-war
life, when he tried to contact surviving fellow prisoners and docu-
ment the artistic expressions of this society. His collection contains a
total of more than 600 Polish camp songs, about 200 songs with texts
in other languages (Slovak, Yiddish, Czech, Russian...), 60 instru-
mental compositions, 5200 meters of tape with sound recordings,
2300 poetic works and more than 100 graphics, sketches and water-
colors painted by prisoners.

Kulisiewicz's songs in the collection represent a rare phenom-
enon from an ethnomusicological point of view, since it is precisely
in them that the already mentioned phenomenon of the emergence
of a new social identity can be demonstrated relatively well. For the
most part, they are formally solved in smaller and simpler song forms,
often with a repeat or DaCapo rehearsal. The melody of the songs,
which often use folk tunes from different national locations, is inter-
esting. According to Kulisiewicz, quoting melodies was a means of
communicating specific moments when, while working in the camp,
the melodies of songs in other languages, which he was unable to
understand, came to him. He "placed" his texts on these melodies,
while often times the original chorus-like text kept this tune, while it
already served as a new expressive element of a rather sonorous
nature. These songs represent a kind of space of common con-
sciousness, shared by a very bizarre society, but in terms of style and
the original location of the melodic material, it blurs the boundaries
and creates new content. At the same time, in the suite of selected
songs from Kulisiewicz's collection, which we presented as part of the
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Notovy zdpis piesne Aleksandra Kulisiewicza Bergen-Belzen moje | Sheet
music of the song Bergen-Belzen moje by Aleksander Kulisiewicz

Art and Holocaust project with Mojse Band, it is possible to clearly
observe the national palette.

As an example, | present the song "Cozem czy zawinil, Bergen-
Belsen moje", which is a pretext version of the wedding song from
Kysuce - "Love, God, love...". Kulisiewicz remembers this song that
he heard its melody during hospitalization in the camp hospital,
when he developed typhus and was placed in quarantine. The
melody of the text, which he did not fully understand, but in a fever-
ish state transformed into a kind of chorus-like mantra with an accent
on the text "Bergen-Belsen mine".

Free translation of the song:

How have [ wronged you, my Bergen-Belsen?

[ can't cry anymore, my Bergen-Belsen.

The sun is burning above the tent, my Bergen-Belsen,
I'm dying of fever, my Bergen-Belsen.

Dusty death awaits me, my Bergen-Belsen,

Hug me, and don't undress, my Bergen-Belsen.
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