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VERMONT SYMPHONY ORCHESTRA

PREFACE

I'was an infantry soldier in World War 1. In June 1944, about the time that the Verdi Requiem was being performed

in the Terezin concentration camp in Czechoslovakia, | was training with the 104th Infantry Division in Camp Carlson,
Colorado, preparing to go to France. In October 1944, when Viktor Ullmann, Pavel Haas (both musicians whose work
will be heard as part of theTerezin Remembered Project), and Rafael Schachter who conducted the Requiem, were
sent to the gas chamber in Auschwitz, | was in combat in Europe. | was wounded in Germany in November, 1944
and spent one year and a half in hospital.

Although I knew generally what was happening in Nazi-controlled Europe, it was not until | went to Prague in 1967
that | learned about Terezin and the incredible cultural activity that took place in the camp. In Prague | met Josef Bor,
a survivor of both Terezin and Auschwitz, who had written a book, “The Terezin Requiem,” telling the story of the
performances of Verdi's Requiem that took place in the camp. He took me to Terezin, showed me where the
rehearsals had taken place, the men’s barracks, the women's barracks, the place where the Requiem had been
performed. It was an experience never to be forgotten.

In 1979 | conducted a performance of the Requiem with the New York Choral Society at Carnegie Hall. As we do here,
we dedicated the concert to the singers who had sung it in Terezin. After the performance a woman came backstage

to see me. She introduced herself and said that she had been a singer in the chorus in Terezin. Her name is Marianka

Zadikow May, and she is with us again for this performance. At another concert | met the artist Frederick Terna, also a
survivor of Terezin and the death camps. In Terezin he was in the crew responsible for cleaning the Hall following the
performance. Today he lives and paints in Brooklyn and he too will be with us at the Flynn Center.

I believed that the defeat of fascism in 1945 would be the beginning of a new world, a world at peace, a world of
tolerance and social justice. It was not to be. So, for me, this week is not only in remembrance of the terrible injustice
done to the prisoners in Terezin but in remembrance of their spirit, their courage and their defiance. Let it also remind us
ofthe intolerance, the injustice, the persecution that goes on in the world today, and help each one of us to rededicate
ourselves to the struggle for a better world.

ROBERT DE CORMIER, BELMONT, VT APRIL 2, 2010

ON THE COVER

A NOTE ON A DRAWING I MADE IN TEREZIN IN 1943:

The drawing shows a section of the Kavalier barracks set aside for the insane of the Ghetto. Kavalier was the name
that had been imposed by the Nazis for the structure. It was a part of the Northeast inner ring of the fortification.
Rooms that in the 18th century had been built into the wall as storage areas were assigned to old people. There
were no amenities, no water, no toilets, and no heat. Light came only through the entrance.

The drawing is one of four of my works that survived the war. | found it in the archive of Kibbutz Givat Chaim Ichud in
Israel. They named the structure Beit Terezin. Former inmates of the Ghetto had founded the Kibbutz. I left the work
there considering that place as a perfect repository.

The size of the drawing is that of a letter. The medium is India ink. | was using dowels then with a slightly rounded tip.

In 1943 I was 20 years old. Earlier that year | had been shipped with other inmates from another camp to Terezin.
I began drawing in Terezin, and | was still a rank beginner when drawing the section set aside for the insane.

At some point | realized that | was recording life in the Ghetto, but only dimly aware of the danger. Before being
shipped to Auschwitz | left my drawings with another person. That person, and subsequent ones too, were transported
to Auschwitz. After 1945, after liberation, | tried to find my drawings, but found only four of them years later.

FREDERICK TERNA

WWW.VSO.ORG
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IXTY-SIX YEARS AGO, DURING THE SUMMER OF 1944, inan 18th
A century fortress town outside Prague, Czechoslovakia, a performance of the Verdi
Requiem took place unlike any performance of that work before or since.

At one end of what had been the committee room of the former town hall, the chorus of one-hundred and
fifty stood on raised platforms with the four soloists in front of them. Below them, on the floor, was the
piano and before them all stood the conductor, Rafael Schachter. The audience was a distinguished one:
artists, doctors, lawyers, other musicians, students; even a few well-known figures high up in government
echelons, along with visitors from abroad.

This was the concentration camp at Terezin (Theresienstadt), in occupied Czechoslovakia. For a moment,
the Germans had transformed it with shops and a café, even a children’s playground, so that the visitors
from the Danish and International Red Cross would suspect nothing, and the camp commandant, SS
Colonel Karl Rahm, and his staff could proudly show off their model ghetto where art flourished and the
old were cared for and young women sang at their work. It was here, before the gentlemen from the Red
Cross, before the camp commandant and their fellow prisoners, that Rafael Schachter and his pianist and
singers performed Verdi's Requiem. Dies irae, dies illa, they sang, solvet saeclum in favilla. “Day of
wrath, day of mourning, earth in smoldering ashes laying.” Libera me, Domine, de morte aeterna.
Tremens facto sum ego et timeo. "Deliver me, O Lord, from eternal death. I am full of fear and |
tremble,” they sang, for themselves, for one another, for all those departed on the transports and for
those whose turns were yet to come.

IN 1780, ALONG THE BANKS OF THE ELBE RIVER, twenty-five miles northwest of Prague,
Joseph Il built the walled fortress town of Terezin in memory of his mother, Empress Maria Theresa. The
garrison itself was abandoned in the 1880s. Over the next several decades the town's economy stagnated
and by the late 1930s many businesses were closed and buildings had deteriorated badly.

It was here that Reinhard Heydrich, eulogized by Hitler as “the man with the iron heart,” decided to create
the lie that would hide from the rest of the world, often from the Jews themselves, what was happening at
Auschwitz and Treblinka, at Bergen-Belsen and Dachau. Under Heydrich's direction, the civilian population
was evacuated and Jewish forced labor brigades began to transform Terezin into a detention camp. The
walled town, or large fortress, would become a Jewish ghetto, while across the river the small fortress
would hold political prisoners and other “undesirables.” By the end of 1941 the Czech Jews were being
‘welcomed” to their new home.

They lived in painfully overcrowded communal quarters where it was sometimes impossible to stretch
out or even to sit upright on the bunks. Abetted by hunger and cold, disease ran unchecked. Medical help
was inadequate. The ghetto hearse, an ornate four-posted wagon, became a common sight. Drawn not
by horses but by Jews, it carried the dead to the cemetery and delivered bread to the public kitchens, often
on the same journey. in 1942 the transports began, ostensibly to points of relocation, in reality to the death
camps of Auschwitz, Treblinka and Dachau. One of the first transports was organized by Adolph Eichmann
who shipped more than five thousand Jews from Terezin to Auschwitz. In an attempt to avert suspicion
and to propagate the myth of “relocation,” this transport consisted of entire families rather than only the
old and infirm, and they were permitted to take their possessions with them. Arriving at Auschwitz, they
were isolated in one part of that vast camp for six months and forced to send back postcards to friends and
relatives in Terezin, praising their new “accommodations.” Of these five thousand, thirty-seven survived.

In spite of the terror, the constant humiliation, the hunger and degradation, a kind of miracle occurred in
Terezin. Due to the assimilation of Czech Jewry into the economic and cultural life of the country, many of
those incarcerated in Terezin were among the finest musicians, actors, writers, and artists in Czechoslovakia.
In the face of every obstacle, schools were begun for the children, cabarets and theater groups were
organized, choruses and chamber orchestras were formed. There were performances of Smetana’s The
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From the collection of Joza Karas

Bartered Bride and Bizet's Carmen, Mozart's The Marriage of Figaro and The Magic Flute. There were song
recitals and jazz concerts and performances of plays by Checkhov, Gogol, Cocteau, and others. Up to a point
all of this was allowed, even tolerated by the Germans. They could, after all, afford to be indifferent. They
knew that their prisoners were doomed and cultural freedom would lull the Jews into a false sense

of security that would offset any will to resist.

BY THE END OF 1943, WITH THE FEAR OF DEFEAT UPON THEM, the Germans were anxious to
cover the traces of their crimes and sought to win favor with the neutrals. In answer to repeated requests
from the Danish and Swedish Red Cross, it was decided to “embellish” Terezin, to create an elaborate
facade that the world might see the Jews living happily and being treated in accordance with the principles
of humanity. Under Colonel Rahm's supervision, “town embellishment” began. Buildings were cleaned

WWW.VSO.ORG
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and painted, flower beds planted, shops stocked with goods. Green turf was laid throughout Terezin,
fences and barriers either removed or camouflaged, roads repaired, and what had once been the town's
Sports Hall was transformed into a community center with a stage, a prayer hall, and a library. The artists,
musicians, actors and performers of Terezin were included in the "embellishment.” Rahm wanted his
visitors to be able to see a play, hear an opera, and witness a whole variety of cultural events.

Foralong time, since his earliest days in Terezin, the young conductor Rafael Schachter had felt a deep
commitment to the Verdi Requiem. For Jews to perform a Catholic requiem, with Italian music, a Latin text,
in Terezin, in a concentration camp ... and not Czech Jews alone, but singers and musicians from Austria,
Germany, Holland and Denmark .. . it was a powerful concept. A requiem not for themselves alone. No.
Liber scriptus proferetur, they would sing, in quo totum continetur. “The written book shall be brought
forth in which all is recorded.” Judex ergo cum sedebit, quidquid latet apparebit, nil inultum remanebit.
“Therefore, when the Judge shall be seated nothing shall be held hidden any longer, no wrong shall
remain unpunished.”

SCHACHTER HAD SELECTED HIS SOLOISTS and recruited one hundred and fifty amateur singers
for the chorus, but shortly after their first performance in the ghetto, most of the chorus was called for the
transports. Again Schachter selected, rehearsed, performed. Again the transports swallowed up his singers.
Then, however, Colonel Rahm decided it would be good publicity for his Red Cross visitors to witness a
requiem performed in Terezin and a promise was made to Schachter. His chorus would be exempt from
the transport lists.

OnJune 23, 1944, SS Colonel Karl Rahm and his staff, along with some highly placed officials from Berlin,
welcomed the Red Cross representatives to Terezin. Steered past the hospital and the home for aged people,
they went from magically well-equipped and spotless kitchens to pleasantly furnished “apartments,”
strolled down clean streets and past a café gay with outdoor tables. They were not invited to inspect the
general housing or sanitary conditions, but they could listen to Verdi's Requiem and watch children
swinging in the playground. And although they were not shown the German loot stored in the Usti
barracks, they could stop at random and speak to a well-rehearsed populace. Then they left.

If the prisoners of Terezin had hoped that their distinguished visitors might see behind the lie, might
somehow perceive that all was not what it seemed on the surface and act to save them, they were bitterly
disappointed. "Embellishment” was over, the promise broken. In the days and weeks that followed, the
names of Schachter and all but a few of his singers appeared on the lists for the transports.

LOUISE DOBBS
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URVIVORS RECALL THE TEREZIN REQUIEM

MARIANKA ZADIKOW MAY, CHORISTER: PINE BUSH, NY, APRIL 1990
It is with @ mixture of joy and sadness that | am trying to write an account of Verdi's Requiem—
the Terezin Requiem. 1 only hope that | will be able to do so after all this time.

There can be no doubt that this was Rafael Schachter's greatest achievement. We, the members
of the chorus, had felt all along that it was a privilege to belong to this musical group. But during
those nine months of rehearsals | felt more like a member of an exclusive “elite society.” Living
in overcrowded barracks and ten-hour work days seemed more bearable just then. Life as we
lived it had an important new goal: our rehearsals. Tired and hungry, but with newly found
energy and enthusiasm, we met in groups of different sizes. Sometimes just the first and second
sopranos would meet in the cellar of a certain building. Other times altos and sopranos would
rehearse together—and the only musical instrument would be a harmonium.

It was then that Rafik, as we fondly called him, overstepped the borders of his own life, as teacher,
choirmaster and conductor all at once. His personal relationship to Giuseppe Verdi was so power-
ful that our hearts and souls felt something all-encompassing, a phenomenon the mind could
hardly grasp. Schachter explained every single passage, every word of the Latin text as it blended
with the music. First we had to understand and then it had to be committed to memory by each
and every one of us. Only a few members of our chorus had ever heard a Catholic requiem
before. Most of our one hundred and fifty singers were absolute amateurs. | remember how cer-
tain difficult passages of the Libera Me were constantly on my mind in those days, even on

my way to work in the early hours of each morning, until they finally became a part of me.

At last we had our splendid premiere at the beginning of September, 1943. But with each
succeeding performance, more and more members of our chorus were deported “to the East.”
All'in all there were three different choruses and only a few members of our original chorus
sang with all of these. I was among them.

ForJune 23, 1944, Rafael Schachter was ordered to give a performance of the Requiem for
some visiting members of the International Red Cross. No member of the chorus would be
deported from then on, was SS Camp Commander Rahm’s promise to Schachter. The first row
of chairs in the boardroom of the former Town Hall was not only occupied by the Red Cross
commission but also by some high-ranking SS representatives—Adolf Eichmann among them.
As we sang this most melodious of oratorios we thought of the innocent who had perished, but
we also sang in defiance of our oppressors. Did our wrath make them tremble inside? Or were
they incapable of any human emotion? It did not take long to find out that Rahm's promise
meant nothing but deceit. During the following weeks nearly every member of Schachter’s
chorus, almost all of the soloists and Schachter himself were dragged to Auschwitz where most
of them died in the gas chambers.

There are only a few of us left now—maybe seven or eight of the chorus; and Hedda Graab,
responsible for organizing so much of the cultural life of Terezin and one of its busiest soloists.
Our bass, Karel Bermann, lived and performed in Prague until his death some years ago as one
of Czechoslovakia's most beloved and famous singers. Each May, he sang in a special memorial
performance of the Requiem in Terezin.

FREDERICK TERNA: MAY 29, 1998
(excerpts from a set of notes for the Shoah archive of the A.J. Heschel School where his son,
Daniel, was a student in the fifth grade)

Itis close to sixty years since German troops occupied Prague, my home town. From then on
the life of the Jewish community of Prague, that of my family, and also mine, was restricted,

WWW.VSO.ORG
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circumscribed, curbed and confined. Gradually the entire Jewish community was shipped to a transit
camp, Ghetto Theresienstadt, and from there to death camps such as Auschwitz and Treblinka.

After the war ended in May 1945, a few survivors returned. Our families, our community had
perished. | am the only survivor in the Taussig/Terna family.

In 1941, not quite 18 years old, | was taken to my first camp, Lipa. It was a labor camp established on
a large estate, and run by the Gestapo of Prague. It was a small camp, about 300 men, mostly former
college students. We were slave labor, doing farm and forestry work, road building, and, construction.
It was hard work with little food, but in a relative way it was a “good” camp. Nobody was killed
there, though all inmates eventually wound up in Terezin, and from there inevitably were shipped
to Auschwitz. We were acutely aware of the fact that our education had stopped. A system developed I 1
rather spontaneously. “Teach me what you know, and I'll teach you what | know.” There were no SREE :
books to learn from, and we had to depend on memory. We knew that there had been civilizations (111 il
that functioned on oral history alone, without a written record. We managed to acquire paper and writing il
utensils. I learned differential calculus, some basic English, and music theory. I in turn taught geography,

history and sociology. The main problem was finding time and energy within the camp system.

In March 1943 all inmates of Lipa were shipped to Terezin. | found my father there. To the extent
possible he continued to teach me. | was about 20 years old then. We talked about ethics and
well-ordered society, justice and law, about his ideas and his philosophy. It was one long discussion
lasting nearly one year and a half. My physical survival of the war is a statistical accident; my spiritual
survival is due to my father's teaching. While in Terezin | attended all lectures | could find time for.

I remember quite well the lectures of Rabbi Leo Baeck about ancient philosophy. | sought
conversation with people who could teach me something, anything. It was a rare person who
would refuse my questions. Many inmates of Terezin had been honored and important in their
fields, and they willingly talked about their expertise.

In the fall of 1944 a number of transports shipped most of the remaining inmates of Terezin to
Auschwitz. I was in one of them. On arrival in Auschwitz | was one of the few of our transport who
was picked for slave labor. All the others were gassed. The eastern front line was getting closer, and
Auschwitz was evacuated. Men still in tolerable physical condition were herded into cattle cars. After
several days, without water or food and barely enough air to breathe, the train stopped. Survivors of
the train ride were herded into an enclosure that was called Kaufering 4, a sub-camp of Dachau.

The Kaufering camps in southern Bavaria were a cluster of camps close to a huge construction site
for underground factories. Upon their completion they were to be assembly plants for German
fighter planes. We remnants of Jewish communities from Lithuania to Amsterdam and Saloniki
were the slaves to build them. In the winter of 1944-45 there was no doubt about the early end

of Nazi Germany. Allied armies had pushed deep into German territory. German defeat and our
liberation were a certainty. This did not deter the Nazis from forcing us to work twelve hour shifts
day and night, seven days a week, with one slice of moldy bread and a bowl! of thin cabbage soup
a day. Kaufering was the worst camp | experienced. The camp guards were particularly brutal and
violent. If they did not kill us, hunger and exhaustion would do it for them in a short time.

We were thinking about the future, the need to function after the war. We talked in small groups,
learning this or that from each other. | remember a diminutive man from a small town somewhere
in Poland, who was a young mathematics teacher. He taught some of us analytic geometry without
even a scrap of paper, patiently repeating points on an imaginary graph, connecting them into a line
and going over formulas again and again. He was a true genius and a dedicated teacher. | learned
about glass manufacturing from a man who had owned a factory in Bohemia. I taught as much as
my energy would allow. By then | knew that the need for learning was an acknowledgment of life
after concentration camps, that teaching and learning were instruments of survival.
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Only a few of us lived to see our liberation. Looking back over the many years of the war, the years
spentin concentration camps, | know that learning made us look towards the future even though
we were not aware of it at first. Learning gave us strength to look beyond the horror of the moment
to anew life.

JARMILA ADLER-SCHICK, CHORISTER: VIENNA, AUSTRIA, DECEMBER 1989
Our rehearsals were in the cellar of the “youth home” B-410. At first Rafik had nothing more than a
tuning fork. Later some people discovered an old harmonium and brought it into our cellar-studio.
This improved the situation greatly, even though the harmonium was terribly out of tune. Finally,
we even had an old piano—but it had no pedals. | remember how we threaded the remaining
metal eyes with shoelaces. Rafael Schachter or Gideon Klein then wound this around his shoe

and this achieved a pedal effect. | was in the alto group, and Rafik used to call upon me to start
during those times when we only had a tuning fork.

I remember our first performance (in September 1943). Everyone was excited—Rafik most of all.

Clothing posed an important problem, but since we did not have anything suitable we just wore
“our best.” The main thing was the Jewish star, which had been carefully sewn on. The premiere
was a flawless success and all were happy.

I'know only that many of us were missing when we met again for rehearsal. A large number of choristers
had gone in the transports that had left Terezin since (the premiere). Untiring, Rafik did not give up.
He engaged new people and taught and rehearsed just as energetically as before—never knowing
who would be missing next time, or indeed, if there would be any further performances.

A newly rehearsed Requiem was performed in 1944, on the orders of SS Colonel Rahm, the camp
commander, on the occasion of the visit of the International Red Cross commission, in the presence
of Adolf Eichmann. This was a totally new situation for all of us. To sing in front of the Nazis gave us
very mixed feelings, and filled us with fear and uncertainty. What were we to expect? | did not realize
at the time that we could actually express our protest at the hated regime in that performance.

= JFSeRer

BREAD ON THE HEARSES
Drawing by Helga Weissova Hoskova, artist

WWW.VSO.ORG
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MONDAY, APRIL 26, 2010 - SUNDAY, MAY 23, 2010
FIREHOUSE CENTER FOR THE VISUAL ARTS,
SECOND FLOOR, 149 CHURCH STREET, BURLINGTON

B YOUNG GIRL AT GHETTO TEREZIN:
1941-1944

Helga Weissova (now Helga Weissova Hoskova) was deported from Prague,
Czechoslovakia to the Terezin Ghetto in 1941 together with her parents. When
Helga's father saw a picture of a snowman that Helga had drawn, he told her,
“Draw what you see.” From then onward, Helga drew pictures documenting
her life in the ghetto. During an exhibit of children’s works in Terezin, Helga was
told to throw her drawings away because they were too truthful and accurate,
but Helga refused. When she and her mother were to be deported to Auschwitz
in September 1944, Helga entrusted her drawings to her uncle, who hid them
until liberation, then took them back to Prague. Helga and her mother

survived and returned to Prague after the war.

Photographic reproductions of ten of Helga's drawings make up this exhibition.
Accompanying the drawings are excerpts from Helga's diary that convey Helga's
view of life in the Terezin ghetto.

Created and circulated by Museum of Jewish Heritage - A Living Memorial to the Holocaust, New York.
This exhibition is sponsored by Max Weintraub, Bill and Debra Gottesman,
Senator Hinda Miller and Dr. Joel Miller, the Vermont Symphony Orchestra, Vermont Israel Center,
Goldberg Berbeco Foundation, and Susan Roff.
Location: Lorraine B. Good Room
Photography and the use of audio or video equipment are prohibited.
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TUESDAY, APRIL 27, 2010, 8:00 PM
WATERMAN MEMORIAL LOUNGE ROOM 338
85 SOUTH PROSPECT STREET
UNIVERSITY OF VERMONT, BURLINGTON

HOLDING ON TO HUMANITY

THE TEREZIN PERFORMANCE OF VERDI'S REQUIEM AND
ITS PLACE IN POSTWAR MEMORY

ANNA HAJKOVA, UNIVERSITY OF TORONTO

Between 1943 and 1944, several hundred inmates of the World War Il Jewish
ghetto at Terezin gathered regularly in the basement of one of the barracks to
rehearse Giuseppe Verdi's Requiem. The oratorio had to be rehearsed again

and again because frequent transports to Auschwitz carried away many of the
singers. Only a handful of the musicians lived to see the liberation. The rendition
was both controversial and celebrated in its time: inmates questioned the decision
to perform an oratorio which was a Catholic mass for the dead in a Jewish
ghetto. At the same time, however, the prisoners were aware that even among
the rich Terezin cultural offerings, the Requiem was magnificent, musically and
as a public statement. In performing the Requiem, inmates shipped to the ghetto
from all over Europe refused to accept the Nazi-imposed status of racial inferiority
and declared their connectedness to European culture and humanist values.

Anna Hajkova is a Ph.D. candidate in modern European history at the University
of Toronto. She received her M.A. in history from Humboldt-University in Berlin
in 2006. In her dissertation, she analyzes the social history of the Terezin ghetto.
From 2006 to 2009, she was the editor of the Prague Terezin Initiative Institute’s
yearbook, Theresienstadter Studien und Dokumente. She is also a member of
the board of trustees of the Ravensbrick Memorial summer school. She has
published on various aspects of the Terezin ghetto, the Holocaust in the Netherlands,
and the Czechoslovak 1960s liberalization process’ impact on the association
of concentration camp survivors.

This lecture is sponsored by the Center for Holocaust Studies at UVM in association
with a performance of the Verdi Requiem by the Vermont Symphony Orchestra
on Saturday, May 1, 2010. Both the concert and the lecture are parts of a larger
program, Terezin Remembered, that will take place at various venues in
Burlington during the last week of April.

This lecture is sponsored by the Center for Holocaust Studies at UVM in association
with the Vermont Symphony Orchestra.
Photography and the use of audio or video equipment are prohibited.
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WEDNESDAY, APRIL 28, 2010, 7:30 PM
MCCARTHY ARTS CENTER,
SAINT MICHAEL'S COLLEGE, COLCHESTER

MUSIC FROM TEREZIN

REMARKS BY MADELEINE KUNIN

PAVEL HAAS
(1899-1944)

GIDEON KLEIN
(1919-1945)

GIDEON KLEIN

GIDEON KLEIN, ARR.

GIDEON KLEIN

PAVEL HAAS, ARR.

VIKTOR ULLMANN, ARR.

(1898-1944)

GIDEON KLEIN, ARR.
ZIGMUND SCHUL, ARR.
(1916-1944)

Counterpoint

Suite for Oboe and Piano, Opus 17 (1939)
Furioso
Con Fuoco
Moderato

Nancy Dimock, oboe; Paul Orgel, piano

Four Songs to Texts of Chinese Poetry (1944)
| Heard the Cry of the Wild Geese
In the Bamboo Grove
Farls My Home, O Moon
A Sleepless Night
Kevin Deas, bass; Paul Orgel, piano

String Trio (1944)
Allegro
Variations on a Moravian Folk Song
Molto vivace
Kathy Andrew, violin; Paul Reynolds, viola; John Dunlop, cello

INTERMISSION

Piano Sonata (1943)
Allegro con fuoco
Adagio
Allegro vivace

Paul Orgel, piano

Lullaby (1943)
Miranda Harris-Bergmeier, soprano; Paul Orgel, piano

Madrigal No. 2 (1942-43)

Folk Song Arrangements from Terezin
Al S'fod (1942)
Yome, Yome
Sha Shtil
Eliahu Hanavi
Chassidisch
Bachuri Le'an Tisa
Tavo-u El Ha'arets

Robert De Cormier, Director; Nathaniel Lew, Associate Director

Sopranos: Claire Hungerford, Miranda Harris Bergmeier, Marybeth McCaffrey
Altos: Melissa Chesnut-Tangerman, Carolyn Dickinson, Linda Radtke

Tenors: Piero Bonamico, Nathaniel Lew; Baritone: Eric Brooks

Basses: Stephen Falbel, Brett Murphy

This concert is sponsored by Saint Michael’s College and Ed and Nancy Colodny.
Patrons are requested to turn off cell phones, signal watches, and beepers prior to the performance.
Photography and the use of audio or video equipment are prohibited.
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SATURDAY, MAY 1, 2010, 7.00 PM
FLYNN CENTER FOR THE PERFORMING ARTS, BURLINGTON

MUSICALLY SPEAKING

JIM LOWE, host
ROBERT DE CORMIER, conductor
MARIANKA ZADIKOW MAY, Terezin chorister and survivor
FREDERICK TERNA, Terezin survivor

Marianka Zadikow was born in Munich in 1923, to a highly assimilated German
Jewish family. With Hitler's rise to power, she and her parents left Germany in
1933 when she was ten years old. Her father, a well known Czech artist, went
to Paris to work, while Marianka and her mother went to live with relatives in
Prague. In May of 1942 the Zadikows were sent to Terezin.

In 1945 she and her mother were liberated along with about 1700 others who
were still alive in Terezin. In 1947 she emigrated to the United States, married
and had two daughters. During the last several years she has appeared at
many performances of the Verdi Requiem and talked to audiences about her
experience with the Requiem. Her book, The Terezin Album of Marianka
Zadikow, was published by the Chicago University Press in 2008.

As she has said many times, in Terezin it was chance that saved her life but music
that saved her soul—she took part in the chorus of the Verdi Requiem in all of its
performances in the camp.

On arainy afternoon in 1943, in Ghetto Terezin, or Theresienstadt, a group of
prisoners was digging ditches. While the storm was raging, sheltered temporarily
by a shed, Fred Terna found a scrap of paper, and started sketching. It was his
first serious work as an artist.

Frederick Terna was born in Vienna in 1923 to a family from Prague. When

he was three years old, the Ternas moved to Prague where Fred was raised and
educated. After Theresienstadt, in 1944 he was shipped to Auschwitz, and

from there, late in 1944, to Kaufering, a sub-camp of Dachau.

He was liberated near Landsberg in Bavaria. Upon returning to Prague he
discovered he was the only survivor of the Terna Family.

In 1946, Mr. Terna relocated to Paris and studied at the Academie de la Grande
Chaumiere and the Academie Julien. In 1952, he moved to New York City, and
became a full-time artist. His work is included in a variety of collections including
the Smithsonian Institution in Washington, D.C.
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SATURDAY, MAY 1, 2010, 8:15 PM
FLYNN CENTER FOR THE PERFORMING ARTS, BURLINGTON

VERDI REQUIEM

ROBERT DE CORMIER, conductor
INDRA THOMAS, soprano
JUDITH ENGEL, alto
STEVEN THARP, tenor
KEVIN DEAS, bass
VSO CHORUS, ROBERT DE CORMIER, director;
DAWN WILLIS, assistant director
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2009/2010 Masterworks series co-sponsor:

NORTHFIELD
SAVINGS BANK

2009/2010 co-sponsor: Vermont Public Radio
Masterworks media sponsor: WCVT-FM 101.7 Classic Vermont

Additional support is provided by the Concert Artists Fund of the Vermont
Community Foundation and the Lintilhac Foundation.

Patrons are requested to turn off cell phones, signal watches, and beepers prior
to the performance, which will be presented without intermission.
Photography and the use of audio or video equipment are prohibited.
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REQUIEM

GUISEPPE VERDI, 1813-1901

The remains of Alessandro Manzoni lay in state for several days in May of 1873 while Italy
mourned. A huge throng including royal princes and great officers of state formed the funeral
cortege that accompanied him to his final resting place in the cemetery of Milan. Absent was
the one man who was to give Manzoni his greatest tribute; Giuseppe Verdi secluded himself
with his grief over the loss of the poet-patriot he venerated so deeply. He said to his publisher
Ricordi, “I shall come in the near future and visit his grave, alone and without witnesses and
possibly (after much reflection and gauging of my own strength) make some proposal for the
honoring of his memory.”

Manzoni and Verdi met for the first time in 1868. By then, both men were national heroes.
Italy was in the throes of an evolution which sought to return the state to the glorified national
identity enjoyed during the Renaissance. It had been a long and impassioned effort led by
powerful men with a variety of agendas, from the cool tactitian Cavour to the audacious
Garibaldi and his personal army of “Red Shirts.” Manzoni strove to forge a national unity
through the creation of the model for a modern Italian language, refining and establishing
proper style and usage. With the publication in 1827 of his classic historical novel | Promessi
Sposi(The Betrothed), he became a cohesive literary influence for a divided Italy. At age 76, in
1861, he was made senator to the parliament of King Victor Emmanuel Il, but even so spent
most of his time in a reclusive semi-retirement in Milan.

Verdi became identified with Italian nationalism through Nabucco, his first critical success.

He identified with ordinary people and proclaimed himself (and truly was) “the least erudite
among past and present composers.” The composer became a symbol of resistance to Austrian
domination through a chorus in Nabucco entitled “Va, pensiero” which voices the longing

of Jewish exiles for home, and with which Italians empathized in their desire for freedom.
Regardless of whether or not the nationalistic Verdi intended to send a political message
through this music, the tune immediately became a symbol of resistance all over Italy.

Verdi virtually worshipped Manzoni, referring to him as “the Saint,” and although notables
from all over the world (Goethe, Byron, Balzac) visited the writer, Verdi shrank from invading
his privacy. Ittook a conspiracy between Verdi's wife Giuseppina and their close friend the
Contessa Clarina Maffei to inveigle Verdi into an audience with his idol. During a visit to Milan,
the Contessa introduced Giuseppina to Manzoni. On her return home, Verdi met his wife at the
train station with a carriage, and in a letter to the Contessa, Giuseppina recounts her strategy:

I told him very quickly, at breakneck speed, how you had received me...had gone
out with me...Wishing to push on as fast as possible, | said with affected indifference:
“If you go to Milan I'll introduce you to Manzoni. He expects you, and | was there with
her [Clarina] the other day....

Phew! The bombshell was so great and so unexpected that | didn’t know whether

I ought to open the carriage windows to give him air or close them, fearing that in
the paroxysm of surprise and joy he would jump out. He went red, he turned deadly
pale, he perspired; he took off his hat and screwed it up in a way that reduced it
almost to shapelessness. Furthermore (this is between ourselves) the most severe
and savage Bear of Busseto had his eyes full of tears, and both of us, moved,
convulsed, sat there for ten minutes in complete silence. Oh, the power of genius,
of virtue and of friendship!

Verdi later went to see Manzoni, and on his next birthday the composer received a card which
read: “To Giuseppe Verdi, from a decrepit Lombard writer.”

Ironically, the original impetus for the Requiem had nothing to do with Manzoni at all.

It was the death of Italian opera giant Rossini that inspired Verdi with the need to create such
a commemorative work. Between 1810 and 1830, the great composer Rossini established a
body of music devoted to bel canto singing and purity of melodic line which offered sublime
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entertainment for lovers of vocal music. Italian opera enjoyed an unchallenged supremacy in
Europe, and this was an enormous spiritual step for a country laboring to produce a national
identity. Although Rossini virtually retired in his early thirties, Italian opera continued to thrive,
albeitin a form which changed through the decades. When Rossini died in 1868, Verdi was
moved to honor his memory by suggesting a salute from his contemporaries for this most
famous representative of Italian national tradition. In a letter to his editor he suggested:

I'think that to honour Rossini’s memory a REQUIEM MASS should be composed
by the most distinguished Italian composers...and performed on the anniversary
of his death.

I think that not only the composers, but all the artists engaged in the performance,
should not only offer their services for nothing but should also contribute enough to
cover the expenses involved. | do not think that we should accept help from any
foreign hand, or any hand alien to art, however powerful. If this condition were not
observed, | should immediately withdraw from the association...

This composition — however good the individual numbers may be — will inevitably
lack unity; but despite this defect it will still serve to demonstrate how profoundly
we all venerate the man whose loss is deplored by the whole world...

Initially, the idea got off to a roaring start. A committee was formed, and Verdi took on

the composition of the closing section of the Mass, the Libera me, Domine. Then petty
disagreements and rivalries began to take their toll, and it became clear that nothing would
be finished by the appointed day of performance, the anniversary of Rossini’s death. Verdi
himself called the project to a halt, remarking to a friend "Vanitas, vanitatis etc.... Ah, men
of talent are almost always overgrown boys...

Later that year a colleague and professor from the Milan Conservatory wrote of his admiration
for the Libera me, and a flattered Verdi responded that he had considered writing a Requiem
himself and even had ideas for the Requiem aeternum and Dies Irae. At heart, Verdi considered
the effort involved in writing a Requiem as nonremunerative: the composers of Italian operas
were practical musicians, creating when stimulated by contract or promise of financial benefit.
In this Verdi was no exception, and to the professor he wrote: “I have no taste for useless
things, and there are so many Messe da morto —only too many!!! Itis pointless to add yet
another to the list.” Three years later, Manzoni lay in state and a grieving Verdi had a personal
use for a Requiem.

Exactly one year from the day of Manzoni’s death, an orchestra of 100 and a chorus of 120
assembled in the church of San Marco in Milan. An audience from all over Europe spilled out
of the modest structure, and members of the press (including Wagner champion Hans von
Bulow) were forced to view from the organ loft. Von Bulow called the work Verdi's “latest
opera in ecclesiastical garb.” In fact, the two female soloists were the composer’s Aida and
Amneris from his latest operatic triumph, and the Requiem itself was an unabashedly operatic
approach to sacred music —and the public loved it.

The Requiem exhibits the musical mastery of Verdi's operas. As in Rigoletto or La Forza del
Destino there is displayed a formal balance within the various sections and between them.
The work as a whole is unified through the use of repetitions or references to a driving

motif and in the Requiem that element is the Dies Irae theme. As for the carping done by
Verdi's critics with references to “a certain overload of the sensuous and of ardent southern
emotionalism,” listeners from all countries knew a genuine musical phenomenon when they
heard it. The fact of the matter is that this was a personal homage paid by the agnostic Verdi
to the devoutly Catholic Manzoni, and the last word in defense of her husband’s effort was
given by his wife Giuseppina:

They talk about the more-or-less religious spirit of Mozart, Cherubini and others.
[ say that a man like Verdi must write like Verdi, that is, according to his own way
of feeling and interpreting the text. The religious spirit and the way in which it is
given expression must bear the stamp of its period and its author’s personality.

HILARY HATCH
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[. REQUIEM AND KYRIE

Requiem aeternam dona eis, Domine,

et lux perpetua luceat eis.
Te decet hymnus, Deus, in Sion,

et tibi reddetur votum in Jerusalem.

Exaudi orationem meam,
ad te omnis caro veniet.
Kyrie eleison, Christe eleison.

Dies irae, dies illa,

solvet saeclum in favilla,
teste David cum Sibylla.
Quantus tremor est futurus,
guando Judex est venturus,
cuncta stricte discussurus!

Tuba mirim spargens sonum,
per sepulchra regionum,
coget omnes ante thronum.

Mors stupebit et natura,
cum resurget creatura,
Judicanti responsura.

Liber scriptus proferetur,
in quo totum continetur,
unde mundus judicetur.

Judex ergo cum sedebit,

quidquid latet, apparebit,
nil inultum remanebit.

Quid sum, miser tunc dicturus?
Quem patronum rogaturus,
cum Vvix justus sit securus?

Rex tremendae majestatis,
qui salvandos salvas gratis,
salva me, fons pietatis!.

QUARTET AND CHORUS

Eternal rest grant unto them, O Lord,

and let perpetual light shine upon them.
There shall be singing unto You in Zion,
and prayer shall go up to You in Jerusalem.
Hear my prayer,

unto You all flesh shall come.

Lord have mercy, Christ have mercy.

II. DIES IRAE
CHORUS

Day of wrath, day of mourning,

earth in smouldering ashes laying,

so spoke David and the Sibyl.

How great the trembling shall be,
when the Judge shall come

by whose sentence all shall be bound!

CHORUS

The trumpet, sending its wondrous sound,
through the tombs in every land
shall bring all before the throne.

BASS

Death shall stun and nature quake,
when all creatures rise again
to answer the Judge.

ALTO AND CHORUS

The written book shall be brought forth
in which all is recorded,

when the world shall be judged.
Therefore when the Judge shall be seated
nothing shall be held hidden any longer,
no wrong shall remain unpunished.

SOPRANO, ALTO, TENOR
What shall I, a poor sinner say?
What patron shall | entreat
when even the just need mercy?
QUARTET AND CHORUS
King of tremendous majesty,

who sends us free salvation,
save me, fount of mercy.
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SOPRANO, ALTO

Recordare, Jesu pie,Remember, kind Jesus,

quod sum causa tuae viae, that I am the cause of Your pilgrimage.
ne me perdas illa die. Do not forget me on that day.
Quaerens me, sedisti lassus, Seeking me, You sat down weary,
redemisti crucem passus; redeemed me on the cross of suffering;
tantus labor non sit cassus. such labor should not be in vain.
Juste Judex ultionis, Righteous Judge of retribution,
donum fac remissionis grant the gift of absolution
ante diem rationis. before the day of reckoning.

TENOR
Ingemisco tanquam reus, I groan, as one who is accused;
culpa rubet vultus meus, guilt reddens my cheek;
supplicanti parce, Deus. spare Your supplicant, O God.
Qui Mariam absolvisti, You who absolved Mary,
et latronem exaudisti, and harkened to the thief,
mihi quoque spem dedisti. has given hope to me.
Preces meae non sunt dignae, My prayers are worthless,
sed tu bonus fac benigne, but You who are good and kind,
ne perenni cremerigne. rescue me from everlasting fire.
Inter oves locum praesta, With Your sheep give me a place,
et ab hoedis me sequestra, and from the goats keep me separate,
statuens in parte dextra. placing me at Your right hand.

BASS

Confutatis maledictus, When the wicked have been confounded,
flammis acribus addictis, doomed to the devouring flames,
voca me cum benedictis. call me with the blessed.
Oro supplex et acclinis, | pray, supplicant and kneeling,
cor contritum quasi cinis, my heart crushed almost to ashes;
gere curam mei finis. watch over me in my final hour.

CHORUS
Dies irae, dies illa, Day of wrath, day of mourning,
solvet saeclum in favilla, earth in smouldering ashes laying,
teste David cum Sibylla. so spoke David and the Sibyl.

QUARTET AND CHORUS

Lacrymosa dies illa, Tearful that day shall be

qua resurget ex favilla, when from the ashes shall arise
judicandus homo reus. guilty man to be judged.

Huic ergo parce, Deus, Spare him then, O God;

pie Jesu Domine, gentle Lord Jesus,

dona eis requiem. Amen. grant him eternal rest. Amen.

III: OFFERTORIO

QUARTET
Domine Jesu Christe, Rex gloriae, Lord Christ Jesus, King of Glory,
libera animas omnium fidelium defunctorum free the souls of all faithful departed
de poenis inferni et de profundo lacu. from the pains of hell and from the deep pit.
Libera eas de ore leonis, Free them from the lion’s mouth,
ne absorbeat eas tarturus, lest hell devour them
ne cadant in obscurum; or they fall into darkness;

sed signifier sanctus Michael let the standard bearer, St. Michael,
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repraesentet eas in lucem sanctam;

quam olim Abrahae promisisti et semini ejus.
Hostias et preces tibi, Domine,

laudis offerimus.

Tu suscipe pro animabus illis,

quarum hodie memoriam facimus.

Fac eas, Domine, de morte transire ad vitam,
quam olim Abrahae promisisti et seminin ejus.
Libera animas amnium fidelium
defunctorum de poenis inferni.

Fac eas de morte transire ad vitam

lead them into the holy light,

as You promised Abraham and his seed.
A sacrifice of praise and prayer, O Lord,
we offer You.

Accept it in behalf of those souls

we commemorate this day;

letthem, O Lord, pass from death to life,
as You promised Abraham and his seed.
Deliver the souls of all the faithful
departed from the sufferings of hell.
Allow them to pass from death to life.

IV: SANCTUS

Sanctus, Sanctus, Sanctus,

Dominus Deus Sabaoth!

Pleni sunt coeli et terra gloria tua.
Hosanna in excelsis.

Benedictus qui venitin nomine Domini.
Hosanna in excelsis.

Holy, haly, holy,

Lord God of hosts!

Heaven and earth are full of Your glory.
Hosanna in the highest.

Blessed is he who comes in the name of the Lord.
Hosanna in the highest.

V: AGNUS DEI

SOPRANO, ALTO AND CHORUS

Agnus Dei,
qui tollis peccata mundi,
dona eis requiem sempiternam.

Lamb of God,
who takes away the sin of the world,
grant them eternal rest.

VI: LUX AETERNA

ALTO, TENOR, BASS

Lux aeterna luceat eis, Domine,

cum sanctis tuis in aeternum

quia pius es.

Requiem aeternam dona eis, Domine,
et lux perpetua luceat eis.

Let eternal light shine on them, O Lord,
with Your saints for ever,

for You art merciful.

Eternal rest grant unto them, O Lord,
and let perpetual light shine upon them.

VII: LIBERA ME

SOPRANO AND CHORUS

Libera me, Domine, de morte aeterna,
in dieillatremenda,

quando coeli movendi sunt et terra.
dum veneris judicare saeculum perignem.
Tremens factus sum ego et timeo,

dum discussio venerit atque ventura ira.
Dies irae, dies illa,

calamitatis et miseriae,

dies magna et amaras valde.

Requiem aeternam dona eis, Domine,
et lux perpetua luceat eis.

Deliver me, O Lord, from eternal death

on that dreadful day,

when the heavens and earth shall both be moved,
when you shall come to judge the world by fire.
I am full of fear and | tremble,

awaiting the day of account and wrath to come.
Day of wrath, day of mourning,

day of calamity and misery,

that day great and most bitter.

Eternal rest grant unto them, O Lord,

and let perpetual light shine upon them.
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ROZVOZ JIDLA [FOOD DELIVERY], 1943

(mjh#215.88) 5<" x 8" ink and watercolor on paper

Drawing by Helga Weissova Hoskova, artist

Courtesy of Peter Goldberg, Museum Of Jewish Heritage, New York
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With the May 1 Verdi Requiem performance, the Vermont Symphony Orchestra brings
to a close its winter offerings during its 2009/2010 75th Anniversary Season. Under the
artistic leadership of Music Director Jaime Laredo, Principal Guest Conductor Anthony
Princiotti, and VSO Chorus Director Robert De Cormier, the VSO annually reaches more
than 50,000 residents of and visitors to Vermont, with more than 40 major performances
and 175 SymphonyKids educational outreach presentations. Classical programs are
presented during the fall foliage season Made in Vermont Music Festival statewide tour,
as well as during the five-concert Masterworks series presented at Burlington’s Flynn Center,
and the three-concert Sunday Matinee Series presented at the Paramount Theatre in
Rutland. The 2010/2011 season programs follow.

MASTERWORKS SUNDAY MATINEE
FLYNN CENTER, BURLINGTON SERIES

PARAMOUNT THEATRE, RUTLAND
Saturday, October 23, 2010

BEETHOVEN Leonore Overture No. 3 Sunday, December 12, 2010

ARRIAGA Symphony Holiday Pops: "Glory Hallelujah!”

TCHAIKOVSKY Piano Concerto No. 1 (Robert De Cormier, conductor; Susanne Peck,

(Jaime Laredo, conductor; Alon Goldstein, piano) soprano; Amy Frostman, alto; VSO Chorus)

Saturday, December 4, 2010 Sunday, January 23, 2011

WEBER Overture to Euryanthe ROSSINI Il Signor Bruschino Overture

JENNIFER HIGDON Concerto for Sextet and W. A. MOZART Concerto No. 27, K. 595
Orchestra BEETHOVEN Symphony No. 4

SIBELIUS Symphony No. 2 (Jaime Laredo, conductor; Anna Polonsky, piano)

(Anthony Princiotti, conductor; eighth blackbird)
Sunday, March 6, 2011

Saturday, January 22, 2011 CORIGLIANO Voyage

ROSSINI Il Signor Bruschino Overture DVORAK Violin Concerto

W.A. MOZART Concerto No. 27, K. 595 MENDELSSOHN Symphony No. 3, “Scotch”
BEETHOVEN Symphony No. 4 (Jaime Laredo, conductor; Bella Hristova, violin)

(Jaime Laredo, conductor; Anna Polonsky, piano)

Saturday, March 5, 2011

CORIGLIANO Voyage

DVORAK Violin Concerto
MENDELSSOHN Symphony No. 3, “Scotch”
(Jaime Laredo, conductor; Bella Hristova, violin)

Saturday, April 30, 2011

A spectacular series finale!

Program TBA

Jaime Laredo, conductor; Yo-Yo Ma, cello
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