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I.echmann Meets
Goering

- - 20

i

Goering, lion, Sonnemann

The typed pages shown here are from Lehmann’s manuscript in which she offers
an account of her meeting with Hermann Goering (also spelled Goring). The
pencilled corrections may be by Frances Holden.

In Section I you can read what Lehmann’s biographer, Dr. Michael Kater
wrote for The Raul Hilberg Memorial Lecture at The University of Vermont for
10 November 2007: “Feigning Opposition to the Third Reich: The Case of Singer
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Lotte Lehmann.” The harsh analysis is preceded by Kater’s summary of the story
that Lehmann told.
The meeting took place on 20 April 1934. Historian Dr. Holger Heine writes:
Lehmann refers to Emmy Goering by her maiden name Sonnemann. Emma married
Goering in April 1935. Emma enjoyed some celebrity as an actress in film and on stage, using her
maiden name, so Lehmann may simply remember her as Sonnemann because of this. Related,
Goering advanced Sonnemann’s career in a similar way as in his proposal to Lehmann. It is

historically accurate that Goering kept a lioness (actually 6 or 7 in succession) near his living
quarters until 1940 or so.

The “director” 1s Heinz Tietjen, the director (not conductor) of the Prussian

State Opera (Berlin), who in Lehmann’s account 1s never mentioned by name.

If reading Lehmann’s
typing 18 too difficult, you
can find the summary of the
story at the beginning of Dr.

Kater’s analysis in Section .

Lehmann as she looked at the time
of her meeting with Goering
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s T E .
i: :

Goering, Bhe Lion q;mlI

It socnms rather ‘a strotch of the Imagination to suggest thabt
aryonecowld enjoy a cozy luncheon wlth a mass murdorer. Dut I had
this censatlonal if nob e:»;.ac'bly onviable experionce, Scone: the Iiinistxy
of 2ducatior in Borlin. TimeR arcund 1933, I am not sure of tho exact
dote. Participants: Gooring, at thet time Ministor of Bducation, his
future wife, who was thon stlll Emy Somnomanm, ¥The Dirccbor of the
Stato Opera, -~ and I, The lion ontorod latcre

| I havoe always lived In tho world of wusic, Particubarly so

yvhen the Vienna Opora was uy real home « and the vhole wilverse
seored only the setiing fcv this single sbage to which I devolbed
ovory brooth of xy bolnge 7 Luld uover been Intorvested in politlcs
ond had assumed that the %nairg{'egine would be just another shortlived
. political chaonge, nevor roalluing for a moment that 1t meaant the
begianing of a world shalting conillct Letween the forucs ol goodand:
evileee I Imew next to nothing about litler as I read only the parts
of the papers which relmtoed to the world of art and 1f over conversatlon
turned So him 1 interrupbsd with an lupatient: "ior hoaven's sale, vhy
should T bother eboubt politics?! lven if I soom a perfemi gooss. _(fmd
the wore I write of these reminiscencss the more clearly I see thab
I wes one) I must be truthful and picture myself as I really WoSeee

[a ~

Ono day BDerlin called me by btelephone. The Dirvector of tie State

Operal

| Mjould you care to comé Lo Beriin for -a few guest performances,
Frou Kmmersaengerin ¢ His lixcelloncy Goering cordially Invites youe
You have not been- in Berlin for a long time. Wiy ¢

0h Herr Director, I love Viemns so much, I only leave hwere when
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it is weally worth wiiilee Derlin peys mo more than Viemna so wvily
should I go there 7"

Yiet us foréot about tho feo, lladamies"

"Oh no, that is just vhat I donti forpobe..e I an an idealist -
vhon I sing, but vhen I make contracts iy Leob are on tho ground,”

"I mean: let us forget the amount of thw foo =~ that is only to
bo arrangode Confidentf4lly,you will reocolve vhatovoer you asli!

"Cae, conoese Since when 727"

"Since now; liadmuo.!

I vas speechless. Tho Director repeated "hello! several tiues
before I co.ld find any words wilth wiich to answexr hi,

"Yos, of course - 12 that 1s tho cede- how could anyono rofuse -
or shoukd one? Vhat 1s tho mattor? Ilas everyone in Borlin loot hig
wind 7 . lelkees Lollosees Aro you 54lll thewe?" A woalk and trombling
voico:j, "Yos I am hore Madame. Vo w,ill__discﬁs.a ai]., that latore Plecse §
iow wien can you come for an into:.'viovi: Your axpénnos wi 11 be paﬂ.d -
fhere is no 1ialt In this connection, Flease helleve mo. Ilo l:I.mit."

""o AL.alb? Vhat is the matter with the Berlin Opcref .llave you
-all become uillJ-or_x.aimr?’v

Yo = - perhgp;a‘.‘ Ploase hold your questions until ve moets
The main thing is that you agree in principle to g:‘_.ying g;ugst appearanies
in Berlin. $hat is ell v ich is importante”

Yo Gods - you ave 80 ceremonious, Horr Dircctord Uy shouldnte
I agree ia principle if there 1s po 1imit bo thoe fee? ihat do you thiik
I an ? . Vie are noL- xﬁll:\.onaires in Vlennéi. 22, .

- "You are quibe. right. VWhy shou 1dntt you agree in princi plo?
That was & remarkebly sensible. answorp, F,t'_mg. I;ggg;epsaengp?in. ) }[g‘)“xxix;.t_i;'l.;r
hear the detalls.!

"Walt - I can't cowe this month, I have a Prqaiére_. Bup I will
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be 1n Gerany next .ionth- for concerts. I could seeyou then perhaps «-.
Auf liedorsochen. - )
"alt, widt Hadamo, & nonont § Can't ‘you cancel the APremf.l.ore ?
The Derlin Opera would ‘r;lh;{‘m;:e %'i;:fér z;nyuct'azgija lﬁy‘;‘u‘—;::;z'ght'mn.
"Cancel the Premloére 2" ( I had almost sailds "have you lost your
nind? Dut ono can't ag that to a directors Iow could one imagine
that a direoctor could lose his mind, Impossible §) Can't thoy walt
one unonth %" - ,
"l‘lith difflculty Hadwmies DBub iIf 1t must Do.es Auf iodorschon.!
A i‘ow-woqka Xlat\' er I sang a recital in Gormany, I have forgotton
exactly wheros ..In tha. ulddle of a gong I.sensod a mounting unrost in
tho audlonce. Thig Irritaved me and I trled to shut 1t out by concontra-
“ting very 110:_0(1 =~ bubt suddenly vright beforc my nome stood on usher or
whatever he wasy paxting for breath and trying with evovry contoprtion
to Interrupt me in the middle 'of my songs He didn't know me, I closed
uy eyes and ssng én accompaniod by an increesing immmur of excibement
n. ;.;tlxé audloncaease Whon finally I Tinished the song I leasned dowm
boward ;th;a shaveless intrudor and very annoyed whispered: "ihat 4s the
wathexr? Ilow could youwdnterrupt ye 7" i s
lle gave me an ﬁmpmm& look and I could seefhat ho was tromblinge.s
ls Ixocellency, The IMinlster of Educatiom is ealling you on the
telephone.
I laughed into the poor Han's face and said to hils horror: "I will
qqao, hex 1 have. Linlshed sy groups How dove you inforyuph meseet. ..
.- o~day. I wonder that he didn't faint snd am curlous whether he. .
dared to mpeat my harmless remarks,
In any case X ,sa,ng the group Lo .an ehde When I finished, the sudience
was so paralyzed that 1t forgot to apploud., Later I came to hmow the

ues.n..ug of that awed silence .,;Ag sense of forvebodings Undoubtedly thay
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roglized that I .:ight have fallen into disfavor and was parhaps aboubt ¢
be dragpod away to a concontration camp, Of this I had nc tdegms =8
at tho time though I cantt understand how I could have been so ignorant,

In axy case I took my time gotting to the tolephone. iWhen I
plcizod up the roecelver Goeringts adjutant vms at the othor eond. Jith
military abryptness he sailds "ills Ixcellency wisho to sond his plahe
for yous ihere do you wi&h it sent . Hadams 72V

I found this very amusinge

Mlell 1f I am to choose ~ vy aob xy hotel window 2V

Stony 2lloncesse

"Hello, ~ areo you thore 7"

"ilpdeme, the vlune will n.wait you at the alrport of this city
punctuaelly at 11 ofclock toe-norvow morning. lMey I request that you also
be punctual, Good-:b:fe.“

I wvase

Soldlers were stendin; guard and whon I tried to pass through
their lines to reach the glittoriﬁg plene, they berrod riy were

Bub 1y name worked vondorss I was il;a'.mediatoiy ied i:hrough their
ranks as 1f I were nobhing short of a princess - and then I found
1;1}5911’.‘ sitting quito slone in the Irmenszity of the plane... |

Flying wes 8till a new and marvellous experience for me ~ and I
lmﬁ,ely exrjoyed being swept over tne cloud.:. toward a new fate.

But there above the clouds W soue pover which protected
10 es ilot orﬂy cmring tmlu romemtic fliuht bur, later in Izeep:.ng ne Lrom
rmking uu- rash decisions and fdling into unsuspacted t:raps. 168 -

a po.:sr mu.ch pvoUectoc me and :,o.vd’ “ﬁ&w liJ.e ‘ghall not emd uow....t.t
Lmst 2O Olle I'hwshall not be dastroyed by the force of & crisiingl,.."
flor of ozv'zé thing 'I aml certaing had I renmained in Germonmy I would' have

ended in a concenbration caipe I can never ~old ny tonguwe and with my
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alnost porverse straightforwardnoss and inability to restrain rysolf
thore \7ou1d havévbeen no hopo for moe..s I was saved from a torrible
fate. I mn‘gratg)% the depths of ny boilng. |

The Director was aveilting me on the landing field, Ile seocumed da,aﬁt'gw%‘,
Ile was much thimmer and hils facoe looked tired andstrmineds As wo drove
to Berlin hé tried to malke 1t clear to me that the times had changed
enorniounsly,

"Above everything olse be careful and think before you say [Ty e
thlg! he whisporkd this as ho looked amxiously at tho chauffeur who
on the othor side of the glassd window cortainly couldzggar a word of
what #We were saying, '

"hy are you vhilsporirs? s cantt hoar use"

"You can nover e sure, « ot me do the tolling, it is xmch
better that you say noéhing... h | ':

"Unless you kill me, that is 4mpossible.e.”

Tlo locked at me iith a horror wiich I didn't at all undorsband,

"Dontt joke about things like that" - his voice trembled noti.coabl'y-

A.t‘tar a silence only broken by the sound of hia breathing, he
seeed to control himself: "IIis &xcollency is vcry much interosted in
you, lic wants you for the Berlin Opera - not onl'y as a gue t éx;tist
but &8 & permanent member.

"I love Vienna. I wouldntt dresm of leav:.n,_, it permanem:ly. "

"ghat would you say i I toll you in confidence that you can
pake arny demands you ishmt care toe Any at all - ond I means -‘this
literally. Name a foe and it will be- abreed upon. : lention any poruons._
desire, make any condi’cion, - every’aiuu,_; uj.ll ba agreec. £0e "

I cj.d_n,'t underwmmc.. '
"iiag ov x;yoae here lost hi’“*s mir vl

He gave a deep oighs "Yos - nerhs.ps thet is true. Yos. Bub you
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can taite advantaj;o of this crazinosse Only: for hoaven's soite be
cgpoful ond don't say ovorything you thinl, Iis iltcelleoncy is vory
sénslitive - you st nover amioy hin. Do you understand? Zou rmust
not annoy him under oy condltionsee"
"It sounds to mo rather as though I vore being throvm to tho lionfees”
For the #irst time a =mllo played about his nmouths
"Porhapse Ils ixcolloncy has a tame lionesse Sho 1s his favorito.
It would be a good idea to say something about boing fond of lions,"
"I can say that, for it is & fact. I love any anlnal, In any case
at tThe .,aonlfant o lionoss secms o me far less torrifylng than your
nobie bosa, and vy are you so droadfully fornl? Ilo one can hear
vhat wo aro saying.!
lo only answored with an milous glonces "y hopGesce
We drove into the Hihia’ury = ovorywhere doldioré, ‘everyvhere
swastikas, ovorywhere fio1ll-Hitlowr salutes..s It all soened to=so like
bad theoatre and I saild so. The Divector was se.’;.zed with o violent
attack of coughing. I am sure he only couzhed o0 1oudly ‘that no one
ﬁ hoar vhat I was saying. ihis seemed Lrpossible anyvoyees
Gooring kept us walting. Ilo was at a pafe.de and we" were fé
nake ourselves comfortable, -~ this was the i’?rtssa.go left for Use
Comfortables..s Everybime I opened ny mough the Director looked as if
he was about 50 jump dovm ny throot. I sradually took to silence
as thils seemed too stupid. Hy stomach also began to vevolbs. Parade
or no parads; I uantcd ’co eatby
I said so to the Director, whose only amnswer was o melancholy
smile Rinally ha 1=ena*"mu with o sit;b.' "Oone learns to wailt in the
anto chamber, belicve me, one learns to.ssf . ‘ ‘
T want to be uv;‘nictly tyuthful, so I dontt want to say with

coerbainty that the avrival of the Linister of Educatlon was hernlded
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by trupotseee Porhaps iy hxv*inablon Jotrays mee It sooms t6 me that
ho aidntt ontor like an ordinary hwon bo:.ng, that there was smmtning
tl;g.tr'lca.l aoou_‘i, iiis arrival ~ but I)orhaps I anm mlstaliens I veuecmbor
definitely & very hcavy man in o llgh’c blue uniform who ontored quickly,
greetod xie with an excecedlingly pollte and friondly monmer end irsnnediatély
zecusad hi;zsolf ~ "juast a moment, I muost £irst oxorcise my Lorsee”
vlyy 'blu horse had to be exercisc;d at thls particular nouoent wﬁs not

qulte cloar to me bubt I soon grasped the intentlon of the bold ridery
childishly oenough 1;10 wantod to pm'o_.do before ne, 'to Ivproess me,é:::-: iy
pranced aboub astride his :nagzxﬂ.ficeht horse, glancrously o.\‘;tix-o;l' in ac
ahyllking ;u-v.ifonﬂ; his bulging chest. dhﬁ‘éod with an incredible array

of moedalsy .:. flo role onco around tho gordon and I watched Lfrom the
balcony like a mocjlest and rmantic mediaeval mailden lostbin a(hxirqtion
<'>fv hexr rid@‘z'. It was vory nurd not i;o laugh iy poof ata.mcb 1ﬁ.blod
oudibly whon Gooring mﬂémed anmouncod that he rwst first tale

a shower. |

.Ie waltods

In tho moantime Imyy bmmexmnu arrived looking vory lyrical

and pretty. our conversatlon was halting to éay tho least. 0Of vhab
could one t.uh uitL this swu.;t.Lka-decoraLed Bruemnhilde % ue were
unable to es{,o.b7 ish any contact bui‘ she was very nice and tried hard tc
ontortain ue. '
At last: the number one g,ld,lor boy oi’ G—emm:y{ ile wore o Lind

of tennis outfit. iy milicary 1n..on~1at“ on 1s too 13. ilted o be able

to kay w‘r\ether the 15.0111: jaclfet he ware vas po.rt of a 'LL)....S’.'OZ!LI. He was
carrs ﬂ.n,;; a ridiw xmip und. a bz*oad "nife was fastened in -Aiu bolt.

utmmg,ély enough he used the knifo 1a.ter to cut his bmad.u
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Zou vill probably find it very difficult to beoliovo what I
tell about this unusual lunchieon. This is just anothor of those tines
vilen the actual ‘truth &coms hmoro incredible than tho most daring llc,
I shall try to tell simply and cleaxwy what has remained otched on Ly
1BNIOYY «

Gooring came to the point imsodlatolys

"I have read of your succoss in Auerica" he sald as he cheved,
"and ‘I had a slecpless night on your dccount

"That was rathor promature" I answered challengingly, Ruray
slowly turned her head and inspected mo reflectively. Tho Diroctor
coughed lightlye.

© "oes, I was thinlidlng about your fubures ilow you have ocarned
qulte a lot of money end you will probably put 1t in o bank in Vierma
where the Jews will tale it away from you," '

"Mow could thoys It would be perfectly safe theve. But in ary
case I dontt nesd anyone olse to lose my money for me - I can gobt rld
of it ‘mygself all too quickly. I have nevor veen successful at saving
anythings e o

"Yes, but what aboubt your fubure ? imat will become of you
later on ?‘ |

" Oﬁ there is plenty of time %o think of thate Anyway I Will
have 1y pension from the Viemna Opera.t

That made him loughs It was an evil laugh and I began to feecl
uncomfortables |

Phe Viemns Opera § Austria § Do you find it amusing to sing
for Schusehfigg ?7¢ '

"I don't sing for Schusehnigg - I sing for the world - but by
the way Schuschnigg is charming," |
Tableau I '
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Tho Dlrcctor roally scomod to have a bad colde Io coughed
vilon‘cly and I notlcod that Iw\kfipod the pexusplratlon frou i:is foreheads
Goorlng scarcoly reacted to ny thoughitloss remark. Ho lold
his Imifo and whding vhip on the %able, looked at nwo in a friendly
way and sald sniling: "For the womont let us Corset about Vienma. Lot
us rather iolk anbout your contracts"
V "iiileh contract?V

"Tith the Berlin Opora.h

I dontt know vhat egsed me one I pald no attention to tho
Directorts Imploring glance and sald very quietlys

"I nn not accustomed to discussing a contract in 'bhe;)r-eaenco of
a Inife and a vhip,"

Later the Director told me that I had taken y 1341;9 In my hands-
and would most certalinly have regrotted thils boid repartee if Goering
hadnt® had 2 weolmess For mes I cantt say I felt flattered. I am
sure Gooring was gbiracted to very many woien. It was probably a now
o:cpor:l.op.ce for him %o be approached without any apparent Lear and In
a. certain sense he nay have fovnd this fearlessness intriguing. Cortainly
iff this was the case he very nuch overratod mee I am fundementally
the greatest coward imagingble and had I had any nobion of the true
nature of thg man »sitt.’v;ng before me,l would have fﬂil;lt(?d_ from feaﬁ.. .
As 1t was I enjoyed the fruils of his r1is judgment and reaily amused
myself bugely with him, Ilow as I look beoclk weewmthis, lmowing what
he roally was, I feel as though I had boen skating over the thimest
of ice with no thought for the ébysa beneath ny footevs

Gooring hi:zself %gesﬁed the a.éxoxmt of the fee. I dontt vememboer
vhat it was but it seemed ,absq;tuﬁe}y phai#bastict Had I asked fox.
double the amount he lwould probably have egreed but as it was I was

quite overcame by its magnificoncesse
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Goering asked :mo ropoatedly if I adidn't havo wy othor
wishes vitlch ho could fulfill, Aside from the stupe..dous foe, a life
poasion of a thousend narlis a nonth - at that time a cizablo sy, =
a villa vwhich ho wantod to give mw, a riding horse \‘/‘zlicl'l.;as to be pla
&bt 1y disposal - and incldentally included the possilility of Lreduent :
with him in the Plergertone.

IIigs Criend Hmay sat through this convorsatbion, vory silent,
vouy swoo‘.;} vatehing hi: and :e. I would glve o pomny for her thoughts

Again:hc askod irf I dldntt have ary furbhor wishes. I just
couln?t bo sorlous auy longer and said {lippantly: "Yes'a castle on
the Rhoin..."This rildlculous remavk walch wes of course\:f/ ao%ly made in
fun wag later quoftied all over Gormany: "DId you loow « Lehmenn actually
demandod a castleo on the Rholn §" This secus to mo almost the bost jok
off the whole étor'y;.é o

0L course Goering had some reﬁasts of his ovme o ook 1t as
a mattor of course that I would not sing oubtslde i‘ Gormany. “"You shdll
aot go out into tho world" he said druratically, "$he world shall coue
bo us when they wilsh to hear yuu.se" ' |
| I daiag nat agre'e-‘. ‘

"But does_z't anw.rtiut belono to the world? iy should I linit
yself to a .311’3,_.,16 CO’UII(;I"J? usic 1s en 11t>rna fonal language and as
ne of 1ts representatives I ot to sing evsx’yﬂ.mm*e tlnmug_hout the wd*ld}

Goering *‘urm!ng crimgon ta%—me anicy stare’: = s

"Before everything else you ave & Genmm, are you not ?" | _

Just as I was on the point of *ivino a vory vigc&oue ansuar Zf..
ught e glance from the Director: His express fon of dea’c?f}.J homr

lenced me; Laber he toid 1o ti&fmy @wef W o¢1d ha-ue been fatal for
and that he was g,ratcfu.l for my Bllence. A sllence which was nmore

i he dared hop# for after all my tlxaughtlessmLar}:s . Which would
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cortainly havo spellod ry doon if Gooring hadin’t taken to mo and boen In
a jovial ioods

I half agreoed to the conmbract with the Berlin Opera. I dldn!t
take the warning gbout belng restricted to singing In Germnny serlouslys
ifor did I toke seriously amy of the things whxrel\woro lile an underlying
throgte I only understood that thils was a conbtract whlch no one could
possibly refuse unless One: had teken leave of one)e BeNJIOBeee

Goering orderod that the conbract be drawm up irmediately and sont
to me. Then he added: "I give you uy perscaal guarranteo for overything
which I have promlsed you." _

Vle then talked 'mou.t critics ~ I have no ldoa how this subjoc'b
came up. Gosring gave a strangs snile: "You will never havo a bad
crivicism heres I guarrertes ths teol"

"How can you ? What if I have sung badly and deserve 1t ™"

“If I think that you aro goods no eritic nay dare to ‘Fave aiothor
opinione Anyone vhc dared that would be liqu.f.dated. "

This seemed so absurd ,I couldn't keop from laug;hihé. T never
dreamed that he wes bitterly serioua. That seemod boo rubh to believe.
It could only be a Joke, a childish one and in mther bad taste at that,

Later on when I road descriptlons of uoex'ing I tnou(;hu he mat
have chenped very much In his outwerd appsarance, He was often
described as looking uncanyy and sickly. I have even@ead that he used
nake-up and gave bthe iupression of being insanes I neither sevnor fell
say of tzu..; vhen I Lle’b h:.m.. de was alredda stouo pnd very mmh over dI’ebd
wut he looked more li,ke a fat r*ood natured young mone He even had &
kind of chax'm€ Sjbra.nge as 1t may scemy AL axy rave .he bad 1t at that

- luncheonts He laughed loudly end often ~ and even his threaioning
remari about the unhappy critics seeriod a joke es ho ,_ma‘?? ibeee

Loy could I suspect the Lorrors comcealed behind this brow 7.
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Zmay had scarcely spoken. Only once she had sald softly and
vith an air of awed rapbturo: "And vhat a Joy 1t wlll bo for you to
have the opportunity to sing for our Fuohror 3"

I don't know whet I murmred In roplye. I only rcmembor tho
Jmploring, camanding glancos of the Direchor at thisz moment,

But I thinlk oz had talen in cucrything and I dontt belileve
ghe tool moe to her hoartaees

Goorling vewy clo fOZ"‘ly av. mxf;cd to g,et 120 (@T0N0 with hip into
‘a corner\‘ﬂhile his Beemy tﬂ_.i zod \lit!‘ *‘ho Dlvector. Mo dovoured me with
glances which it 1s just 4s woll Ly couldntt L'.oo...

"You shall have whatover you dosivel he sald softly and pressingly.
You wlll find 21l your wishos fulfilled bofore you havo a chanco %o
oxpross theme"

’

felt OU Tfore thege o anu_was much mlioved when
rmy mtegrup 38 hRET 238 008 ~fote. She whired along the sunlit terrace

,}y—ﬂﬂu agd-lunch In, ¢he garden by the vey) and her feline grace reminded
me cf & blond and beam;ii‘ul liomss; A lioness! I romannuered wha'b the
Directoxr had told wmels — - . e £

"By the way, I have heard. you hava a licness. Hay T saeiher ‘2"

"Yas certainly. We will go to hew sages _ (

"0h - I have soen plam:y of .Licns in cages. lio, plea.se 1et her
-cow hoere so I mgy soe hor in freedomess"

"ilow such a coward as I could ek e.rxytlinu so crazy I cant't inagine,
But everything had seemed so unvesl and tl?o.trical that my foeling for
dromg seoemed to covet a cliusx for all this idiotic pley. It rmst ha.ve
been that. Certainly the obthers presont did not sharelny entimsiesm,
~The Director turned pale, Ewryy virdnlrled her forhead and said aoftly:
"Our Fuchrer is very concernoed for the. prec iana 1ifs of our »J,aisner.
“he ligness is mch to big to be a plaything, We all trenble for the
- 1ife of Lis. Eb;c@llexwx.

foot in 11;3 X feJL 1*&1:136** 101: but I uonldu't for tho vozld let
. snyone know it, I smiled at Goeri ng, with trembling lips and repeated
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uy request.
L often thinl: that all this was only a dream,
That I have only dreamed & timendous lioness came into the
room and crept around me hissing as it moved, ~ that I caressed its
head imowiry that Goering was watcning?gxpectantly and that the Lord
Iiigh Liinlstor of iducation threw himsolf with the lionoss upon the
sofa and rolled around with her likke a wild youthe Without any
quostlen the licimess loved hime Porhaps she was the only croanture
on carth wiwo did love him - devotedly, without any quendden—eor-suapid on.
And wilthout any respect. \/lth sreat dolizht Gooering told of how hhe
had recently torn off the soat of a mants pants vhen he was staiing
on 2 ladder trying to hang a pictura.
"The follow almout died of foar' Goorin: said layghing: le
found this frightfully amisinges.
I stood near the windows The lior eropt nearer ond pu%: ler pews
on the windoysill, And she and Gooring and I looked out togothers
This thought always smmsos mes Gooring, the liommess and I. Somobizia
I should like to paint this scones It pictures mc in such an heroic
light, "The Geruan woman who lmew no fear." Betwoen two boasts of ‘fh&&h
Tar the least dangerous wes the 1ioness ewe '
On the way back to the airport es I sat in the car ¥7ith the Dirvector
I almost leughed wmyself to death over all thoesso experiences, He did not
share my amusement.,
"That was -a dreadful lunchoon for me" he said. "You don't seem to
have the faintest conception of what you darod.'
"But the lioness was really vory tmues.e"
"The lloness, yesy but who is saying enything about tho lioness’
By the way you can pley with your life all you want to but you should

havo realizod thet I wadtbere toos I have now interost intho lioness
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S -mee wyprwee w wy @ MLAU DOAast®

-~

- -

Ho turnod to me wiﬁh o look of strange torrcr. "Yos, I don't want
to be torn mpart by a wild beasts . o 5 : e

I did a great wrong to the Directars whon the contract arrived
it contalned no word of gll that hadii:axf\ozzxised ne, 0 as 1s ny way,
I replied saying quite ppenly and freely what I thoughie ilo shiowed
this letter whilch had been intended only for his oyes, to Goering.
I was furious about thi~s and considcred it a breach of confidonce,
Yo=day I vealige that he had no cioice anras Torced to show ite Who
Imows how many had read this lettor bofore it oven reachod him, I m
quite sure of this for it was the way things were donec in Goxsnany In
the days of tho llazis, If he had not shown tho letbor 1% would have
been tho end of the ‘Dircctor. Tle physical endsee I know this now and
forglve him with all uy hoort.

I had writien that 1 did not agroe to singing only in Gormany.
And wheroe wus the pguarrantee for oll tho exbtravasunt proaises? Whot
weuld happen if Goering should lose nls position or his Foeger?t? And
how would thore be my opportuaity for puezt eppourances in ¥ ienna.
and xh:-le}-i(:a viileh I would always love 2

the result of the letter, which I later heard was showm: to the
“Puehrer' was & ban on g singing in G-czmarg".(;{am alraid the "Fuehrertsh
rage over this letter cost the Germsn Reich another carpetl')

Goering nlmself dictatod the reply Lo we - a letter which was
replete with insulbs and deluged me with o velcane of rogo and hoteo

This closed the chaptor of Cormany Tor 116

In later yeave this goverrment tried to ianduce me to roturn. to
Vienna, I moon of course the lazs. Everytixing would be forgiven and ..
Torgottens I would be recuived with open armus. But T knew better now,.
Iy eyes had been opemed to the criminelity of those vho rulod there
and nothing could pursuade o to revuim, I met my Viemnese lawyey on

AN . .
the Riviera where I had some concerts. Il told me he had been insbtruched
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to urge me to roturni Uheh iy ansvyor was a cecided "io" Lis Tace
i turning of the head
brightoned and -rith that W 80 charactoristic of those pooxr porsscutoec

poople wio rmst he sure no one is llstoning bofore thoy dave opon thelr

mouths, he sald softly: "I am very glad,”
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SECTION 1

Dr. Michael Kater’s Version

Kater’s Summzu*b\w of L.ehmann’s Sl/(;)r.\'

The meeting with Goring had come about because she had received a telephone
call in Vienna from the Opera director, saying that Goring personally was inviting
her to Berlin for “a few guest appearances.” Doubting any great material benefits,
Lehmann wanted to dismiss the invitation right on the telephone. But the director
assured her that “you will get whatever you ask.” The singer then agreed to come
to Berlin for an interview during a recital tour to Germany in four weeks’ time.
Sometime later, when she was giving a concert in a German town, an official tried
to interrupt her in midsong to get her to answer a telephone call: it was the
minister’s adjutant. He was brief: “Madame Lehmann, we shall be expecting you
here at the aerodrome at eleven o’clock tomorrow morning. May I ask you not to
be late.”

The next morning she was making her way to Goring’s plane. Soldiers were
barring her, but her name worked wonders: “I was escorted as if I had been at
least a princess.” After arrival at the Berlin airport, the director was waiting for
her. “He looked thin, and his face seemed tired and anxious.” He was nervous,
and at one time his voice was trembling, because he was afraid Lehmann would be
too forthright with His Excellency. After regaining control of himself, he said that
Goring wanted the singer for the Berlin Opera, “not only as a guest artist, but as a
permanent member of the company.” Any conditions and personal wishes would
be granted, as long as she did not anger Goring,

At the Education Ministry, Goring kept them waiting; it happened to be
Hitler’s birthday. Finally, Goring’s fiancée Emmy Sonnemann entered, and then
the minister, with a riding crop and a wide knife in his belt. After some bantering,
which included stabs at Lehmann’s personal friend, the Austrian Chancellor Kurt
von Schuschnigg, Goring broached the subject of a contract with the Preussische

Staatsoper. But she said to him, under the imploring looks of the director: “I am
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not in the habit of discussing contracts between a knife and a whip.” (Later the
director told Lehmann this remark could have gotten her into a lot of trouble, but
it was probably a new experience for Goring to be so challenged, and her
fearlessness obviously pleased him.) The singer was then offered a fee, “a fantastic
amount. I think I could have asked double.” She would also be given a villa, a life
pension of a thousand marks per month, and a riding horse, so that she could
have morning rides with Goring. When he asked for a special wish, the singer
mentioned, laughingly, “Oh yes! I should like a castle on the Rhine.” This later
made the rounds in all of Germany. In concurring, Goring expected the prima
donna never to sing outside of Germany again. When Lehmann protested and
insisted that music was an international language, Goring reminded her icily that
she was, “first and foremost,” a German. At this point the director was looking on
in “deathly terror.” So Lehmann half agreed to a contract with Berlin, taking the
Germany-only provision not too seriously. Goring, “highly delighted,” ordered the
contract to be drawn up at once, adding his personal guarantees for everything
promised. Lehmann laughed at Goring’s additional remark that no critic would be
allowed to write bad notices, otherwise he would be “liquidated.” Sonnemann,
although suspicious of her fiancée’s interest in the diva, had been rather silent thus
far, except for saying: “What good fortune it will be for you to be allowed to sing
for our Fihrer!”

After lunch, Lehmann remembered that the timid director had mentioned in
the limousine that the minister had a lioness. In order to further relieve the
tension, she now asked it she could see the feline, not in the cage, but free. The
director blanched, while Sonnemann frowned and averred that Hitler was too
concerned over the “priceless life of His Excellency” to have it put at risk.
Nonetheless, Goring delighted in telling Lehmann that the lioness had recently
clawed at a workman’s trousers, so that “the coward nearly died of fright.” Then
the lioness entered, came over to the singer, “and she, Goring and I looked out of
the window.” On the way back to the airport, the director expressed how frighttful
a day this had been for him, and that she did not have the slightest idea of what
she was risking.

When Lehmann received the contract, “it contained no word about all that

Goring had promised,” and so she complained to the director, in a “very honest
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and frank letter.” This letter, intended solely for himself, he showed to Goring and
Hitler. But at the time of committing her reminiscences to paper, Lehmann had
forgiven him, for he had had no choice. Because it was intercepted, the letter must
have been read by many others before him. “Had he tried to keep the letter secret,
it might well have meant his end.”

For in it Lehmann had said that she refused to sing only in Germany and that
the guarantee “for all the extravagant promises” was missing. “And what would
happen it Goring were to lose his position?” And where were the opportunities for
“guest appearances” in America and her “beloved Vienna”?

The result was that henceforth Lehmann was “forbidden to sing in
Germany.” Reportedly, when Hitler saw the letter; he had a fit and may well have
chewed through yet another carpet. Goring dictated a reply, “a terrible letter, full
of insults and low abuse. A real volcano of hate and revenge.”

Lehmann concluded her story with the remarks: “That was the end of
Germany for me. Hitler’s Germany!” Later the Nazis tried to get her back with
promises; all would be forgiven and forgotten. Her Viennese lawyer was
commissioned to persuade her to return when she was concertizing on the
Riveria. However, “my eyes had been opened to their crimes, and nothing would

have induced me to return.”?

Kater’s A nal) sis of the Sl,()r'l\,r'

...[the preceding Lehmann manuscript] was based on an actual meeting in Berlin
with Goring and Heinz Tietjen, the director of the Prussian State Opera, whom
she never mentioned by name, on April 20, 1934. But the course and
consequences of this meeting were different from what Lehmann had written.
Before she published her carefully constructed story, she had penned a few drafts
to be used in building a personal legacy for Lotte Lehmann, the anti-Nazi and
almost-resistance fighter against the Third Reich. In order to support this victim
legend and add to her heroic image over time, she allowed bits and pieces of this
tale to slip out, as soon as she thought it was both sate and expedient to do so. The
legend grew, commensurate with her increasing conviction that as a professional

alternative to Vienna her old haunts in Berlin were losing currency and America
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as a potential playing field was gaining profile. In America, the legend had to be
accepted as nothing less than truth.

In the summer of 1934, as soon as Lehmann knew that a contract with Berlin
would not materialize and certain that as a Jew he would sympathize, she
informed her Paris agent, Heinz Friedlaender, that because of the “scandal” with
Goring she had declined his offer.® Half a year later in America, she found it
opportune to tell the influential journalist Marcia Davenport that Goring had tried
to confine all her singing to German stages and that “on artistic grounds” she
refused and was flown back to Vienna.* A few months later, The New York Times
learned from her that she had not sung in Germany for the last two seasons.’ To
an old Hamburg friend she wrote in 1936 that she had been asked to sever all
business ties with Jews—something that she did not even mention later in her 1966
story.® The story about the Jews she complemented in 1938, after the Anschluss of
Austria, with the assertion that she would have left Central Europe even if she had
had nothing to do with Jews.” Later that was amplified to mean that she herself
had been accused by Goring of having “a Jewish junk-dealer’s soul” and that she
could not have returned “without endangering my life.”® By 1940 she was telling
her friends that she was banned from Germany and prohibited from singing there.”

As Lehmann slipped more and more into the role of a personal enemy of
Hermann Goring, she fabricated a broader political canvas against which to view
this very specific fate. Here she employed two scenarios interchangeably, an older
one that artists always like to use—that of an essentially apolitical person!’—and a
newer and sharper one fitting the increasingly monstrous reputation of the Nazis:
that of an all around enemy of fascism. She invented the persona of an outspoken
adversary of Goring, who stood on principle, for her Hamburg friend in 1935,
and that of an enemy of racism when writing another German friend now living
in Atlanta, Georgia, whose husband was a Jew.!! After World War II, her standard
line was that she had always been a fanatical opponent of National Socialism, that
the Nazis knew this and hence compelled her to leave Central Europe for “purely
political reasons.”'?> She reached the apex of such argumentation when she
maintained, in 1955, that many in America thought she herself was Jewish,

“because I was such a fanatical anti-Nazi.”!3
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Lehmann’s efforts bore much fruit, of the kind that she had wished to seed.
Already in 1948 Friedelind Wagner, a great friend of conductor Arturo Toscanini,
helped cement her anti-Nazi political reputation when she wrote that Goring had
given the singer a choice “of accepting engagements in Germany only or finding
the borders closed to her for ever.”!* This was more loosely interpreted by others
to mean that Lehmann had been “summoned to Berlin” and that the man who
had intercepted her song in Dresden had been an SS officer.!” It was said that
Lehmann had “renounced her native Germany” in 1933 and, being expressly
forbidden, had not performed there after Hitler’s ascension to power. Lehmann’s
friend Ertka Mann, who simply loved her lion story, conductor Wilhelm
Furtwangler’s former secretary Berta Geissmar, fellow soprano Astrid Varnay, and
Lehmann’s first biographer, Beaumont Glass, all pandered to the last-mentioned
myth.!® Lehmann, just as she had made it out to be, was credited with political
acumen and courage for having stood up to Goring and Hitler (who, one source
said, had personally been behind the summons) by protesting vigorously against
the criminal regime.!” Thus, “trembling with rage, she walked out.”'® And she of
course would have been mercilessly persecuted, had she stayed, what with her
prior massive protests in the name of humanity.'?

What really happened can be explained on the basis of correspondence that
Lehmann later thought was lost but that, having survived World War II, I
discovered in an obscure archive in Vienna in 2003. The events that transpired did
so as the result of a confluence of two themes: one the planned reformation of the
Prussian Staatsoper, the other the professional ambitions of Lotte Lehmann. As
far as the Opera was concerned, its fate after Hitler’s Machtergreifung was in the
hands of three men: Hermann Goring, Director Heinz Tietjen, and Richard
Strauss. Goring was president of the German Reichstag in Berlin after the Nazis’
landslide parliamentary victory in July 1932, and even before the Nazis’ final
triumph on January 30, 1933, he met with Tietjen to discuss the Opera’s future.
Goring, with his educated upper-middle-class background, knew that he would be
appointed not education minister, as Lehmann had written, knowing it was wrong,
but minister president and minister of the interior of Prussia. In both capacities
the State Opera would fall within his jurisdiction. By no means ignorant of

traditional culture and its consumers, he desired as little change in Prussia’s
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cultural landscape as possible—unlike his rival Joseph Goebbels, who as Reich
propaganda minister would soon assume control over most other cultural
institutions in Germany. For his purposes Goring was counting on the proved
expertise of the urbane Tietjen, wanting him to maintain the Prussian Staatsoper
in its traditional form and, if possible, even to upgrade it, for it had suffered much
during the ongoing Depression. Goebbels, meanwhile, was in charge of the
municipal Berlin Opera over which Tietjen had lost stewardship in 1930, trying to
propel it in a more pronouncedly National Socialist direction and thereby diluting
its quality.?"

Tietjen, not anything like the pusillanimous weakling as whom Lehmann had
characterized him in her 1966 story (and as she herself had never known him
during prior engagements in Berlin), but instead a totally controlled,
manipulatively aware if enigmatic figure, seized upon this opportunity to remain
in his accustomed position of influence also under the Nazis. Cognizant of
standards, he could not but agree with Goring that the Staatsoper needed
improvement and that Goebbels’s half-baked ambitions at the municipal Opera
would have to be checked. Tietjen, who had been given carte blanche by Goéring
after January 1933, also may have realized chances to shield veteran Jewish artists
who otherwise would have been curtailed in their professional activities, if' not
driven out of the country. (He thus protected the conductor Leo Blech and others
for 8 years.)?! Regarding all of this, he knew himself to be in agreement with
Strauss, potentially an additional check on Goebbels, because the composer had
been elevated to the presidency of the Reich Music Chamber created by the Reich
propaganda minister by November 1, 1933. If the State Opera could maintain, or
even improve, the artistic quality of its core performers and salvage a traditional
repertory, Goebbels would get nowhere with his municipal stage. Since Tietjen
and Strauss were old friends, the director could introduce the composer to Goring
and hence deploy him against Goebbels.

For his part, Strauss was looking for allies in achieving broader reform goals;
hence while he engaged 1n discussions about music policy with Minister Goebbels,
he also met with Hitler and conferred with Goring, in the second half of 1933 and
early 1934.22 He told Goring not only that his Opera would need more money, but

also that the repertory would have to be moved more out of the French and
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Italian realms and into the German one. For Opera singers, he deplored the low
wage ceilings so long enforced by a semi-official stage lobby and, having consulted
about this beforehand with Tietjen, urged the establishment of a “special class” of
singers, who should receive superior emoluments, not least to forestall their
notorious practice of absconding to America.?® Goring responded jovially that he
had already neutralized that lobby and that, in accordance with Tietjen’s views, he
was planning to attract “great artists” to Berlin at once. He was especially looking
to Vienna and wanted Strauss’s help in making his stage, the Prussian State
Opera, “the best Opera in the world.”?*

These plans fortuitously coincided with Lehmann’s personal ambition to get
away from Vienna as much as possible around that time, either by singing more in
the New World or, as she had contemplated so often before, by establishing a more
or less permanent base in Berlin, close to her small home town. All politics aside,
money and enhanced career opportunities seem to have been her only motivation.
The question then arises how much she knew about the Nazis both in Austria and
Germany and, if she did know, how much she was affected by moral qualms. In
Vienna, she must have been aware that up to one-third of the Vienna Opera’s
orchestra members were National Socialists—openly until the Dollfuss regime
declared that party’s Austrian branch illegal in July 1933.2> Even before Hitler’s
Machtergreifung, Lehmann’s German concerts were reviewed favorably by the
Nazi daily Volkischer Beobachter—at least one notice she clipped and pasted into
her scrapbook like all the others but, in this case only, carefully penciled in the
provenance.? One day before Hitler took power, on January 29, 1933, she was
singing, with Bruno Walter at the piano, at the Brooklyn Academy of Music, and
two days later she was a guest of the German ambassador in Washington, while
the Jewish Walter stayed away?’ One wonders how she reacted to Walter’s
experience of being booted out of his permanent guest conductor posts in Leipzig
and Berlin in March.?® Walter, already an Austrian citizen, chose Salzburg as his
new European base, and there were many other German musicians who
provisionally moved to Austria and could have made Lehmann think.?? Her
admired friend Toscanini headed a much-publicized protest against Hitler in
April, which eventually resulted in his refusal to conduct at the Bayreuth Festival.®

In late summer, her regular accompanist, the Jewish pianist Erno Balogh,
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described to her the plight of her Berlin agent, Erich Simon, also Jewish, whom he
knew to be on the run from the Nazis and who had had a terrible breakdown,
while Walter conjured up memories of the past and implored her to keep the
faith. At the same time Lehmann thought nothing of writing to her Odeon record
producer in Berlin, recommending a German friend for a job, whom she
described as very qualified and “(very important!) in the National Socialist Party.”
31

Indeed, after January 30, 1933, Lehmann continued her German professional
contacts as 1f nothing had happened. The fact that both Strauss and Furtwangler,
two of her favorite conductors, were ostensibly in the service of the Third Reich
early on merely reinforced her.*? That she might create Arabella for Strauss’s new
opera in Dresden in July was not an issue for her, and when she canceled her role
before the premiere, it was not meant as an embargo of Hitler’s regime. During
1933, she gave six performances in Nazi Germany and managed two recording
dates, and she enjoyed vacationing on the North Sea island of Sylt during June
and July®® That on November 9, a Nazi High Holiday, she performed at the
Gewandhaus in Leipzig, Walter’s old haunt, must have been particularly galling to
the conductor. On November 13, she sang in Berlin under Furtwangler’s baton, as
Strauss was initiating the Reich Music Chamber there. Strauss’s friend Hugo
Rasch, a Storm Trooper and music critic at the Volkischer Beobachter, enthused
that Lehmann’s art was opening a new era of Nazi-organized music in the Third
Reich, lauding her “unblemished way with song.”’3* But later in the month, after
observing this activity, if not Walter himself, his wife Else had had enough. In an
earnest letter, she took Lehmann to task for her insensitivity, merely for the sake of
money, while decent artists such as Toscanini were placing sanctions on the
country. “How I deplore the fact that you sing so much in Germany,” Else Walter
wrote. “You know very well that all artists who have been excluded from Germany,
Aryan and non-Aryan, German and foreign, heartwarmingly declared their
mutual solidarity and stayed away. It would have pleased me if you, too, had
joined that protest and intermittently had turned your back on Germany.”?

The contact between Lehmann and Goring was facilitated, over several
months in 1933 and 1934, by Furtwangler, Tietjen, and Robert Heger. Heger had

been at the Vienna Staatsoper as a deputy conductor since 1925 and was heard in
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competent performances during several German seasons under Bruno Walter at
London’s Covent Garden. He and Lehmann had become good friends. Strauss
was dismissive of him, because of the uninspired way in which he handled his
operas.’® He had been born 1886 in Strasbourg when it was part of Bismarck’s
Reich, but now it was the capital of French Alsace, which Heger could not accept.
Driven by nationalism, he was in the process of creating an opera, The Lost Son,
which had as its main theme ‘“the swarming of peoples back into their
home-specific landscape spaces.”?” Embedded in such convoluted language was a
volkisch theme in the manner of the Nazis, who were now constantly wallowing in
blood-and-soil propaganda. Indeed, after the political sea change in Germany
Heger had given notice to the Vienna Staatsoper, so that in September 1933 he
could start in a new deputy conductor post under Tietjen in Berlin. (He formally
joined the Nazi Party four years later.)’® Since his relationship with Furtwangler
was as excellent as his relations with Lehmann, he eagerly supported the maestro’s
attempt to engage the soprano for Arabella performances in Berlin.*”

While these appearances did not materialize, on October 30 Lehmann
concertized with the Berlin Philharmonic under Furtwangler, and in preparing for
this event, the two artists’ mutual respect deepened.* The concert itself, in which
Lehmann sang three Strauss songs, was a huge success.*! Meanwhile Heger had
learned, whether from Tietjen or Furtwangler, about the Strauss-backed
reformation scheme involving the Berlin Staatsoper. Sometime in November, after
he had set some of the singer’s own poems to music, he got together with her to
discuss this matter, and since Lehmann did not wish to appear too eager by
approaching anyone in Berlin directly, they decided that Heger should speak with
Furtwangler about her possible relocation to Berlin. Furtwangler immediately
approached Goring, who was totally in favor. An opera lover himself, Goring
naturally knew who Lehmann was; but the fact that the actress Kathe Dorsch, a
former intimate, was the singer’s friend may also have helped. Heger had
suggested a Berlin engagement on a trial basis— guest performances at the Berlin
Staatsoper for at least 1,500 marks each, which was Lehmann’s current German
rate, and she agreed that this was a good starting point.*?

The matter then took its course. In early February of 1934 Tietjen

telegraphed Lehmann in New York, asking her if she could return to Vienna via
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Berlin to discuss these prospects. In two subsequent letters he explained that the
Staatsoper was seeking an exclusive contract with her (to eclipse Goebbels’s
municipal Opera), and that she should try to reserve as many non-Vienna
vacation days for Berlin as possible. The Prussian minister president was
enchanted, and her honorarium would be generous. Back in Vienna in late
March, Lehmann talked to Tietjen on the telephone and, extremely pleased, in
principle agreed to a forthcoming contract.** On April 2, Goring personally sent
her a telegram, expressing his delight and offering to fly her to Berlin in his private
airplane, to meet with her in person and calibrate the contract.** Lehmann cabled
him thanks with all her heart and asked him for his plane on April 20, in the
morning at the Leipzig airport, if she could be back that night in nearby Dresden.*
Ironically, on the very day of her telegram, her former Vienna agent Rudolf Bing,
who as a Jew had also been forced out of Berlin, wrote her that he had just
accepted a posting in Glyndebourne, England, where he had been asked by the
millionaire John Christie to organize a new, permanent music festival; would
Lehmann not be interested? This represented the singer’s last chance to escape
from the Goring affair: had she been as leery of the Third Reich as she later
claimed she was, she could have chosen Bing’s over Goring’s invitation, thus
avoiding the hot spot she was now getting herself into.*o

Shortly before April 20—it would be Hitler’s forty-fifth birthday—it was clear
that Lehmann had to do a recital on the nineteenth in Dresden, and another one
on the twenty-first in Leipzig. She would have to take a train from Dresden to
Leipzig early on the twentieth and then be back in that city for the concert the
next day. And so it actually happened. Goring’s aide phoned during the Dresden
recital to give last-minute instructions for catching the flight in Leipzig the next
morning. Early on April 20, as Lehmann walked to Goring’s swastika-adorned
plane, “Richthofen D-2527,” someone took three photographs, which show a
smiling Lehmann surrounded by at least two SS guards. Upon arrival at the Berlin
airport, Tietjen was waiting for her with a limousine.*’

What exactly Goring, Tietjen, and Lehmann discussed at the official
residence of the Prussian minister president is not known, for no minutes have
survived. But much can be inferred from later comments. That a lioness was

present is possible, for the eccentric Goring was known to surround himself with
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lion cubs at Karinhall, his retreat in the heath northeast of Berlin, and possibly
kept some near his office in cages. Lehmann could have made this up as part of
her yarn, but then she would not have asked Tietjen after the war whether he
remembered the “lions.”*8

After the conference, which must have taken place around noon and most
certainly included lunch, Lehmann sent her Vienna-based husband Otto Krause
an “urgent” telegram saying: “meeting astonishingly positive. Fritz will tell all. A
thousand kisses.”* She had communicated with her brother Fritz Lehmann, a
voice teacher, before her husband, because his situation had been an integral part
of the conversation.

Lehmann must have read much into her talk with Goring, for after her recital
in Leipzig the following day, as she was proceeding to take part in the regular
German season in London, she and Krause remained jubilantly expectant.””
Toward the end of April and into May, as she was waiting for something final in
writing from Tietjen and Krause was holding out in Vienna, she acted toward
others as if the whole thing was a done deal. In particular, she gave the exiled
Berlin agent Simon, who now could use the money badly, the impression that he
would soon collect commission on the first twenty Berlin performances. (The poor
refugee thereupon felt impelled to commend her on having secured such a
wonderful arrangement with the Nazis.)’! As the days were passing, Lehmann and
her husband were becoming nervous to the point that Krause considered traveling
to Berlin to speak with Tietjen. But the director, in control as always, let them
know that such a visit was unnecessary.”?

After Tietjen finally sent what he took to be a first contractual draft to
London for Lehmann’s consideration, she was sorely disappointed. As far as she
could discern, there was a discrepancy between what had been mentioned in
Berlin and what she now was reading on paper. Her negative reaction may have
been due to three factors. In Berlin, she could have taken some of Goring’s jocular
remarks too seriously, as when he was promising her a castle on the Rhine.
Second, by now this diva had such an elevated opinion of herself that she
imagined the highest emoluments as being due her as a matter of course, both
during the Berlin discussions and thereafter, hence considering them granted when

they had barely been mentioned. Not least, this process was abetted by the bane
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of her professional existence, which by now was greed. And third, while Goring
had done all the wooing and charming at the table, Tietjen the realist had been
standing silently in a corner taking notes and, after the chatting, had calculated
what was doable.

Tietjen’s April 26 communication to Lehmann in London consisted of a
contract proposal offering her twenty guest performances per Opera season from
the beginning of September, 1934, to the end of August, 1937, and more, after
agreement with Vienna. Lehmann was to sing exclusively at the Staatsoper and
show up regularly for rehearsals. All performance dates were to be set by mutual
agreement, and she was to receive RM 550 plus a complement of 450 per event
(1,000 marks combined).

What bothered Lehmann was that in order for her minimal honorarium of
1,500 to be met, an extra RM 500 was to be paid from a special minister
president’s fund contingent on Goring’s person. “For example, he could die,” she
wondered in her answer, and in that case, would the Staatsoper revert to the
meager basic contract? Also, her brother Fritz’s appointment at the Berlin
Conservatory, which she had stipulated during negotiations, was not expressly
mentioned. And what about a six-room flat, should she decide to move to the
German capital, and why was there no word of her being anointed a Preussische
Kammersangerin? On the other hand, she had no problem certifying instantly
that her pedigree was fully “Aryan.”

On May 16, Tietjen’s reply to this, her letter of the eleventh, was devastating.
He indicated that many of the clauses in question had been inferred and not put
in black and white and that she was taking excessive liberties by making
assumptions, such as the gift of an apartment. Hence Goring had been furious
that “a racially arch-German artist,” who was a quasi-Berliner, did not feel
German enough to consider serving the German people a special honor. Her
sentiment as outlined, that singing only in Germany did not interest her, had
struck the minister president as cynically businesslike and something one could not
possibly make public in the German Reich. Besides, one had talked about a
preliminary contract first and a more permanent arrangement later and
mentioned that under any circumstances she would receive sufficient vacation

time to sing abroad. For Goring himself had an interest in exporting the fame of
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the Prussian Staatsoper, apart from fully understanding that she wanted to reap
personal dividends from her international standing. As far as the money was
concerned, did she not remember that there had been talk about a special bonus
for her and that beyond that the Fihrer and Goring were in the process of
establishing as a guarantee for artists like Lehmann a permanent, and generous,
life pension? Regarding her brother Fritz, Tietjen had received him immediately
after the audience, for a pedagogical appointment at the conservatory. This
understanding, however, would now have to be revoked, as would the entire
attempt to attract her services to the Prussian Staatsoper. And so, forthwith, the
offer was withdrawn.?

Back in Vienna, Lehmann was shocked by Tietjen’s response. On May 20 she
sent a long telegram to Goring, regretting the “misunderstanding” arising from
her letter and assuring the minister president that “my purely idealistic, artistic
conception of my life’s work is, and always has been, to carry German art into the
whole world.” This was part and parcel of her “international career,” which she
viewed not as a business, but a vocation. She pleaded with Goring to believe her
and to consider the letter she had, simultaneously, sent to Tietjen.>* To him she
admitted having erred. By confusing the guest proposal with a subsequent
permanent one, she might have given the impression of a purely business-minded
woman, which, however, did not describe her true nature in the slightest. Business
was a “necessary evil,” rather than something to live for. It would be painful to
condemn her error, for “every error is excusable.” Notwithstanding these
apologies, Tietjen curtly advised her on June 5 that Goring had decided to decline
lneniioteniee

What had happened was that, because of Lehmann’s behavior and Goring’s
change of heart, a contract had never materialized, as Tietjen drily observed after
World War I1.°7 When that reality had sunk in during June and July 1934, the
singer had to take stock of her situation and decide what to do, vis-a-vis not only
her business contacts in the Third Reich but also her new partners in America. For
at the very time her recordings were being advertised in German trade magazines,
she had a number of German concert dates in her appointment book, including
one for Berlin in September.”® Would it be politic to return? While she was

pondering this dilemma, telling her Atlanta friend that the Berlin guest
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performances had been voided by “a great clash,” she received a letter from a
Zurich-based emergency association representing anti-Nazi refugees, asking her to
join. None other than Bruno Walter had added in his handwriting that “it would
be very nice if you could lend your name.” It is highly doubtful that Lehmann
replied as Walter had wished, for then a carbon copy or draft of that letter would
have survived in her records. Although the dealings with Goring were now over,
perhaps there were other interests in the German Reich that could be salvaged—
for instance, her regular income stream from the Odeon recording firm.”? After
Lehmann had told Erich Simon what was safe for him to hear, already in the mold
of her legend-in-the-making, he advised her from Paris that for now it might be
wiser not to concertize in Berlin.%° But in order not to burn all her bridges at once,
she accepted a recital date in Reichenhall, Bavaria, for August, which she actually
kept on the twenty-fourth, and she also sang in Munich on October 17. These
turned out to be her last appearances on German soil."!

At the end of August, Heinz Friedlaender informed the singer that Wolff und
Sachs, Simon’s and Lehmann’s old agency in Berlin, had been instructed by Nazi
authorities in a circular dated August 16, 1934, that henceforth, “a performance
by Frau Lotte Lehmann in Germany was not desirable.”®? That was the official
death knell for her planned recital in Berlin, and 1t signalized that the Prussian
government had briefed the Reich propaganda ministry under Goebbels, which
oversaw the rest of Third Reich culture. Late in October, when Lehmann sang
again in London, she mentioned in a newspaper interview that although she had
been born in Germany, she could not perform in that country as it was today. This
was picked up by the Nazi leader Alfred Rosenberg’s spies and carefully stored in
Goebbels’s Reich Music Chamber files.®® By now it was obvious that to the extent
that the Nazi rulers came to resent Lotte Lehmann, she herself wanted to be seen
by the world as an enemy of the Third Reich.

Yet she still had to tread lightly for two reasons. One, her brother Fritz still
resided on the German island of Sylt, although he later moved to Vienna; but
Austria was annexed by the Nazis on March 13, 1938. Second, she had unfinished
business in Vienna. Even after the Anschluss, Lehmann wished to rescue the
pension that had accrued for her at the Vienna Staatsoper and to which she was

legally entitled. So she decided to risk a double game. Although persona non grata
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with central authorities in Berlin and in the process of reestablishing herself in
New York, she correctly surmised that far away in Vienna at the Opera, she would
stil be remembered fondly. Hence in April 1938 she asked the Opera
administration to be officially pensioned, indicating that she was currently living in
the United States.®* The Nazi chief (Gauleiter) of Vienna himself granted her this
request, although Opera officials held that she, because of frequent absences,
could hardly be said to have fulfilled her contractual obligation since her last
contract (still under Chancellor Schuschnigg) of December 1934. The other
qualms aired at that time touched on her failed negotiations with Goring. Local
Vienna politicians had heard that she had wanted to move to Berlin but that this
had been prevented, “because the material conditions, which the artist established,
were supposed to have been unacceptable.”® Nonetheless, because everybody in
Vienna lovingly remembered “Our Lotte,” she was scheduled to receive a pension
of 588.40 marks a month, later of varying amounts, beginning September 1,
1938, which was placed for her in escrow. Since Lehmann could not convert
anything into dollars for use in the United States, the money was transferred to
her mother-in-law Betty Krause in Partenkirchen, minus some taxes she owed.
The funds were paid into the account until August 1941, by which time the singer
had collected, altogether, close to 17,000 marks. When she met with the lawyer
Alois Klee in Deauville on the French Riviera during the summer of 1938, it was
not because he wanted to persuade her to return to the Reich, as stated in her
lioness story, but to settle the details of her pension transfer. Her reason to meet
him there was to look after her tubercular husband, en route to the United States;
she did not concertize.%

In light of the fact that Lehmann, not yet a U.S. citizen, as a naturalized
Austrian had automatically regained her German citizenship after the Anschluss
of March 13, 1938, and Germany was at war with the western Allies by
September 1939, her Vienna special treatment until August 1941 was quite
extraordinary. And Lehmann did everything in her power to keep it that way.
After the outbreak of war, she sent a declaration to her Viennese lawyer Klee, for
use with the authorities, explaining: “My intention to visit Vienna this fall had to
be reversed on account of the beginning of hostilities. I am therefore forced to

continue my stay in America for the duration of the war. Because there is no other
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possibility for me to return to the German Reich any time soon, I am asking for
permission to retain my pension as Kammersangerin of the Vienna Staatsoper in
the German Reich, despite my foreign residence.”®” In February 1941, the Nazi
Reich Finance Ministry expressly allowed Lehmann to reside—as a German
citizen—in the United States while she was collecting her Viennese pension in
escrow.%

Why the money transfer should have ended in August 1941 and not in
December, when Germany declared war on the United States, can only be
explained in terms of incrementally negative intelligence on her that the Gestapo
was collecting and copying to Goebbels’s files as of 1940. Already in December
1938, and unbeknownst to the Viennese, who were still trying to steer an
independent course from Berlin, especially in cultural affairs, the Gestapo and the
Reich propaganda ministry had colluded to place Lehmann’s autobiography,
Anfang und Aufstieg, published 1937 in Vienna, on the index. Ostensibly, the
reason was that she had composed a paean to Walter and favorably mentioned
other Jewish artists.® By 1942—TFritz was now safely ensconced in New York and
Lehmann a recognized voice against the Nazis—the Gestapo had effectively
denaturalized the singer, confiscating her property in her two Vienna residences
(although 1n the basement of her villa near Vienna and in Fritz’s rented apartment
some of her possessions had remained, including the Goring correspondence).”’
Owing to the Nazis, Lehmann was technically stateless from 1942 until June 1945,
when she acquired American citizenship.

While in early 1934 the prima donna was hoping for a meeting with Goring
even from New York, she had to be careful how she broke any of this news to her
newly acquired American friends, especially since the United States was also
poised to offer her professional opportunities. At this time, and until she received
the disappointing tidings from Tietjen early in June, she ideally would have wanted
to stay based in Vienna for security reasons, with the freedom to work as much in
Nazi Germany and the United States as feasible. It became obvious to her that she
would want to move from Vienna to Berlin only if the German conditions were
far superior and, this was important, if she could continue her sojourns in
America. The latter possibility was indeed guaranteed to her by Goring.
Alternatively, in the first half of 1934 a complete move to the United States could
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become viable only if' she were to be overwhelmingly welcomed there (which had
not exactly happened from 1930 to 1933) and if eventually she received an offer
from the Metropolitan Opera in New York, which was nothing short of
spectacular. As it turned out, she decided to stay in the United States permanently
only in 1938, once she knew she was not wanted in the Third Reich and Vienna
had become part of Hitler’s empire, where her four “non-Aryan” stepchildren,
from Otto Krause’s first marriage to a_Jew, were endangered.

Even before she sailed for America in January 1934 and then met with
Goring back i Germany in April, Lehmann was perfectly aware of the
disposition especially of her New York audience and of her sympathetic
collaborators there. Already in 1930 it could not have escaped her that of the city’s
close to seven million inhabitants, up to two million were Jewish, and that New
York’s musical public had grown from a predominantly German-American to a
German-Jewish-American one. The New York Times, which was hugely
influential as a base of expert music critics, was published by the Jewish Adolph S.
Ochs.”! Toward the end of 1933, when the extent of Hitler’s first acts of
anti-Jewish discrimination had become sufficiently known, the Times was running
scathing reports on the interrelationship between the decline of Berlin’s musical
culture and the persecution of its Jews. Ironically, Lehmann’s name even figured in
some of that reportage as that of one of the few foreign artists who actually
consented to perform there (thus propping up the city’s musical quality).”? In
September 1933, Lehmann’s accompanist Balogh wrote her from New York that
the “mood against the political Germany of today has grown considerably here.”
Her German Atlanta-based friend, who despite her Jewish husband became
increasingly pro-Nazi, wrote her how Germany was lately being harassed in the
daily U.S. press and that it was getting worse with every passing day.”?

After Lehmann had left New York again at the end of March 1934, Balogh
worked closely with New York manager Francis Coppicus and publicity agent
Constance Hope to arrange further concert and opera dates for the 1934-35
season. All three were Jewish, as was Hope’s business partner Edith Behrens. Hope
and Behrens were writing sentimental letters to the singer telling her how much
they missed her, and no doubt they meant it.”* Lehmann’s personal charisma, on

and off the stage, which had already captivated thousands of Europeans, had not
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failed to work on them. Apart from what might happen at the Metropolitan,
which for the time being chose to keep silent, they were planning an extended tour
across the Midwest to the West Coast, where Lehmann was to sing in San
Francisco and Los Angeles. As Hope was writing Lehmann, in mid-April, about
an assured net profit of 800 dollars (around 2,000 marks) multiplied by fifteen
individual events, thus totaling about $12,000 within two months, Lehmann fully
realized her income potential in America, which could later have given her pause
as she was comparing this with Géring’s figures.”?

As the meeting in Berlin approached, the Krause couple had to be especially
careful with Hope, who then was infatuated with both. So it was at first decided to
dissemble. Two days before Lehmann’s Berlin date, as she was on her way to
Dresden, Krause wrote to Hope that his wife had left that day for London.”
Coppicus then cabled on April 28 that a San Francisco Opera engagement was in
the making for November 23, with others to follow.”” This startled Lehmann, who
thought—her audience with Goring over—that such scheduling might interfere,
that early, with the beginning of her new Berlin routine. Coppicus was in touch
with the Metropolitan’s Edward Ziegler, who constantly corresponded with
Simon. As Lehmann’s German agent, Simon knew of the Berlin arrangements at
least in principle; hence the singer reasoned that it would only be a matter of time
until Hope learned the truth. She therefore told Hope on May 4 that she had seen
Goring and that the first twenty Berlin commitments would interfere with San
Francisco; thus the West Coast had to be skipped. The news struck Hope like a
thunderbolt: “Frankly, I was very much upset.” Hope tried to make Lehmann
change her mind, spelling out to her that a no-show on the West Coast would cost
her at least $9,600. Of course the agent, like manager Coppicus, stood to lose
much money in that case herself, but Hope got to the heart of the matter when
she asked what would happen if Americans learned Lehmann’s reasons for the
cancellation. “I am very much afraid that there will be some unpleasant publicity
about your singing there. As you know, there 1s a somewhat strong feeling about
the matter in this country. I do not believe it will affect your concerts so much out
of New York, but I am afraid that it will affect your appearances here.” Hope
sounded a more than cautious note when she warned her friend: “I do wish you

would consider this matter very seriously, as your career in this country is at such a
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critical point.” There were enormous opportunities right now but they could easily
be scuttled.”®

On May 24, Lehmann was informed that the German-American soprano
Elisabeth Rethberg had accepted the San Francisco assignment.”” Lehmann, still
in London, must have felt terrible, for while—after Tietjen’s first discouraging
letter—she was still holding out for a last chance from Berlin, budding
opportunities in America seemed to be vanishing, and her friendship with the New
Yorkers was endangered. To make matters worse, by early June, after having been
informed of Goring’s final decision in the Berlin matter, she received notice from
the Metropolitan that she would be reengaged, but only in the relatively minor
role of Octavian in Strauss’s Rosenkavalier and for a pittance of 330 dollars, plus
insufficient funds for the crossing.?? A few days later, the Metropolitan offered her
four evenings at the Opera at 700 dollars each but, still short of money, continued
to hedge on the fare. 8! It should now have been clear to Lehmann that reaching
for the stars, while making a pact with the devil, had its price. After Berlin had
fallen through, the Metropolitan finally came around but with less-than-perfect
conditions, even though the cross-country tour looked attractive, save for the
Rethberg factor. Still unreservedly on the plus side, however, Lehmann’s acolyte
Hope finally wrote in June that she was “frankly, very glad that your other plan has
not gone through.”# With that, the Goring episode was history.

Lotte Lehmann’s case is important, because as a famous opera star she had
invented her resistance to Nazism and the Third Reich, for nothing but personal
gain and career reasons. Irying to enter into a deal with Goring was bad, but
covering it up as a failure for which her own avarice had been the motive was
worse. None of this had been necessary, as she was now passing herself off as a
refugee from Hitler. Her life had never been in danger, especially not from the safe
haven she still had in Vienna and anticipating lucrative prospects in New York.
Opportunistically, she was playing professional chances in Hitler’s Germany
against those in the United States; that the former was a tyranny and the latter a
democracy based on the inalienable rights of man never entered her mind. The
historic tragedy is that she stole the legacy of moral and political resistance and

used 1t when she did not deserve it.
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As historians are working more on memory, in particular memory after the
Holocaust, they are finding that Lehmann’s case was not an isolated phenomenon.
In artistic circles alone, one can point to several additional examples, although
each one 1s different. After the composer Carl Orft had collaborated increasingly
with the Nazi regime, he claimed, after 1945, to have been a member of the
Munich student resistance led by the Scholl siblings, in order to avoid an
American-imposed work boycott, and ever since, his postwar reputation as an
anti-Nazi has been floated on this legend.?? But until today, German historians
choose to ignore this.®* Equally ignored, in a recent anthology of essays on
German exiles, 1s the behavior of Dresden conductor Fritz Busch, under whom
Lehmann had premiered Christine in Strauss’s opera Intermezzo in 1924. Busch
pretended after World War II that he had been driven from his conductor’s post
by Saxon Nazi leaders in the spring of 1933.85 Although he had been dismissed by
Saxon Gauleiter Martin Mutschmann in March, it was not for ideological reasons,
for Busch had never been pronouncedly anti-Nazi. Instead, Busch had committed
book-keeping and scheduling errors and the chemistry between him and
Mutschmann was not good. Before Busch settled in Buenos Aires, Copenhagen,
and finally in British Glyndebourne, he too attempted to use Goring already in
1933, whom he knew from republican times, to get a prestigious conductor’s
position in Berlin. Goring demurred, but Busch was sent on a propaganda journey
to South America, only to try with the minister president again in 1934. Twice
unsuccessful, Busch ultimately turned his back on Nazi Germany. But in his
subsequent memoirs and those of his wife Grete Busch, he appears as a stalwart
lESISHCTi

Lehmann, Orff and Busch were guilty of various degrees of collaboration
with the Nazi regime, Orff probably more than the others. A variation on this
theme of legacy theft could involve cases of persons who had no record of Nazi
complicity, but used the evil empire to portray themselves as victims, for the sake
of undeserved publicity. They are no less guilty of dishonoring the memory of
sufferers from Nazism than are Orff, Lehmann or Busch. As we now know, Jerzy
Kosinsky’s gruesome memoir The Painted Bird mendaciously recounted the
terrible sufferings of a young, brave Jewish boy in Poland.?” Before exposure, the

legend of that false victim had impressed too large an audience. Some time ago
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Raul Hilberg became involved in the case of one Binjamin Wilkomirski, who also
published a book, in which he claimed to be a Polish-Jewish child survivor of the
Holocaust—again Wilkomirski turned out to be a fraud, something that the real
child survivor Hilberg had suspected all along,5®

In contrast to Lehmann, 1t is instructive to see how Hilberg, who
singlehandedly created the new academic discipline of Holocaust Studies starting
in the early 1960s, has made use of memory.?® He abided by stern procedural
rules, for instance when he chided fellow authors Lucy Dawidowicz and Hannah
Arendt for ignoring historical evidence.”” His rules would have been most
damning to the likes of Wilkomirski and Kosinsky, but also to Fritz Busch, Carl
Orft and, especially, Lotte Lehmann, who was making her way to world fame in
the Austrian capital at the very time that young Raul was growing up there. He
observed: “Among the practices that give me discomfort 1s the creation of a story
in which historical facts are altered deliberately for the sake of plot and
adventure.”! Hilberg employed memory impressively, morally soundly, and,
always, verifiably. Here is how he remembers the entry of Hitler in Vienna in
March 1938, when he was all of twelve years old: “Then came a man who
imparted to everyone a powerful demonstration of historical presence: Adolf
Hitler. The impact of his appearance was unmistakable. In the hallway a
Christian neighbor was crying because her thousand-year-old Austria had ceased
to exist. The next day giant swastika flags were draped from the upper stories of
apartment houses; photographs of Hitler were hung from windows; and marching
youths with drums were moving through the streets. Jews, huddling in their
apartments, breathed the ominous air and wondered what would happen to them
if they did not emigrate in time.”%? The recollection of those impressions has as
much plasticity as Lotte Lehmann’s lion story, but it possesses the undeniable
advantage of being true. Hilberg himself was fortunate enough to escape from
Nazi Germany at the last minute, eventually to show us a new and constructive
way of remembering, and recording, the terrors of the Nazi period. Lotte
Lehmann, on the other hand, pretended to show us a sensation, falsely setting
herself up as a martyr. This caused no damage to her integrity as the wonderful
artist as which she 1s remembered, but it did put into question her character as a

member of the human race.
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