Interview with Inna Klause

Composers in the Gulag

By Henny van der Groep
The Kolyma Stage'

To Yury Osipovich Dombrovsky?
(1955)

They go,

Drunk on the oncoming wind,

And file in silent rows.

Then corpses are brought out.

They are counted.

While hillocks, deathly-still, are coldly
looking on.

...alive form lifeless rows.

Admitted by someone from GULAG

Who's scanning their blue-lipped,
earth-shaded faces

With his well-trained eyes,

Repeating, like a spell:

“Any questions?

Questions?”

Bayonets shining in the sun.

“Any questions?”

German shepherds baring their fangs.

And high above,

Invisible and inaudible,

A solemn choral of human souls.

Semyon Samuilovich Vilensky?

ur interview with Inna Klause
O took place during the Sympo-

sium “Saved from Oblivion”
(Dem Vergessen entrissen. Symphon-
ische Musik von Alexander Weprik)
dedicated to Alexander Weprik, one
of the many musicians/artists to be
sent to the Gulag before and during
the reign of Tikhon Khrennikov.

DSCH Journal: What where the cir-
cumstances that led you to study the
complex topic of musicians in the
Gulag?

Inna Klause: The idea took shape in
2004 when I went to Magadan for
two weeks to write about the com-
poser Vladislav Zolotaryov*, who
had lived there after the labour camps
had almost disappeared. I played his
compositions for bayan and loved his
music. I was eager to find out about
Zolotaryov’s demise, as he died at
an early age (he committed suicide)
and about which there was no writ-
ten material. In Magadan, where he
lived for a good number of years, I
attended an exhibition about labour
camp prisoners. Among them were
musicians such as the singer Vadim
Kozin®. Until then Western music
researchers believed that musicians
were hardly concerned by arrests
and labour camps. I was beginning to
wonder if this was true and that led
to my research project. The question
inspired me to work on this topic
especially given the number of musi-
cians and composers who were sent
to the Gulag.

DSCH: Does Zolotaryov feature in
your book [for information about
the author and book look at the end
of the interview]?

IK: No, not as such, as strictly speak-
ing he had nothing to do with the
Soviet forced labour camps, although
I do know that he likely collected
prisoners’ poems. He was born in
the 40s, lived in Magadan in the 60s
where visual relics of barracks, such
as watchtowers and so on still existed.
He was clearly influenced by these
images and, in my opinion, they are
perceptible in his music, but at the
same time Zolotaryov did not belong
to my subject about the Gulag.
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DSCH: What is the essence of your
book? What do readers need to know?

IK: I think several topics are of
importance. Like for instance, the
importance of music for both prison-
ers and their guards. This represents a
large part of the book. It’s important
to acknowledge that although music
was able to give strength to inmates, it
could also easily be exploited, impact-
ing negatively on prisoners’ mental
state, leading to discouragement and
worse. It’s significant that prisoners
were forced to play for fellow inmates
who left the camp to go to their places
of work.® One might refer to thisas a
form of mental abuse. It's important
to show the different functions that
music can have, especially in extreme
situations.”

On the other hand I wrote about
professional musicians, and the sheer
numbers that were arrested and sent
to labour camps. A fact not previously
appreciated. In the book I include
a table of over sixty composers. Of
course not all of them were necessarily
first-rate composers but often these
musicians were sent to the Gulag at
a young age and many of them were
never given any chance to develop
their abilities, dying so young. That’s
why it’s of importance to understand
the potential artistic, creative and
musical talents we lost in the Gulag.

Inna Klause continues:

Most of the arrests occurred as a
result of being denounced by others,
such as when someone knew a musi-
cian or a composer who expressed an
opinion opposed to the Soviet Union’s
ruling party government (including
Stalin). Or when individuals visited a
foreign country or had family living



abroad; but also people of noble birth
or with homosexual tendencies—all
of these could serve as reasons to be
arrested. In fact many musicians in
the camps were innocent.

DSCH: Like Protopopov®?

IK: Yes, like Sergey Protopopov and
the tenor Vadim Kozin, who were
gay. Another example for an innocent
inmate is the composer Vsevolod
Zaderatsky’, whose reputation was
blackened by his colleagues from
the Muzykalnoye uchilish-
che (Music High school)
in Yaroslavl. And there’s a
view that this happened to
Weprik' as well. Having a
specific nationality could
also be a reason to be picked
up. Under orders from the
secret services Germans,
Greeks and other nation-
als, who had been living in
the Soviet Union already
for long time, were arrested.
And among them there were
of course musicians and
composers. This fact itself
did not necessarily play a
part in defining their des-
tiny, but it was occasionally
used by interrogators who
accused prisoners of playing
music that was character-
ised as being “wrong”—such
as Wagner and other Ger-
man composers, or indeed
in general, music from the
West or Zionist music. So
although music was used in cross-ex-
aminations generally you could say
that the profession itself did not really
play a significant role.

DSCH: As I recall there was a certain
“paragraph” involved, wasn't there?

IK: Yes, the arrests often happened
based on Paragraph 58: that is, on
suspicion of being involved in Count-
er-Revolutionary activities.!

Or in other words, the arrest of peo-
ple accused of undermining the Soviet
system in some way, often through
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speeches or actions. Mostly these
accusations were based on concocted
stories. There was only a relatively
small number of people whose arrests
were based on real activities. Alex-
ander Kenel'? (an acquaintance of
Shostakovich) was a member of the
Freemasons, in which he held a high
position, the reason for which he was
imprisoned.

DSCH: What kind of work was
assigned to the musicians who were
imprisoned in the Gulag?

Inna Klause

IK: Most of the musicians sent to
the forced labour camps worked as
normal labourers in lumber, construc-
tion, mining—gold or coal or various
other important mineral sources
(Kolyma®®). Some of them, as they
later recounted, were lucky enough to
play in ensembles or bands. As a part
of cultural-educational programmes,
all camps had strict rules concerning
music. The central camp leaders in
Moscow prescribed that all camps
should re-educate prisoners through
music. In general all big camps had
to have an orchestra. Of course not

all of the many musicians there were
able to play in the orchestra. Some of
them simply had routine work, and
some of them died there. And some
prisoners had to do both, working in
a mine for example, as well as playing
in musical ensembles. When a camp
needed a large orchestra, and if an
opera or operetta was being staged,
then musicians often had just the
music to work on. The National-So-
cialistic Concentration Labour system
in Germany functioned in a similar
way. This work could have been a key
to survival, one might say.

I indeed have the impres-
sion that for labour camp
prisoners who were able to
exercise their own profes-
sion, such as music, this was
important in the struggle
to retain their identity and
maintain morale—all part
of survival. It was good for
the psyche. But it must have
been very difficult to make
music in such circumstances
and could also have been
something of a burden, to
have such a relatively priv-
ileged position.

DSCH: Did poetry helpina
similar way to music?

IK: Yes, poetry helped
many people to survive,
and even those who had
never had any connection
with poetry began to write
poems. Uncomplicated ones
of course, but nevertheless this helped
them to come to terms with their trau-
matic experiences and to write about
their feelings in rhyme and rhythm.

DSCH: Reading your book I kept
wondering how it was possible to play
and sing in such extremes of cold?

IK: In winter the temperature in
Kolyma and some other regions could
fall to around -40 or -50 degrees Cel-
sius. Less so in Magadan, being close
to the sea. But most prisoners were
held inland where the goldmines were,
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and where the weather could be unbe-
lievably cold. There is a published
poem by Yelena Vladimirova'* in
which she describes how the musi-
cians’ lips turned blue and how the
instruments froze up. Imagine the
brass-section! At least many activities
took place inside the buildings—
also cold, but less so. Concerts were
often given in the canteen. All the
same, after their release imprisoned
musicians remembered the lack of
food, the ponderous work and the
harassment of the criminals much
more than the cold.

DSCH: What exactly do you mean
by criminals?

IK: Not all of whom were called
criminal prisoners had committed
real or serious crimes. But there
were veritable criminals, or blatnye
(semi-organised common thieves)
who belonged to a privileged caste. In
the camps they were put together with
political prisoners. The serious crim-
inals lived within a strict hierarchy:

Dmitry Gachev playing in a cultural brigade in Kolyma in September 1942.

they refused to work, forcing others
to toil, exploiting them and literally
gambling on their lives. For example
these criminals often played cards and
sometimes the life of a non-criminal
was used as a bet in the card game.
It was a co-existence without shame,
where everyone was obliged to live
with others—musicians or not: it
happened only rarely that groups of
musicians, say from an orchestra, had
barracks of their own.

In general there were three differ-
ent kinds of inmates. We have the
counter-revolutionaries who in most
cases were innocent of any criminal
offence. Then those arrested for mar-
ginal offences, for example stealing a
few potatoes from the kolkhoz field.
The petty criminals were sent to the
Gulag for years to serve out their
time. These “occasional thieves” were
abundant. Last but not least there
were the serious criminals, such as
murderers.

DSCH: Did criminals play
instruments?
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IK: The “false” criminals for sure, but
as for the blatnye it’s difficult to say.
There are some testimonies about that
but they are rare. We know that they
sang; however it is unclear whether
they regularly sang solo. Rather, it
is likely that the criminals sent for
musicians to sing or play for them.
They liked dancing!

DSCH: Could you tell us more about
instruments. How did musicians
obtain them?

IK: We know that many of them were
allowed to ask their relatives to send
them their own instruments. They
begged their family to “please send
me my instrument’, such as Dmitry
Gachev" or, as we heard in the sym-
posium®® such as Weprik.
According to accounts, prison-
ers argued that as musicians, the
ability to play would improve the
productivity of the other inmates,
but for which they needed their
instrument. Some camps had work-
shops where instruments were made.
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For example in Belbaltlag Labour
camp, whose inmates built the White
Sea—Baltic canal, inmates made man-
dolins, balalaikas and so on. This was
also the case at the Vtoraya Rechka
(Second River) transit camp, near
Vladivostok, where the poet Osip
Mandelstam died. Prisoners built
instruments not only for themselves,
but also for others. It’s not hard to
imagine the deplorable state that these
instruments were in, given the lack of
resources in the small labour camps;
however in the larger camps that
included theatres such as in Magadan
or Vorkuta, there were a number of
good pianos. I think that it was easier
to obtain instruments for the larger
camps than the smaller ones. I know
two cases where pianists asked their
co-prisoners to build silent keyboards,
just to survive as an artist!

DSCH: What kind of songs were
inmates forced to sing?

IK: In formal events such as concerts,
inmates had to sing Soviet mass songs,

for example. The main purpose was
ostensibly to educate the prisoners,
but this was really propaganda, and
not to be taken that seriously.

I think that the managers real-
ised that thanks to music, labourers
might work better. In smaller camps,
where there was no TV or radio for
the guards, musical entertainment
became important, serving to keep the
spirits afloat. Camp directors ordered
that the prisoners sing official reper-
toire, including some Soviet Songs, at
the beginning of each concert (this has
been confirmed by some witnesses
and concert programmes). After this
they sang in fact blatnye songs—for
example, romances from the Tsarist
period, or songs from earlier periods
such as music from the bourgeoisie.
Simply said, they often performed
songs well outside the desire “norms”

DSCH: Blatnye songs?
IK: These songs have a long history

and evolved in Odessa in so-called
<« » .
underworld” surroundings around

1932: First of May celebrations at the time of the construction of the White-Sea-Baltic Canal

1900. The lyrics were about living
criminals, how they exploited oth-
ers, about their way of life and so on.
The criminals regularly used vulgar-
ities and obscenities in the blatnye
songs: this is called “mat” Mat is a
very foul language and partly derived
from the Russian language. But they
also liked to sing popular songs from
everywhere. The famous Gulag hymn
Vaninsky Port (The Harbour of Vani-
no)" is often called a blatnye song
although it’s free of mat: it was sung
by all prisoners. We haven’t been able
to establish the origins of this song
except that these belong somewhere
in the history of the Gulag.

DSCH: Prisoners wrote their own
lyrics, to old and new songs. Could
you explain why this was important
for them? Was it for example a way to
describe the circumstances in which
they lived?

IK: I think it was a way for them
to cope with their situation. They
were not allowed to write poetry but
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wrapped in a song they were able to
preserve their poems. A good exam-
ple were songs set using original
Soviet melodies such as the Inter-
nationale or Shiroka strana moya
rodnaya (Vast is my Motherland) but
with new lyrics in which their cruel
life in the Gulag was recounted. In
this way the song became a mix of
ironic and tragic elements. Humour
kept their spirits up: such parodies
were made in private and not sung
in concert and it was in the evenings
that they sang in their barracks to free
themselves from the daily burdens.

DSCH: I often hear the word
Laienkunst (khudozhestvennaya
samodeyatelnost in Russian) used
in this context. Could you explain
what this relates to?

IK: You might say that it is music
that's made mostly by amateurs rather
than by professionals.

DSCH: And then we have the
so-called “samodeyatelny circle” and
the Culture Brigade?'®

IK: In my book I tried to describe
exactly as officials referred to these
names. They are in fact formalised
terms created by the Culture Edu-
cation Department of the Camp
Administration.

DSCH: So the samodeyatelny circle
and the samodeyatelny theatre belong
here too?

IK: They all fall within the Culture
Education Programme, but I would
not associate samodeyatelnost with
the theatre so much. Samodeyatelnost
is linked to the orchestras that worked
and played in the labour camps for
smaller concerts. This music, played
by amateur prisoners, was used to
accompany the inmates with so-called
“happy march” music as they left
their barracks to go to their places of
work (like digging canals, working in
mines, and so on). In the theatre the
musicians were mostly professional.
In the smaller camps, when there

were not enough professional musi-
cians, the use was made of amateurs.

DSCH: In your book you describe
that Tikhon Khrennikov'® always
claimed that musicians were pro-
tected from persecution following
his appointment as secretary of the
Composers’ Union. How should we
react to this? Khrennikov also men-
tions this in his biography to be found
also on the internet.

IK: I think that this passage from his
biography is no longer on the inter-
net.? The statement where he claimed
that no composers had been subject
to arrest, as well as his claim that
he always wrote supportive letters
to the authorities so that compos-
ers were spared—is certainly false!
It had been online for years. As for
any definitive evaluation of Khren-
nikov, this work has yet to be done.
It would be wonderful if someone
was able to search the archive of the
Composers’ Union and establish just
what correspondence with the KGB
there is on this subject, and the details
of what was written.

In any case, the number of arrested
musicians at that time clearly con-
tradicts Khrennikov’s assertion. It
is possible that before his term of
office proportionally more musi-
cians may have been arrested, but
this doesn’t change the fact that musi-
cians were arrested during his tenure;
in the fifties this intensified espe-
cially in the Baltic republics. Another
reason that more composers and
their acquaintances were arrested
before Khrennikov took up his post
was connected to the Great Terror,
during which many more people were
arrested within a small period of time.

So in my book I aimed to give an
overview, but as I mentioned pre-
viously there is more to be done
regarding the Composers’ Union
and the KGB. The statistics in the
book are certainly only the tip of
the iceberg.

DSCH: Not all the archives are
accessible?
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IK: Well, one problem is that archives
“disappear”. We can only hope that in
the future it will be easier to research
this subject, although the fear is that
prisoner files will be destroyed, as
has already been witnessed. But all
the same, Khrennikov’s statement is
definitely wrong.

DSCH: What about Weprik?

IK: 'm not sure how much of a role
Khrennikov actively played in his
arrest, but we can assume that he
did little or nothing to stop it. And
Weprik’s persecution occurred during
his tenure.

DSCH: And there were many more
Jewish composers who suffered the
same fate?

IK: Yes, indeed.

DSCH: In Testimony Shostakovich
mentions several composers who were
send to the Gulag. I was shocked to
discover the dire fate of Shostakov-
ich’s fellow student Mikhail Kvadri*
and some other familiar names in
connection with Shostakovich who
were send to the Gulag or shot, such
as like Nikolay Zhilyayev*?, Nikolay
Vygodsky?, Boleslav Pshibyshevsky?,
Dmitry Gachev, Sergey Protopopov,
Alexander Rozanov, and Weprik. Do
you think that the knowledge of their
arrests would have had an incredible
psychological impact on Shostakovich
as a young composer?

IK: That is not an easy question to
answer although it must have almost
certainly made a strong impression
on Shostakovich if only because of
the way in which people close to
him were arrested and shot, such as
Kvadri and Pshibyshevsky.”® And it’s
particularly interesting to consider
that Shostakovich himself might have
been on the verge of being arrested
during this same period. In Kvadri’s
case, details were finally published in
2010. Of course Shostakovich would
have been very aware of the fact that
he was also in danger and this must
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Vadim Kozin performing as part of the Culture Brigade on the stage of the Magadan Theatre in the late 1940s

have had influence on psyche and
work. Whether this is noticeable in his
music is hard to say; what are needed
are written testimonies and of course
because of the danger involved such
testimonies simply do not exist!

DSCH: Tell us something more about
Protopopov.

IK: Protopopov was close to Boleslav
Yavorsky**. They were a couple.
Yavorsky wrote over hundred letters
to Protopopov, when he was in the
Gulag.” Shostakovich knew them
both well from 1925 onwards. And
he did his best for Protopopov more
than once. There is an exchange of
letters between Shostakovich and
Protopopov, published in Russian.
Shostakovich met up with Protopopov
in the Dmitlag labour camp in 1936,
where Protopopov was taking part in
a competition of mostly vocal compo-
sitions, and in which he had played
an important role. [Protopopov was
released soon after the competition].
Shostakovich also met Alexander

Rozanov* during the competition.”
Shostakovich was there to evaluate
the songs that had been provided for
the competition, together with the
jury.® There’s a published reference
to the competition in which Shosta-
kovich explains that the songs of this
two stand above the other works, as
Protopopov and Rozanov were profes-
sionals. Nevertheless Protopopov and
Rozanov didn't receive any prizes...
They were awarded to prisoners who
lacked any musical education, rather
than those who had done the actual
work in harmonising and orchestrat-
ing the pieces. They received generous
compliments but not the first prize.
After Protopopov’s return from the
Gulag in 1936, Shostakovich tried to
arrange for one of his works for orches-
tra entitled Smert poeta (Death of the
poet) to be performed. And at the end
of the elder composer’s life, Shosta-
kovich made sure that Protopopov
received appropriate hospital care.

DSCH: And what happened to Kvadri
exactly?

IK: Kvadri’s is a tragical case. His
arrest was linked to an organisa-
tion called the Democratic League,
although he was not a member. These
were young people who tried to take
action against the Soviet power in the
1920s. In 1928, in Moscow, an eigh-
teen-year-old student who had heard
about the Democratic League killed
a commander of the Red Army. The
student lived with a family who was
on very friendly terms with Kvadri.
The boy initially fled after the assas-
sination but then turned himselfin to
the authorities. He was almost imme-
diately diagnosed as schizophrenic.
Nevertheless, he was questioned, and
his testimony was taken seriously;
he declared that he had been incited
by Kvadri. On these grounds Kvadri
was arrested and interrogated. The
proceedings can be consulted, as
they were published.” In this unusual
case there’s even a picture of Kvadri
in prison. He was found guilty and
executed by firing squad. He had
been held in prison for a long time—
eight months—and was presumably
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tortured. Kvadri did not admit he
was guilty, as you can read in the pro-
ceedings, and the matter for which
he was sentenced had nothing to do
with music.

DSCH: Didn’t Manashir Yakubov
investigate Kvadri’s case?

IK: When I was organising the con-
ference “Composers in the Gulag”
in Gottingen in 2010, a young man
from Germany referred me to Kvadri’s
case. He knew Yakubov well and
it was Yakubov who had told him
that he should “make Inna aware of
Kvadri” Today there’s a renaissance
of Kvadri’s music in Moscow, and a
student is working on this subject
for her PhD.

DSCH: Finally we come to the com-
poser of the Symposium: Weprik,
who we know was an acquaintance
of Shostakovich. Could you tell us
a little more about Weprik’s plight?

IK: We suspect that his arrest followed
his denunciation by other compos-
ers. Of relevance was that he had
just composed an opera based on
the name Toktogul.** This was a Kyr-
gyz cultural hero, a poet, composer,
improviser and singer. Weprik almost
finished the opera but at the Opera
House in Frunze the composer Vlad-
imir Vlasov said that Weprik hadn’t
even begun the orchestration. Vlasov
and another composer, Vladimir
Fere, both of whom were working in
Frunze, were probably afraid that as
a better professional, Weprik would
upstage them. So they blackened the
composer’s name, totally without
grounds, given that in reality the
opera was ready! Weprik was even
prepared to play through the opera
himself for the Composers’ Union but
the night before this performance he
was arrested; this was in 1950.
Weprik was tortured many times
as attest his sister’s memoirs, and he
remained in custody for four months
before he was sent to the Gulag.
During the 1940s he had suffered
serious heart problems and was

“lucky” as this meant that he was not
able to do any hard labour. So in the
Gulag he worked in the field of music
and—Ilike Protopopov—enjoyed quite
significant privileges. Which is some-
thing we rarely can say for other
composers. Weprik and Protopopov
received permission to correspond
much more than other inmates and
they wrote many letters from the
Gulag. The letters by Protopopov were
copied into a notebook by Yavorsky
and can be found in the archives.
Those of Weprik were destroyed by
his sister—he had begged her to do
so0. One can say that it is remarkable
that Protopopov was allowed to write
about his experience of life in the
Gulag to Yavorsky and to his relatives
quite openly: this was very unusual.
Weprik and Protopopov were also
granted permission to receive more
parcels than usual, such as food or
better clothing: this was of course a
real bonus.

Through these privileges Weprik
survived the Gulag. From the
accounts by Weprik’s sister we know
that Shostakovich regularly did his
best by asking the authorities if
nothing could be done to release
Weprik. After Stalin’s death Weprik
was quickly released, in 1954, before
his due date (the sentence had been
eight years). The main KGB prison—
the Lubyanka®*—used for Weprik’s
interrogation was in Moscow, the
same place where Kvadri was shot.
And Weprik found himself at the
Lubyanka when he received the order
that he was to be released.

The most touching part of this
story, related by Weprik’s sister, is
the composer had been due to call
her as soon as he was free, for her to
collect him and to provide a change
of clothes, as he only had a prisoner
jacket. But sadly Weprik, who came
straight from the Gulag, could no
longer recall her phone number.

DSCH: What else after Togtogul did
Weprik compose in the Gulag?

IK: He composed a cantata Narod-
geroi (The People—The Hero),** which
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is highly formal music. This piece is
totally different to his other works,
written for example for symphony
orchestra. He composed Narod-geroi
in the Gulag, as a hymn of praise for
Stalin. 'm not sure if this apparent
praise for the Soviets was simply in
order to be released from the Gulag.
From WepriK’s letters we can con-
clude that he endorsed Soviet power.
And he welcomed that all nationali-
ties living in the Soviet states should
have equal rights on an unsegregated
basis. That was the official ideology
although it was one that was not really
implemented. Weprik hoped that all
Jews living in the Soviet Union would
be treated equally, like other citi-
zens. Therefore we may assume that
in a sense he was Soviet-minded. In
the Gulag he arranged existing well-
known songs including love songs, or
songs for the workers for musicians
who were imprisoned together with
him, and along with them he organ-
ised a small orchestra. This orchestra
consisted of a clarinet, trumpets,
trombones, several accordions, vio-
lins and vocalists. Together they gave
concerts.

DSCH: This reminds me of Weprik’s
pieces with Jewish titles, which he
had to change.

IK: Exactly. I really wasn’t aware until
yesterday’s symposium that he had to
delete Jewish titles after the 1920s. For
example the work Orchestral Suite on
Jewish themes was renamed Five little
pieces for orchestra op. 17; in the con-
cert programmes from the Gulag I did
not find allusions to Jewish themes.*

DSCH: I have known Weprik’ s piano
music for a long time and a new
CD, “Alexander Veprik: Orchestral
Works” (MDG label) has recently
been released. Really recommended!
So one last question, is there a possi-
bility that the book will be translated
in English?

IK: It’s a question that’s often asked:
also for a Russian version, but the
answer is—no, not yet.
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Interviewee:

Inna Klause was born in 1977 in Borovoye, Kazakhstan and moved to Germany in 1990. She studied for her degree
specialising in the accordion (bayan) in Hanover from 1998 to 2003 and graduated in musicology and philosophy
in 2005. Her Master’s thesis focused on the life and works for bayan of the Russian composer Vladislav Zolotaryov
(1942-1975). She completed her PhD in musicology on the theme Der Klang des Gulag (The sound of the Gulag):
“Music and musicians in Soviet forced labour camps from the 1920s until the 1950s”* This is a book about music
and musicians in labour camps and their “re-education” programmes. She currently holds a post-doctoral fellowship
(Thuringian Programme for the Promotion of Young Scientists and Young Artists, 2018-2020) at the University of
Music Franz Liszt Weimar, investigating comparative music practice in the Gulag and National Socialist concen-
tration camps.

Notes:

1  Translated by Victor Dvortsov for the DSCH Journal.
Original Russian:
UnyT,
Ot BE€Tpa BCTPEYHOTIO IIbAHES,
VI cTposiTcst 6€3MOIBHBIMIL PSIAMIL
IloTom BBIHOCAT prHbI.
CunTamor.
"n XOJIOOHO ITIAOAT HEMbIEC COITKIL.
...CTOAT XVBbIe MEPTBBIMU PAJAMMA.
Vix npuanmaet Hekto u3 ['YJIATa
J mapuT HaTOpEeHHBIMM I7Ta3aMM
Ilo CI/IHer6bIM, 110 3EMJIMCTBIM JIITAM
"n TIOBTOPAET, CJIOBHO 3aK/IMHAHbE:
- Bompocsr ecTp?
Bompocsr ecTs? —
IIThIKM 6/1€CTAT Ha COMHILE.
- Bompocsr ecTp? -
KJIbIKVM OBYapKM CKaIAT.
A BBICOKO,
He3pI/IMI)I I HEC/IBIIIIHBI,
Top)keCTBEHHO IHOIOT JIIOACKIE FYLIIL.
1955

2 Yury O. Dombrovsky (1909-1978). Russian writer who spent almost eighteen years in exile and in Soviet prison
camps.

3 Semyon S. Vilensky (1928-2016). Russian dissident, poet, memoirist and publisher. Founder and head of the
historical and literary society Vozvrashcheniye (Return) and the magazine of prisoners of totalitarian systems
Volya (Will or Freedom).

4 Vladislav A. Zolotaryov (1942-1975). Russian composer and bayanist.

5 Vadim A. Kozin (1905-1994). Russian tenor and songwriter, he was arrested on 18 May 1944 in Moscow and
was imprisoned in the Gulag for over five years.

6 Inna Klause, 123-169.

7 Theodor W. Adorno (1903-1969). German philosopher, sociologist, composer. As a critic he wrote about the
dangers of mass song in Hitler’s time (Hitlerjugend).

8 Sergey V. Protopopov (1893-1954). Russian avant-garde composer and music theorist, placed under arrest on
4 March 1934 in Moscow. He was in prison and the Gulag for over two years.

9 Vsevolod P. Zaderatsky (1891-1953). Russian and Ukrainian soviet composer and pianist who was blacklisted
for most of his life. He was arrested three times: in 1920, he spent two years in prison and again in 1926 he was
detained for two years, in the Ryazan prison. In 1937 he spent more than two years in the Sevvostlag labour
camps. It was here that Zaderatsky composed his 24 Preludes & Fugues, partly on telegram paper. Musicologist
and pianist Jascha Nemtsov brought to light this tragic story and performed the premiere of the complete cycle
of 24 Preludes & Fugues in Gohrisch (2015). See also “Zaderatsky’s Forgotten Voice” in DSCH Journal N° 46,
January 2017, pp. 39-44.
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Alexander M. Weprik (1899-1958) was one of the important composers of the Moscow Society for Jewish music,
founded in 1923.

Paragraph 58 remained in force until 1961.

Alexander A. Kenel (1898-1970). Russian composer of French origin studied with Steinberg and Zhitomirsky
and was sentenced to three years in prison and the Gulag.

A Russian region in the far east. Many prisoners were sent to these inhumane labour camps. Many of them did
not survive.

Yelena L. Vladimirova (1901-1962). A Soviet journalist and poetess.

Dmitry I. Gachev (1902-1945). Russian musicologist, aesthetics historian and Bulgarian of origin. One of the
most active RAPM writers. Gachev was sentenced in 1938 to eight years in a labour camp followed by another
ten years, but died in 1945. See also S. Volkov.

Dem Vergessen entrissen. Symphonische Musik von Alexander Weprik. Internationales Symposium 8 December
2018.

Inna Klause, 562-568.

Inna Klause, 266-267.

Tikhon N. Khrennikov (1913-2007). Russian and Soviet composer, pianist. In 1948, Andrei Zhdanov, the leader
of an anti-formalism campaign, nominated Khrennikov as Secretary of the Union of Soviet Composers. He held
this influential post until the collapse of the Soviet Union in 1991.

The original page, now deleted from the Tikhon Khrennikov web site can be found here: https://web.archive.
org/web/20150809134122/http://www.khrennikov.ru/biography.

Mikhail V. Kvadri (1897-1929). Russian composer, a pupil of Nikolay Myaskovsky, and a close friend of Dmitri
Shostakovich spent eight months in prison and was subsequently shot. Three interrogation protocols with Kvadri
have been found and among which was a list including names of well-known composers and many other musi-
cians and included Shostakovich’s name. Izrail Mazus, Demokratichesky soyuz. Sledstvennoye delo. 1928-1929
gg. (Moscow, ROSSPEN, 2010), in Russian; Inna Klause, 178-179.

Nikolay S. Zhilyayev (1881-1938). Russian musicologist, he spent two months in prison and was subsequently
shot.

Nikolay Ya. Vygodsky (1900-1939). Composer, organist, conductor and pianist, who studied in Tiflis and Mos-
cow. Member of Prokoll and supporter of RAPM. A musician in heart and soul. Imprisoned on Solovki island
in the second half of the thirties. Vygodsky was responsible for the musical organization at the Solovki theatre.
Boleslav S. Pshibyshevsky (1892-1937), Party activist and Rector of the Moscow Conservatory; he was shot. See
also Solomon Volkov, Testimony (London, Hamish Hamilton, 1979), 91-92.

Inna Klause, 178-180.

Boleslav L. Yavorsky (1877-1942). Russian musicologist, music teacher and pianist. He was a friend of Shosta-
kovich, who admired him.

Inna Klause, 230.

Alexander S. Rozanov (1910-1994). Russian pianist and occasional composer. He spent four-and-a-half-years
in a prison and labour camp.

Although Rozanov was a pianist rather than a “real composer” he wrote two songs after poems by Pushkin. It
was in 1937 that the great Pushkin centenary took place, and this was celebrated in the camps as well. And in
that context Rozanov composed the songs. He also composed other songs for a song competition in the camp.
Inna Klause, 207.

From the interrogation records the name of Lev Oborin appears several times; he was in fact a good friend of
Kvadri. Also names such as Boleslav Yavorsky, Nikolay Myaskovsky, Mikhail Starokadomsky and Vissarion She-
balin were mentioned, as people with whom Kvadri had interacted.

Jascha Nemtsov, Jiidische Musik in Sowjetrussland (Berlin, Verlag Ernst Kuhn, 2002), 322.

“Lubyanka” is the popular name for the headquarters of the former KGB and its affiliated prison on Lubyanka
Square in the Meshchansky District in the centre of Moscow.

The lectures by Igor Vorobyov and Inna Klause considered this cantata during the Symposium of 8 December
2018 in Hanover.

Weprik also renamed his work Kaddish as Vocalise.

Inna Klause, Der Klang des Gulag: Musik und Musiker in den sowjetischen Zwangsarbeitslagern der 1920er- bis
1950er-Jahre (Gottingen, V&R unipress, 2014).
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