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ABSTRACT
The music of the 20th century is closely related to war. One of the genres that has adopted
a new commemorative function is the requiem. Besides canonical compositions, dedicated
to the victims of terror, there has been an intense interest in requiems that textually incorporate the war-theme and have thus become war-memorials.
Over the last decades, “war-requiems” have exhibited anti-war aesthetics, which do
not represent trauma, but rather appeal for peace. This is implied by the ensemble of different languages as well as different religious and national symbols.
Drawing on analysis of the most performed requiems commemorating war victims,
I will explore the following topics: Can we trace common tendencies by the composers,
who originated from nations responsible for genocidal acts? Is there a relationship between these common traits and the collective national sense of guilt? In this sense, can
we talk about an implicit idea of erasing the national shame rather than commemorating
the victims?
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Over the last decades, humankind has been globally affected by the drama of
mass death. Compared to earlier ages it seems that the victims of war, terrorism, genocide, AIDS, cancer, hurricanes, tsunami, earthquakes have vastly
multiplied in number. While disease or natural disasters are not under human
control and have been interpreted by all religions as acts of God and a form
of divine punishment or warning, any act of violence results from a human
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lust for power – not only an intrinsic survival instinct, but also an intentionally adopted model of behaviour. The two World Wars mark the starting point of the new antihuman ideology. Hence, they have become a focal point
of postwar philosophy, sociology, anthropology and humanitarian research
in general. This scientific interest is not limited to war phenomena per se,
but encompasses the collective and individual psychological processes that
lead to the conflict and – mostly – those that followed the defeat. Despite the
numerous ongoing armed conflicts – or rather because of them – the Second
World War has resonated even stronger in the last decade. The artworks dealing with the themes of war, genocide and Holocaust directly reflect social
attitudes and their dynamics from 1945 to the present day.
The modifications of the main musical genres had already begun during
World War I: war topics were consistently present along with a new highly
expressive musical style. The collapse of tonality and the disintegration of
form are some of the specific changes in both secular and liturgical music.
All oratorical genres followed new directions.1 As immanently related to
death, the requiem reflects the spirit of mass destruction and fatality most
graphically and directly. Anthropologically this fact is well explained by
Phillipe Aries. In the conclusion of The hour of our death he contends that
“the municipality feels weakened by the loss of one of its members. Sensing
danger, it demonstrates unity in the rituals of mourning and again rallied its
forces through these ceremonies bearing the same character as more cheerful celebrations.”2 As a continuation of ancient funeral practices, the ritual
of the Catholic funeral mass has the same meaning and function. Therefore
the number of requiems, composed over time directly parallels the number
of wars and war casualties (fig.).
In a historical context, the secularisation of the requiem and its “exit
from the church domain” starts in Romanticism. Although there is no official censure, some compositions are not acceptable for Liturgical practice,
mainly because the music outweighs the words. One speaks about “concert.”
“dramatic” and “oratorial” requiems. Composers like Giuseppe Verdi, Hector
Berlioz, Anton Bruckner and Antonin Dvorak created monumental requiems
using a traditional liturgical form and structure; yet, each of them musically
emphasises sections of the text which he deems more significant. Therefore,
these compositions reveal the composer’s attitude to death. Others, like Jo1

L. Riehl, Neue Wege zur Passion. Die Passion Christi in der Musik der Gegenwart
am Beispiel des Projektes Passion 2000, Marburg 2008.
2
P. Aries, The hour of our death, Vol. 2, Sofia 2004, p. 413.
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hannes Brahms replace the canonical text in the German Requiem with other
biblical passages. Robert Schumann (Requiem for a Mignon) and Max Reger
(Hebbel Requiem) went even further by using poetical sources. The tendency
of adding expanatory titles indicates that traditional text of the funeral mass
cannot response to the new composers intentions. This continued throughout the whole 20th century, with the majority of examples being dedicated to
genocide, victims and war. Titles like World requiem (John Foulds), Dresden
requiem (Rudolf mauersberger), War requiem (Bendjamin Britten), Requiem
Ebraico (Erich Zeisl), Auschwitz Requiem (Rodger Moreno Ratgeb) and Holocaust Requiem (Ronald Senator) raise the question why the authors continue
to name their works as “Requiem.” Is the usage of the term a lable, an “etiquette?”3 Or is it an intentional conflict between the reality of war and the clerical canon? And where in this picture can we place the Holocaust Requiems?
Musicological approaches concerning the new requiem tendencies are
few and far between. In 2011, a monograph by Paul Tissen called Das Requiem im 20. Jahrhundert (Requiem in the 20th Century) was published.4
The author tracks the history of the genre from its beginning, presenting the
canonical structure, the textual sources and functions from theological point
of view and categorising the examples according to their text and scoring.
The comprehensive organisational structure along with its intent to describe
all available requiems lend the book its encyclopaedical character. In the
introduction, Tissen states his intention to cover the repertoire in its fullness
and to classify different styles while admitting that he was not able to review
every aspect in detail. He differentiates between liturgical and nonliturgical
requiems, which can be instrumental or vocal/ vocal-instrumental. The last
group is divided into three sub-groups: requiems entirely based on the liturgical text, requiems that combine liturgical and nonliturgical texts and requiems that are entirely based on a nonliturgical text. Tissen ends here, without
trying to find an answer to the question of why and how nonliturgical requiems came about in the first place.
Two important works on the subject we owe to Robert Chase – Dies Irae –
a guide to requiem music5 and Memento mori – a guide to contemporary memorial music.6 As evident from their titles, they target is a wider nonprofessional
3

P. Tissen, Das Requiem im 20.Jahrhundert, Band 2, Nichtliturgische Requien, Sinzig 2011, p. 248.
4
Ibidem.
5
R. Chase, Dies Irae – a guide to requiem music, Maryland 2003.
6
Idem, Memento mori – a guide to contemporary memorial music, Maryland 2007.
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audience and the examples are presented in a sketchy manner. Chase identifies
three groups of contemporary requiems: “liturgical, secular and war requiems.”
He does not formally define the term “war requiem,” but uses it widely to
mean requiems dedicated to war. He believes that the war requiem is definitely
a product of the 20th century. Developing my idea that every requiem dedicated to the victims of World War II by default addresses the Holocaust victims
as well, I would say that the Holocaust requiems should be considered a part
of this group. However, it is appropriate to classify as Holocaust requiems only those works that are explicitly named according to some of the related terms
(“Holocaust,” “Shoa,” “genocide,” “Hebrew”). As mentioned previously, Paul
Tissen classifies all requiems based on nonliturgical texts into one group, as
they are all secular. I would not support his approach, as not only the text, but
also the musical character and, of course, the dedication defines the function
of the composition as regards to its concept. On the contrary, Chase views secular and war requiems separately, in spite of the fact that the majority of
war requiems are based on secular text and should therefore be classified as
secular. Evidently, there is a controversy in the classification of Holocaust
Requiems; the relevant terminology is less well-defined and – last but not
least – to my knowledge there are no studies in literature that focus on the
composers’ conceptions, symbolism and messages, rather than on the historical aspect or the formal analysis of music. The easiest approach in defining
the new concepts and following the change in aesthetics in the “Holocaust
requiems” and of secular requiems in general is to understand the composer’s
intentions and attitudes from authentic writings.7 Exactly the different messages and conceptions in the requiems, composed after 1944 are the topics here.
The first example shall be the Requiem Ebraico by Erich Zeisl to demonstrate that the main purpose of requiems composed immediately after the war
was a national or ethnical commemoration – Jews for Jews, Germans for
Germans. This setting of the 92nd psalm was composed in 1944–1945 for
soloists, choir and orchestra after the death of the composer’s father in Treblinka. It is a beautiful late romantic piece, partially based on a synagogical
melodic. The D-major ending fugue reflects the concept of praise for God.
7

Composers of war requiems from the last two decades commonly present some
kind of annotations in addition to the compositions. They describe every detail, state their
causes, defend their inventive and compositional decisions. By sharing their own positions on war, peace, life and death, they try to determine the way their messages must be
understood. These messages on most occasions could be defined as an appeal for peaceful
coexistence for all cultures on Earth.
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I wrote this piece dedicated to the memory of my loving father and the other countless victims of the Jewish tragedy in Europe...with a heart full of tears they hold on
to God and do not cease to hope. This is the message and the consolation which
I found in the 92nd Psalm.8

In this case we have a Jew, who dedicates his music to the Jewish victims
(please notice, that there were also non-Jewish victims of the Holocaust, but
they were not mentioned in the dedication). “The Jews need a requiem, so let
us try and give them such” are the composer’s words. There is no judgement,
just prayer for the dead and consolation for the living.
Three years later (1948) Rudolf Mauersberger composes the Dresdner
Requiem. The piece is part of a series of works, written between 1945 and
1950, including the choral cycle Dresden – all created under the weight of
the destruction of Dresden in the bombing campaign during the night of
13th February 1945. The composer dedicates his work “to the dead from
the gruesome ongoing of the last years” (den Toten des grausigen Geschehens der letzten Jahre).9 The piece is thought of as an evangelical mass for
the dead and has a liturgical character in itself. Apart from the latin Introit
“requiem aeternam,” biblical texts from the Old and the New Testament
are complemented with passages from the evangelical hymn book, all in
German. What is interesting in this piece is the composer’s decision to use
three choirs – a large main choir, an altar choir dressed for a church funeral
procession in liturgical colours and carrying candles symbolising Christ and
a third choir, set at a distance, which represents the world of the departed.
Besides the dramaturgical multi-choral approach, the composer also achieves
a stereophonic sound effect. By this example a German composer dedicates
his work to the victims from the German side.
The second wave of war-related requiem compositions can be categorised into a second group – commemorative music, not marked by a national
or ethnical concept, but which depicts the destruction through musical and
textual means and asks the question “why?” in the sense that morality and
religion could be subordinated to the reality of terror and cruelty. This is the
period between 1960–1970, when this music echoed the sound of emptiness,
impassibility, desperation. Here belong the Trenody for the victims of Hiroshima (1960) and the Auschwitz Oratorio (1967) by Krzysztof Penderecki,
the Ricorda cosa ti hanno fatto in Auschwitz by Luigi Nono (1966), the
8

Quoted from Manuela Schwartz in the CD Booklet/Decca 460 211-2, 1998.
M. Petzold, Rudolf Mauersberger zum 40. Todestag Dresdner Requiem. Blätter des
Gewandhauses Spielzeit 2010/2011.
9
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requiems by György Ligeti (1965), Benjamin Britten (1962), Dmitry Kabalevsky (1962), the 13th symphony Baby Yar by Schostakovitch (1962), the
Song of Terezin by Franz Waxman (1964).
Penderecki’s Auschwitz Oratorio is described by the composer as a “powerful and highly dramatic musical invocation of the horror, pain, and inhuman depravity that the Nazi’s inflicted on their victims.”10 Although this
piece is called oratorio, the addition of “dies irae” in the original title and
some of the incorporated biblical passages refer to the requiem genre rather
than to the oratorial. The three movements named Lamentatio, Apocalypsis and Apotheosis consist of self-selected passages from the Bible, from
Aeschylus’s Eumenides and contemporary Holocaust poetry by Polish and
French authors such as Władysław Broniewski (1897–1962), Tadeusz Różewicz (1921), Louis Aragon (1897–1982), and Paul Valéry(1871–1945). Since
this wide variety of tragic texts was translated into latin (with the exception
of the Eumenides), it results in a homogenous text that has the feel of an
original work rather than a poetic collage. Musically, Penderecki combines
many advanced compositional techniques such as glissandi, quarter-tones,
and the use of indeterminate (or estimated) pitch, all of which root the memorial firmly in the post-war musical landscape. Like many other composers
at this time who were not Jewish nor originated from the nations responsible
for the Jewish genocide during World War II, Penderecki created a memorial
to commemorate the victims in a special way. We cannot hear a prayer for
the souls of the dead, but we live through their suffering and empathise with
their sacrifice. So, here the composer represents the trauma, but does not yet
look for a solution. This is a noteworthy observation, considering the topic
of this report and what was to come next in requiems from the last 20 years.
Another example from this period is the Requiem for soprano and mezzo-soprano soloists, twenty-part chorus and orchestra by Dgyordy Ligeti, composed in 1965. He uses only about half of the traditional text: the Introitus,
the Kyrie and the Dies irae. The latter sequence is divided into two parts De
die iudicii sequentia (Day of Judgement Sequence) and Lacrimosa (Weeping). With a running time of around half an hour, it is the longest piece
he had composed up to that point. The character of the piece is introverted, deeply expressive, without dramatical contrast or culmination. Although
a Jew, Ligeti presents the destruction of war rather than any emotional or
rational comment on that issue.
10

K. Penderecki, Labyrinth of Time: Five Addresses for the End of the Millennium,
ChapelHill 1998, p. 95.
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Totally different directions could be identified in the requiem compositions from the last 15 years. I might refer to the doctoral thesis on the
composition by the American composer Larry Nickel named Requiem for
peace – a call for forgiveness and reconciliation. The score is accompanied
by almost fifty 50 pages of explanations about the idea, the inspiration, the
creative process, the textual and musical sources. The USA as a country was
not responsible for the Jewish genocide, but is responsible for many inhuman
acts leading to the mass extermination of civilians – the atomic bombings of
the cities of Hiroshima and Nagasaki, the bombing of Dresden, the “carpet
bombing” in Vietnam – all resulted in mass death and destruction. Larry
Nickel originates from the most democratic country in the world, whose air
force however has used the most intensive bombing tactics on civilians both
during the World War II and after.
Inside the bombed out shell of that sanctuary (he is referring to Coventry Cathedral,
where in 1962 Britten’s War Requiem had been premiered) were several monuments,
expressions of peace, from various countries. The experience affected me profoundly.
All of these factors weighed into my decision to write a special Requiem. Just as Wilfred Owen’s poetry decries man’s inhumanity to man, poets from every country have
expressed the same anti-war sentiments through their poetry. Given the multi-cultural
mosaic in Vancouver, and especially at the UBC School of Music, I realised that a truly universal statement needed to include voices from other countries... Remembrance,
regret, remorse, repentance, reconciliation, redemption, renewal, requiem (rest); these
are the themes that run through Requiem for Peace. It is a message of hope for this
world... The two devastating global wars and conflicts throughout the ages have engendered an enormous outpouring of poetry, giving expression both to the anguish of
war and the profound human yearning for peace. It is perhaps in this realm that the
power of music is most keenly felt; it gives a voice to emotions which are beyond
words. Music has the power to illustrate unspoken (in-between) thoughts or ideas,
possibly intended by the authors. For example, an appropriate prelude can prepare the
listener for the upcoming text and a postlude can complete thoughts in a metaphysical way. The variation in rhetoric is deliberate and approaches the pacifist theme
from contrasting and distinctive angles. For example, “Bing Chuh Shing, Battle of
the Army Carts” tells a story in the third person. Dvatsit Vosyem Shtikovich, Twenty
Eight Bayonets, is a personal lament... An important aspect of the orchestration is
that each section of the orchestra, brass, woodwinds, string and percussion, represents
a general philosophical theme of Requiem for Peace; unity in diversity – contrasting
cultures being united in the goal towards reconciliation and peace. During preludes,
codas and other instrumental interludes, the orchestra assumes its own prominence
and, in effect, comments on the text in a metaphysical way. Requiem for Peace form
could possibly be understood as a “Liederkreis,” a cycle of songs based on one set
of poetry or theme (in this case – pacifism)... I was persuaded to end with the most
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powerful statement possible. In my view, the Agnus Dei is the culminating point of
any Mass, the most optimistic statement of the entire work.11

The next author to be viewed in detail is the German composer Johannes
Wallmann.12 In his book Integral modernity – vision and philosophy of the
future (Integrale Moderne – Vision und Philosophie der Zukunft) he introduces Ken Wilber’s mental model, where man sees himself as a responsible
participant in the self-organising system that is Life. Contrary to the preexistent system of modernity that was centred on the West, in the new system of
globalisation, all cultures are involved.13 Johananes Wallmann’s concepts absorb and develop the ideas of artists and thinkers like Paul Klee, Walter Gropius, Wassily Kandinsky, Kurt W. Streubel, Erik Satie, Charles Ives, Arnold
Schönberg, John Cage, Morton Feldman. He recognises their clear responses
to modernity as a situation full of discomfort, deficit and questions we can’t
answer. The logical outcome of his philosophical and aesthetic attitudes and
a synthesis of his previous musical compositions is the Bell Requiem XXI.14
11

This is realy interesting. Agnus Dei, the last part of Larry Nickel’s requiem, is
actually a part of missa ordinaria (the usual Liturgy of Eucharist) and not of the canonical Requiem, but it has been incorporated by many composers in the requiem mass. Its
text: “Agnus Dei, qui tollis peccata mundi, miserere nobis, Agnus Dei, qui tollis peccata
mundi, donna nobis pacem” means “Lamb of God, you who take away the sins of the
world, have mercy upon us. Lamb of God, who take away the sins of the world, grant
us peace.” So the last words in the requiem – “grant us peace” – correspond to Larry
Nickel’s essential inventive idea.
12
Johannes Wallman was born in Leipzig (1952). He grew up in Dresden and studied composition in Weimar under Günther Lampe. In 1973 he was expelled from university and his works were condemned as “hostile to Communist ideology?” Later, he
created a “Group for new music” in Weimar and in 1977 began developing the “integral
art” concept (a vision for art free from ideology). He collaborated closely in this with
the “formalist” Kurt W. Streubel. In 1988 Wallmann emigrated to West Germany. Under
the influence of the Bauhaus ideas for interdisciplinarity and interaction between arts,
he managed an international project named “Bauhütte Klangzeit Wuppertal” whereby he
realised his integral art projects like Schweben und Hören, Glocken Requiem Dresden,
Klang-Felsen Helgoland, Innenklang-Aussenklang Berlin, Der Blaue klang, Man-do etc.
13
K. Wilber, The eye of spirit – Integral art and literary theory, Boston 1977, p. 71–92 (further information: http://integrallife.com/apply/art-entertainment/integral-art-and-literary-theory).
14
The first version was composed in 1995 – on the occasion of the 50th anniversary
from Dresden’s Bombing – and was called Dresden Bell Requiem (Glocken Requiem Dresden). It was scored for church bells from all over the city and the text was provided for
individual reading during the listening of the bell ringing. On that basis in 2005 Wallmann
created his Bell Requiem XXI – beside the bells he adds three choirs at a distance, electronics,
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Before commencing my analysis, I would like to address the problem of
guilt and responsibility in postwar Germany. After the war the “inheritors of
the blame” for the Jewish genocide are born with the original sin of their
ancestors. The “collective guilt” question and its recognition has become
a major focus for postwar researchers, philosophers and journalists. In her
essay Organised responsibility and universal guilt, Hannah Arendt concludes
that in the beginning of the postwar period, the “perpetrators” could not
undertake their own guilt. They may lament and repent, but still perceived
themselves as victims of the situation. They found excuse in the social conditions. They claimed they were forced to do all they did, explaining that
their lives and the lives of their families depended on their obedience. Others
did not suffer such pangs of remorse and continued believing that what they
did was correct. In both cases, a confession of guilt and readiness to bear
responsibility is missing. On the other hand “where everybody is guilty, no
one is”15: a comfortable position for all those who, after the war, accepted
the regime change and avoided any personal responsibility.16 This results in
hiding behind a universal sense of guilt; even Germans born after 1945 have
a cultivated sense of guilt and “national shame.” Alleyda Assmann speaks
about the “trauma trap” which, after 1945, led to silence and selective amnesia as an evidence of guilty behaviour. Such an observation would help to
renew a discourse based on the idea of a “European conscience.” Assmann
sees a possibility for the reconciliation of victims and violators.17 In the
last decades, particularly after 2005, a new tendency can be identified. Talk
of Germans as victims in the World War II has emerged. This refers to the
bombing of Dresden, Leizig, Berlin and many other targets of the American
and English air forces – missions, that took many civilian German lives. The
historical narrative about the mass rape of German women and the postwar
persecution of Germans in Eastern Europe has surfaced. Gunther Grass broke
the silence in literature with his novel “Im Krebsgang” (2002).18 Taboos have
a Quran recitation, three reciting performers in meditation. The work was first performed
in Darmstadt on 11.9.2006 – the 5th anniversary of the Twin Towers attack in New York.
15
H. Arendt, The origins of Totalitarianism/Organized guilth and universal responsibility, Cleveland 1958.
16
For more information see the writings from Abdusalam Guseynov, Hanna Arendt,
Valery Podoroga etc.
17
A. Assmann, Ein deutsches Trauma? Die Kollektivschuldthese zwischen Erinnern
und Vergessen, „Merkur” 1999, H. 12, Jg. 53, p. 1142–1154.
18
Germans as victims: Remembering the Past in Contemporary Germany, ed. B. Niven,
New York 2006.
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been broken, which indicates that the sense of national guilt is about to be
overcome. The past is accepted analytically rather than emotionally, turning
it into an experience, a base on which conceptions for the future are built.
Johannes Wallman’s Bell Requiem XXI is a product of the new era and
of the “discourse recovery” Assmann is talking about. The work is far removed from the pathetic style employed by Russian composers like Alexander Kastalsky and Dmytry Kabalevsky. It neither represents the suffering of
the Holocaust victims – as Vyacheslav Artemov – nor illustrates the ruins
as most composers in the 70’s did. From the point of the “evolutional new
situation,” Wallmann turns to integration and inclusivity and hopes that as
a re-living of the trauma, his composition will effect people’s way of thinking and behaving. Further indications of this can be found in the title page
of the score. The requiem is dedicated to
[...] peace and a world that points to the future... in remembrance of the Dresden bombing on 13.2.1945... in the memory of the Holocaust and of all the people who died
during World War II... remembering that there are still people dying from bombing
and guns... to the children, the bearers of hope for the future.19

His conception refers to most requiem compositions dedicated to the Holocaust – multilingual, polyvalent messages, rejection of the canon. Innovation
is the meaning that Wallmann entrusts to the bells. Composers usually use
the bell sound in their requiems as a knoll: with low frequency, slow and
monotonous sounds they represent death. Wallmann’s is an opposite vision.
Wolfgang Seeliger, the conducter in premiere explains that
[...] bells in the Christian culture were also regarded as material that could be converted into canons and bombs in times of war. Accordingly, many of Dresden’s bells
during World War II were brought to the “bell cemetery” in Hamburg to be melted
and forged into weaponry.20

The ringing bells are symbol of the revival, of the metamorphosis and of the
hope that this will never happen again.
According to the composer’s initial idea, the three twelve-voice choirs
would sing from three different places: a catholic church, a synagogue and
a mosque. The use of the Venetian polychoral style results in a stereophonic
soundscape. Synthesis and reconciliation of the three Abrahamic religions is
achieved on a textual level – by the usage of Latin, High Arabian, Hebrew
19
20

J. Wallmann, Glocken Requiem XXI, Manuscript, Titlepage.
The CD booklet.

The Holocaust Requiem – Commemoration or Redemption

187

and German. The Bell Requiem XXI assembles canonical catholic and other
biblical texts (some of them can be found in German Requiem by Johannes
Brahms), excerpts from the Koran, passages of the traditional Hebrew Shemona Esra and lastly the children’s war poetry of Anne Frank (Amsterdam)
and Karolina (Ex Yugoslavia). The latter in the composer’s own words formulate “wise knowledge about peace and war, about life, death and future,
and also about some kind of a transfiguration which humanity needs so as not
to destroy itself.”21 The whole composition is based on two parallel working
principles: symmetry and the linear development. For example, Anne Frank’s
and Karolina’s words, sung simultaneous in German, Hebrew and High Arabian in the first, last and central movements, frame the rest where text from
different origins and in different languages build a common subject. Similarly, the various parts of the whole work are organised in a mirror-like symmetry, but at the same time some of them are grouped in larger complexes;
their titles correspond to the parts of the traditional requiem mass. Important
architectonic details of the musical form are the timing (each bar is equal to
one second), the instructions for the bells ringing (Wallmann treats the bells
like instruments and creates a separate partiture which shows the exact moment of the sound starting and ending, but also the movement of the sound
in the four cardinal directions). Against that punctual background of minimalism, defragmentation and micro-movement, the music suggests statics and
continuity. This may refer to the integral idea for the moving parts within
a whole united by peace.
The following quotes from the concert program notes will show most
exactly the composer’s message and idea:
According to Lessing’s Parable or Rings, Judaism, Christianity, and Islam – and
by extension all religions and cultures – can be considered siblings. And, in their
concern for the future, they may see themselves in peaceful competition over how
to best contribute to the creation of a sustainable future for the world... The composition can and will not replace inter-religious dialogue, but instead it communicates
the necessity and the vision for such a dialogue, finally, because it actually leads to
the metamorphosis of which Anne Frank speaks and also because in the past church
bells were repeatedly taken down and recast into guns and bombs.22
21

J. Wallmann, op. cit.
Excrept from the program notes of the world premiere of the piece on 11. September 2006 in Darmstadt (5th anniversary of the destruction of the World Trade Center
and 62th anniversary of the destruction of the city of Darmstadt) are included in the CD
booklet of the Live Recording of the premiere. Edition Integral Art.
22
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There are numerous Holocaust requiems, tracing the same or common
semantic – for example Hans Kox’s War Tryptich, Ronald Senator’s Holocaust Requiem: Kaddish for Terezin, Stale Kleiberg’s Requiem for the victims
of nazzi persecution, Michael Tippett’s A child of our time and many others.
The detailed analysis of these compositions leads always to the same conclusions: a realisation that terror and punishment aren’t attributes of power
and prosperity, but of destruction and mass murder, and that the composers
are trying to send their messages for peace, using the universal language of
their music.
Fig. Fatalities of Wars Involving a Great Power

Source: http://nhne-pulse.org/wp-content/uploads/2011/11/sp-Slide044a.jpg
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