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FOREWORD

The articles collected in this volume were presented at the conference Rethinking
Musical Modernism that took place in Belgrade from 11-13 October 2007 and was or-
ganised by the Institute of Musicology and the Department of Fine Arts and Music of
the Serbian Academy of Sciences and Arts. The working language of the conference
was English which explains the publication of the contributions in that language (with
one justifiable exemption).

As the title of the conference indicates, the main aim of the organisers was to
stimulate novel investigation of musical Modernism. The papers were thus focused on
discussions of the ideas, characteristics, and meanings of the diverse and often contra-
dictory tendencies that existed in that period. The thematic scope of the papers was
wide: from new approaches to musical Modernism using the categories of nostalgia and
appropriation, and novel observations on the relationship between centres and periph-
eries, to questioning of the ties between Modernism and politics, the problems of termi-
nology, and analysis of important aspects of the modernist achievements on the interna-
tional and Serbian modernist scene.

The contributors did not — and could not — pursue the aim of reaching firm con-
clusions, definitions, and classifications. They instead offered rich and complex exami-
nations of this exciting musical epoch turned toward the future and progress, seen from
the perspective of the disillusioned twenty-first century, necessarily leaving vast space
for new rethinking.

Melita Milin



YBOJIHE HATIOMEHE

360pHHK KOjH je NMpea YHTaOLHMa CaapXKH PaJioBe NMPETXOAHO NPEICTaB/LEHE Ha
MeljyHapoqHOM Hay4yHOM CKYmy Mysuuku MoOdepHu3am — Ho6a mymaieroa KojH je y op-
ranusauuji Mysukonomxkor HHcTuTyTa CAHY M Onesbema JIMKOBHE H My3HYKE yMET-
Hocth CAHY onpxan y beorpamy oa 11. no 13. oxro6pa 2007. ronune. YnmeHHLIOM
Ia je palHH je3nK cKyna G6Ho eHrieckH, objammasa ce 06jaB/bHBAE TEKCTOBAa Ha TOM
je3HKy (C jeqHUM ONpaBIaHUM HU3Y3ETKOM).

Lum ckyna 640 je #a ce MOACTakHy M NMPHKaXy HOBA CarijlefiaBamka CTBapaia-
IITBAa MY3HYKOT MOJEPHHM3MA, CJI0XKEHOT NMOKPETa 4YHje je AenoBame obenexiio pas3soj
My3HKe ckopo uenor XX Beka, a MPBEHCTBEHO 1a Ceé Ha CBEX HAYHH NMPOTyMaye ecTe-
THYKE JWIEME M pacrnpaBe 0 KapaKTEPHCTHKaMa, CMHCITY H 3Hau€Bby Pa3HOBPCHHX H ue-
CTO KOHTPAAHKTOPHHX CTpPEMJbeHa y OBOM pa3obiby. TeMaTCkH CriekTap MpHKa3aHHX
panoBa GHO je H3y3eTHO LIMPOK: KpeTao ce oJl IPEHCMHTHBAkba MY3HYKOr MOJCPHH3Ma
nomoliy KaTeropuja HOCTaIrHje H NMPHCBajamka, MPEKO cariefaBamba OJHOCA LIEHTapa H
nepudepuje, 10 pasMaTpama ClI0XeHHX Beza H3Mehy monepHu3Ma M nonutHke. Kao
IITO CMO M OYEKHBAJIH, MAXH:a je 61a ycMepeHa He CaMo Ha 3HauajHe JIWYHOCTH H 1o-
jaBe y MehyHapOOHHM MY3HYKHM TOKOBHMa, Beh H Ha OHE y CPIICKOj MY3HIIH.

AyTOpH pafioBH HHCY ceOH NMOCTAaBHIIH Wb — HUTH Cy TO MOIJIH — Jia NIOHYAI€ 4YBp-
CcTe 3aKJbyuke, eQHHHLMjE, KiIacH(HKaLHje. YMECTO TOra, OHH Cy ROHEIH BHLIECIOjHA
M HHOBAaTHBHA pa3MaTpama OBe y30yl/bHBe YMETHHYKE ernoxe okpeHyTe 6yayhHoctH 1
nporpecy, u3 nepcnextue XXI Beka Koju je ocTao 6€3 MHOIHX HIIy3Hja, HEMHHOBHO
ocraB/bajyhin LIMPOK MPOCTOP 32 HOBa TyMayeHa.

Menuta Munus




Academician Dejan Despié¢
President of the Programme Committee

INTRODUCTORY ADDRESS AT THE CONFERENCE
'RETHINKING MUSICAL MODERNISM'

Serbian Academy of Sciences and Arts, 11 October 2007.

Dear colleagues, honoured guests!

As secretary of the Department of visual and musical arts in the building under
whose roof we are finding ourselves now, I have been assigned the great honour and
pleasure of greeting you at the beginning of our conference, and to wish you successful
and fruitful work.

The theme that has gathered us this time is very wide, is expanding, and has
many meanings. It is therefore challenging and stimulating. Its many meanings already
begin to manifest themselves when its basic concepts are defined and differentiated,
which might lead to new interpretations. By that I mean the concepts: modern music,
new music, and contemporary music. As we know, the first and the third concept
could coincide in colloquial use , but in fact they need not. As to the first and second
concept, our biggest Encyclopaedia of Music (of the Institute for Lexicography) seems
to equate them, since the entry on *“Modern music” directs us to the entry “New music”,
where a detailed article by our distinguished specialist Vlastimir Peri¢i¢ is given. Stay-
ing in the circle of our colleagues and contemporaries, a statement by the composer
Rajko Maksimovi¢ also comes to my mind: “In the times of the militant avant-garde it
was thought that only new music can be good music. I however think that only good
music can really be new music!” This turn is not just wittilly playing with words and
concepts, but also the possible attitude of a musical creator — and I must say, it is very
close to me personally! At any rate, it introduces into the discussion a related concept
that cannot be bypassed and that has also many meanings: the very relative concept of
avant-garde music. Because, as we know, avant-garde features marked the works of
some indisputably talented composers of the past such as Guillaume de Machault, Phil-
ippe de Vitry, Monteverdi, and also those of the other great and greatest of them such as
Bach, Beethoven, Debussy, and Stravinski. The list could be very long! The list of all
those who contributed to musical art always making progress, develops and is con-
stantly new — if it is good. So: be it modern, or new, or contemporary, or avant-garde —
you are about to enter into that complicated matter — which is also a kind of labyrinth —
of close but also sufficiently different concepts during this first session. We shall see at
the end of the conference how many new interpretations and views will be introduced,
and indeed they can be expected even when it seems that everything has been said and
observed about a certain problem. Music is — fortunately — an infinitely large space and
thereby it deserves and challenges us to deal with it, everyone his/her way! Having that
in mind, I wish you, dear colleagues, to find right exits from the labyrinth that is in front
of you!

And you even don’t have Ariadne’s help...



Axanemuk [lejan decnuh
npenceaHuk OpraHu3aLHoHOT oa6opa

YBOJHA PEY HA HAYYHOM CKYVITY
»MY3UYKHU MOJAEPHHU3AM - HOBA TYMAUYEBA“

VY Cprickoj akageMHjH HayKa H YMETHOCTH, 11. okto6pa 2007.

IMowroBaHe koJsiere U yBaXXeHH rocTu!

Kao cexperapy Onesbema THKOBHE H My3HYKe YMETHOCTH y KyhH moJ| UMjuM ce
KPOBOM Hana3suMo, TMpHIIaNa MU je BeJIMKa YacT M 3aJ0BOJCTBO Ja Bac MO3JApPaBHM Ha
TIOYETKY OBOTa Halller Hay4YHOT CKyNa M [1a BaM MOXKeJIMM YCTELaH H IUI0JaH paj.

TeMa Koja Hac je OBOM NPHUIMKOM OKYTIH/Ia BEOMA je LIMPOKa H CBEOOyXBaTHa,
MHOTr03HaYHa M — YTIpaBo 3aTO — H3a30BHA H MOACTHLAjHA. IbeHa MHOTO3HA4YHOCT MOYH-
e Beh on norpebe na ce nedpuuumy U AMdepeHIUpajy HEKM OCHOBHH MOjMOBH, Aa GH
ce OHJIa Y OKBHPY HHX MOTJIa NMOKPEHYTH M €BEHTyaJlHa HOBa TyMadema. [IpH ToM MH-
C/IMM Ha NMOjMOBe: MOJepHa My3HKa — HOBA My3HKa — CaBpEMeHa My3HKa. Jep, Kao LITo
3HaMo, NPBH H Tpeh mojaM KONOKBHjaIHO MOTYy OMTH MOAYNApHH, alNy peajiHo YOIIIlTe
He Mopajy. llITo ce mak THYe MpBOr H APYTOr NMojMa, Haia Hajseha My3udka eHUHKIO-
nenuja (Jlekcuxorpadckor 3aBoa) Kao a UX H3jellHa4aBa, jep oapeqHHuy ,,ModepHa
My3HKa“ ynyhyje Ha onpenuuuy ,,Hoea My3uka®“, rie ey oncexaH TEKCT Halller Beo-
Ma LelBeHOr cTpyumaka Bnactumupa Ilepuunha. Ocrajyhu y kpyry Hamiux kojiera u
CaBpeMEHHKa, Najia MM Ha YM H jelaH Mcka3 kommo3uTopa Pajka MakcumoBuha, xoju
OTNPWIHKE IJIacH: ,,Y BpeMe MIIHTAHTHE aBaHrapJie CMaTpajlo Ce a CaMoO Ho8a My3HKa
Moxe 6UTH dobpa My3HKa. Ja nak cMaTpaM Jia je caMo do6pa My3HKa 3aHCTa HO8a MY-
3uka!* OBaj oOpT HHje caMo 3roJHa Mrpa pedMma M mojMoBHMa, Beh u MoryhaH cras
jenHor My3uuKor crBapaoua — MopaM pelin, 1 MeHH n14HO BpJio 6nmu3ak! Kako rox 6u-
JI0, OH YBOIH Yy ONTHIIAj joll jefaH CpofaH a He3ao0WIa3aH M Takolje, ca CBOje CTpaHe,
BHUILIE3HAYaH W BPJIO peJIaTHBaH M0jaM: aBaHrapaHe My3HKe. Jep cy, Kao IUTO 3HaMo, 3a
BpeMe y KOjeM Cy CTBapaii, OWIH MpaBH aBaHrapAMCTH jow ¥ ['ujom ae Mamo, u Ou-
nun ge Butpu, na MoHTeBepaM M IPYTH HECTIOPHH BEJMKH M HajBehiH, kao bax, Bero-
BeH, Jle6bucu, CTtpaBHHCKM M — cnmicak 64 Morao 6uTH jowr Bpio ayr! Cnmcak CBHX
OHHX KOjH Cy YHHHJIM J1a My3H4Ka YMETHOCT HII€ YBEK Hampes, Aa ce pa3Buja, Ia CTaIHO
6yne HoBa — ako je nobpa. Jlakiie: MoepHa, HIIM HOBa, WIH CaBpeMeHa, WM aBaHTapaHa
MY3HKa — y Taj MpeIuieT — U CBOjeBPCTaH JIABHPHHT — OJIMCKHX a H JOBOJLHO Pa3jinyH-
THX TOjMOBa ¥ MPOCTOpa MPEACTOjH BaM Ja 3aljeTe y oBoM HaueM cycpetry. OcTaje na
ce BHUIHM KOJIHKO he Taj 3ana3ak JOHETH (M) HOBHX TyMayema H Buljema, koja cy Moryh-
Ha M KaJl HaM ce YHHH Ja je 0 HeueMy cBe Beh peueHO M carnenaHo. Jep Mys3Hka je, Ha
cpehy, Hecarneaus MPOCTOp — YHME M 3aciyXyje H M3a3HBa Hac 4a ce WwoMe 6aBUMO,
CBaKO Ha CBOj HauyMH! Y TO MMe, Jpare KOJiere, XKeJIUM BaM 1a M3 JaBHPHHTA KOjH je
npen Bama Haljere nmpaBe H3nase.

U 6e3 Apujanunte nomohu. ..




Danica Petrovi¢
Director of the Institute of Musicology

INTRODUCTORY GREETINGS AT THE CONFERENCE
‘RETHINKING MUSICAL MODERNISM’

Serbian Academy of Sciences and Arts, 11 October 2007.

Dear Colleagues,

It is my greatest pleasure to be able to greet you at the beginning of this impor-
tant musicological conference, held at our extended home institution — the Serbian
Academy of Sciences and Arts, and at our specific research institution — the Institute of
Musicology, whose members have organised this meeting. I am glad to see here no only
our old acquaintances and colleagues, but also the new participants from both home and
abroad.

As a rule in work as in life old and new, known and unknown, seen and unseen
entwine. These are the questions addressed also by the topic of this conference — mo-
dernism — the truth at a certain epoch and its interpretation today. The everlasting topic
of all those who work in culture or art. Is there a composer who did not rely on what
already existed and was inherited, or who did not look forward, looking for a way to
make his art approachable to his contemporaries and the future generations? Critics,
while listening to the mixed reactions to the new music, try to evaluate it as objectively
as possible and to place it within its epoch. On the other hand musicologists and music
analysts study the development of both the composers and their work with the advanta-
ges and at the same time disadvantages of a time distance. They attempt to see the mu-
sic and its impact through a period of time, thus discovering the efficacy or complete
lack of power or certain attitudes, practices and stylistic trends.

The same processes were at work at the time of Ioannis Koukouzelis (the grea-
test Byzantine composer in the fourteenth century) and Guillaume Dufay (the greatest
Netherlands composer in the fifteenth century). Today, due to the time distance, our
perception of the time when this music was created, its interpretation and performance
as well as the reception among its contemporaries is not only less precise but
significantly more complicated.

I believe that this conference will provide answers to certain questions regarding
the music modemism in the twentieth century, and will certainly show a range of di-
lemmas, both in the main centres of the European culture and along the periphery,
especially where the historical and cultural developments were atypical. I hope a whole
range of new questions will emerge, which would grasp the attention of the new gene-
rations and help us also to understand better the tendencies in the contemporary music.

I wish you all a purposeful and successful meeting, and a very pleasant stay in
Belgrade, the Serbian Academy of Sciences and Arts and its Institute of Musicology.



Hanuua IMerponh
aupextop My3sukonomkor HHctTuTyTa CAHY

IIO3APABHA PEY HA HAYYHOM CKVITY
»MY3UYKHN MOJEPHU3AM - HOBA TYMAYEA*

VY Cpnickoj akaneMHjH Hayka H YMETHOCTH, 11. okTo6pa 2007.

ITomroBaHe konere,

BeoMa ce paiyjeM IITO MH je NMpY)keHa MPHJIMKA a BaC MO3JPaBUM Ha MOYETKY
pana OBOr 3HAYajHOI MY3HKOJIOIIKOT Hay4YHOT CKYIIa, KOjH C€ OpXaBa Y HallOj WHPOj
Kyhu — Cprickoj akageMHjH Hayka M YMETHOCTH, H Hallloj HEMOCPEIHO] HCTPAXKUBAYKO]
HHCTHTYLIMjH, YHjH Cy CapalHHLM H OPraHM30BaJIH OBaj CycpeT — y My3HKOJIOLKOM
uHcTHTYT CAHY. Jlparo Mu je 1ITO OBIE BHOMM Hallle CTape 3HaHLIE H CapaaHHKe, ajld
M HOBE yYeCHHKE, KaKO M3 3eMJbe, TaKO H H3 HHOCTPAHCTBA.

V %HBOTY H pamy yBeK ce 10 IpaBWTy nperuidhy cTapo H HOBO, MO3HATO H HENo-
3Harto, BuheHO u HeBHleHo. To cy nuTama koja HaMehe W TeMa OBOT CKyna — MOAEPHH-
3aM — HCTHHa y ofpeljeHOM HCTOPHjCKOM BPEMEHY, H HBeroBO TyMaueme JaHac. To je
BEYHTa TEMa CBHX OHHX Koju ce 6aBe KynTypoM, ymeTHomhy, cTBapanamTBoM. Hma nu
KOMITO3HTOpa KOjH ce HHje ocnamao Ha Beh mocrojelie, HacielheHo, H KOjH HHje rienao
y 6ymyhHocT, Tpaxehin HauHH KaKo Ja CBOja YMETHHYKA Ka3HBamba INPpeHeCe CaBpEMEHH-
MMa, atu ¥ 6yayhinM resepaunjama. OcirymkyjyhiH HeCHIypHe Tparose peueniuje Ho-
BHX Jiela, My3HYKH KPHTHYapH NMOKYIIaBajy Aa MX KOJHKO je To Moryhe o6jekTHBHO
BpelHyjy W yTeMesbe y NAaTOM BpeMeHy. My3HKONO3H M aHAIHTHYApH, y3 NMPEJHOCTH,
am ¥ 6apHjepe MCTOPHjCKE NUCTaHLE, AaHANU3UPajy NpeheHH IyT H ayTopa U BHXOBHX
nena. Carnenasajy CTBapalalliTBO y HEFOBOM YMETHHYKOM Tpajakby H IEJOBambY Kpo3
BpeMe, OTKpHBajyhiv A€IOTBOPHOCT WIH NOTIYHY HeMoh onpeljeHHX cTaBoBa, NocTymna-
Ka M CTHJICKHX YCMepema.

buio je Tako y BpemeHy Joana Kyky3ema u I'jom Iudaja y cpenmeM Beky, Ta-
KO je W jJaHac, caMo ce AMcTaHLe noBehaBajy npeMa NpOLUTHM ernoxama, 1na ce Tako
yCI0XKHhaBa Hallla Be3a Ca BpeMEHOM HacTaHKa A€Na, BBHXOBHM TyMauemheM, HaUHHOM
u3Boliema U YBHIOM y HBUXOBY pELENIH]jy y NPOLUIOM H Y HalleM BPEMEHY.

Bepyjem na he oBaj ckyn OAroBOPHTH Ha MOjeAHHA MHTAKkA Kala je y MHTamky
My3uuku modepHuzam y XX Beky, cBakako hie yka3aTi Ha HU3 AwiieMa, Kako Y LEHTpH-
Ma €BpOICKE KYITYpe, TAKO H Ha nepHdepHjH KO MaIHX HApoAa, MOCEOHO OHHUX YHjH
CY TOKOBH MCTOPHJCKOT H KyJTYypHOT pa3Boja MMalH CBOj cneuuduyan myt. OuexyjeM
na hie ce OTBOPMTH M HH3 HOBHX NMHTama koja hie okynupatiH Gyayhe McTpaxuBaye, a
Mox1a H nomolin 1a 60Jbe pa3yMeMo TOKOBE CaBPEMEHOT MY3HYKOT CTBapallalliTBa.

Xenum cBUM YYEeCHHLIMMa CKymna caap)kajaH M yCNelaH pai, ajld W NpHjaTaH
6opaBak y HaweM rpany, y Cpnckoj akaieMHjH HayKka H YMETHOCTH H BeHOM My3Hko-

JIOLLIKOM HHCTHTYTY.
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1. I WILL begin with a little story rather than a grand narrative. Actually,
it is quite a big story. It is just not much reported, and it certainly does not make
the music history books. It concerns the transfer of music all the way from the
western rim of Europe to its eastern rim. In 1492, following an expulsion edict
by the Catholic Monarchs, the Jews left Spain, and a bit later they left Portugal
too. Some went to the Protestant North, some to the Mahgreb, some to Italy.
But the majority came to the European territories of the Ottoman empire, in a
word to the Balkans: first to the major ports (Valona, Salonika, Istanbul), then
over the following half century to the inland cities (Monastir, Skopje, Sarajevo,
Belgrade). They were known of course as Sephardim (literally, Spanish Jews),
and they came in such numbers that they assimilated existing Jewish communi-
ties and preserved many aspects of their Spanish culture (including their lan-
guage: dialects of Judeo-Spanish or Ladino that are of great interest to romani-
cists as they preserve elements of old Castilian that have disappeared from
modern Spanish); there was in short something of a ‘transplanted Sepharad’
here in the Balkans, as Iberian cultural forms entered the Ottoman ecumene.'
They brought their music too, and as it happens I have done some work on it;
there is a surprising amount of data that helps us to reconstruct its history. But I
do not really want to talk about that in detail here. Instead I want to use the story
to explore some larger questions about modernism, which is after all our theme.

Now what, you may reasonably ask, has this Sephardic story to do with
modernism? I will try to answer that question in three ways. First, I will say
something about how modernity impacted on the Sephardim. Second, I will
suggest that modernism, understood as a cultural and intellectual response to
modernity, influences how we might tell their story. And third, with inevitable
circularity, I will argue that these modes of telling can in turn help us under-
stand a few things about modernism. It is all premised on the idea that little sto-

' E. Benbassa and A. Rodrigue, The Jews of the Balkans (Oxford: Blackwell, 1993), xvii.
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ries can speak into grand narratives in several ways; they can instantiate them;
light them up; critique them; deconstruct them. By focusing on marginalia, we
can sometimes see around the edges of familiar, canonised portraits of music,
musicians, and music-making.

So, first my Sephardic story. I will be rather specific here, and confine the
discussion to Sarajevo, one of the main centres of Sephardic Jewry in the Bal-
kans. The Sephardim were established there by the 1560s. They came mainly
from Salonika, and before that from Aragon and Catalonia rather than Andalu-
sia; there was also a small component of Portuguese. Much of our knowledge of
their life under Ottoman rule comes from references by both Turkish and Euro-
pean travellers (Evliya Celebi is indispensable, as he is for anything to do with
the Ottoman Balkans),2 but there is also factual data in the Archives of the Jew-
ish Sephardic Community, as recorded by Moric Levy,’ as well as the gadi re-
cords of the local Muslim court, and for a limited period the temettuat registers
in Istanbul.* As to their music, well we might describe a spectrum, taking us
from synagogal cantillation, where continuity with Hispanic origins was most
apparent, to newly composed piyyutim, influenced more by Middle Eastern mu-
sic, and from there to paraliturgical repertories, including coplas, and finally to
what interests me most: secular Judeo-Spanish repertories, including romances
and canciones, generally performed by women.

Now, the poetic forms and some of the texts of these Sephardic songs can
often be traced directly to Hispanic origins, no doubt because for the texts,
though not for the music, there emerged a stabilising written tradition: roman-
ceros and cancioneros. There is actually a substantial body of romanicist schol-
arship on these texts.” And that scholarship in turn helped to shape the
musicological agenda, particularly in the work of Judith Etzion and Susana
Weich-Shahak.® The general thrust of their work was to bolster the idea of a

Z Celebi was a seventeenth-century courtier and ‘professional’ traveller, whose monumen-
tal Seyahatname [Book of Travels] is an indispensable source of information on Ottoman life and
culture, and on what R. Dankof¥ calls the ‘Ottoman mentality’; see Dankoff’s An Ottoman Men-
tality: The World of Evliya Celebi (Leiden and Boston: Brill, 2004).

3 M. Levi, Die Sephardim in Bosnien (Sarajevo, 1911).

4 More detailed accounts of Jewish life in Sarajevo can be found in H. Pass Freidenreich,
The Jews of Yugoslavia: A Quest for Community (Philadelphia: The Jewish Publication Society of
America, 1979).

5 See S. G. Ammistead and J. H. Silverman, The Judeo-Spanish Chapbooks of Yakob Abra-
ham Yona (Berkeley: University of California Press, 1970), Judeo-Spanish Ballads from Bosnia
(Philadelphia: University of Pennsylvania Press, 1971), Judeo-Spanish Ballads from New York
Collected by Mair Jose Benardete (Berkeley, University of California Press, 1981), and Judeo-
Spanish Ballads from Oral Tradition, Vol. 1, Epic Ballads, with musical transcriptions and studies
by I. J. Katz (Berkeley: University of California Press, 1986).

® See J. Etzion and S. Weich-Shahak, ‘The Spanish and the Sephardic Romances: Musical
Links’, Ethnomusicology, 32/2 (1988), 173-209. Arguments for the Spanish roots of the music
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transplanted Sepharad by demonstrating Hispanic survivals in the music as well
as the texts. But actually there was quite a bit of wishful thinking in all that. It
has now been convincingly shown that Sephardic repertories in the main sur-
rendered to Ottoman forms and genres at a fairly early stage, borrowing well-
known Greek or Turkish melodies, including Sufi /lahije, and using the instru-
ments, the makamlar and performance styles characteristic of Ottoman music
generally.” There is hard evidence of this from earlier periods, and it is con-
firmed by the earliest recordings as well as by ethnographic work, including
interviews with some of the older Sarajevan singers, notably Jagoda Flory.
Modernity impacted on the world of the Sephardim with the switch to a
Habsburg administration in 1878, one of many collisions of Ottoman and Habs-
burg dynasties in the Balkans. With the Habsburgs came on the one hand new
infrastructures and new programmes of education; on the other hand new kinds
of bureaucratic control, crippling license systems, censorship.® But something
else came with the Habsburgs, and that was a growing awareness of what An-
thony Smith calls ethnies, with their constitutive cultures.’ For the Sephardim,
the contact with modernity inaugurated a process of self-reflection that culmi-
nated in agendas of what we might call Sephardic nationalism, though it is per-
haps not quite the right term. The necessary foil for this process was not so
much the Habsburg administrators themselves as the Ashkenazi Jews who ac-
companied them and who established their own community in Sarajevo. The
Sephardim defined themselves against the Ashkenazim, who had a different
lifestyle and a different political agenda, in the main Zionist. In any event, with
the change of administration the Sephardim got themselves organised, estab-
lishing formal structures of identity, through which they might articulate a new
sense of self and history, and also a new sense of self-division, as some of their
published novellas indicate. I do not want to suggest here that pre-modern so-
cieties were somehow free of internal contradictions. The issue is whether or
not these were given cultural articulation. So, structures of Sephardic identity
were instituted. The charitable foundation La Benevolencia was founded; then
the Judeo-Spanish magazine La Alborado; then the Sephardic nationalist maga-
zine Jewish Life, set up in opposition to the Zionist Jewish Conscience, and in
due course Benjamin Pinto’s consciously synthesising Jewish Voice. And it was
in this climate that there appeared the kind of identity-defining collections of

are also made by A. Galanté, in Turcs et Juifs: Etude historique, politique (Istanbul: Haim, Rozio,
et cie, 1932),

7 See 1. Katz, Judeo-Spanish Traditional Ballads from Jerusalem: An Ethnomusicological
Study, 2 vols. (Brooklyn: The Institute of Mediaeval Music, 1972).

® For an insight into the effects of this bureaucracy on music, see R. P. Pennanen, ‘Con-
trolling Sound and Music: Aspects of Musical Life in Sarajevo under Austro-Hungarian Rule’, in
T. Karata and S. Kazi¢ (eds.), 4* International Symposium “Music in Society” (Sarajevo: Academy of
Music in Sarajevo, 2005), 114-125.

% A. Smith, The Ethnic Origins of Nations (Oxford: Blackwell, 1986).
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oral culture that were common in nationalist movements at the time, by the ro-
manicists Fernandéz and Pidal, for example, but above all by the ethnologist
Manrique de Lara.'® La Benevolencia also supported the tamburitza society La
Gloria, who made some of the earliest recordings we have of Sephardic music
in Sarajevo in 1907. They were made by Felix Hampe, as part of a truly historic
tour, and copies are extant.'"

In all of this we see some of the characteristic transforming functions of
modernity, and thus some of the ways in which this little story speaks into the
grand narrative. One such function is the firming up of borders, in what might
be called modernity’s categorical quest. There was a novella published in Jew-
ish Voice that illustrates this.'? It’s called Friday afternoon, and it just depicts
two old Sephardi women sitting on a step discussing those mysterious Ashke-
nazim with their unfamiliar ways. It’s about identity, telling us about the self
and the other, about how we draw borders between communities but also be-
tween generations. It tells us too that modernity doesn’t just create borders; it
transmutes difference into alterity. Now in his book The Fetishism of Moderni-
ties, Bernard Yack translates this from the little story to the grand narrative.'
He reminds us that the ideology of the modern reduced particular human states
to notionally integrated wholes, even when it seemed to be arguing just the op-
posite, so that identities are created through mechanisms of contrast or opposi-
tion rather than of interrelation. Thus it was modernist thought stemming from
the enlightenment, and including ideas of nationhood, that created the so-called
‘minorities’—religious and linguistic—that we discuss so glibly nowadays. It’s
hard to unpick this process: something is assigned; something experienced; but
maybe experienced only because it’s assigned. And there are I think similar so-
cial technologies at work with centres and peripheries. Wherever I am is inevi-
tably the centre. Yet others may disagree. And I may be persuaded by the
others. The tension generated by the co-existence of these two states—we are
simultaneously centred and decentred—can result in highly defensive self-
representations; we may be sidelined by the grand narrative but at the same time
we mimick it. Thus do people become victims of ideology. I should perhaps just

1% A. Pulido Fernandéz, Los Israelitas espafioles y el Idioma Castellano (Madrid, 1904)
and Espafioles sin patria y la raza sefardi (Madrid, 1905).

1% R. Menéndez Pidal, Catdlogo del romancero judio-espaiiol (Madrid, 1906); S. G. Ar-
mistead (ed.), El Romancero judeo-espariol en el Archivo Menéndez Pidal, 3 vols. (Madrid: Cat-
edra-seminario Menéndez Pidal, 1978).

' See R. P. Pennanen, ‘A Forgotten Treasure-Trove—The First Gramophone Recordings
Ever Made in Sarajevo’, in I. Cavlovi¢ (ed.), 3 International Symposium “Music in Society”
(Sarajevo: Academy of Music in Sarajevo, 2003), 172-7.

12 See M. Nezirovi¢, Jevrejsko-Spanjolska knjizevnost (Sarajevo: Institut za knjiZevnost,
1992), 56.

13 B. Yack, The Fetishism of Modernities: Epochal Self-Consciousness in Contemporary
Social and Political Thought (Notre Dame: University of Notre Dame Press, 1997).
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add here, without elaborating, that for thinkers such as Levinas a philosophy of
the centre lies right at the heart of a European mind set, so that peripheries can’t
really avoid adopting a language of the centre.

The Sephardim’s response to modernity, I suggest, was not to reclaim
their culture, but rather to promote as a culture what had previously been self-
defined. That actually is quite a good description of how Enlightenment thought
spawned both cultural modernism and a nationalist ideology. Daniele Conversi
speaks of the ‘modern re-enactment of a pre-modern idea’.'* And that in turn
invokes what Svetlana Boym sees as another by-product of modernism, the
nostalgia that follows innovation (and also trauma). Nostalgia was a palpable
part of Sephardic self-definition in response to modernity. ‘In Sephardic homes,
like mine’, says Jagoda Flory, ‘as much as we remember the terrible things of
the Inquisition, we still have a deep feeling for Spain. We love the language.
We love the food. We love everything’."” But note that, as Boym argues in her
excellent book The Future of Nostalgia, nostalgia is almost always a second
generation phenomenon.'® And it was indeed among the second generation of
Sephardic collectors that we encounter what has been described as a longing to
reconnect. | mentioned briefly the first generation, notably Manrique de Lara.
The key figure of the second generation was Alberto Hemsi, who collected in
the Balkans in the 20s and 30s, and who also made arrangements of Sephardic
melodies for voice and piano.'” Now in these arrangements the traditional melo-
dies are contextualised in a highly specific, Spanish-influenced manner (the ac-
companiments sound pretty much like Granados or Albéniz). I will play two
recordings of the beginning of the Sephardic song Tres Hermenicas, a son§ that
was actually published in Jewish Voice, though it appears in many places.'® The
first recording was made by an immigrant to Israel: you’ll hear the oriental in-
struments and vocal style, and the untempered Hijaz tetrachord; this music has
clearly been absorbed by the Middle East.'’ In the second recording you’ll hear
Hemsi’s cleaned-up, harmonised, Spanish-sounding arrangement of the same
song: the key to this translation in some ways is the sub-dominant.”® Here

' D. Conversi, ‘Mapping the Field: Theories of Nationalism and the Ethnosymbolic Ap-
proach’, in A. S. Leoussi and S. Grosby (eds.), Nationalism and Ethnosymbolism: History, Cul-
ture and Ethnicity in the Formation of Nations (Edinburgh: Edinburgh University Press, 2007),
15-30.

' See the interview on www.nea.gov/honors/heritage02/Jagoda2.html

1¢'S. Boym, The Future of Nostalgia (New York: Basic Books, 2001).

'” See A. Hemsi, Cancionero sefardi, ed. and with intro by E. Seroussi in collaboration
with P. Dias-Mas, J. M. Pedrosa and E. Romero (Jerusalem: Jewish Music Research Centre,
1995).

'8 S. G. Armistead and J. H. Silverman, Judeo-Spanish Ballads from Bosnia (Philadel-
phia: University of Pennsylvania Press, 1971).

19 From the CD Cantares y Romances Tradicionales Sefardies de Oriente, Vol. 2, directed
by S. Weich-Shahak, Saga, KPD - 10.906.

% From the CD A. Hemsi Coplas Sefardies, Fondation du Judalsme Frangais.
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nostalgia has become a cultural project, something Svetlana Boym argues is a
key symptom of the modern age.

2. Now I want to use those two examples as a way into the second part of
my talk, which concerns how modernism has influenced how we tell, or might
tell, the story of Sephardic music. The key to this, I suggest, is what I might call
the ‘either-or’ mentality characteristic of the modernist citadel. Ethnomusicolo-
gists initially told this story as a narrative of displacement, and in doing so they
implicitly favoured one of two possible philosophies of place. Both of these
philosophies have a lengthy pedigree and both have, I suggest, a much wider
resonance in Balkan studies.” At the root of displacement narratives lies the
rather basic assumption that everyone has a proper place; we may not be there,
but we should be, so we define our identity by constructing our proper place in
our present place, which means constructing the past in the present; music is
good at that, and it is basically what you heard in the second example. But actu-
ally, as I hinted earlier, one could equally tell the Sephardic story as an accul-
turation narrative, which is what you heard in the first example. Underpinning
that narrative is the contrary assumption that we are creatures of the places we
inhabit today, shaped more by our present than our imagined past. There’s an
Arab proverb that puts it nicely: ‘People resemble their times more than they
resemble their fathers’.2? This can involve a kind of strategic amnesia. Defining
our identities, in this narrative, might involve silencing certain historical voices, or
deciding not to hear them. The key point is that for the Sephardim both narratives
were in play. The ethnomusicologists—modernist story-tellers—made a choice.

Modemnist story-telling also influences how we conceptualise the past.
Heiddeger reminds us (in The Concept of Time) that historical references can
really only function within discourses, and that we therefore need to start at the
discourse level rather than with the references themselves; we need, in other
words, to understand the nature of the discourse before we ‘do’ history.23 Now |
want to suggest that the modern science of history, and that includes cultural
history, produced a modemist discourse that effectively freezes the present, so
that the present takes on something like an autonomy character rather than a
dependency character. A line is drawn between past and present (though quitzs
where the past ends and the present begins is something of a question here).

2! See J. M. Smith, A. Light and D. Roberts, ‘Introduction: Philosophies and Geographies
of Place’, in Andrew Light and Jonathan M. Smith (eds.), Philosophies of Place (Lanham:
Rowman & Littlefield, 1998), 1-19.

2 Quoted in L. Boia, Romania: Borderland of Europe, trans. J. C. Brown (London: Reak-
tion Books, 2001), 47. )

2 M. Heidegger, The Concept of Time, trans W. McNeill (Oxford: Blackwell, 1992; orig.
edn. 1924).

% See M. de Certeau, L ‘Ecriture de I’Histoire (Paris: Editions Gallimard, 1975).
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This then enables an autonomous present to appropriate the past, rather than to
assimilate it, because assimilation will not produce history. From this self-ab-
sorbed present, synonymous with the modern, historical references then become
points in a picture, and one has the illusion that this picture is rather stable. For
cultural histories, it tends to be configured as so-called traditions with which the
modern can negotiate, even if that means using the traditions against them-
selves. The comforts of classification are very seductive here, and very dear to
the historian.

When | was thinking about this talk I amused myself by imagining
something rather improbable: a history of Sephardic music by Carl Dahlhaus, a
modernist historian if ever there was one. How would Dahlhaus have drawn the
picture, I asked myself. Well my guess is that he would have created a structure,

_and he would have defined that structure by way of a kairos—a point of perfec-
tion—that reveals it retrospectively. He might, for instance, have represented
the kairos as the point of maximum integration between two separate musical
cultures, Iberian and Ottoman, allowing him to understand the essential
dynamic of the history in the terms of a transitional state.” Understood in this
way, the Sephardic story might then serve as a paradigm for other meeting-
points of styles and traditions in Balkan music history. Indeed it might even
exemplify one of the most common understandings of so-called Balkanism,
raising familiar questions about the status of ‘betwixt and between’, of ‘in-
betweeness’. | am using language from Maria Todorova.®

But we might, of course, tell the Sephardic story in very different ways.
We might, for instance, draw on the literary critic Derek Attridge, or (perhaps at
a greater distance) the philosopher Alain Badiou, by allowing for the new di-
rections, the alternative visions, even the explosive transformative innovations
that become possible through human agency in direct response to what both
these writers call ‘events’, with their accompanying ‘evental sites’.”” Music his-
tory here would not be about structures, but about agencies, about actions occur-
ring within a practice, and often diverging from the ethos of the practice, just as,
on another level, the interests of practices may diverge from those of the insti-
tutions that house them, something most of us know only too well.?® If we were

2 On transitional states, see N. Schwartz-Salant and M. Stein (eds.), Liminality and
Transitional Phenomena (Wilmette, Ill., Chiron Publications, 1993). This is part of a wider lite-
rature whose orientation is psycho-analytical, but whose findings create interesting resonances for
cultural history.

6 M. Todorova, Imagining the Balkans (Oxford and New York: Oxford University Press,
1997).

77 D. Attridge, The Singularity of Literature (London: Routledge, 2004); A. Badiou, L ‘Etre
et |’événement (Paris: Seuil, 1988).

% For a discussion of the practice as a category, see A. Macintyre, After Virtue: A Study in
Moral Theory (Notre Dame: University of Notre Dame Press, 1981). I have argued elsewhere
(The Cambridge History of Nineteenth-Century Music) that music histories seldom address the
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to read Sephardic music history in terms of events and agencies in this way, we
would have no difficulty in singling out the key transformative events, even to
the point of identifying an origin and a felos. Again it is tempting to transfer
such ideas to the larger Balkan canvas. For example, recent political history in
this region might be understood as an event series that has been directly inter-
ventionist in music history, impinging on the beliefs, options and actions of mu-
sicians, and transforming their understanding of their practice. You could actu-
ally take that further if you want to follow Badiou. For him, events are prerequi-
sites for subjectivity. You can’t really have a subject without them.

It might be tempting to describe these two approaches as modernist and
postmodernist respectively. But in any case what is interesting is that it is quite
hard to see how we can find an accommodation between them. We seem to be
forced to choose between what are on the face of it two very different ways of
punctuating history. The kairos and the event (the point of perfection and the
transformative moment) are after all very differently ‘placed’ in any given his-
torical sequence. At this point, enter Jacques Derrida. Derrida warns us against
just this kind of reductionism, against the excesses of either/or. His reading of the
complex hinterland to ‘events’ in Spectres of Marx® offers us some possibility
of an accommodation between our two approaches. It achieves this by embed-
ding events within mini-histories—the hidden and intertwining backgrounds to
events—and by viewing them as simultaneously reactive and proactive. This is
an approach that is very sympathetic to the ambiguities of little stories, which
have a way of constantly wandering away from simple characterizations such as
the origin and the telos. What Derrida signals, and I’ll come back to it at the end
of this talk, is that contraries, unlike contradictories, do not exhaust the range of
possibilities.

One further thought on telling the Sephardic story. It seems worth asking
why, with a handful of exceptions, ethnomusicologists ignored Sephardic re-
pertories for so long. I want to remind you that in the formative stages of ethno-
musicology, or ‘comparative musicology’ as it was then known, this discipline
was just as much a product of modernity as historical musicology. The case is
familiar enough in general terms; basically it’s about how an elitist, Enlighten-
ment-engendered Modernist ideology attributed privileged status to uncontami-
nated, supposedly ‘natural’ societies, and from a perspective that betrays all too
clearly the European origins of the discipline (let’s leave aside the further mod-
emist impulses first to sanitise and then to classicise this music). That’s the fa-
miliar case, and the darker side of such notions of cultural purity are of course
familiar to us. But I want to emphasise something more particular; and that is

relationship between practices (which have their own setting, history, tradition, values, ideals and
ethos) and institutions, which are usually structured in terms of power and status.

? See J. Derrida, Specters of Marx: The State of the Debt, the Work of Mourning, and the
New International, trans. P. Kamuf (New York and London: Routledge, 1994).
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again the either/or mentality that forced repertories either side of a line demar-
cating progress and degeneracy. (Daniel Pick provides a context for this in his
book Faces of degeneration).*

Thus, on one side of the line we find two unlikely allies: modemnist art
music and rural ‘folk’ music. Both were ‘authentic’, in the sense that they were
respectively innocent of, or wary of, the debasements of mercantile art. On the
other side of the line we have urban popular music, which was deemed to be
tainted and degenerate, hybrid in a negative way. These repertories were
thought to lack authenticity by a Modernist generation, and this profoundly in-
fluenced the ethnomusicological agenda, which for long enough remained
nervous of cultural hybridity. Moreover, to the extent that urban popular music
in the Balkans was shaped by Ottoman traditions, it faced an additional layer of
prejudice from native scholars. For Greece in particular, oriental hybrids were
the worst kind of all. There were hard political reasons for this judgement in the
1930s of course, but there were also ancient tropes informing it. So how did this
leave Sephardic repertories? Within a modernist discourse, they were quite sim-
ply located on the wrong side of the line.

3. I want to come finally to just a very few reflections on modernism it-
self, generated by the Sephardic story and ways of telling it. It will already be
clear that I have been using the term modemity here in the way many historians
do, referring to political, social and intellectual transformations that took place
mainly in the seventeenth century, including transformations of the idea of the
past; it is in this sense that it has been recently argued by John Butt that the
whole orientation of what we have come to call western Classical music,
something marked by its exceptionalism, is a product of modernity.*' I have
been using the term modernism, on the other hand, to refer not just to cultural
praxes that responded to modemity, but to the cultural climate that enabled
those praxes, and to ways of interpreting them. Modemism, in other words, is
an ideology of the modemn, and if you force me to put dates on it I think I would
track it back to the 1850s or thereabouts. I suppose I have been circling around
the term rather than confronting it. And here I seize eagerly one of the most
generous gifts ever handed to scholars: Walter Bryce Gallie’s ‘essentially con-
tested concept’ [ECC].> The beauty of this is that it immediately relieves us of
any obligation to define the concept. Here is how Gallie describes ECCs. They
are ‘concepts the proper use of which inevitably involves endless disputes about

30 D. Pick, Faces of Degeneration: A European Disorder, c. 1848 — c. 1918 (Cambridge:
Cambridge University Press, 1989).

3" Unpublished lecture, Classical Music and the Subject of Modernity, sponsored by The
British Academy.

32 W. B. Gallie, ‘Essentially Contested Concepts’, Proceedings of the Aristotelian Society,
Vol. 56 (1956), 167-198.



24 Jim Samson

their proper uses on the part of their users’. He continues: ‘these disputes cannot
be settled by appeal to empirical evidence, linguistic usage, or the canons of
logic alone’. I am proposing modernism as a prime candidate for this status as
an ECC. The fact that everyone, including us, is rethinking it these days sort of
makes the case. On the other hand, an ECC is not a permissive society, and I
suspect that the danger of all this rethinking, whose main thrust seems to be to
favour multiple parallel modernisms, is that we just might lose touch with cer-
tain essentials.

I’ve really been trying to signal one of those essentials in this talk. I
called it an either/or mentality. If we project it from the little story to the grand
narrative, then I would say it comes into sharpest focus, musically speaking, in
the Weimar debates of the 1850s. From that point onwards the rhetoric tended
to separate repertories out into mutually exclusive categories that we might la-
bel classical, modernist and commercial. The category ‘modernist music’, then,
was almost inevitably profiled through its oppositional relations to the other two
categories. To some extent this remains the case even today, whether we focus
on use value, in the manner of Roger Chartier, or on musical styles, as Leon
Botstein does, for example, in his New Grove article on Modernism.” But the
either/or mentality was to become yet more ruthless in the early twentieth cen-
tury, through the dismissal of those notionally conservative repertories that were
coeval with modernist ones. And actually I suggest that if we really do decide to
rethink modernism, we can only do so by rethinking conservatism as well. That
may indeed be the more urgent task just now.

It was also in the nature of an early twentieth-century either/or mentality
that definite views were advanced about value and authenticity. Interestingly,
ideas of authenticity seem to cross some of the borders separating parallel mod-
ernisms, and I suspect they may add up to another of those essentials I spoke
about earlier. Such ideas were probably articulated most forcibly by Schoen-
berg, who, as you certainly know, argued that art should be constructed ac-
cording to certain principles rather than others and in close agreement with the
materials of which it is made (understanding materials here as an historical
category). For Schoenberg you really had to get all that right. And you had to
know that the road would be a hard one. Yes, there must be the incipient vision
that he saw as a precondition for an authentic creation, but there must also be
the labour necessary to realise it, given that composers, like the rest of us, have
been ‘driven out of paradise’ (his phrase, and modemist to the core).”* And

33 R. Chartier, Cultural History: Between Practices and Representations, trans. L. G.
Cochrane (Ithaca and New York: Cornell University Press, 1988); L. Botstein, ‘Modernism’, The
New Grove Dictionary of Music and Musicians, 2™ edn. (London: Macmillan, 2001).

34 See M. Breivik, ‘“Driven Out of Paradise”: Schoenberg on Creation and Construction’,
in S. R. Havsteen, N. H. Petersen. H. W. Schwab and E. Ostrem (eds.), Creations: Medieval Ritu-
als, the Arts, and the Concept of Creation (Copenhagen: Brepols, 2007), 165-182.
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while it is probably true to say that Schoenberg’s commitments and his refusals
came to seem rather sterile and self-congratulatory in the end, 1 personally
doubt if this justifies the presumption of the term ‘postmodern’. And here is the
dilemma, I suppose. To reject the either/or of modernism is to introduce another
either/or. About this, just one last thought, and then I am done.

Today, you can download Judeo-Spanish or Ladino ballads from the
internet in pseudo-medieval garb; blended with flamenco, or in the guise of
contemporary popular music; you can find it marketed as a species of Balkan
folk music, or as a variety of Mediterranean song: and note by the way the dif-
ferent connotative values of the terms Balkan and Mediterranean, the latter an
altogether sunnier affair. The point here of course is that Sephardic song is in
revival; it has achieved a kind of afterlife. It is now part of ‘world music’, with a
relatively free exchange of idioms across the several different Sephardic tradi-
tions, and between those traditions and more international popular music styles.
The suggestion is that these songs now belong to a single global culture; that
what lies beyond borders is just more of the same, if indeed the borders exist at
all. It becomes in a quite literal sense impossible to locate Sephardic song.

At this point I want to put in a final word for modernism, or at least to
caution against facile dismissals of the constraints it seems to impose. Or rather
I want Susan Sontag to do it for me. We might counter Bernard Yack’s critique
of modernism with Sontag’s apologia, in one of the last essays she wrote before
she died in 2004.”° For Sontag, whose work seemed to swivel constantly be-
tween aestheticism and ethics, the modern is not just ‘a very radical idea’; it is
‘one that continues to evolve’. She offers us a passionate defence of borders and
singularities in that last essay. A world without borders, she seems to say, is a
world without culture. What Sontag does, in a way, is to reject the illiberalism
of the postmodern. In effect, she makes an ethical case for a soft version of what
I have been calling the ‘either/or mentality’ of modernism, and it is the more
striking because it comes from someone who was alive to, and wrote exten-
sively about, the diminishing returns of elite culture. I say a ‘soft version’ be-
cause although she hangs on to contraries, she relinquishes contradictories.
Sontag doesn’t even use the term modernism. But then, like Hamlet, she is well
aware that the world offers us far stranger and more unexpected combinations
than are dreamt of in either modernist or postmodemnist philosophies.

35 S. Sontag, ‘Pay Attention to the World’, The Guardian, Saturday 17 March, 2007.
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PesumMme

V pagy ce HCTpaxcyje MOAEpHH3aM y My3HIH nomolly IHCKypca Kako
HCTOpHj€e Tako U reorpadHje, a c noceGHUM TexuiTeM Ha bankany.

Ckopaime peBH3Mje Haller pasyMeBama MOJCPHH3MA IOCTaB/bajy ce
YHyTap AHjanekTHke ,Jorahaja“ (TpaHcGopMaTHBHOr MOMEHTa, NpovYesba Aej-
CTBEHOCTH) H Kaupoca (Ta4dke CaBpIIECHCTBa, NMpodesba CTpykType). Ty ce jaB-
Jbajy IBa CyNpOTCTaB/beHa MOJe/a JHHAMHKE KyJITypHE HCTOPHje KOjH ce Mc-
NHUTYjy Y KOHTEeKCTy Haeja baaujya, [lanxayca u Jlepuae. Y KOHTEKCTy mpBoOT
MojieNna Nno3uBaM ce Ha kateropujy Hocrauruje (Cernana bojM) kojy cMatpam
NOCJICMIIOM MOJIEPHHCTHYKE MHOBallHje W NMOceOHO peakuHjoM Ha HHTEPBEH-
UMjy ¥ TpayMy. Y KOHTEKCTY ApYTor Mojena NO3HBaM cCe Ha KaTeropHjy NpH-
cBajama, anponpHjauuje (Poxe Lllaptuje). Moja Te3a je na, ucuprasajyhu nu-
HHjy u3Mel)y NMpOLUTOCTH M CaJallllOCTH, MH CTBapaMoO ayTOHOMHY CaJalIbOCT
Koja Hajipe Gupa, a 3aTHM NMpHCBaja (a HEe TOJMKO ACHMWIMpA) CBOjy MPOLLIOCT.
HcnuTyjy ce Heke MMIUIHKaLHje OBOT CTaBa Ha HCTOPHjCKY MY3HKOJIOTH]jY.

Kareropuje HocTalruje U anpornpHjauuje, HCTpaKeHe Y OKBHPY HCTODH-
je, MOTOM ce HCNHUTYjy Y BBHXOBHM OJHOCHMA IpeMa yrpalheHocTH y oapeheru
MPOCTOP H W3MEIUTEHOCTH, LIEHTPHMA H nepHdepHjama, ypOaHHM U pypalHHUM
exonorujamMa. U3HocH ce TBpAma Ja je MOJEpHH3aM IMPOH3BEO HEOYEKHBAHO Ca-
BE3HHIUTBO H3Mely aBaHrapHe M pypajHe ,HapoAHe" My3HKe, Ha padyH XHO-
PHAHHMjHX HAMOMa ypbGaHe nomynapHe My3uke. O6e Bpcte 6une cy ,,ayTEeHTHY-
He", y TOM CMHCIy fa je mpBa OGuia Heay)kHa, a Apyra onpe3Ha, Y OQHOCY Ha
MEpKaHTHIIHa YHH)Xema. [IpenMeT HCNMUTHBaka Cy M MMILUIMKALHje CBera Tora
Ha MY3HKOJIOTHjy, AMCUHIUIHHY Koja je (Y CBOjUM paHHM CTaJHjyMHMa) KyJITyp-
HY XHOpHAHOCT cMaTpasia 1y60ko npo61eMaTHIHOM.

BankaH Hyau uaeanHy JabopaTopHjy 3a nmpoyyaBame CIIOMEHYTHX Heja.
Osa TepuTOpHja je aeo EBpone, anH je oTnHcaHa H3 BHEHE KYITYype, Tako 1a je
rodesa a ce carienasa 6Hi10 ka0 TaMHa (OpHjEHTAIHa) CTpaHa eBPOICKE CBe-
CTH, 6MJI0 ka0 Mpa3HHWHA Y BEHOM CpLy; APYTHM pedHMa, Tpebaso je na npu-
XBaTH aTpHOyTe MH(EPHOPHOCTH HIIH 3a0CTAJOCTH na 6M adupMucana eBpon-
CKy UuBHIH3aLHjy. TakBa CHTyalHja TO3HBa Ha MPOYy4aBamkhe EBPOTICKHX Mpoje-
KaTa MOJIEPHOCTH MOMohy 6alkaHCKHX aTepuTeTa. AJIH OBO MOXE H J1a Ce Tpe-
okpeHe. He mpu3Haje ce yBek CTaB Aa ce MOJECPHH3aM MOXE PEBHAMPATH CaMo
aKO C€ TO YYHHH H Ca KOH3€pPBaTHBH3MOM.
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Bdlacoa! Bdlacoa!
Xenophon, Anabasis, 1V, 8

L’acquisition des connaissances fait approcher
de la vérité quand il s 'agit de la connaissance
de ce qu’on aime et en aucun autre cas.

Simone Weil, L ‘enracinement, Gallimard, 1949

Arti musices.

Prolem sine matre creatam.
Ovidius, Metamorphoses, 11, 553

Rem tene,verba sequentur.
Cato

SCIENTIFIC theories are revocable, whereas stylistic categories are subject
to sporadic reinterpretations. However, revocability and subjection to reinter-
pretations should not be considered mutually exclusive. Einstein’s general the-
ory of relativity (1915) did call into question the hypothetical existence of &ther
as a medium once believed to be necessary to support the propagation of elec-
tromagnetic radiation, yet it also offered a reinterpretation of the system of
Newtonian mechanics, having limited the scope of its validity. When facing the
notion of modernity, one is primarily called on to treat its meaning critically.
Does the notion of modernity belong to stylistic categories and hence to as-
thetics, or to history, or to both of them? Should asthetics still be considered a
domain of philosophy, or has it become a scientific discipline? The notion of
modernity has never been defined in a satisfactory way from an sesthetic
standpoint. It refers to a loose concept based on an arbitrary consensus about
what would be modern and what would not. Generally, ‘modern’ would be any
movement or climate of ideas, especially in the arts, literature or architecture,
that supports change, the retirement of the old or traditional, and the forward
march of the avant-garde. Yet, the questions (1) of what the nature of a would-
be change is, (2) of what should be ‘stigmatized’ as ‘old and traditional’ and (3)
in which direction the forward march of the avant-garde should go, remain
unclear and answers are subject to individual predilections. It is more fitting to
speak of a concept of modemity than of a notion of modernity, though even a
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concept should not be considered a ‘text’, itself treatable as subject to Gada-
mer’s ‘reader response theory’. According to Gadamer, the meaning of a text is
never a function purely of facts about the author and his original public (here,
mutatis mutandis, one should think primarily about the concept of modemity,
such as originated once in history), but is equally a function of the historical si-
tuation of the interpreter (here, mutatis mutandis, one should think primarily
about the concept of modernity, such as conceived nowadays).

Observing modernity from a historical standpoint does not help either.
Not that one should necessarily consent to Popper’s opinion on historicism
(Karl Popper, The Poverty of Historicism, 1957). According to Popper, histori-
cism is any belief in the necessity of historical processes, or belief that such
processes are governed by laws, and are immune to human choice and agency.
Still, an approval of historical ‘delimitations’ would not, itself, point out to a
‘fallacy’ of historicism. So, according to Amold Toynbee (4 Study of History,
1934-1954), Western Civilization entered its modern phase with the Renais-
sance and eventually the post-modem around the 1880s.' The term ‘post-
modern’ itself was coined by Toynbee.

From the @sthetic standpoint, the notion of modernism is universally at-
tributed to adherence to the ideas and ideals of the Enlightenment, whereas
modernistic art forms and the modernistic ideology reached their full momen-
tum only from around the 1880s. The contrary movement of post-modernism
began taking form only around the 1970s. However, it is legitimate to follow
the mentioned delimitations of art history. First, this is because discrepancies
between Toynbee’s ‘stylistic’ distributions of western history in general and the
consensually established analogous counterparts of art history and musicology
present, largely, a ‘terminological misunderstanding’. Second, because a layman
and a professional, a common concertgoer like a learned musicologist, agree,
even tacitly, that the last decade of the nineteenth century and the first two de-
cades of the twentieth embody such a demarcation line, such a ‘watershed’, that
what preceded them belongs to ‘traditional art’ (and the ideology of art), while
what follows is a ‘product of modernism’. Traditional art might be judged as
naive or ‘second hand’, it might even, considering some of its specimens, be
held as boring, sentimental, academic, kitsch or academic-kitsch, but there was
never any doubt about its ability to produce, if only sporadically, an ceuvre of
High Art. Nevertheless, the products of the modernism of after the 1880s are
still felt to be controversial.” Much of what will follow might take into account

! Be that a coincidence or not, for many a Marxian-Leninist, the 1880s would also be
historically important: in the 1880s global capitalism allegedly entered its terminal, imperialistic
phase.

% It may be hard to believe that modemity still appears controversial. Today’s post-
modernistic ideological frenzy leaves the door open for the theoretical speculations of many aca-
demic dilettanti. They rationalize their lack of sophistication and of straightforwardness, which
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the visual arts, architecture, literature and even contemporary trans-media and
multi-media art, possibly also contemporary ideology—which does not neces-
sarily imply only contemporary artistic ideology—but the author will limit his
discourse only to musical strata and developments. He ventured to take part in
the present conference because he feels that its topic reflects what is desperately
needed today: a reinterpretation of beliefs (or dogmas), of ‘facts’ (and conven-
tional interpretations of those facts)—a reinterpretation (and even a disturbing)
of historical paradigms related to past necessities which were nothing but dis-
guised contingencies. Such a reinterpretation does not try to disavow historical
reality. The subject of a reinterpretation would rather be the research on the na-
ture of a would-be change at the time of modernistic upheaval and the research
on what should, from today’s perspective, be regarded as ‘old and traditional’.

* ¥ %

Studies on musical modernity often begm with the 1865 Introduction to
the First Act of Wagner’s Tristan and Isolda.” For the first 23 bars the basic A
Major tonic triad refuses to appear. The long absence supposedly implies a fla-
grant modernistic crisis of tonality. Why, a sort of tonality indeed underwent a
crisis. Based on the subdominant and dominant harmonic functions’ flux of ten-
sions pivoting towards the basic tonic triad focus, classical tonality, a histori-
cal subset of the power set of Western Civilization’s tonal systems, domi-
nated the music of the eighteenth and nineteenth centuries. In Wagner’s music,
the scarcity of cadences closing with basic tonal triads is compensated by an
inauguration of secondary tonal centres, with their respective secondary turns of

are necessary for an understanding of and, in particular, for responding emotionally to the genuine
spirit of modernity. As the result of the mass production of a ‘radically-chic-international-crowd’
of neophytes, a rationalization is only to be expected. The new dogmatism postulates the claim
that modernity itself has never been modern enough. As if only Marcel Duchamp was matching
the standards. Since even the ‘light’ but undoubtedly professional Satie was too much of an
accomplished composer, a plausible level of musical modernity was supposedly attained only by
John Cage. So, is it not a paradox that a conventional veneration of academic ‘icons’, such as
Schoenberg, Webern and Adorno, remained undisturbed? On the other hand, much of genuine
modernism is described as insufficiently, i.e. ‘only moderately’ modern. The phenomenon is not
characteristic only of the neophyte, ‘recently liberated’ post-communist countries. In this sense,
let us remember, among other possible paradigms, an absurd lament on the ‘sad state’ of French
music between the two wars: Jean-Yves Bosseur, La musique frangaise dans |'entre-deux
guerres, [in French], ‘Musicology’, Belgrade, 2001, pp. 1190-128.

3 Adequate or not, the paradigm makes sense. Wagner was a highly original and innova-
tive composer. In his time, he was also a modern composer. Many outstanding academics, not
only music scholars, focused their research on the beginnings of modernity in the mid-1800s. For
instance, Nikolaus Pevsner does so in his Sources of Modern Architecture and Design. Musical
scholars often epitomize the arrival of modemity by a single piece of music (Wagner’s said Intro-
duction to the First Act of Tristan and Isolda). Pevsner inaugurates the modern times of architec-
ture and design by pointing to the London Crystal Palace—built in 1851.
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cadences, now introduced by new chromatic relationships between secondary
leading notes and the chords of their temporary resolutions. An almost constant
process of cadences did not necessarily have to call into question the inherent
possibilities of a further, still tonal, development of the newly hyper-chromatic
classical tonality. Nevertheless, De Falla was right (Manuel de Falla, Introduc-
cion a la musica nueva, Revista Musical Hispanoamericana, Madrid, 1916) in
writing that of all post-Wagnerian Austro-German composers, not one, not even
Richard Strauss or Schoenberg could boast of a single modernistic innovation
of any significant magnitude or relevance as regards the achievements of the
late master.* As for post-Wagnerian innovations, the present writer believes that
they should be sought in the late musical ceuvre of Scriabin (a Russian), and
also—although the proposition might be somewhat far fetched—in the musical
settings of Messiaen (a Frenchman).

It is understandable that Schoenberg’s a-tonality and, a fortiori, the
Schoenberg-and-Webermn dodecaphonic-serial technique, led so many scholars
to see in the endeavours of the two composers the very embodiment of a truly
modermnistic revolution. Indeed, the arguments relevant to judgements about the
would-be modemistic status of a reform should have been sought deep within
the stratum of the structural habitus of music. Yet, the crucial dilemma of
Schoenberg, the Tonalisch oder Atonalisch question, posed explicitly in his fu-
gato (1?) Drei Chorsatiren, was a false dilemma. Not only because the techni-
cal means to achieve the proclaimed goal (to establish an organized atonal set-
ting by a dodecaphonic, eventually a serial ‘method of composing’) failed to
serve the proclaimed purpose. Does one really hold that the essence of tonality
would be a preponderance of a particular tone pitch, so that banishing a given
pitch to appear earlier than all the remaining ones, a ban on octave doublings or
the prohibition of reiterative appearances of a single pitch would render the
system a-tonal?! Indeed, ‘ex falso quodlibet:’ bizarre and fruitless remedies
were the consequence of the futility of posing a question which had already
been answered. The historical crisis of tonality had been solved around 1900.
Modern musical times began in Paris, the rotten classical tonality having been
succeeded not by traditionalist and ‘devoted’ disciples of Germany’s ‘three-
great-B’s’, but by Debussy’s system of genuinely novel hybrid modality, a

4 As if to confirm De Falla’s observations, Strauss (in Furtwangler’s words) explained, in
1945, what he owed to Wagner. The citation (in French, since, to the best of the author’s knowl-
edge, the book has not been translated into English) is from Emest Ansermet’s Les Fondements
de la musique dans la conscience humaine (Editions de la Baconniére, 1961, Neuchétel, Switzer-
land, Vol. One, p. 442 n.): ‘La guerre terminée . . . [Furtwingler] lui exprima sa surprise de le
trouver dans un état de parfaite sérénité : « Je savais depuis longtemps, lui dit en substance
Strauss, que ce régime et cette guerre détruiraient 1’Allemagne : mais 1’Allemagne avait pour
mission sur la terre de révéler aux hommes la musique, et aprés Wagner, cette mission était ac-
complie. — Comment ! s’exclama Furtwdngler... et vous ? — Oh ! moi, je ne suis qu'un épi-
gone, » lui dit Strauss.’
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system capable of organizing the totality of a new and systematic morpho-
logical dynamism. It is perhaps understandable that the full scope of Debussy’s
modernistic revolution was never perceived according to its true nature. Even
todayj, it is ‘felt’ more than comprehended. The ‘modal revival’ of the end of the
nineteenth century, in France and elsewhere, was nothing but a symptom of a
general dissatisfaction with the then actual tonal system. It left its traces in the
works of Fauré and even (early) Debussy (a phenomenon which produced the
‘fable’ of his supposedly ‘diatonic’ preferences), but the usage did not challenge
theories concerning the nature of traditional plainsong ‘Greek’ modes. Those
theories, however, were to be challenged. The modal setting of the sixteenth-
century musical production, of the works of Josquin des Prés, of Lasso or Pa-
lestrina, does not correspond to the theoreticians’ paradigms. A modal unity
with one initialis (which is logical), but also with one and only one finalis, such
as implied by the nineteenth-century pedagogical exercises of writing counter-
point lines ‘on a given cantus firmus’, is taken to duly represent the abstract es-
sence of the structural settings of the said production. Why, it does not. The de-
vices of musica ficta, which is ‘chromatically’ altered sub(semi)tonia modi and
the usage of ‘Picardy thirds’, do not bring a ‘chromatic’ flavour to an otherwise
diatonic setting. A ‘quasi-turn-of-a-cadence’ focusing on any degree of the do-
decachordon set of pitches happens every now and then, but the modal flavour
of the thus reached one-and-the-same pitch foci also changes every now and
then, due to the preceding, chromatically alterable position of the virtually thir-
teenth or fourteenth members of the set, that is, due to the preceding b-rotun-
dum or b-quadratum binomial chromatic position of the ‘double alteration’. A
‘false relation’ is about to happen every now and then, and when it does happen,
as in Gesualdo’s works, the habitus of the Ancient Greeks’ chromatic genus
becomes projected into a two-dimensional musical space. Let us expand the b-
rotundum-and-b-quadratum binomial chromatic bifurcation to other relevant
members of the virtual preset in which a dodecachordon set of pitches will
come into existence, and we shall face a projection of the Ancient Greeks’
chromatic genus into the fully three-dimensional chromatic musical space of
Debussy’s hybrid modality; a projection of the ancient enharmonic genus being
expected to occur only with bi- and poly-modality, the systems to be found al-
ready in Debussy, but also in early Stravinsky, in Prokofiev, in late Ravel, late
De Falla and in the music of The Six. Debussy’s Tonsatz is tonal. There should
be no confusion about that: fonality is a power set of all sorts of modalities, but
not only of them, classical functional tonality being, on the same footing, also a
member of the set, not of some other ‘antithetic’ set.” Yet, Debussy’s tonality is

3 At the very end of the nineteenth century, the eighteenth- and nineteenth-centuries’ ma-
jor-minor functional tonality was ‘pressed out on a higher dialectical level’ (i.e. ‘aufgehoben’, to
put it in Hegelian terms) by Debussy’s novel hybrid modality—prepared to some extent already
by Mussorgsky. The actualization of ‘harmonic functions’, which occurred implicitly in the six-
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‘non-functional’ or—better to say—at the beginning of the twentieth century
tonal harmony became non-functional again: the modal musical language of the
sixteenth century had also been non-functional. In Debussy’s music there is no
differentiation between fundamental notes and those simply appearing in the
bass line. Relationships between two subsequent chords depend again on how
many (if any) common pitches they have, while consonances are ‘emancipated’
up to an acoustic maximum of the uppermost harmonics. There is clear voicing
and a general aspect of the setting is melodic rather than harmonic. Thematic

teenth and a good deal of the seventeenth century and came into existence altogether explicitly at
the end of the seventeenth and in the eighteenth and nineteenth, did not become lost for good.
Technically, there was nothing inherently incongruent between the incidence of ‘harmonic func-
tions’ acting as a morphologically activating principle and the new modal system established
around 1900 (albeit perhaps yes from a stylistic point of view). The twentieth-century hybrid
modality was not just a simple repetition of the old sixteenth-century modality. The chain of ac-
tions and reactions points to a unity within a system. The system itself might legitimately be
named simply fonal, notwithstanding the ‘modal-to-tonal’ versus ‘“functionally tonal”-to-tonal’
nuances. So, tonality, as stressed above, is a power set of all sorts of modalities, including also
classical functional tonality. It would not be possible to assert, from a logical or from a historical
point of view, that the genus proximum of a system of modality would be the system of classical
Jfunctional tonality—a system comprehended just like that: as a unique system ‘positioned at the
top’. Antithetic to the above defined power set would be only an atonality power set, but the sys-
tematic antithesis would be nevertheless logically invalid due to the lack of positive content
which would serve as a point of departure. Yet, the system of modality (or modalities) and the
system of classical functional tonality themselves cannot be placed in an antithetic position. To-
nal—generally speaking tonal, i.e. tonal in the above postulated sense—would be any system
according to which all kinds of pitch relationships existing within the set system of pitches would
be subject to unintentionally established rules, regardless of whether the rules are established
consciously or subconsciously. The status of ‘non-intentionality’ and that of ‘acting consciously’
should not be considered mutually exclusive. Relevant pitches, among which the mentioned rela-
tionships have been ‘lawfully’ established, are themselves necessarily more restricted in number
than the set of all pitches belonging to the system. This restriction happens in one way, as regards
music ‘hors-temps’ (to put it in the terms of Xenakis), which is almost ‘an sich’, regardless of a
given piece of music or a given musical process, and it happens in another way, which is ‘en
temps’, in a given time of a given section of a given piece of music (or of a given musical proc-
ess). One can explain this perhaps more clearly by observing the classical tonal setting paradigm,
notwithstanding whether one is dealing with functional tonality, or ‘non-functional’ (modal) to-
nality: the first, the ‘hors-temps’ case would refer to acoustical consonances judged as appropri-
ate to figure as basic ‘harmonic’ material fit to build metrically stable chords with, whereas the
second, the ‘en temps’ case would refer to ‘harmoniefremde Tone’. If the relevant pitches, which
are the sum of all kinds of pitches featuring within the set system of pitches, were not subject to
the thus established rules, no morphologically constituent dynamism of the relationships among
those pitches would be possible. Equally so, a tonal centre is not necessarily either a master or a
companion of tonal music, although, admittedly, it is most often discernible. Music has been to-
nal, from the dawn of mankind, be that the music of people or that of a temple or of a princely
palace. It has always and everywhere been so. Pitches narrower than those a semitone apart may
belong to a tonal system. They do not necessarily imply a-tonality. Finally, mentioning ‘the dawn
of mankind’ means exactly what it means: fonal music is primarily a bio-anthropological phe-
nomenon, and only secondarily—a sociological one.
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work is often present, yet, for an academic observer it is obscured by the fact
that Debussy’s form is synthetic and not analytic. That is, the development
sections are often there (cf. La Mer, Jeux, Images pour orchestre), but the
‘vaulted’, ‘definite’, ‘self-sufficient’ phrases (not at all over-restricted in their
length) come as the result of a previous work with motives (minute, as motives
normally are!), so that musical form becomes a process of synthesis, progres-
sing ‘from something chaotic and unstable’ to something ‘stable and substan-
tial’—a process diametrically opposite to that of the ‘analytic form’, a classicist
achievement of the First Vienna School, an achievement about which a Schoen-
berg and a Webemn, the supposedly modernist protagonists of the Second Vi-
enna School, felt nothing was to be regarded as obsolete. Debussy was reticent
in his explanations, yet, having named some of his last works as ‘sonatas’, he
was explicit. Here is what those titles should mean: ‘I, Claude Debussy, “musi-
cien frangais”,® have produced a complex, coherent and systematically elabo-
rated instrumental form, a worthy pendant to the ancient and discarded form of
the sonata. Hence I name it thus, “sonata”. Sapienti sat!” Out of place indeed is
any talk about any neo-classical features in those entirely novel forms, such
as the sonatas one of which contains a ‘Pastorale’, an ‘Interlude’ and a ‘Fi-
nal for its movements, while another contents itself with a ‘Prologue’ and a
‘Sérénade et Finale’.

In 1963 Donald Mitchell published The Language of Modern Music,
which to a large extent dealt with the ‘musical modernism versus musical
neo-classicism’ controversy. The book presented a worthy reply to Adorno’s
outrageously racist invective against Stravinsky.” Mitchell did his best to

¢ Debussy himself signed as ‘musicien frangais’ the three sonatas which, out of six
planned, he managed to produce by the end of his life.

7 Were it not for branding Elgar, Britten and Sibelius, the first two of whom certainly be-
longed to the Germanic cultural background and the third almost (‘the trumped-up glory sur-
rounding Elgar . . . and the fame of Sibelius’, ‘the triumphant meagerness of Benjamin Britten’)
(Theodor W. Adomo, Philosophy of Modern Music, English translation by Anne G. Mitchell and
Wesley V. Blomster, The Seabury Press, New York, 1973, p. 7), it would be mostly against the
composers of Slav or Latin origin that Adorno launched his venomous ‘boutades’. Thus
Tchaikovsky is ‘the ever popular Tchaikovsky,” who ‘portrays despondency with hit tunes’ (ibid.,
p. 12); Shostakovich is ‘unjustly reprimanded as a cultural Bolshevist by the authorities of his
home country’ (ibid., p. 14); there is something ‘savage . . .’, ‘animal . . ." or ‘bestial . . .’ to be
associated with Gaugin (‘the affinity is unmistakable between Sacre and the reproach of a
Gaugin-like character’) and Ravel’s Paris was ominously distorted and depraved: ‘it further re-
veals its undisguised joy at the vulgar splendor of it all. Such joy, to be sure, was easily compre-
hended in the Paris of Ravel’s Valses Nobles et Sentimentales’ (in the German original ‘an der
wiisten Pracht’, literally ‘ar the dissolute luxury’,—note by V. T.); (ibid., p. 148). Possibly this
refers only to some over-heated emotional predilections. Yet, outrageously racist indeed is
Adorno’s endless invective against supposedly psycho-pathological traits both of Stravinsky’s
music and of his personality—a personality that represented the most outstanding western-cos-
mopolitan composer, denying ‘in a wrong way’ his Russian roots. This invective emanates some
‘socially prophylactic zeal on public hygiene’ which seems to belong rather to ‘Deutsche
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show that Stravinsky (compared to Schoenberg) was also a ‘modernist’.
However, he expressed his disillusionment with the legacy of both compos-

Bewegung’ eugenics than to a discourse on the arts. It is amazing how respected, even today,
Adomno’s biased theories are: his Philosophy is one of the most frequently quoted books of mod-
ern musicology. Why?

Firstly, common opinion rarely affiliates leftist ideas with cultural racism. Yet, the fol-
lowers of Marx have seldom been free of a racist contempt for this or that nation. Lenin despised
his native Russian nation and people no less than Karl Marx had done regarding Russia. Any
radical ideology, apt to act on an ‘improvement’ of human nature, is even involuntarily racist:
equally so today’s ‘Lumpen’-liberalism and consumer multiculturalism, at this point still different
from their alleged ancestor, Mill’s classical liberalism.

Secondly, Adorno’s Philosophy is a well-written book. It emanates an original and au-
thoritative standpoint and its topic is of the greatest interest. The processes of deductions are ac-
complished in a logically impeccable way and simply inspire respect. (Those processes always
are awe-inspiring and apparently all-convincing.) However, a process of constant deduction is not
scientific. In the beginning there must be something arbitrary. From Boehm-Bawerk’s criticism of
the Hegelian Karl Marx (say, from his History and Critique of Interest Theories or his Karl Marx
and the Close of His System) it is implied that readers who have no problem absorbing the first
fifty pages of The Capital would not need any argumentation for the rest of it. So, one who re-
mains unperturbed by Hegelian-Marxian Adorno in the first sentence of his Philosophy, borrowed
from Walter Benjamin, a sentence full of logically impossible notional equalizations and implica-
tions, will probably be attracted to the subsequent content without resistance. Namely: ‘The his-
tory of philosophy viewed as the science of origins [Die philosophische Geschichte als die Wies-
senschaft vom Ursprung] is the process [ist die Form] which, from opposing extremes, and from
the apparent excesses of development, permits the emergence of the configuration of an idea as a
totality characterized by the possibility of a meaningful juxtaposition of such antitheses inherent
in these opposing extremes’ (ibid. p. 3).

At the beginning of the twentieth century, a misalignment between possible ways of
thinking musical modernity was nevertheless genuine and—jfor the time—understandable. It re-
flected the discrepancies regarding the fact that the same artistic phenomena were considered by
some people as simply invalid—conceptually, ‘artistically’ and even ethically invalid and, simul-
taneously, by some other, as ‘worthy and modern’. Let the opinions on one and the same phe-
nomenon be confronted. Adorno comments on the songs of Mussorgsky: ‘It was noted long ago
that the lyricism of Mussorgsky is distinguished from the German Lied by the absence of any po-
etic subject: he views each poem as does the opera composer the aria, not from the perspective of
the unity of direct compositional expression, but rather in a manner which distances and objecti-
fies every possible factor of expression. The artist does not emerge with the lyric subject. In es-
sentially pre-bourgeois Russia the category of the subject was not quite so firmly fitted together
. . . not one of the brothers Karamazov is a “character’” (Adomo, p. 144 n.). Debussy views the
songs of Mussorgsky in a completely different light: ‘Nobody has spoken to that which is best in
us with such tenderness and depth; he [Mussorgsky] is quite unique, and will be renowned for an
art that sufffers from no stultifying rules or artificialities. Never before has such a refined sensi-
bility expressed itself with such simple means . ..’ (The Nursery, Poem and Music by M. Mus-
sorgsky, La Revue blanche, 15 April 1901, in Debussy on Music, Alfred A. Knoff, New York
1977, p. 20.). Now, here is how Adorno and Debussy felt about the same section from Stravin-
sky’s Petrushka, which is, about the scene of the Magic Trick. Adorno writes: ‘There is already a
counterpart in Petrouchka . . . the Showman who commands the marionettes to life. He is a char-
latan. . . . His principle of domination—the musical principle of authenticity—emerged out of
play—from deception and suggestion. It is as though contrived authenticity recognized its own
untruth in such an origin’ (Adomo, p. 160 n.). Unabashed by fictitious and pre-modern oppositions
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ers.® Stravinsky did not renounce his inclination to recycle the past: his serial
phase was just a new volte-face, the serial technique having also delivered itself
to a historical style, ready for a neo-classicist treatment. The shortcomings of
the Schoenberg-and-Webern parochial ideology, which blinded both authors
and their dogmatic followers to so many novel endeavours, led Mitchell to

between the so called absolute and the so called programmatic music, Debussy comments on the
same scene: ‘I do not know many things of greater worth than the section you call “Tour de
passe-passe”. . . . There is in it a kind of sonorous magic, a mysterious transformation of me-
chanical souls which become human by a spell of which, until now, you seem to be the unique inventor.
Finally there is an orchestral infallibility that I have found only in Parsifal. You will understand what I
mean, of course.’ (Debussy’s letter to Stravinsky of April 1912, quoted in Edward Lockspeiser’s
Debussy, His Life and Mind, Cambridge University Press, 1978, Vol. Two, p. 180.)

Apart from Debussy’s highly indicative appraisal of Wagner’s Parsifal, it should be noted
that, if anything was to be regarded as modern at the beginning of the twentieth century, it would
have been the abandonment of sentimental romantic Einfiihlung, subjective empathy, and, on the
other hand, the affirmation of a ‘let the story speak for itself” attitude. It is obvious how passé the
ideas of Adorno, the Schoenberg’s alter ego were. It is legitimate to compare the ideas and opin-
ions of Debussy the composer, and Adorno the philosopher. Their vocations are not necessarily to
be put in an antagonistic position as regards how they felt about one and the same topic—their
respective French and German nationalities either. Indeed opposite are the ways of Debussy’s
epagogé, the inductive method of developing even his synthetic musical form, and Adomno’s ‘als
ob’ method of constant deduction. Anyhow, as regards thinking modemnity, the Schoenberg / De-
bussy controversy was, and still is, the real one—and also, the most relevant one.

§ Mitchell mentioned in passing that a ‘third way’ of musical modernity might have been
based on folk idioms. He briefly discussed the ways of Barték and of Vaughan-Williams. Had he
paid attention not to particular musical idioms of this or that nation, but to the general hybrid
modal stratum common to many European national musical genii, he would have naturally come
across the roots of the internationally relevant modernity of Debussy, the composer whose music
managed to achieve being an incarnation of profoundly French properties perhaps never to such
extent as when paying homage to the musical souls of Spain (/beria), of Scotland (Gigues) and of
Italy—the latter country being present in his Rondes de printemps at least as much as the volatile
skyscape of his native Ile-de-France. Schoenberg dismissed as futile any influence of a national
folk idiom on the would-be modernistic musical language of his days. Yet, he should have re-
membered that the magnificent music of Johann Sebastian Bach’s Jralian Concerto, his French
Suites and the English suites did not lose its German character (or its ‘International Baroque’
character—the distinction is of little importance now) nor became stylistically obsolete due to its
celebrating local vernaculars not only as regards technicalities but also with respect to inner
spiritual substance. Despite theoreticians addicted to the pseudo-liberal ideology of today, a ‘na-
tional’ style in music is neither the exclusive property of the nineteenth-century Romanticism, nor
itself an impediment to a possibly modemistic endeavour. Often it enables its protagonists to have
an understanding and hence adequate appreciation within the diversity of other stylistic ap-
proaches, themselves also possibly ‘local’ in character. ‘Dear Stravinsky, you are a great artist.
Be with all your strength a great Russian artist’, wrote the undeniably French Debussy to Stra-
vinsky (Lockspeiser, Vol. Two, p. 185). The ‘obvious’ lack of folk music ingredients does not
render an idiom necessarily less ‘national’: the great Austro-German music of the eighteenth and
nineteenth centuries is not ‘international’ rather than ‘national’. Yet, the lineage to its folk music
roots is not commensurably apparent. The great music of Scriabin or Prokofiev reveals probably
best the inner being of the Russian soul, the former composer never and the latter hardly ever
appealing to their native land’s folk music resources.
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consider Schoenberg also as a sort of neo-classicist. Neo-classicists take special
interest in ‘commenting the past in their own way’. Not so the new generation
of great modern composers who came in the time of Mitchell’s book and
immediately after: Xenakis, Takemitsu, Lutostawski, Ligeti and Glass. Their
way of ‘rethinking musical modernism’ implies that, if there were any place for
a controversy regarding the matter, it would be a Schoenberg / Debussy rather
than a Schoenberg / Stravinsky controversy. Also there is no doubt about
which side they would take. The same is true of the great jazzmen, Bill Evans
and Miles Davis, of great jazz-rock musicians to come, Herbie Hancock, Chick
Corea and Keith Jarrett—or of Jobim.” Writing about cante jondo and of the

® Listing prominent jazzmen should not appear unexpected. It is not possible to over-esti-
mate the revolutionary character of the appearance of jazz on the stage of the twentieth-century’s
great music. In its beginnings jazz was the folk music idiom of African Americans. Since the
second half of the twentieth century it has become, through its pop and rock derivatives, a ‘folk
music’ idiom sui generis of the global and westernized technological society of mass production.
With its poor quality, due to its over-commercial character, today’s ‘pop and rock’ could often be
disputed both from the asthetic and from the socio-political points of view. The standpoint from
which Adomo observed the ‘Schlager’-pop music of his days is also perhaps comprehensible.
Yet, he made no allowance for the jazz vernacular. At the time jazz was still a pure, vital and
fascinating folk idiom of its own. It is no wonder that Debussy, the modemnist, took jazz as he
knew it seriously, paying homage to the idiom in his music. Doing so, he did not manifest any
need for a conceptualistic ‘deconstruction’ or for treating the idiom as emblematic of any socio-
logical or other extra-musical ideas. Just like any sound and natural musical language, jazz did not
need an idealistic apology for its existence. Needless to say, the same applies to the presence of
jazz in the musical ceuvre of Ravel, of Gershwin, of Milhaud, of Hindemith and of Honegger. Yet,
for the supposedly modernistic protagonists of the Second Vienna School, e.g. for Alban Berg in
his opera Lulu, ‘jazzy’ stylistic traits (or rather—sort of ‘jazzy’ traits) were good enough only to
portray the social ‘alienation’ of morally degraded humanity—say, to describe the lurid charm of
a prostitute and generally a ‘brothel atmosphere’. Ridiculing composers for taking jazz seriously,
Adorno pointed to the ‘primitive’ essence of jazz (which he obviously placed on the same footing
with the pop music as he knew it). He thought that jazzmen were fifty years late in discovering
the harmonies of Debussy. Such an observation reveals a phenomenal misjudgement. First, De-
bussy’s harmonies, like any other composer’s harmonies, cannot be excluded from the general
discourse appropriate to the musical language of their author. Secondly, they do not represent a
certain ‘historically attained’ level of complexity, which, in principle, might be ‘conquered’,
‘better ever than never’, or should be ‘historically’ surpassed and hence abandoned. There are no
harmonies to be forgotten in music. Historical ‘progress’—Hegelian or any other—does not exist
in this way. There is no ‘historical fatigue’ of this or that ‘material’, due to its ‘historical’ over-use
(the ‘fatigue’ which is one of Adorno’s pivotal themes)—at least not of a ‘material’ being reduced
to its ‘atomic particles’, for example a chord, any sort. A C-E-G chord, say, is never one and the
same when used subsequently by Palestrina, by Handel, by Mozart, by Debussy, by Poulenc, by
Messiaen or by Glass. Once one is aware that the English and, say, the Chinese both comprehend
the phoneme ‘n’, one does not hurry to expel it from the system of the English language (or from
the Chinese, if that is the preference), imagining that it must have lost its function: possessing the
same phoneme, or not, does not render the English and the Chinese the same language, nor would
the mere fact of possessing a common phoneme, or not, help an English speaker understand Chi-
nese and vice versa. The major-minor functional tonality is not the only kind of tonality, either in
the light of possible historical or of logical precedence. So, when Berg places a C-E-G chord, in
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modernistic achievements of Debussy, De Falla ((1) the article mentioned above,
(2) the article on Stravinsky, published in La Tribuna, Madrid, also in 1916,
and (3) the article El ‘Cante Jondo’, Granada, June 1922)'° hinted, first, that
what Debussy’s musical language brought as fresh and imposing, had been sub-
stantially, if perhaps subconsciously, based on a common poly-modal stratum of
the folk music of many European nations, including that of Andalusia’s Spain,
and, secondly, that this very music of Andalusia, due to its Mediterranean,
pre-Roman and Roman-Byzantine heritage, was, together with much of Eu-
ropean music of the same origin, a living example of how natural and spon-
taneously organized original Ancient Greek modes and genera had been—not
only the diatonic genus, but also the chromatic and the enharmonic. For the
present writer, a modern composer from the Balkans, constantly nonplussed by
Santastic ideas about the nature of the folk music of his native part of the world,
it was something of a relief to read the words of the author of the famous 7/8
Andante tranquillo section of El Amor Brujo. Let the point be exemplified by a
paradigm. Bearing in mind that folk music of the Balkans is, like cante jondo, a
direct continuation of the Ancient Greeks’ modes and genera through its
Byzantine (and pre-Byzantine) heritage, one can hardly understand what led
Wellesz, a most outstanding authority on Byzantine music but also—a fact
which is perhaps of some interest—a Viennese pupil of Schoenberg, to dismiss
as ‘almost entirely nonsensical’ the discussion, reported by Byzantine scholar
Nicolas Mesarites, on the relationships between the intervals diatessaron (3:4)
and diaipente (2:3) and respectively the meters epitritos (3+4) and hemiolos
(2+3),"" the feet common in the Ancient Greeks’ music and characteristic not
only of the folk music of Andalusia or of the Basque region'? but also of the

an otherwise a-tonal context, as something turned cheap and trivial and hence fit to symbolize
‘money’, in the way he does in his operas Wozzeck and Lulu, he is wrong—there is little sense in
his metaphor. Extra-musical metaphors are nearly always superfluous and ineffective. A musical
reification of spiritual strata, even when audibly discernable and hence transparent, is something
akin to medi@val scholastic realism. ‘The world of ideas’ has nothing to do with music. Even
Scriabin is more a sensuous ‘physicist’ than a metaphysician. When Ravel recreates jeux d’eau
musically, he evokes neither an idea of ‘freshness’ nor a symbol or a metaphor of anything. He
achieves an objective musical counterpart of somebody’s (beneficent) physical experience when
diving in a cool lake on a hot day. If an ‘atmosphere’ envelopes the scene, as it does, this is be-
cause the sensation’s musical counterpart is objective, not ‘subjective’—‘subjective’ in the way
Adorno thinks the reason for a musical setting emanating a ‘Stimmung’ must be. The capability
of recreating reality by purely musical means reveals the greatness, sublimity and profoundness of
Ravel’s art. Pure music’s ability to achieve such a goal is truly miraculous.

19 See Manuel de Falla, Escritos sobre musica y musicos, Introduccion y notas: Federico
Sopeiia, Espasa-Calpe, S. A., Madrid, 1988.

'! Egon Wellesz, A History of Byzantine Music and Hymnography, Oxford University
Press, 1971, p. 63.

12 One should only remember the 3+2+3 8/8 meter of Ravel’s Trio and its Basque origin.
‘Ravel, comme Verlaine, a nourri une prédilection constante pour I'Impair « plus vague et plus
soluble dans I'air »... Influence de la métrique grecque retrouvée ? [Sic!l—V. T.] Influence de
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Balkans."® On the other hand, ideas about the tonal systems of the ancient Greek
and Byzantine music that are similar to those of De Falla are to be found in a
brilliant analysis by Iannis Xenakis Vers une métamusique (La Nef, No. 29,
Paris, 1967)."* Xenakis criticizes Wellesz regarding several items. So, for in-
stance: ‘Le déchiffrement des anciennes notations les a tellement absorbés, sem-
ble-t-il [i.e. les spécialistes] qu'ils en ont négligée la tradition actuelle de
I’Eglise Byzantine et leur a fait exprimer des choses incorrectes. En page 70 [of
his History of Byzantine Music and Hymnography] Egon Wellesz reprend, lui
aussi, le mythe des échelles antiques descendentes.” (Xenakis, Musique. Archi-
tecture., p. 55n.)

* & %

Out of many stylistic paradigms intrinsically referring to musical poetics
of their own and characterizing the artistic attitudes in recent epochs, it is not
necessarily the most promising syndrome that wins the evolutionary process for
the subsequent future. Like Bachelard before him, Thomas Samuel Kuhn
pointed out (in The Structure of Scientific Revolutions, 1962) that the history of
science is not a smooth progressive accumulation of data and successful theory,
but the outcome of ruptures, false starts, and imaginative constraints that them-
selves reflect many different variables. Something similar happens with the
evaluation process of past artistic strata and developments. Yet, a Hegelian
historical optimism is nothing but a lazy sophism."* Schoenberg declared that,
with his twelve-note technique of composing, he would ensure the supremacy
of (Austro)-German music for the next hundred years.'® It might be that he

certaines danses basques, comme le zortzico a 5/8 7’ (Vladimir Jankélévitch, Ravel, [in French],
Editions du Seuil, Paris 1975, p. 97.)

13 The controversy was illuminated, among many others, in The Time and the Arts by Dra-
gutin Gostudki (Vreme umetnosti [in Serbian], Prosveta, Belgrade, 1968, pp. 204-5). It is an un-
happy incidence for universal science that this original and fascinating Contribution to the Foun-
dation of a General Morphology |Prilog zasnivanju jedne opste nauke o oblicimal, in fact a phi-
losophy of Western Civilization’s arts which deals in particular with thinking modernity, has still
not been translated into an international language of today—say into English.

14 See in lannis Xenakis, Musique. Architecture., [in French], Casterman, S. A., Tournai,
1971, pp. 38-70.

!5 Hegelian self-satisfaction with the state of strata and developments leads to a sort of
fatalism and the consequent paralysis of action. Failing to revoke the Hegelian ways of conceiv-
ing reality meant missing the true task of the twentieth-century modemism. This failure led to a
post-modernist frame of mind which licenced the retreat to an @sthetic, ironic, detached, and
playful attitude to one’s own beliefs and to the march of events. This retreat is socially irresponsi-
ble and in its upshot highly conservative.

1 I have made a discovery which will ensure the supremacy of German music for the
next hundred years.’ (Hans Heinz Stuckenschmidt, Schoenberg, His Life, World and Work,
translated from the German by Humphrey Searle, Schirmer Books, New York, 1977, p. 277.)
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guessed right. On the other hand, Debussy thought that his music would be un-
derstood only in the hundred years to come.'” This hundredth year is coming
soon. If such an actualization of the French master’s ways occurs, it would cer-
tainly not imply that everybody would have to write ‘French music’.

The point of this essay was not to manifest any approval or disapproval
concerning the phenomena of cultural history of the last hundred years. Those
phenomena have their roots in socio-cultural and socio-political circumstances.
Due to the tragic experience of the two World Wars, the Cold War and the pre-
sent, no less tragic experience of the post-Cold War’s enforced optimism of a
‘happy merry-go-round’, those circumstances brought first a sense of malaise,
then one of dismay and finally one of disorientation both to the ‘winners’ and to
the ‘losers’. If not looking for regeneration through a futile belief in general
progress, at least we can take our chances through our capacity for choice.

NOTE: THE AUTHOR DEEMED IT APPROPRIATE TO QUOTE IN THE INTRODUCTORY
SECTION FROM SIMON BLACKBURN’S SECOND EDITION OF THE OXFORD DICTIONARY OF
PHILOSOPHY (OXFORD UNIVERSITY PRESS, 2005) (1) THE DEFINITION OF WHAT IS ‘MO-
DERN’, (2) THE DESCRIPTION OF GADAMER’S ‘READER RESPONSE THEORY’ AND (3) PoP-
PER’S DEFINING OF ‘HISTORICISM’. IN THE CONCLUDING SECTION HE QUOTED (1) A
DESCRIPTION OF THE ‘POST-MODERNIST FRAME OF MIND’ AND (2) KUHN’S DESCRIPTION
OF THE HISTORY OF SCIENCE. THE DEFINITION OF ‘ETHER’ IN THE INTRODUCTORY SEC-
TION IS FROM OXFORD DICTIONARY OF SCIENCE (OXFORD UNIVERSITY PRESS, 2003).

Bracmumup Tpajxosuh

O [TPOMULIUBABY (ITOJMA) MOJIEPHHUTETA
(Y MY3HULIN)

Pe3ume

Hay4ne Teopuje cy onoBpribMBe AOK Cy CTHICKE KaTeropHje NomuioxHe
NOBPEMEHHUM HOBHUM TyMademHMa. OTyna pacnpaBa O OKOJTHOCTHMA yClER KO-
JHX je maHac mojaM My3W4KOT MOAEPHHTETa M0CeOHO NMOMI0KAH PEHHTEpIpeTa-
m4ju. OBaj mojaM HMKana HUje 6Ho neduHHMCaH Ha 3an0BosbaBajyhu HauuH. OH
ynyhyje npe Ha 1abaBy 3aMHCao 3aCHOBaHY Ha IPOH3BOJLHOM KOHCEH3yCy, HEro
Ha MojaBy OCMOTPHBY ca TeOpHjcKOr craHoBHIITa. [TocTaB/beHa je XHUnoTe3a no
K0jOj, Ol MHOTHX CTHJICKMX MapaJHIMH IITO H caMme Mo cebM ykasyjy Ha com-

1" «J'écris des choses qui ne seront comprises que par les petits-enfants du vingtiéme
siécle.” (Jean Barraqué, Debussy [in French), Editions du Seuil, Collection « Solféges », Paris,
1967, p. 123.) ’
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CTBEHEe MY3WUYKe MOETHKE, (a OopaXkaBajy PasHOBPCHE YMETHHYKE CKJIOHOCTH
HOBHMjHX BpeMeHa) — y 6mmxoj GyayhHocTtH He mobehyje HyxHO, y mpouecy
€BOJTyLIMje, CHHOPOM KOjH HajBuine obehaBa. My3uuka 3aBemTama Jlebucuja 1
IllenGepra noBoze ce y My HHTepecoBama. ITocebHe ecTeTHke M YBHI Y
YCTPOjCTBO MY3HKE CBOjCTBEHH J€JIMMa ABOjHLIE KOMIIO3HTOpa CMaTpajy ce Ka-
PaKTEPHCTHYHHM 32 Ba OCHOBHA CYNPOTCTaB/bEHA H, 00JEKTHBHO, Y CTamhE PH-
BaJIMTETa MOCTaBJbEHA NMPUCTYNa MY3HIH — a OLECHECHAa, HA M3BECTAH HAYHH,
KpO3 IeNIaTHOCT HacTynajyhiMx reHeparmja KOMIO3HTOpa, ako He CBeoOyxBaT-
HO, a2 OHO HMIUTHKOBaHO. TO jecT, ca YHCTO HCTOPHjCKOI CTAaHOBMINTA, NpEaH-
JIEKILMj€ OBMX reHepalMja KOMIIO3UTopa MOry OMTH MHAMKAaTHBHE 32 CTaTyC HH-
TPHHCHYHE, MOrYhHO MOIEPHHCTHYKE PEEBAHTHOCTH [Bajy MOMEHYTHX IpH-
ctyna My3uud. U oasume nosHatu criop Llenbepz / Cmpasuncku 3aMEmEH je
HHIMKATHBHHjHUM CTNIOpPOM, OHUM [Llenbepe / [Jebucu. IloxymaHo je na ce oaro-
BopH (1) Ha To a Jin OH eBaTyalja NpoLUIOCTH O1ila yOnIITe JISTHTHMHA H (2)
Ha To fAa JiM OM ce YNTaBO MHTame HOBOT TyMadyema HCTOPHjCKOT TOKa My3HKe
MOTJIO CTaBHTH y KOHTEKCT HadeJIHE JIETHTHMHOCTH PEHHTEpIpeTalyje OMIITe-
HCTOPHjCKOT TOKa, ¥ TO, HAPOYMTO, HE CaMO y OJHOCY Ha MpHpOAYy caobpasHo-
cTH 006ajy ynopeagHHX TOKOBa HCTOPHjCKHMX Mpeceka M Mpoueca, TOKa OIILITe-
HCTOPHjCKOT M TOKa MY3HYKO-HCTOpHjCKOr, Beh, HCTO Tako, Y OXHOCY Ha Mpo-
LeC eBaTyalje, Hen36€XXHO MMILTHKOBAH NMOCTaB/bAlkEM NIOMEHYTOT [IHTaka Y
KOHTEKCT MOCTY/IHpaHe TEOPHjCKe JJETHTHMHOCTH.



FROM THE IDEAL TO THE REAL.
A PARADIGM SHIFT.

HELMUT LOOS

ON official occasions German speakers relish to characterise their fellow
citizens as, ‘the nation of poets and thinkers’, however, sometimes German
critics pose the question, whether this is still the case.' An indication of continu-
ous intellectual productivity can be seen in the contribution of the arts to mod-
emism. This contribution gives proof of creativity and documents, positing pro-
gress, intellectual leadership and international production. The discussion con-
cerning this issue is highly visible, the positive connotation of the expression
‘poets and thinkers’ is commanding. The call of a war speech made in 1917
was, ‘from a nation of poets and thinkers to a nation of deeds’’. Today every
potential doubt about the correctness of the ideal postulation is rejected and the
accordance is intensified. But the origin of this dictum is far less pleasant. Jo-
hann Karl August Musdus wrote, in 1782 in the preamble to his ‘folk tales’:
‘What would our enthusiastic nation of thinkers, poets, hovers and seers be
without the lucky influence of fantasy?’’ This addresses a more remote and
meditative trait, that can be watched critically. For German idealism this prox-
imity to the irrational (fairy tale) is not strange.

Associated with this context, the context of ‘musical idealism’, is the
term ‘Geisteswissenschaften’ (today — humanities or arts) that originated in the
middle of the 19" century and which is, characteristically, a translation of the

! Sind wir noch das Volk der Dichter und Denker? 14 Antworten, hrsg. von G. Kalow,
Reinbek, Hamburg, 1964. — H. Wollschliger, In diesen geistfernen Zeiten. Konzertante Noten zur
Lage der Dichter und Denker fiir deren Volk, Zirich 1986. — Sind wir noch das Volk der Dichter
und Denker? Mit Beitrigen von W. Frithwald u.a., Heidelberg, 2004 (Studium Generale, Ru-
precht-Karls-Universitit 2002/2003).

2 T. Volbehr, Yom Volk der Dichter und Denker zum Volk der Tat. Eine Kriegsrede,
gehalten in Magdeburg am 10. April 1917, Magdeburg, 1917.

3 G. Buchmann, Gefiigelte Worte. Der Zitatenschatz des deutschen Volkes, 35. Frankfurt
a. M.-Berlin 1986, 85.
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term ‘moral sciences’ (John Stuart Mill). As is generally known this expression
was used by Wilhelm Dilthey, who created a self-contained group of separate
social sciences besides natural sciences. During this time musicology evolved
again into a profession at the university. The basis for that was provided both by
the enhanced social prestige of music as the highest of the arts, since Schopen-
hauer at the latest, and the self-concept of the state as a nation of culture. At
least in Germany literature and music were considered as coequal. Besides phi-
losophy it was especially poetry that paved the way for the romantic view of
music and allowed the valorisation of music. Music as an ‘apparentness’ is only
one of the keywords that we should underline. With its religious main feature
the romantic view of music became accepted in the nineteenth century. This
view achieved an almost undisputed monopoly position and stayed in command
in some partitions of cultural life, in spite of realism, the New Sobriety or the
Bauhaus. Ultimately it was the basis for the new musicology in Germany,
which turned to the ‘land of faith’ taking it for granted. With this expression of
Heinrich Wackenroder entitled Hans Heinrich Eggebrecht the ‘land of music’ in
his description of the model of romantic musical thinking, which is a model of
two worlds*. Musicology as a scientific field based on the romantic view of mu-
sic felt constrained to the masterminds, who supposedly created art works, that
will endure eternally and who advised the scientific world to conserve and to
interpret the legacy. With philological meticulousness, as in biblical scholar-
ship, complete editions of the great composers were finished. Especially for the
compositions of absolute music, a fervour was shown that could be compared
with religious worship.

The art work in an emphatic meaning that complied with this concept up
to the modernism created an emphatic science of art. This science of art com-
missioned all its force to the great idea and did not accept discerning views. The
romantic view of music with its strict separation between art as an ideal second
world and the real world let everything seem secondary or even irrelevant, that
is outside the spirit of the great composers, and that is not part of the inner
structure of huge art works and their associations with musical history. To de-
fine those art works in an emphatic meaning and furthermore the choice, that is
to justify the standard canon rationally — this is a serious problem for science.
The claim, that the enlightened bourgeois society wanted to settle was based on
a world-view that differs from the early religions because of a scientifically
proven, unquestionable and high-order legitimation. It turned out that this
thinking had narrow confines; particularly, the character of the aesthetic experi-
ence (beauty is sensed!) is quite near to the religious experience. As a result this
dilemma caused, consciously or unconsciously, the creation of a religion of art

* H. H. Eggebrecht, Musik im Abendland. Prozesse und Stationen vom Mittelalter bis zur
Gegenwart, Milnchen, 1991, 592f.
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that shows astounding analogies to the traditional churches. To give an exam-
ple: the canon of relevant art works in musicology is comparable to the structure
of decisions in the Catholic Church, more precisely with the dogmatism given
by the Congregation for the Doctrine of the Faith. Without challenging the im-
portance of this institution inside the denomination, the dubiety becomes appar-
ent, to attribute such a function to science.

How difficult it is to fit a world-view with scientific correctness, was
shown by the collapse of Marxism. That this is the same case for an obligatory
scientific view of music, doesn’t make sense to everybody and is continuously
discussed. Anyway it can be held: Analogical to the public discussion of higher
prestige, idealism compared to realism, in musicology the research with an
aesthetic or historical philosophic direction, has a much higher prestige than
meticulous analyses of music or complex research of music culture. The unbro-
ken carrier of the musical thinking of Theodor W. Adorno, who depended on
empiricism but at the same time was suspicious of this empiricism, allocates the
above-mentioned issue.

In return, maybe it’s the time to create equipoise: a ‘realistic view of his-
tory’. Its function could be, to accentuate the world of living of the past way
beyond the history of ideas. That means to focus everyday life with music. It
goes without saying that this cannot be mentioned in its entirety with all kinds
of music. Hence I will concentrate on studies, which are closely connected with
the history of the ‘Tonkunst’ — musical art, the starting point of my thoughts. In
the following research on the repertoire concerning symphonic concert per-
formances is in the focus of the discussion. This research could make a contri-
bution to a ‘realistic view of history’. In doing so, aspects of history and mod-
ernism flow together.

‘Which pieces of music are being played by German orchestras this sea-
son?’, ‘Which pieces did they play in the past?’ or ‘What did they play decades
or centuries ago?’ — these questions cannot be answered exhaustively by the
musicology. They are questions that should not be questioned, because they
evoke abashment. Anyhow, broad works of reference are available, which out-
line musical territory in Germany, Austria or Switzerland, for example the
‘Musik-Almanach’® for German music culture, edited since 1986. Effortlessly
you can gain a survey of musical institutions: in Germany there are 150 orches-
tras for concert and theater performances and radio orchestras. But the begin-
ning of embarrassment is the beginning of detailed research on the programs of

3 The Musik-Almanach, published by Deutscher Musikrat, has appeared every second year
since 1986.
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the time.® We do not know the parts of the ‘musical daylife’, that really lived at
this time, because the statistics are missing. Consequently it is not easy to define
the level of modemity in the present programs of music for the orchestra. At the
best you bank on certain points of reference: for instance a paper by Giinther
Engelman from 1990 concerning concert statistics entitled ‘Are German orchestras
turning to stone?’’ This article appeared in the periodical ‘Das Orchester’, which is
the common organizational structure of the German Orchestra association. In
1994, research by Frauke M. Hess followed, concemning the contemporary music in
German symphonic concerts in the 1980s, but the result is similar as above —
statistics are rare.®

Still—and this is where we touch again this delicate matter—those who
view the subject from close up and from afar, agree in principle in their opinion
on the current concert situation. It is a popular opinion, mirroring experiences,
that what is played in the concert series of the orchestras can be likened to the
contents of museums dedicated to the classical and the romantic epochs as the
main subject, whilst early and modern music play a rather puny role on the
fringes, which is just balanced by the existence of subculture scenes, which each
have their own concert series, festivals and ensembles. There is no questioning
the accuracy of the understatement. Still, it is not to be confused with a scien-
tific evaluation, on which the ‘realistic view of history’, that was mentioned
earlier, could be based. In order to avoid clinging to the absolute, there is a need
to complement the concrete, i.e. a branch of intensive research, into the history
of program and repertoire.’” The research lacks a general idea of a whole — the
insight into the historical process of change in the concert institution from the
perspective of the performed works. This situation has a tradition. It is some-
thing to refer back to.

A noteworthy exception to this, at least in the German-speaking area
(Germany, Austria, Switzerland) is the theatre (Sprechtheater, opera, ballet, op-
eretta, musical, etc.) of which the repertoire has been documented almost com-

% It could be mentioned in passing that in the period 1981-2001 a Konzert-Almanach was
published that had 22 editions and was intended mainly for music managers; see: Konzert-Alma-
nach [..]). Terms, programs, seats, and prices of classical concerts in F.R.Germany and in
neighbouring countries, K6nigswinter [Bonn] 1981 [published once a year: Ist edition 1981/82
(1981), 22nd edition 2002/03 (2002)].

'G. Engelmann, ‘““Versteinern” die deutschen Orchester? Eine Dokumentation zu dieser
Frage’, in: Das Orchester, 38, 1990, 1022-1031.

8 F. M. Hess, Zeitgendssische Musik im bundesdeutschen Sinfoniekonzert der achtziger
Jahre. Eine kulturdsthetische und musikanalytische Bestandsaufnahme (Diss. 1993), Essen 1994.
(= Musikwissenschaft/Musikp4dagogik in der Blauen Eule 19).

° The term repertoire is understood in the modern sense, as it refers here to the statisti-
cally measured scope of performed works. So, it is not viewed as just a stock of written or pub-
lished musical works, for instance in the context of Hofkapellmusik, about whose performances
and their frequency in later times almost nothing is known. See: W. Braun, ‘“Repertoire”: unspe-
zifisches Schltisselwort’, in: Musica 37, 1983, 125-129.
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pletely since 1896/97.'° This is actually more an achievement of stage associa-
tions and dramatists than of musicology, which neglected the systematic ap-
praisal of the repertoire as of 1896/97 as well as continuative analyses of the
programs (with the appropriate historiographical conclusions), without ever de-
nying the importance of this research in earnest. "’

It would be unfair to turn the declaration of apparent shortcomings into
an accusation, judging musicology harshly. Similar to the way the preconditions
under which the romantic view on arts, the concepts of Kunstreligion or ‘musi-
cal idealism’ became popular can be made plausible, it should be possible to
explore the reasons, why it is that a realistic image of history and presence is
such a long time coming. The hypothesis suggests itself, that the unstoppable
Hohenflug of Kunstreligion per se commanded that we put up with a quantum
of loss of reality, to guarantee a better chance of survival.

Maybe this notion goes too far! One has to take into account, how im-
portant it was for the musical trade press, to include news with a minimum of
ground level, particularly the city- reports from large medium and small cities at
home an aboard. Until today these reports of correspondence have proven to be
a very important and an indispensable pool in which to evaluate the continued
existence of local concert institutions, to get to know their inner organisation
and to get information about the repertoire of the performed works.

Admittedly, musical journalism of the nineteenth century showed little
interest in exploring the musical topography of the country closely or systemati-

19 Basic sources for this theme include: Neuer Theater-Almanach, Deutsches Biihnen-
Jahrbuch (1889ff), and above all Deutscher Biihnen-Spielplan [1896/97 (1. Jg.)-1943/44 (48.
Jg.)] as well as the lists of performed works on the theatrical stages of GDR and FRG; here could
be mentioned a selection of studies on the subject: S. Schott, Die Opernauffithrungen der
deutschen Bilhnen und des Gr. Hof- und Nationaltheaters in Mannheim im Jahrzehnt 1901-1911.
Ein Beitrag zur Theaterstatistik, Mannheim, 1913; E. Schott, Zur Soziologie der Biihne. Die Oper
im Jahrzehnte 1901/02-1910/11, ms. Diss. Heidelberg 1921; Henrich, Bert[h]a, Gestaltung und
Besuch der Lustbarkeiten der Stadt Karlsruhe im Kriege. Ein Beitrag zur Theater- und Konzert-
statistik, ms. Diss. Heidelberg 1920; W. Poensgen, Der deutsche Biihnen-Spielplan im Weltkriege,
Berlin, 1934; Die vormals Kéoniglichen, jetzt PreuBischen Staatstheater zu Berlin. Statistischer
Riickblick auf die kiinstlerische Titigkeit und die Personalverhdltnisse wéihrend der Zeit vom 1.
Januar 1886 bis 31. Dezember 1935. Nach den amtlichen Quellen zusammengestellt von Georg
Droescher, Berlin, 1936; F.-P. K&hler, Die Struktur der Spielpldne deutschsprachiger Opernbiih-
nen von 1896 bis 1966, Koblenz 1968; D. Hadamczik, J. Schmidt, W. Schulze-Reimpell, Was
spielten die Theater? Bilanz der Spielpiéine in der Bundesrepublik Deutschland 1945-1975, Re-
magen-Rolandseck, 1978; Vergleichende Theaterstatistik 1949/50-1984/85. Theater und Kul-
turorchester in der Bundesrepublik Deutschland, der Deutschen Demokratischen Republik,
Osterreich und der Schweiz, hrsg. vom Deutschen Bithnenverein u.a., KdIn, 1987.

' So, for the last century and longer, it has been spoken widely of the museum-character
(Musealisierung) or historicality (Historisierung) of opera and concert — though not always ex-
pressed strongly — which is seen as a result of the repertoire politics (M. Loeser, ‘Mit dem
Konzertrepertoire ist es wie mit der Bildergalerie ...". Aspekte des Museumsgedankens in der
Pariser Musikkultur des 19. Jahrhunderts’, in: Die Musikforschung 58, 2005, 3-10).
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cally. Posterity finds itself confronted with an overflowing ocean of local news
coverage, which is appreciated and exploited even though it is easy to get lost. It
was not until the second half of the nineteenth century, that this lack of orienta-
tion came into greater awareness. It's no coincidence, that the music-scholar
(Musikgelehrte) Friedrich Chrysander, who is regarded as the ‘founder of mod-
ern methodical study of sources’'? in musicology, was the first to publish a so-
ciographical stock-taking, keen on accuracy, of the musical life of his time. In
1867 he published the results of a survey taken in 110 cities under the title ‘Ver-
such einer Statistik der Gesangvereine und Concertinstitute Deutschlands und
der Schweiz’ (‘An attempt at statistics for the choral societies and concert in-
stitutes in Germany and Switzerland’): a catalogue (‘statistics’) of correspon-
dent activities, sorted by city, the results of which surprisingly remain to be
commented upon.” Following this approach, widely expanded stock-takings
were released in later times, in particular sundry ‘musical calendars’ (1879—
1943)." Finally the ‘Jahrbuch der deutschen Musikorganisation’ (the ‘Yearbook
of the German musical organisation’),'> which was edited 1931 under the aegis
of Leo Kestenberg also belongs to this chain of publications.'® This yearbook is
a monumental work, researched at the greatest operating expense, which
broached the issue of the economic side of musical organisation for the first
time. All the stock-takings since Chrysander have in common that they strived
to make the institutional and organisational level of musical life lucid, and leave
aside transcendent questions, about programme or repertoire for example.

It has been noted, that the musical trade press, particularly the so-called
‘allgemeinen Musikzeitschriften’ (general musical journals) had the role of pre-
cursor in matters of publishing and reviewing of programs. Ever since the first
third of the nineteenth century one comes, at times, across substantial pro-
gramme-statistics, dedicated to greater time-frames and to a single concert in-
stitution, like the Hamburger Philharmonische Gesellschaft, the Kolner Giir-
zenichkonzerte, or the Leipziger Gewandhauskonzerte. Given their rarity, the
printing of such statistics seems coincidental, as if it sprung up by a whim of
nature. Always the restriction to local matters strikes the attention, a limitation
which was overcome by Chrysander and his ‘Versuch einer Statistik der Ge-

12 MGG, 1st ed., Vol. 2, Art. Karl Franz Friedrich Chrysander, Kassel/Basel, 1952, 1415.

13 F. Chrysander (ed.), ‘Versuch einer Statistik der Gesangvereine und Concertinstitute
Deutschlands und der Schweiz’, in Jahrbiicher fiir musikalische Wissenschaft, 2. Vol., Leipzig,
1867, 337-374.

' Aligemeiner deutscher Musiker-Kalender (later: Max Hesse's deutscher Musiker-Kalen-
der (1886-1922), Ver einigter Musiker-Kalender Hesse-Stern (1923-1927), Hesses Musiker-Kal-
ender (1928-1941), Deutscher Musiker-Kalender (1942-1943)), 1. Jg. (1879) - 65. Jg. (1943).

15 Jahrbuch der deutschen Musikorganisation, Berlin-Schoneberg, 1931.

16 See: R. Thielecke, Die soziale Lage der Berufsmusiker und die Entstehung, Entwick-
lung und Bedeutung ihrer Organisationen, ms. Diss. Frankfurt a.M. 1921; J. Muller, Deutsche
Kulturstatistik (Einschl. der Verwaltungsstatistik). Ein Grundriss fiir Studium und Praxis, Jena, 1928.
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sangvereine und Concertinstitute Deutschlands und der Schweiz’ with pleasant
effect. Even as we have to do without extensive concert-statistics for the nine-
teenth century, it is still known how they were longed for by contemporaries.
Excellent evidence is provided in an article by Wilhelm Kienzl, ‘Mahnrufe’
(exhortations) of 1885, from which we may quote extensively:

‘It would be a very thankworthy and interesting undertaking of music-
theorists to extend the in so many scientific (particularly historic) fields impor-
tant use of statistics to the subject of music-performance. Certainly this would
have to happen on a large scale, so as to take actual scientific advantage from it.
All concert programs of all years of all the reasonably important cities would
have to be collected and statistically excerpted, to gain a general view over the
high and low tides of the musical likings of different peoples and even the art-
historical swaying of whole nations and humanity in general. Because this task is
too great for one, first for its immense extensiveness and also for the soul-de-
stroying uniformity of the collecting, there should be, in each of the cities, one
collector, who compiles a yearly concert-revue. The same should, above all,
contain an alphabetical register of composers with indications to the number of
their works publicly performed in that season (no matter if symphony or song),
to show to what extent certain composers are unduly cultivated or neglected in a
city, and further to show, if the proverb ‘nemo propheta in patria’ proves true
with native composers, etc.

Furthermore the proportion of performed vocal and instrumental works
should be stated and under these main categories again the care of possible com-
bination within.

How great a perspective this gives for future musical research! This
proposition should be earnestly considered.’"’

There is a twofold request in this exhortation. Kienzl pleads for self-as-
certainment in the reality of musical life and expects to gain—partly as a side
effect—a collection of information for future music-research. As one can guess,
his exhortation had for the time being no success.

It was not until the early twentieth century that Kienzl's desiderata came
partially or preliminarily true. For example Concert-programmes of Viennese
music-institutions were elaborately disclosed in the ‘Musikbuch aus Osterreich’
(Austrian music book),'® a Handbook for music-organisation, which was published
from 1904 to 1913. The ‘Konzertprogramme der Gegenwart’ (concert-programmes
of the present), that were released as a periodical in 7 volumes from 1910 to 1919
took it one step further, and were rather intent on independence.'® At this point there
is not much to be gained from enumerating further tesserae which could be useful to

17 W. Kienzl, ‘Mahnrufe. Musikalische Vorschlage’, in: Neue Zeitschrift fiir Musik 42,
1885, Vol. 81, Tl. 2, 469471, here: 470.

'8 Musikbuch aus Osterreich. Ein Jahrbuch der Musikpflege in Osterreich und den bedeu-
tendsten Stddten des Auslandes (1, 1904 - 10, 1913).

1 Konzertprogramme der Gegenwart (1, 1910/11 - 7, 1917/19).
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research. Valuable tesserae are at hand, but when it comes down to it, they amount
to just a fragment, shining only in a few places.

Against this background it becomes clear that is was no minor venture
when Rebecca Grotjahn chose ‘The Symphony in the German Cultural Area
from 1850 to 1875. A Contribution to the History of Genres and Institutions’
(1998) as subject for her thesis.2’ It was due to the lack of fruitful preparatory
work, particularly in the field of systematic research of repertoire, that the au-
thor had no other way than to draw primarily on the wealth of music-periodi-
cals. Her reason was: ‘While on the one hand the present description depends on
primary sources, it was on the other hand necessary to do without a lengthy, ti-
me-consuming search for almost inaccessible (if not overall untraceable) pro-
grammes. Instead concert reviews and season-reports, that were regularly prin-
ted in the supra regional press, were used as a basis. Added to those were some
local-historical studies, which contained extensive information about program-
me-design.”*' Embarrassment sounds from the approach of this thesis, which, to be
solidly based, necessitates the analysis of remote sources, which are unattainable in
the desired abundance. These difficulties imply that the author refrains from consul-
ting relevant sources (Programmes, repertoire-statistical allegations, etc.) from the
outset, and enforcedly concentrates on the music-press — which makes the thesis ap-
pear as a contribution to concert-coverage rather than the history of the concert in-
stitution. Apparently research of repertoire exceeds the working capacities of a sin-
gle person; it should be achieved by a researchers association (which is in the hu-
manities as rare as it is essential), akin to the RISM-project.

* ok *

Let us dare to proceed to the present! To date well-founded research on
repertoire in connection with urban historical studies is scarcely perceptible
Europe-wide. Many studies concerning the early, recent and modern urban his-
tory are existent, as are single studies concerning the history of institutions,
preferentially dignified concert halls, orchestras and ensembles or ‘Sing- und
Oratorienvereine’. It is remarkable that in many cases these studies are a ‘Fest-
schrift’ to mark a jubilee and often do not comply with the standards of a scien-
tific documentation. The existing papers can hardly be considered to amount to
a reliable general overview. Even for local historiography these studies are a
problem, if not an impertinence.”

2 R. Grotjahn, Die Sinfonie im deutschen Kulturgebiet 1850 bis 1875. Ein Beitrag zur
Gattungs- und Institutionengeschichte (= Musik und Musikanschauung im 19. Jahrhundert.
Studien und Quellen 7), (Diss. Hannover 1997), Sinzig, 1998.

* Ibid, 143f.

22 On the state of contemporary discussions, see: J. Kremer, ‘Regionalforschung heute?
Last und Chance eines historiographischen ‘Konzepts™ und R. Négele, ‘Zur Methodologie re-
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Moreover they are restricted almost exclusively to so-called ‘high cul-
ture’ that is to say the bourgeois music and theatre life. Hard to ignore the
grave deficit in research concerning overlapping studies about the institutions
of religious music of different confessions or about contemporary popular mu-
sic; dance music, military music or light music. The failures of bibliography
are also characteristic: the bibliography of Richard Schaal concerning local
historical research dates back more than fifty years and has not been continued
till this date.”

Nevertheless local historical research holds some aces, not only in the
case of Leipzig. But I will come back to this later. Former cities of residence
like Dresden, Hanover, Kassel, Munich, Mannheim, Meiningen, Oldenburg,
Stuttgart, Weimar or Vienna came to the fore of the science, aside from the civil
cities Breslau, Essen, Hamburg, Cologne or Frankfurt a. M. and self-evident the
metropolis Berlin with its philharmonic orchestra (founded in 1882) that was
the centre of the excellent program documentation by Peter Muck.?*

The situation of German research has an analogy in the western part of
Europe: again single studies concerning musical institutions in outstanding cities
dominate and an ascertainment of the general situation is the exception.”’ In the
French research there are some outstanding inventories on the ‘Concert spirituel’
(1725-1790) in Paris® or about the Parisian Association of chamber music in the
second third of the nineteenth century.”” A few years ago a broad study was
announced concerning three Parisian orchestra societies: ‘Le Concert Symphonique
a Paris de 1861 a 1914: Pasdeloup, Colonne, Lamoureux’, arranged by Elisabeth
Bernard. In Great Britain Simon McVeigh released a pulse in musicology by
researching the musical life of London on a new basis”®. Further studies concerning
musical topography are in progress®®.The works of William Weber have played a
leading role in American advanced studies for several decades.’® He has an

gionaler Musikforschung oder: Was ist baden-wilrttembergische Musik?’, in: Die Musikforschung,
57, 2004, 110-121 resp. 121-133; see also N. Jers (ed.), Musikalische Regionalforschung heute —
Perspektiven rheinischer Musikgeschichtsschreibung, Kassel, 2002 (= Beitrige zur rheinischen
Musikgeschichtsschreibung 159).

2 R. Schaal, Das Schrifttum zur musikalischen Lokalgeschichtsforschung. Ein Nach-
schlagewerk, Kasse, 1947.

24 p. Muck, Einhundert Jahre Berliner Philharmonisches Orchester, 3 Vols., Tutzing,
1982.

2 Cf. C. Szabo-Knotik (ed.), Wien - Triest um 1900. Zwei Stéidte — eine Kultur?, Wien, 1993.

26 C. Pierre, Histoire du concert spirituel. 1725-1790, Paris, 1975.

77 J.-M. Fauquet, Les sociétés de musique de chambre G Paris de la Restauration & 1870.
Préface de Fran ¢ois Lesure, Paris, 1986.

8 S. McVeigh, Concert Life in London from Mozart to Haydn, Cambridge, 1993.

% See: S. Wollenberg and S. McVeight (eds.), Concert Life in Eighteenth-Century Britain
(Aldershot: Ashgat, 2004). Review from J. Schaarwichter, in: Die Musikforschung, 58, 2005, 445.

3 W. Weber, Music and the Middle Class. The Social Structure of Concert Life in Lon-
don, Paris and Vienna, New York 1975; same author, The Rise of Musical Classics in Eighteenth-
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excellent reputation because of his research on social history concerning
European musical life in the eighteenth and nineteenth century, dedicated to the
metropolises of London, Paris, Vienna and other cities. At present an all-
embracing survey resulting from western international cooperation is offered by
the anthology ‘Le concert et son public. Mutations de la vie musicale en Europe
de 1780 a 1914’ published in 2002.*' At the same time his concentration on
western countries it is ample proof that research on music culture in Western-
and Eastern Europe have a tendency to go their own ways and not yet to find
together what factual issues actually call for. Though it is conceded that the
conditions for research in the Eastern European Countries under these political
circumstances were not that good before 1989/90 and still they are not always
positive.*

* ok k

Let us finally return to the local order of magnitude. In contrast to the
situation mentioned in this place, remarkable for having a gap in the progress of
research, the town Leipzig takes up an unmistakable special status in local and
repertoire research. The concerts of the Gewandhaus and the Gewandhausor-
chester are excellently documented.” The newer and older research pays stead-
fast attention to the rest of the local music institutions though it is not always
revealed.* It is grown into a habit that research always falls back on the com-
plete compiled material of the Gewandhausorchester, if you wish to say some-
thing about historical research on repertoire, recognizable in ‘Repertoirebildung
und Kanonisierung. Zur Vorgeschichte des Klassikbegriffs (1800-1835)’ by

Century England. A Study in Canon, Ritual, and Ideology, Oxford 1992; same author, The Musi-
cian as Entrepreneur, 1700 — 1914. Managers, Charlatans, and Idealists, Bloomington, 2004.

3! Le concert et son public. Mutations de la vie musicale en Europe de 1780 a 1914
(France, Allemagne, Angleterre). Sous la direction de Hans Erich Bddeker, Patrice Veit, Michael
Wemer avec la collaboration de Julia Kraus et Dominique Lassaigne, Paris 2002. International or
interdisciplinary cooperation was established in a similar way when preparing the entries ‘Akademie’
and ‘Konzert’, as well as the Sammelband: Akademie und Musik. Erschei nungsweisen und
Wirkungen des Akademiegedankens in Kultur- und Musikgeschichte: Institutionen, Veranstaltungen,
Schriften. Festschrift fiir Werner Braun zum 65. Geburtstag. Zugleich W. Frobenius (ed.), Bericht
iiber das Symposium ‘Der Akademiegedanke in der Geschichte der Musik und angrenzender
Ficher’ (Saarbriicken 1991), Saarbriicken, 1993.

32 An absolute exception was provided by the work of R. Ritter, Wem gehirt Musik?
Warschau und Wilna im Widerstreit nationaler und stddtischer Musikkulturen vor 1939, Stuttgart,
2004 (Forschungen zur Geschichte und Kultur des 8stlichen Mitteleuropa, Bd. 19).

3 A. Dbrffel, Geschichte der Gewandhausconcerte zu Leipzig vom 25. November 1781
bis 25. November 1881, Leipzig 1884; E. Creuzburg, Die Gewandhaus-Konzerte zu Leipzig
1781-1931, Leipzig 1931; J. Forner (ed.), Die Gewandhauskonzerte zu Leipzig 1781-1981, Leip-
zig, 1981.

M Very welcome was the series: Musikstadt Leipzig. Studien und Dokumente, 4 Vols,
Hamburg, 1998ff.
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Erich Reimer.” He explained the meaning of the common expressions ‘Reper-
toire’ and ‘Kanon’ at the beginning of the nineteenth century just by using the
example of Leipzig. It is questionable to what extend the results of his studies
can be generalized.

In spite of the relatively promising situation concerning the town of Leip-
zig, there are striking deficits too. The concerts which took place in the ‘Alber-
thalle’ or even the programs of the world-famous ‘Thomanerchor’ are still not
documented. They are waiting for research on the slips of paper and record
books written by the prefects of the ‘Thomasschule’. The sources are available
in the ‘Stadtgeschichtliches Museum’ (museum of history) Leipzig and in the
‘Thomasschule’. It concerns over 3000 printed slips of paper since 1869 and
handwritten books of motets since 1822 just in the case of the ‘Thomanerchor’.
In addition to the institutions above mentioned at the same time there were the
‘Orchestervereinigung Euterpe’ (1824-188S), the Liszt Society (1885-1902),
the Academic Concerts conducted by Hermann Kretzschmar (1890-1895) and
the ‘Windersteinorchester’ founded in 1896.%

The registered societies of choirs and their significance in the late nineteenth
century have to be considered as well. Indeed Leipzig has seen a remarkable
number of these societies. In the ‘Taschenbuch fir deutsche Sénger 1864’ twenty
four choirs are mentioned in the case of Leipzig, even more than Berlin (twenty
two) or Vienna (seventeen)’’. For the situation concerning male voice choirs there
is a snapshot at the moment when the ‘Deutsche Singerbund’ was founded in 1862.
Therefore important choirs like the ‘Thomanerchor’ and the ‘Leipziger Sing-
akademie’, which participated in great choir-involved symphonic concerts in the
‘Gewandhaus’ at the beginning of the nineteenth century, are missing. Beyond that,
workers choral societies have been ignored completely at this point. At the time of
the statistics other choir societies did not exist anymore like the choir society
‘Orpheus’ or the ‘Musikalische Tunnel’,’® or they did not yet exist like the
‘Leipziger Gausingerbund’ (1864), the ‘Bach-Verein’ Leipzig (since 1875)*° and
the ‘Schubertbund’ or the ‘Leipziger Lehrergesangverein’ (since 1876).*° Almost

35 E. Reimer, Repertoirebildung und Kanonisierung, 241-260.

% For an overview of the earlier times, see: B. SenfT, Fiihrer durch die musikalische Welt.
Adressbuch, Chronik und Statistik aller Stddte von Bedeutung: Leipzig, Leipzig, 1868; see also
the conclusion by I. and G. Hempel in Musikstadt Leipzig, Leipzig, 1979, 113f.

37 F. Brusniak and D. Klenke (eds.), Taschenbuch fiir deutsche Sénger 1864. Reprint mit Ein-
Slihrung, Schillingsfiirst 1996, 130-133. Let us mention: Universitits-Gesangverein zu St. Pauli,
Liedertafel, Germania, Akademischer Gesangverein Arion, Astr#ia, Guttenberg, Zollnerbund,
Riedel’scher Verein, Ossian, Glocke, Euterpe, Gewerblicher Bildungsverein, Cécilia, M#nnerge-
sangverein, Richard Milller’scher Verein, Teutonia, Singerverein Hellas, Gesangverein Vorwirts,
Anakreon, Phonix, Liederlust, Liederkranz, Gesangverein die Neunzehner and Luscinia.

38 Schmidt, Das Musikleben, 145 and 153f.

39 R. Beer, Der Bach-Verein zu Leipzig 1875-1899, Leipzig, 1900.

“ Bericht des Leipziger Lehrergesangvereins 1876-1886, Leipzig, 1886.
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nothing is known about the repertoire of these music societies. Their documentation
is still due.

As a result the local research on repertoire shows that the concerts of the
‘Gewandhaus’ are revealed perfectly whereas concerts of all other institutions,
which are important for the construction of a realistic view of history, still await
documentation.

In conclusion there is no need to emphasize that a broader basis for re-
search concerning the history of repertoire is desirable. It stands to reason to
talk about it as a demand for coming research. Especially in view of the fact that
several researchers either have more tasks than they can handle or at best make
progress at certain points with their time-consuming research. Recall at this
point once again the methodical problems of the work of Rebecca Grotjahn.
What she said about the inadequate state of the research of repertoire, with a
view of the concerts, applies on the contrary not only to the discussed period
from 1850 to 1875, but for the last two centuries as a whole. Yet it is impossible
to overlook that the author concentrated on only one, albeit extensive question
that relates to the position of the symphony in the history of genre and institu-
tion. It is easily to imagine what it would mean to extend the question to other
genres and kinds of music or other cultural areas. Similarly you can anticipate
the potential problems every researcher of repertoire would be confronted with.

Nowadays it is easier to succeed in overcoming the repeatedly addressed
desideratum in research by using research methods supported by computing, as the
German research on the broadcast programs of the Weimar Republic did. It is of
urgent interest to music research to use the existent innovative technical potential of
the present in the most profitable way. And we have to take it to the, of now, almost
impenetrable area to improve awareness of the realities of past musical life. This
includes the necessarily diverse concepts of the musical Modern age, beginning
with the ‘music of the future’ to the point of ‘Postmodemism’. They have to be
discussed in their own contexts and not to be played off against each other.

To this reality belongs in the end also the environment of music recep-
tion, that at the beginning was adumbrated with the cues ‘the people of poets
and thinkers’, ‘cultural nation’, ‘romantic view of music’ or ‘religion of arts’.
For a long time we were used to associate the ‘musical main culture’ with these
cues. However, everybody knows that the so called main culture has never been
predominant, nor is it today. And because we know this for sure, probably
nothing would speak against assigning the small facts of the big reality to the
ideal world, the repertoire research or multicultural urbanity. ‘Rethinking of
modernism’ means in this context: ‘Rethinking of musical idealism and back to
the facts, or go on to research’.
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Xeamym Jloc

O UAEAJTHOI" 1O PEAJIHOT'.
ITPOMEHA ITAPAIUT'ME

Pesume

Hemun, xoju cebe pano BHAe Kao ,,HapoJ NECHHKA H MHCIMIaLa“, CTBO-
PHIIH Cy MY3HKOJIOTHjY Kao ,,JyXOBHY HayKy'' KOja Moka3yje MpHMETHY paBHO-
IOYIUIHOCT MpeMa OHUM HCTOPHjCKHM YHIbCHHIIAMA KOje Ce HE OIHOCE Ha H3Yy3eT-
Ha yMeTHH4Ka Aena. KoMHKH 3Havaj jeaHO MIMPOKO MOCTaBJbEHO NMpPOydYaBame
peneproapa nmpunaaa ¥ MOJCPHH, NOKa3aHO je Ha MpHKa3y CTama y 0BOj 06na-
CTH NpeJ NOYETaK jeJHOT TAKBOT HCTPAXKHBAA.
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PARADISE LOST: NEOCLASSICISM
AND THE MELANCHOLIA OF MODERNISM

JONATHAN CROSS

THE word ‘neoclassical’ is a problematic one, especially in relation to
Stravinsky. It traps and constrains us; it distorts. We have become accustomed
to its standing for an entire thirty-year period of Stravinsky’s output. While the
problems of such periodisation are obvious, it is nonetheless virtually impossi-
ble to shift the entrenched view that all Stravinsky’s music written between
¢.1920 and c.1950 is essentially neoclassical, and that it is starkly differentiated
from what went before (Russian primitivism) and what came after (serialism).
The consequences of this categorisation are that Stravinsky’s neoclassical move
came to represent a turning back on the high modemist achievements of The
Rite of Spring, an abandonment of the modemnist project, an anti-modernism.

In the case of Schoenberg, we are aware that the establishment of his
three style-periods was, in large part, a result of Schoenberg’s own self-histori-
cising. His much-discussed essay, ‘Composing with twelve tones’,’ presents us
with a developmental narrative that leads us from Beethoven via Brahms and
Wagner and the progressive dissolution of tonality, to the culminating achieve-
ment of the twelve-note method. Schoenberg claims he had no choice; he was
the product of historical necessity, the Chosen One through whom the true path
to the new music was to be found. Those (progressive) values that made the
music of Beethoven and Brahms great, so his story goes, are what make his mu-
sic great too.

And for so long historians have been content to retell this story. Until re-
cently it has coloured not only our understanding of Schoenberg’s music, but
also our understanding of the whole of musical modernism. Modern music, we
are told, began in 1908 with Schoenberg’s abandonment of the key-signature at
the end of his Second String Quartet as the soprano sings, prophetically, ‘Ich

' See A. Schoenberg, Style and Idea (London: Faber & Faber, 1975).
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fithle Luft von anderen Planeten’. This break with the past was consolidated in
the first of the Three Piano Pieces, Op. 11 (1909) — in Allen Forte’s phrase,
Schoenberg’s “first atonal masterwork’.? In Forte’s view, there is no vestige of
tonality here; it is absolutely atonal. His 1981 analysis is achieved by means of
pitch-class set theory, whose principles are designed to demonstrate the pres-
ence and operation of atonality. But what makes this a ‘masterwork’? Ironically,
the same principle that, in Schenker’s terms, makes for a masterwork in tonal
music: unity. Forte’s analysis demonstrates how the movement can be under-
stood as a composing-out of a relatively small number of ‘motives’ that bind the
whole together. But how is this any different from what Beethoven or Brahms
did? How does this analysis tell us anything about the newness, the modernity
of Schoenberg?

Forte here appears here to be doing Schoenberg’s bidding — the analytical
method highlights Schoenberg’s connections with Brahms as well as certain
proto-serial procedures (as in Schoenberg’s own analyses of Brahms). Striking,
then, is Forte’s contradictory denial of any trace of tonal reference. But the
opening of Op. 11/1 would seem to suggest otherwise (see Ex. 1). The melodic
shapes, the phrase structure, the appoggiaturas, the cadences, all belong in the
nineteenth century. Why try to deny them? The answer must lie in the fact that
they do not function tonally. ‘The music seems to invite, and then frustrate, a
tonal analysis’, writes Joseph Straus.?

But can we dismiss the tonal references so easily? Richard Taruskin has
written recently in terms of the ‘music that formed the immediate historical
background to Schoenberg’s expressionistic idiom [which] was particularly rich
in expressive appoggiaturas (or Seufzer, ‘sighs’ [...]), and it is clear that
Schoenberg intended such associations to remain in force’.* It is surely impossi-
ble to imagine that an audience in Schoenberg’s day would have listened to this
music closed off from its late-nineteenth century context. Even today audiences
will still listen to this music in the context of the wealth of tonal music that
surrounds it.

If, like Forte, we follow Schoenberg’s line, then there would seem to be little
that is new about Op. 11. What we hear is not something moving forward to the
future, but rather something that is collapsing inwards with the weight of the past.
There is certainly an extreme intensification of Brahmsian thematicism and
Wagnerian chromaticism here. Yet the functional principles of tonality are absent.
This would seem, then, to suggest something that is not more than Brahms and

2 A. Forte, ‘The Magical Kaleidoscope: Schoenberg’s First Atonal Masterwork, Opus 11,
Number 1°, Journal of the Arnold Schoenberg Institute, 5/2 (1981), 127-68.

3 ). Straus, Remaking the Past: Musical Modernism and the Influence of the Tonal Tradi-
tion (Cambridge MA: Harvard University Press, 1990), 25.

* R. Taruskin, Oxford History of Western Music (Oxford: Oxford University Press, 2005),
Vol. 4, ‘The Early Twentieth Century’, 319-20.
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Wagner, but less. One might argue that the decadent excess in one domain is meant
to compensate for or even disguise the crucial lack in another. This plays into the
hands of Schoenberg’s harshest critics that this is just wrong-note music.
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Example 1.

Let us return to the opening bars. There have been other readings.
Leichtentritt, Brinkmann and Samson,’ among others, have written about this
music in a tonal context, an approach also taken by Will Ogden in the next arti-
cle in the same issue of the journal in which Forte’s analysis appeared. Contra-
Forte, Ogden argues that this passage is in G major.® He makes a strong case
based on Schoenberg’s own notions of ‘schwebende’ and ‘aufgehoben To-
nalitit’ (fluctuating, suspended), but is there really much in this music as is to
suggest G-centred-ness?

5 H. Leichtentritt, Musical Form (Cambridge MA: Harvard University Press, 1951), Ist
Eng. ed. of 3rd Germ. ed. of Musikalische Formenlehre (1927); R. Brinkmann, Arnold Schén-
berg: Drei Klavierstiicke Op. 11: Studien zur friihen Atonlitdt bei Schonberg (Wiesbaden: Franz
Steiner, 1969); J. Samson, Music in Transition: a Study of Tonal Expansion and Atonality, 1900—
1920 (London: Dent, 1977).

cw. Ogdon, ‘How tonality functions in Schoenberg’s opus 11, number 1°, Journal of the
Arnold Schoenberg Institute, 5/2 (1981), 169-81.
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What are the tonal allusions? Ex. 2 is just one attempt to show this by
means of a relatively obvious re-harmonisation. The melody invites such a
hearing. (Note that very few changes have had to be made to arrive at this har-
monisation.) The harmonisation attempts to highlight the proximity of Schoen-
berg’s opening, in general, to later nineteenth-century music and, in particular,
to a ubiquitously familiar nineteenth-century work, namely Tristan und Isolde.
Bars 1-3 are a kind of deformation of the opening of the Vorspeil to Act I, with
its characteristic Seufzer. In a similar way bars 4-8 could be heard as a re-
working of the Vorspeil to Act III, with its three utterances (bar form), plagal
cadences, ‘Tristan’ chord and rising melodic figure.

Mibige 4
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Example 2.

What might this tell us? That this is ‘Wagner gone wrong’? No. We know
that Schoenberg could ‘out-do’ Wagner if he wanted to: just think of the Gurre-
lieder, saturated with Tristan-esque references. I am not suggesting that Op. 11
functions like tonal music, because clearly it does not. But I feel this is more
than just ‘a fagade of antiquated stylistic mannerisms’, to use Joseph Straus’s
phrase.” For Schoenberg they were current mannerisms, and their expressive
rhetoric was still valid. In a sense, both harmonisations are present: Schoen-
berg’s actual one, in the foreground; mine, in potential, in the background. What
for me is so poignant about this music is the way in which it highlights the gap
between the (only just) atonal present and the tonal past; atonality here can only
be understood in the context of tonality. It is as if we glimpse the past through
Schoenberg’s musical glass, darkly. But it is also as if Schoenberg himself is
here straining to reach back to that past, but cannot quite touch it.

The key question is this: what did the tonal past mean to Schoenberg in
the years leading up to the First World War? One hint at an answer can be heard
at the end of a work that might well be described, in part at least, as Schoen-
berg’s own first neoclassical work: Pierrot lunaire. By 1912, on the verge of
giving up writing any music for almost a decade, Schoenberg was breathing the
ancient scent of far-off days, to use the customary English rendering of ‘O alter

7J. Straus, Remaking the Past, 26.
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Duft aus Mirchenzeit’, a metaphor for a tonal past that could never be recap-
tured, or at the very least could never be the same again (a kind of lost inno-
cence).

‘O alter Duft’ is an understated lamenting for the passing of ‘die liebe
Welt’ and a recognition of its distance (see Ex. 3). The borrowed triads allude to
that past without attempting to resurrect it. They are modernist fragments, not
the whole; the whole has been lost. The fragmented, dislocated, modernist sub-
ject yearns for that wholeness, that completeness, even while recognising its
impossibility. There is a strong sense of pathos here, one recognised by Adorno
when he wrote:

In Schoenberg, everything rests on the solitary subjectivity, withdrawn
into itself. The entire third part of Pierrot sketches a ‘journey home’ to a vitreous
no-man’s-land in whose crystalline and lifeless air the quasi-transcendental
subject, liberated from the ensnarements of the empirical, recovers himself on an
imaginary plane. This is served no less by the text than by the complexion of the
music that shapes the expression of a castaway finding rescue, the image of hope
for the hopeless.®
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Example 3.

Adomno is here contrasting Pierrot with Stravinsky’s Petrushka. Petrushka
is not without subjectivist traits, he writes. However, through ‘the liquidation of
the victim [Petrushka, and later the young girl sacrificed in The Rite of Spring],
it [Stravinsky’s music] rids itself of intentions, those of its own proper subjec-

® T. W. Adorno, Philosophy of New Music, trans. Robert Hullot-Kentor (Minneapolis:
University of Minnesota Press, 2006), 109.
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tivity.” Adorno played a crucial role in sustaining negative attitudes to Stravin-
sky’s neoclassicism amongst, for example, the Darmstadt generation.

But, of course, after the First World War, Schoenberg too became a neo-
classicist. There is no doubting the new sense of stylisation in his Baroque Suite
for piano, Op.25, an objectivity that comes as much from the renewed engage-
ment with the past as it does from the newly discovered dodecaphonic method.
In fact, in the post-war years many composers were declaring a new attitude to
the musical materials of the past. There is much common ground between the
music of Schoenberg and Stravinsky, a shared modernism in their attitudes to
the past, that moves beyond a crude claim to neoclassicism.

My central concern here is an attempt to understand the nature of mod-
ernism, the nature of art in late-modern culture. It is an art characterised, I ar-
gue, by such features as alienation, nostalgia, loss and mourning. And this is
where long-perpetuated arguments between the (progressive) Schoenberg and
the (reactionary) Stravinsky camps are ultimately revealed to be pointless. Both
composers—albeit in quite different ways—are articulating similar kinds of
alienation. The final song of Pierrot lunaire represents acutely the alienated late-
modern subject, freighted with a melancholic nostalgia for a past that is lost, for
a completeness that can never be regained. The rupture between present and
past, on the verge of the catastrophe of the Great War, could not be more pro-
phetic. And the alienated subject is a theme that runs throughout Stravinsky’s
works, too: Petrushka, The Nightingale, The Soldier’s Tale, Oedipus Rex, Per-
sephone, The Rake’s Progress, among others. Far from being merely ‘I’art pour
’art’, this music, in Stephen Walsh’s words, ‘that supposedly expresses noth-
ing, and always seemed studiously, impenetrably deaf to the world around it,
has turned out to be the most exact echo and the best response to those terrify-
ing years that brought it into being’.'” I argue that this theme of the alienated
subject is a thread running through the work of many late-modemn figures, from
Mahler to Birtwistle.

Let us examine a clear example of Stravinsky’s neoclassicism. The title
of the Symphony in C boldly declares its neoclassical intentions, a ‘reactionary’
neoclassicism confirmed by many of the published accounts of the work’s form,
thematic organisation and key structure in keeping with its late eighteenth-
century symphonic forebears. It is important to note, however, that the work dates
from the early years of the Second World War, when Stravinsky was moving
home from Europe to America. Though it is not ostensibly ‘about’ the war, it might
yet be understood to represent both Stravinsky’s personal circumstances and the
world’s dire situation during these years. It was written at an extraordinarily
difficult time for Stravinsky. He was being exiled for a second time. He had ex-

[
Ibid., 110.
19°S. Walsh, Stravinsky: the Second Exile: France and America 1934-1971 (London:
Jonathan Cape, 2006), 572.
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perience the deaths within seven months of four close family members. Little
wonder that he described the period during which he was composing the sym-
phony as the ‘most tragic’ of his life. He claims that without this work he would
not have survived these difficult days, though he is also quick to stress that the
symphony should not be considered an ‘exploitation’ of his grief.'' A certain
surface humour hides a deeper melancholic strain.

Stravinsky’s loss of homeland, daughter, wife and mother is enacted in
the music, not of course in directly autobiographical terms, but allegorically in
terms of a late-modern lament. Or put in a slightly different way, Stravinsky’s
personally tragic circumstances led him to take refuge in the music of the past
but with which, ultimately, he was no longer able to identify directly (despite an
ongoing yearning so to do). So, for example, in the introduction, we hear a
Beethovenian three-note motto (B—-C—G), ostensibly a ~7-"8-"5 figure, but in
which the leading-note is unexpectedly elongated. That B-natural carries with it
its own tonal history, i.e., as a leading-note it yearns for a resolution, for clo-
sure, for completeness, but it cannot be found. It is ultimately left hanging, un-
resolved. This is the ‘narrative’ of the symphony. Even if one were to read the
leading-note in the introduction as part of a larger ‘dominant prolongation’ a la
Beethoven First Symphony, an uncomplicated tonic arrival is not achieved at
the start of the movement proper (see Ex. 4). While one way of hearing the
neighbour notes, passing notes and arpeggiations of the main theme is in C (or
at least, around C), the accompanying voices tell a different story. The reiterated
Es and Gs (no Cs) resist C major. The yearning of the leading-note for resolu-
tion is heard against an entirely static harmony that denies such resolution. This
is the longing for what cannot be. A kind of arrival is heard 11 bars before the
end of the movement when the bassoon drops down to a low C, but any sense of
closure is contradicted by the final alternating chords in which the leading-note
remains simultaneously resolved and unresolved.

The Symphony as a whole, right through to its concluding chorale, represents a
kind of lament; it is an expression of Stravinsky’s late-modemity. The completeness
of the (lost) past cannot be regained; it is present here in the shape and gestures of the
classical symphony but, ultimately, only as a poignantly nostalgic memory.

My argument here leads to the possibility of a re-evaluation of neoclassi-
cism as central to, rather than a reaction against, modernism. Stravinsky’s neo-
classical music—just as much as Schoenberg’s dodecaphonic music—partici-
pated in the construction of a modemist Weltanschauung. Stravinsky, like
Schoenberg, was engaged in ‘timely reflections on war and death’ — to appro-
priate Freud’s phrase of 1915."

" See 1. Stravinsky and R. Craft, Memories and Commentaries (London: Faber & Faber,
2002), 188.

12 See S. Freud, On Murder, Mourning and Melancholia, trans. Shaun Whiteside (Lon-
don: Penguin, 2005).
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One key aspect of modernism, as understood by Adomo among others,
was a profound nostalgia for what had been lost (i.e., the idea of a constitutive
subject). The modemist dwells on this loss, on the impossibility of its retrieval;
in so doing he keeps alive its image as a critique of the present. In his last book,
On Late Style, Edward Said wrote compellingly of the ‘return to the eighteenth
century’ in the work of such figures as Stravinsky, Britten and Strauss.”’ By
adopting—two hundred years too late—the manner and techniques of pre-
revolutionary, pre-romantic Europe, many of these composers were highlighting
their alienation from the horrors that surrounded them. Elsewhere in the book,
Said talks about lateness as ‘a kind of self-imposed exile from what is generally
acceptable, coming after it, and surviving beyond it’.'* And following Adomo’s
discussion of the ageing of the new music, Said asserts that there is ‘an inherent
tension in late style that abjures mere bourgeois aging and that insists on the
increasing sense of apartness and exile and anachronism’."® I should wish to
argue that lateness becomes a trope for modernism itself. It is not just Strauss’s
late style, to take Said’s example, that is imbued with a melancholic world-
weariness; alienation, memory and mourning become the defining features of
modernist music and of the late-modern condition.

Uonaman Kpoc

U3I'YBJbEHU PAJ: HEOKJIACULIU3AM
U MEJIAHXOJIMJA MOJAEPHHU3MA

PesumMme

ITo3noMonepHH cyGjekT kapakTepHiue ce ocehajeM oryheHocTs oa mpo-
mIocTH (WITO ra padiuKyje ol mocrMozaepHor cyGjekra). OH ce MaHHpecTyje
Iy60KO MenaHXOJHYHOM HOCTAJITHjOM, CacBHM HEIUIOJHOM YE€XH0M Ka Mo-
BpaTKy y (pajcky) u3ry6sseHy npouvioct. Henaronan ogsoc kox Lllen6epra u3-
Mely npoimnocTH M canammocTH (H3Mely ,,TpanuuHMje H ,,HOBOr) jacHO ce 1y-
je 'y MHOTHM JieJIiMa U3 BEeroBOI aTOHAHOT nepuoa, on Tpu kiasupcka koma-
da on. 11 no Iljepoa Meceuapa. Anu 1 kon CTpaBHHCKOT Y HB-erOBHM HEOKJIa-
CHLIMCTHYKHM Je/lHMa MOCTOjH HEMPEMOCTHB ja3 u3Mely mpouwlioctd H ¢par-
MEHTHCaHE PEalHOCTH CaJallllbOCTH, Kao Ny0ok koH(IHKT H3Mel)y ouekHBama

13 E. W. Said, On Late Style: Music and Literature Against the Grain (London: Blooms-
bury, 2006), Chap. 2.

" Ibid,, 16.

"* Ibid., 17.
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O/l CTapHX MY3HYKHX (OPMH H NPHOpHTETa HOBe aBaHrapae. M nopen muxose
6e36pHXKHOCTH Ha MOBPIIHHH, OBa €Na HHCY caMO (IIOCTMOAEPHA) HIpa WIH
nacTuum, Beh H MeJaHXoNHYHH H3pa3 no3HoMozaepHor crama. Kopucrehu npu-
mepe Cumgponuje in C (1938—40) u Opgheja (1947) CtpaBHHCKOT, ayTOp Y OBOM
pamy mpeiuiaxe HOBY Bep3Hjy MoaepHH3Ma XX Beka, carjieaHOr H3 mepcrnek-
THBe oTyheHor cybjekra. To je TeMa Koja ce MOXe MPAaTHTH KpO3 L0 BEK, O
Manepa no beprucna.



CENTRES AND MARGINS: SHIFTING GROUNDS
IN THE CONCEPTUALIZATION OF MODERNISM

MAX PADDISON

IN this paper I consider theoretical and philosophical issues arising from
the conceptualization, periodization and location of modernism and the avant-
garde. Drawing on critical and post-colonial theory, dominant paradigms of what it
is to be ‘modern’ are examined in relation both to centres and to peripheries of
the ‘modemnist project’ — areas which, for historical, cultural and economic rea-
sons, came later to the process of modernization and whose manifestations of
modernism and the avant-garde interact tellingly with ‘the centre’, even if the
centre fails in return to acknowledge their existence. At the same time, such
modernisms at the margins also interact with indigenous traditions, interactions
that often lead to tension and conflict.

For good reason the debates over unequal relations between centres and
margins have come to have particular relevance to regions like the Balkans' and
other parts of Eastern Europe,” and also the Iberian Peninsula® — regions which
have strong indigenous cultural traditions but which are to varying degrees
marginalized in relation to the dominant European urban cultural centres of

! The 2007 Belgrade conference from which this volume arises testifies to this. I am grate-
ful to Melita Milin for the clarity of the conceptual framework she set up for the conference, and
for the opportunity to think through issues that the invitation to take part offered.

% See especially Sanja Bahun-Radunovi¢ and Marinos Pourgouris (eds.), The Avant-Garde
and the Margin: New Territories of Modernism (Newcastle: Cambridge Scholars Press, 2006).
Essays in this volume discuss issues of the avant-garde in Serbia, Romania, Poland, and Greece,
as well as French Canada, India and Japan.

3 The Portuguese composer Anténio Pinho Vargas is currently researching many of the is-
sues discussed in this paper with specific reference to the musical situation in Portugal, and I have
profited greatly from many discussions with him in the process of supervising his doctorate at
Durham University. See also Anténio Pinho Vargas, ‘A uséncia da musica portuguesa no con-
texto europeo: Uma investigagdo em curso’, Revista Critica de Ciéncias Socias 78 (October
2007), 47-69.
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Western and Central Europe. Seen, however, within the context of ‘world cul-
ture(s)’ and especially ‘world music(s)’, where, for example, Western art music
becomes on the one hand simply one ‘style’ within a multiplicity of styles and
on the other hand remains nevertheless an integral part of the dominant power
structure of the West, then, as Bjérn Heile has commented, ‘distinctions be-
tween core and margin, centre and periphery can no longer be drawn with con-
fidence’.* I argue here that such uncertainties at the permeation of boundaries
and the experience of ‘in-betweeness’ are the new conditions of the avant-garde,
even though the sheer stylistic diversity of globalized culture may serve to ob-
scure this.

I

The extent of stylistic diversity across the arts in the twenty-first century,
especially viewed within the broad context of ‘world cultures’, might suggest
Leonard Meyer’s image of Brownian movement, in perpetual motion but at the
same time static.” Meyer had suggested as early as 1967 — something that Jean-
Jacques Nattiez re-reads with astonishment as the point of departure for his own
essay ‘La musique de ’avenir’® of 2001 — that ‘the coming epoch ... will be a
period of stylistic stasis, a period characterized not by the linear, cumulative
development of a single fundamental style, but by the coexistence of a multi-
plicity of quite different styles in a fluctuating and dynamic steady-state.’’
Meyer’s metaphor taken from the natural sciences of a dynamic equilibrium is
on one level both persuasive and prophetic, particularly in the Tight of the kind
of imagery subsequently employed by the theorists of postmodernism in the
1980s to conceptualize what they saw as our condition of an ahistorical present
characterized by a state of non-contradictory but dynamic plurality. Neverthe-
less, there is at another level a degree of relativism underlying Meyer’s view

* I am grateful to Bjom Heile for recent discussions with him which I found very helpful
in formulating a final version of this paper. I had already reached a late stage in drafting before I
read his insightful work on ‘world music’ and specifically ‘Weltmusik’, and I must admit that I
wish I had been able to read it much earlier. As a result there remains much here that I feel still
needs developing further. See B. Heile, ‘ Weltmusik and the Globalization of New Music’, in B.
Heile (ed.), The Modernist Legacy: Essays on New Music (Aldershot: Ashgate, 2009, forthcom-
ing), 152-182; also Heile, ‘“Transcending Quotation™: Cross-Cultural Musical Representation in
Mauricio Kagel's Die Stiicke der Windrose fiir Salonorchester’, Music Analysis, Vol. 23, No.1
(2004), 57-85.

SL.B. Meyer, ‘History, Stasis, and Change’, in Music, the Arts, and Ideas: Patterns and
Predictions in Twentieth-Century Culture (Chicago and London: University of Chicago Press,
1967), 102.

¢ J.-J. Nattiez, ‘La musique de I’avenir’, in Musiques: Une encylopédie pour le XXle
siécle 1: Musiques du XXe siécle, sous la direction de Jean-Jacques Nattiez (Arles: Actes Sud/
Cité de la Musique, 2003; orig. Italian, Turin, 2001), 1392-1424.

7 Meyer, ‘History, Stasis, and Change’, 98.
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that is problematical — a relativism that is also (more typically) a feature of
postmodernist accounts of the situation which take everything within a field at
face value and fail to recognize unequal power relations that underlie such sur-
face pluralities. Stylistic diversity per se is probably evident enough to all, in
that it is something which characterizes modernism and the avant-garde just as
much as it does all other manifestations in the arts, to such an extent that it al-
most goes without saying. Significant questions are raised by the problem of
relativism in relation to the apparently tensionless stylistic diversity of modern-
ism and the avant-garde in such a context, however, in view of the historical
aspirations associated both with aesthetic modernism and with what Habermas
has called ‘the modemist project’.

Jean-Frangois Lyotard has argued that, as a result of the developments in
technology (and in particular information technology) since the Second World
War, and the shift from ends to means: ‘The grand narrative has lost its credi-
bility, regardless of what mode of unification it uses, regardless of whether it is
a speculative narrative or a narrative of emancipation.’® If the goal of emancipa-
tion is simply another of the grand narratives perpetuated by the avant-garde in
its search for legitimation, then how can modernism survive in the absence of
any convincing belief in such stories of liberation — narratives that have cer-
tainly always seemed so fundamental to the spirit of the avant-garde? Or indeed,
are there new language games now being played, new narratives of legitimation
— those of hybridity or of transculturation, perhaps, with the claim that the world
wide web has now rendered the whole notion of centres and peripheries redun-
dant? Other pertinent questions concern distinctions between ‘modernism’,
‘modernity’, and ‘modernization’, the relation of the modern to the pre-modemn,
the non-modern, and, importantly, to the continuing power of tradition, in the
context both of Enlightenment rationalization processes and of global capital-
ism. Then there are questions regarding the dependence of modemism on its
context—social, historical, cultural and economic—and its marked historical
tendency to be the exclusive product of certain cosmopolitan urban centres
mainly in Western or Central Europe, or in America. This leads to more ques-
tions: what forms do aesthetic modernism and the avant-garde take in the con-
text of globalization; how do they manifest in relation to nationalism in prima-
rily agrarian cultures that have come relatively late to industrialization; or, as
we have already suggested, does any of this matter anyway in view of the speed
and almost total embrace of the internet? And finally, one might reasonably ask
whether there are distinctly identifiable features that characterize all ‘modern-
isms’, as well as identifiable conditions, historical and cultural, within which
aesthetic modernism arises? I cannot claim to be able to address all of these

8 J.-F. Lyotard, The Postmodern Condition: A Report on Knowledge, trans. G. Bennington
and B. Massumi, with a Foreword by F. Jameson (Manchester: Manchester University Press,
1984; original French ed. 1979), 37.



68 Max Paddison

questions in this paper, not least for reasons of space, so let me start with an
attempt to respond to the last and most general question first, and in this way to
touch on the other questions as well.

II

I propose that all modemisms do in fact have one important thing in
common: they are defined by the conflict between the process of societal mo-
dernization and the claims of tradition. By this, of course, I do not mean that it
is simply the case that ‘modern art’ itself is in direct conflict with tradition
(even though it usually is), but rather that what we regard as ‘the modern world’
itself emerges from a conflict between the dynamic and demythologizing social
and economic process of modernization and the resistant mythologizing stasis
of tradition. And yet, aesthetic modernism, for all its different stylistic and cul-
tural manifestations, has now, I suggest, acquired a further distinctive feature: to
borrow another term from Jean-Frangois Lyotard, the simultaneous unpresent-
ability of this tension between tradition and modernity in an age of globalization
and commodification. That is to say, this conflict no longer appears directly to
us for what it is, but is relativized and thus rendered invisible as part of the
endless variety of consumer choice within an apparently tensionless steady-state
of co-existing but separate stylistic developments characterized by hybridization
and the instantaneity of communication worldwide. It is this state—one which,
in my view, serves to mask the underlying relations of global economic
power—which I attempt to address here. I start from the position that
modernism is indeed not ‘one thing’, but rather a series of stylistically different
and often conflicting responses to ‘one thing’: that is to say, the varieties of
aesthetic modermnism can be regarded as different responses to a single
overriding dilemma which has become naturalized and is no longer directly
viewable — the process of socio-economic modernization itself in relation to
tradition. I emphasize these terms not because I wish to re-establish a simplistic
binarism ‘modemity/tradition’ of a kind that is now generally regarded as
having been transcended by globalization, but because I argue that it is the
process of modernization itself that continues on a global scale, albeit without
the idealistic ends associated with ‘modernity’ from the Enlightenment, and
because tradition, far from having been neutralized and subsumed by the
demythologizing process of modernization, has reasserted itself in often visceral
reaction to the modern world.

It is within these basic terms of reference that the issue of centres and pe-
ripheries of modernism and the avant-garde takes on, I suggest, an added sig-
nificance. To put it simply: on the one hand the geographical and cultural cen-
tres of modernism have a powerful influence on the peripheries and draw them
towards them and absorb them; on the other hand, it is at the peripheries that the
tension between innovation and tradition becomes evident to us, because of in-
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complete absorption. At the centre—and all centres now become as one—the
tendency is always towards hybridity, permeation, the disappearance of bounda-
ries, and the homogenizing effects of globalization. At the peripheries the con-
flict between tradition and innovation remains strong, in spite of claims made
for the process of globalization, and the contrasts stand out through the stark-
ness of their juxtaposition. What this reveals, it seems to me, is that the as-
sumptions on the part of certain contemporary theorists of the philosophy and
sociology of culture who argue, like Wolfgang Welsch,” that the traditional con-
cept of culture, defined by the separateness and distinctiveness of individual
cultures, is now obsolete and has been superseded by the condition of permea-
tion of cultural boundaries, of cultural blending, and of a process of transcul-
turation, are problematical. I suggest that such assumptions present difficulties
not because their claims regarding cultural permeability and transculturation are
false as such—they clearly are not—but rather because they do not sufficiently
recognize the simultaneous but ‘invisible’ presence of dominant power relations
which underlie and indeed drive the process of globalization. The former British
Prime Minister Tony Blair always talked euphemistically of the need for the
‘modernization’ of institutions, when what he really meant was that he wished
to make them more controllable, centralized and efficient. The term ‘moderni-
zation’ in this sense is clearly a version of what Max Weber had identified as
the process of rationalization (Rationalisierung), or more specifically (in view
of Weber’s four types of rationality) means-ends, or instrumental rationality
(Zweckrationalitdt).'® According to Jirgen Habermas: ‘“Modernization” was
introduced as a technical term only in the 1950s’ — a conceptual product of the
empirical social sciences of that period, particularly in the English-speaking
world, to the extent that it ‘dissociates “modemnity” from its modern European
origins and stylizes it into a spatio-temporally neutral model for processes of
social development in general’.!' What he has to say by way of elaboration of
the connection with Max Weber’s concept of ‘rationalization’ is invaluable as
part of my attempt to establish a context of ideas in which to place an under-
standing of globalization. Habermas writes:

The concept of modernization refers to a bundle of processes that are cu-
mulative and mutually reinforcing: to the formation of capital and the mobiliza-
tion of resources; to the development of the forces of production and the increase
in the productivity of labor; to the establishment of centralized political power

% See W. Welsch, “Cities of the Future: Aspects from Architectural Theory and Cultural
Philosophy’, in Undoing Aesthetics, trans. A. Inkpin (London: Sage Publications, 1997), 134-149.

' M. Weber, Selections in Translation, trans. E. Matthews, ed. W.G. Runciman (Cam-
bridge: Cambridge University Press, 1978), 28-29.

' J. Habermas, ‘Modemity’s Consciousness of Time’, in The Philosophical Discourse of
Modernity: Twelve Lectures, trans. F. G. Lawrence (Cambridge: Polity Press, 1987; orig. German
ed. 1985), 2.
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and the formation of national identities; to the proliferation of rights of political
participation, of urban forms of life, and of formal schooling; to the seculariza-
tion of values and norms; and so on.

I suggest that we understand globalization as a version of ‘modemization’ in
this sense — the global extension of capitalism to rationalize world economies and
bring them under one principle. That this also results in the permeation, ‘blending’
and homogenization of previously diverse cultures is simply an epiphenomenon. It
is equally true to say that the same process can also encourage the appearance of
diversity if required — for instance, for the purposes of world tourism and the
package holiday industry, or the commodification of ‘world music’.

III

From the perspective of globalization as a further stage in a larger process
of modernization as economic and cultural rationalization, we need to ask what
it is to be ‘modern’—in the sense of ‘aesthetically modern’—in the context of
the dominant paradigms of European modernism and modemnity. It is clear that
such a notion is dependent on two others which themselves form a polarity: the
concepts of ‘tradition’ and of ‘the new’, or ‘the avant-garde’. Jirgen Habermas
makes a succinct attempt to identify the key feature of modemism and, in
broader terms, of modernity when he writes: ‘Modernity revolts against the
normalizing functions of tradition; modemnity lives on the experience of rebel-
ling against all that is normative.’'? In his speech given in Frankfurt in 1980 on
being awarded the Theodor W. Adorno Prize he proposed that we are in a sense
‘still the contemporaries of that kind of aesthetic modernity which first appeared
in the midst of the nineteenth century.’’® This was itself the result of the disen-
chantment of the myths of the classical and ancient worlds and was a direct out-
come of the eighteenth-century Enlightenment. Habermas suggests that ‘the
idea of being “modern” by looking back to the ancients changed with the belief,
inspired by modern science, in the infinite progress of knowledge and in the
infinite advance towards social and moral betterment.’'* Contained here, there-
fore, is the recognition that conceptions of the modern, modernism, and moder-
nity have changed historically. Initially they defined themselves in relation to a
sense of a classical past, but then, by the nineteenth and twentieth centuries,
they did so in relation to modernism’s own, ever-changing and self-enclosed
notion of ‘the classical’. As Habermas puts it:

Our sense of modemity creates its own self-enclosed canons of being
classic. In this sense we speak, e.g., in view of the history of modern art, of a

12 J. Habermas, ‘Modernism — An Incomplete Project’, in H. Foster (ed.), Postmodern
Culture (London: Pluto Press, 1983), S.

U Ibid,, 4.

1 Ibid.
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classical modernity. The relation between ‘modern’ and ‘classical’ has definitely
lost a fixed historical reference.'

In view of Habermas’s account of notions of modernism, modernity, and
modernization, I suggest that the polar concept of ‘tradition’ (by which I mean
modernism’s opposite) can be understood in at least three distinct but related
senses. First, tradition can refer to ‘the classical’, or more broadly to ‘classi-
cism’; second, it can refer to notions of the ‘folk’, of ‘traditional culture’, a
sense of ‘identity creation’ drawing on shared notions of ‘the epic’ and
‘community’ and the relation to ‘nature’; and third, it can refer to consensus,
particularly that based on a shared sense of rational models, including even that
of the natural sciences as described by Thomas S. Kuhn in his attempt to locate
his concept of the ‘paradigm’. Seen in this way, the concept of tradition is itself
riven by contestatory impulses, including both the unreflective and the
reflective: at the one extreme is a traditional form of ‘rationality’ that is simply
‘the way we do things’, according to Max Weber — a limiting concept within his
four types of rationality, which is rational only in the narrowest possible sense,
in that it is uncritical and unreflective and simply abides by handed-down rules
of thinking and conduct; at the other extreme, on the contrary, ‘tradition’ can
also be understood as a reflexion upon established paradigms in order to
continue to test them, according to Thomas S. Kuhn.'®

The ‘New’, on the other hand, has been associated since the rise of Euro-
pean aesthetic modernism in the nineteenth century (that is, immediately fol-
lowing the 1848 revolutions that took place across most of Western and middle
Europe, but not in Britain or Russia, or for that matter in most of the Balkans)
with the search for the different, the not yet known, with the implication that
that which is already known, the humdrum and everyday, is no longer worth
knowing, and must be left behind in the search for the new and the unforeseen.
It is Baudelaire who probably best expresses modernism’s precarious balancing
act on the fulcrum between the unbearable and the unknowable. At the same
time the endless quest for the ever new, inextricably associated with artistic in-
novation, is also inseparable from the exotic, the strange, the foreign, the uto-
pian, and in its voyages to the peripheries, the boundaries of the already known,
it is in the business of colonising and bringing home rich booty from the lands
of the Other. But Jean-Frangois Lyotard points to what is possibly the most im-
portant qualification of the avant-garde — that it promotes reflexion rather than
persuasion; and it is persuasion that could be said to characterise the perpetua-
tion of tradition."’

% Ibid.

' See T. S. Kuhn, The Structure of Scientific Revolutions (3" ed) (Chicago and London:
Univcrsi?' of Chicago Press, 1996; orig. ed. 1962)

17 See J.-F. Lyotard, The Postmodern Explained to Children (London: Tumaround, 1992), 64.
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IV

Innovation in the modernist sense is also the recognition of change
through reflexion, an awareness that the ground has moved beneath one’s feet.
Interestingly, the notion of the paradigm shift as catastrophic, sudden change
beneath the surface of the old, the established consensus, can tell us important
things about the emergence of the new. I should therefore like to spend a few
moments considering Thomas S. Kuhn’s concept of the paradigm shift. While I
should say immediately that in no sense do I wish to perpetuate the idea that it
is possible simply to transpose Kuhn’s celebrated notion of paradigm shifts
from the history of science to the history of art, there is nevertheless much that
can be derived from it to provide models for how change comes about over pe-
riods of time also in music. But this is hardly surprising, as Wolfgang Welsch
has also pointed out,'® because Kuhn got his idea for the paradigm shift in the
natural sciences from the history of the arts in the first place. In his 1969 post-
script to The Structure of Scientific Revolutions (1962) Kuhn writes:

To the extent that the book portrays scientific developments as a succes-
sion of tradition-bound periods punctuated by non-cumulative breaks, its theses
are undoubtedly of wide applicability. But they should be, for they are borrowed
from other fields. Historians of literature, of music, of the arts, of political deve-
lopment, and of many other human activities have long described their subjects
in the same way.'

The recognition that the history of science is, like the history of the arts,
characterized by periods of crisis and revolution as well as by periods of appar-
ently rational and cumulative progress is taken by Welsch as support for his
claim that ‘the transition to an aesthetic interpretation of truth, reality and cog-
nition represents the basic philosophical process of the last two hundred
years.””® What is to be assumed, at one level at least, is that (i) a certain kind of
‘conscious endeavour’ is involved both in the natural sciences and in the arts
which at the same time is dependent on intuition and ‘hunch’ for a radically in-
novative breakthrough, while (ii) innovation and change come about not
through trying to work outside any traditional consensus, but rather through fo-
cusing closely on the problems and tensions which develop within the consen-
sus itself and which, finally, according to Kuhn, lead to its collapse. In his arti-
cle ‘The Essential Tension: Tradition and Innovation in Scientific Research’
(1959), and which pre-dates his book The Structure of Scientific Revolutions,
Kuhn draws on the debates from the 1950s about the distinctions between con-

'8 See W. Welsch, ‘Basic Aesthetic Features in Contemporary Thinking’, in Undoing Aes-
thetics, trans. A. Inkpin (London: Sage Publications, 1997), 44-45.

19 T. S. Kuhn, The Structure of Scientific Revolutions (3™ ed.), 208.

 W. Welsch, ‘Basic Aesthetic Features in Contemporary Thinking’, in Undoing Aesthet-
ics, 44.
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vergent and divergent thinkers, and emphasises the crucial role played by rigor-
ous training, characteristic of convergent thinking, in contrast to the stress
placed on creativity, characteristic of divergent thinking, and normally identi-
fied with the arts. In the natural sciences the movement appears to be, according
to Kuhn’s theory, from one firm consensus to another, the shift only occurring
when the existing consensus collapses. For Kuhn’s theory, each such period of
firmly accepted consensus is what we could call the ‘tradition’. Kuhn writes:

Yet — and this is the point — the ultimate effect of this tradition-bound
work has invariably been to change the tradition. Again and again the continuing
attempt to elucidate a currently received tradition has at last produced one of
those shifts in fundamental theory, in problem field, and in scientific standards to
which I previously referred as scientific revolutions. At least for the scientific
community as a whole, work within a well-defined and deeply-ingrained tradi-
tion seems more productive of tradition-shattering novelties than work in which
no similarly convergent standards are involved. How can this be so? I think it is
because no other sort of work is nearly so well suited to isolate for continuing
and concentrated attention those loci of trouble or causes of crisis upon whose
recognition the most fundamental advances in basic science depend.”'

He argues that discoveries and innovation emerge out of growing know-
ledge of the inadequacies of the older models: ‘the prelude to much discovery
and all novel theory is not ignorance, but the recognition that something has
gone wrong with existing knowledge and beliefs.””* It is his view that ‘the
productive scientist must be a traditionalist who enjoys playing intricate games
by pre-established rules in order to be a successful innovator who discovers new
rules and new pieces with which to play them.’ In spite of the questionable
nature of making such connections between science and the arts, it is difficult
not to see the development, for example, of Schoenberg’s innovations in the
light of all that Kuhn has said. By this I mean that Schoenberg, as a musical tra-
ditionalist, discovered the inadequacies and limitations of tonality in seeking to
extend the system from within to the point of collapse. It was through this that
he became an innovator, not through any essentially radical impulse.

\%

The concept of modernism, through the polarization of ‘tradition’ and
‘the new’, gives rise to two different relations to time and history in the process
of identity creation: as Homi Bhabha has termed it in The Location of Culture

2! T, S. Kuhn, ‘The Essential Tension: Tradition and Innovation in Scientific Research’
(1959), in The Essential Tension: Selected Studies in Scientific Tradition and Change (Chicago &
London: University of Chicago Press, 1977), 234.

% Ibid., 235.

 Ibid., 237.
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(1994),2‘ the traditional relation to the past is characterized by nostalgia, and the
innovatory relation of the avant-garde to the future is utopian in character. And
yet there is something extremely real and concrete about the historical condi-
tions that have both given rise to and which have played a role in the changing
face of modernism. This emerges the instant we attempt to locate the emergence
of modernism historically and its utopian narratives.

While it can be said that the ‘modern age’ begins in the eighteenth cen-
tury, as a result of the triple effect of Enlightenment, the French revolution and
the industrial revolution, with perhaps its first optimistic manifestation in the
American Revolution of 1776, I subscribe to the view that it was the shock of
the failure of the 1848 revolutions in Europe that created the unique conditions
for the appearance of an avant-garde.”> By this I mean what is essentially an
alienated and self-reflexive art, which is to say, an art increasingly alienated
from its audience and from the terms of reference that previously had given it
meaning. That there were undeniably other important historical turning points it
would be pointless to deny — for example, 1870-71, with the unification of
Germany, the Franco-Prussian War and the defeat of France. The argument for
this is that French national pride was wounded by the defeat, and this resulted in
attempts to re-establish a sense of national identity — for example, through at-
tempts to create a musical tradition to rival that of Germany both through Saint-
Saéns’s encouragement of autonomous instrumental music and through the ef-
forts of an emerging French musicology to recover the musical past and make it
available through editing and publishing collected editions of the old masters.
Indeed, this kind of frenetic nationalistic activity in France and Germany and to
a lesser extent Italy—the cultural centres of the ‘Great Tradition’ of European
art music—is mirrored in the European peripheries by the rise of Nationalisms
as an effort to manufacture a sense of identity, community and origins which
could shield consciousness from the anxieties of isolation at the margins, as
well as from the effects of modernity.?® This occurred as various avant-garde
movements were beginning to emerge from the sense of futility and emptiness
following the events of 1848-49. The years leading up to 1889 and the Paris
Exposition Universelle of that year show the flight from ‘the unbearable to the
unknowable’ that was Symbolism in the context of an extraordinary influx of
the exotic, the strange and in effect ‘the New’ on an almost industrial scale in
France, and which was a direct result of colonial exploitation by the European
powers. And of course, there is the fin de siécle a few years either side of 1900

2 H. Bhabha, The Location of Culture (London: Routledge, 1994; repr. 2006), 324.

% See E. Hobsbawm, The Age of Revolution (London: Weidenfeld & Nicolson, 1962, 3™
impr. 1996), 270.

28 For an excellent overview and analysis of these positions, see J. Samson, ‘Nations and
nationalism’, in J. Samson (ed.), The Cambridge History of Nineteenth-Century Music (Cam-
bridge: Cambridge University Press, 2001), 568—600.
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with its yearning for the transcendental in harness with the exotic and the deca-
dent. There’s probably no need to continue with this rapid overview of familiar
starting dates frequently cited as the beginnings of aesthetic modernism and the
avant-garde. And yet, if there are overall trends that become apparent, they are,
on the one hand, an inexorable move from the celebration of audience towards
the retreat from audience, which is the retreat into formalism and subjectivity
that stems ultimately, I would argue, from 1848; and on the other hand there is
the deep, even atavistic urge to find identity and a sense of belonging in tradi-
tion and collectivity, even when this has to be fabricated, as was the case with
the rise of various nationalist movements across Europe right into the twentieth
century. This could be further identified as the attempt to re-establish the pre-
modermn in the context of the modern, as a retreat from the process of moderni-
zation and rationalization. In this one respect Nationalism in this sense could be
said to have one thing in common with the retreat into formalism and the auton-
omy aesthetic: defence against rationalization.

This brings us back to the concept of autonomy as one defining charac-
teristic of modernism and the avant-garde. It was, so Adorno had argued, its
very autonomy that had ensured the survival of the avant-garde, of the modern-
ist art work, as a moment of protest against its absorption into the means-ends
rationality of the everyday, and of total commodification. But the retreat into
autonomy no longer necessarily leads to the survival of the avant-garde art
work, as in the age of heroic modernism. This had already by the 1950s shifted
towards the modernism of the Absurd, where the Beckettian interior monologue
of the post-war novels had caused even Adorno to reassess the kind of ‘heroic
modernism’ for which he had up to then continued to act as protagonist, and to
revisit the apparent futility and cynical emptiness of Stravinsky in the light of
Beckett’s position.”” But by the late 1960s — let’s say for the sake of con-
venience 1968 — the position of an avant-garde already appeared to be seriously
undermined for quite other reasons. In part this was because of what Adomo
had identified as ‘the disintegration of musical material’, by which he meant
that the handed down material no longer carried the sense of ‘historical neces-
sity’ that had provided the impetus for advanced composers either to develop to
destruction or to reject outright. But also in part, I suggest, it was because of the
1960s cultural ‘underground’, characterized by eclecticism, ahistoricism, and
boundless curiosity, and which simply accepted, for instance, a vast range of
apparently very different musics as nevertheless having something in common.
Stockhausen, Stravinsky, Webern, Pierre Henry and John Cage along with the
Pink Floyd, Frank Zappa, John Coltrane, Cecil Parker and Bob Dylan, Missis-
sippi Delta blues, Tibetan Buddhist temple chants, and Moroccan Sufi music

%7 See M. Paddison, ‘Stravinsky as devil: Adorno’s three critiques’, in J. Cross (ed.), The
Cambridge Companion to Adorno (Cambridge: Cambridge University Press, 2003), 201-202.
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from the Rif Mountains®® would be regarded as unproblematical cases of the
infinite diversity and creativity of the world in which they lived. In fact, every-
thing could be material, and all experience could be the aesthetic experience,
and knowledge of the world could be a sensual knowledge of relaxed creativity.
There was a sense, at least for a few years at the end of the 1960s and the very
beginning of the 1970s, that indeed the margins were the centre now, and that it
was really possible to live at the boundaries where everyone was potentially an
avant-garde artist. This was, of course, a dream, 1880s Symbolism with the
technology of mass culture (it’s no coincidence that J.-K. Huysmans 4 Rebours
of 1884 had a minor cult revival during the late 1960s when republished in
English translation as a Penguin Modern Classic, and Baudelaire’s Les paradis
artificiels was read at the sophisticated end of the drug culture). It was a dream,
moreover, which failed to recognize the fundamental power of economic and
political realities even while, at another level, protesting against them. In this
case the ‘reality’ of 1960s counter culture did not address the realities of an in-
creasingly global capitalism.

The idea of ‘world music’ dominated much of the avant-garde in the
1960s, in particular as Weltmusik, as Bjorn Heile has demonstrated in detail in
recent work” — pieces by Stockhausen like Telemusik, Stimmung and Mantra
and Kagel’s Exotica immediately come to mind. At the same time, however, the
avant-garde had also been strongly influenced by Dadaism and the readymade
through Marcel Duchamp, the Fluxus collective, and in music through John
Cage. It seems to me that this had two important consequences for avant-garde
art: (i) an approach to the structuring of found elements that was constellatory
and non-hierarchical, and (ii) a detached and apolitical relation to materials. But
particularly interesting in this respect is the German artist Joseph Beuys be-
cause, although all these elements are in place, his work nevertheless confronts
‘hidden meanings’, albeit obliquely — in his case the War, Nazism, and Ausch-
witz. A radio operator in the Luftwaffe during World War 2, he was shot down
over the Crimea; badly injured and unconscious, he was rescued, so he claimed,
by Tartars, members of a shamanistic culture who treated his injuries with ani-
mal fat and wrapped him in layers of felt to keep him warm. As an artist in the
1960s and 1970s his installation work returned constantly to this experience,
using found materials like fat, felt, fur, and animals, both dead and alive, to cre-
ate a mythological and shamanistic context of his own, where mysterious rituals
are enacted with ‘poor’ materials which become heavily symbolic, but where
the overwhelming but never-stated meanings become eloquent in terms of his-

28 The famous case of what has been dubbed ‘the first ever recording of World Music’,
the 1971 album Brian Jones presents the Pipes of Pan at Joujouka, comes to mind here (Rolling
Stones Records COC49100).

2 See B. Heile, ‘ Weltmusik and the Globalization of New Music’, in B. Heile (ed.), The
Modernist Legacy: Essays on New Music.
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torical time and geographical space. The Italian art historian Sandro Bocola
cites Thomas McEvilley on Beuys:

Even if his solution to the nightmare of war was first and foremost mythi-
cal, symbolic and escapist, at least he addressed it. He addressed the war by
avoiding it, and he avoided it by addressing it. Even if he did not achieve a truly
political standpoint as an artist, he nevertheless embodied the war and its pain
and (;gnfusion in an art that reeks so much of Auschwitz that it will not readily
pale.

It could be said that Beuys’s art crosses boundaries in many senses —
cultural, historical, and geographical — and in ways that it is difficult, for exam-
ple, for music to do. At the same time, however, there are many troubling as-
pects to Beuys’s mythmaking, his assumption of the role of artist-shaman, and
his relation to an archaic world of tradition that seems to be part archaeology
and part healing. Not least, of course, was his perhaps inevitable relation to the
culture business itself, and the need to make money. In the mid 1970s Beuys’s
work took the form of lectures around the world, where he talked to people
sometimes in art galleries and often on street corners, standing in front of a
blackboard on which he wrote in chalk, drawing on his discussions with the
public. He argued that ‘everyone is an artist’, and that everything we do is a
work of art. Each blackboard, when full, was taken down from the stand and
another, empty one put in its place. After each session his assistants sprayed
each of the boards with fixative, and they were then presumably sold. When
questioned about this by a member of the public at a session at the Victoria and
Albert Museum in London in the early 1980s, Beuys simply responded: ‘An
artist must live!’.

VI

I conclude not with conclusions but with some thoughts on questions of
hybridity and existence on the margins, in the in-betweeness of shifting bounda-
ries, both historically and currently, and how these can be understood in relation
to modernism and the avant-garde. From the perspective of globalization as a
further stage in a larger process of modernization as economic and cultural ra-
tionalization, I have discussed what it is to be ‘modemn’ in the context of the
dominant paradigms of European modernism and modernity. I have suggested
that there is a clear distinction to be made between advanced modernization as a
socio-economic process and advanced modernism as an aesthetic movement (or
series of movements). I have also suggested that modernism is defined by the
conflict between the process of societal modernization and the claims of tradi-

30 T. McEvilley (catalogue of the 1988 Beuys exhibition, Berlin), cited in Sandro Bocola,
‘Magic and Ritual: Modern Symbolism’, in The Art of Modernism (Munich, London and New
York: Prestel, 1999), 527.
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tion. At the same time the question has been raised as to what forms aesthetic
modernism and the avant-garde might take in the context of globalization, and
in particular, how do ‘modernisms’ manifest in relation to nationalism in pri-
marily agrarian cultures that have come relatively late to industrialization. As a
coda to these discussions I want to consider some very relevant issues raised by
Adomo in a famous footnote concerning Bartok and Janaéek in Philosophy of
New Music. Adorno writes:

Where the developmental tendency of occidental music was not fully car-
ried through, as in many agrarian regions of southern Europe, it has been possi-
ble right up to the present to use tonal material without opprobrium. Mention
may be made here of the extraterritorial, yet in its rigor the magisterial art of
Leo§ Jandcek, as well as much of Barték’s, who in spite of his folkloristic pen-
chant at the same time counted among the most progressive composers in Euro-
pean art music. The legitimation of such music from the periphery in every case
depends on its having developed a coherent and selective technical canon. In
contrast to the productions of Nazi blood-and-soil ideology, truly extraterritorial
music — whose material, while common in itself, is organized in a totally differ-
ent way from occidental music — has a power of alienation that associates it with
the avant-garde and not with nationalistic reaction. Ideological blood-and-soil
music, by contrast, is always affirmative and allied with ‘the tradition’, whereas
it is precisely the tradition of all official music that is suspended b?' Janadek’s
diction, modelled on his language, even in the midst of all the triads.’

Barték and Janadek did not, of course, fit into Adorno’s scheme in Phi-
losophy of New Music, which, as is well known, focuses exclusively on
Schoenberg and Stravinsky.”> And yet he recognized the progressive character
of their music, precisely in fact because they came from the periphery, even
though the implications of his scheme seemed to favour the centre. The essen-
tial point for Adorno, however, is the relationship to musical material, and the
necessity for a technical consistency to be developed to enable this to come
about ‘authentically’ in relation to the particular demands of the material — in
this case the use of materials that had until this point, due to their pre-modem
character within what were still largely pre-industrial, agrarian economies, re-

3! T. W. Adorno, Philosophy of New Music, translated, edited, and with an introduction by
R. Hullot-Kentor (Minneapolis & London: University of Minnesota Press, 2006), note 4, 176.

32 1t is interesting that in Philosophy of New Music Adomo regards Schoenberg as essen-
tially provincial and traditional in his outlook, in spite of the radical contribution he made to the
emergence of musical modernism, while Stravinsky he sees as cosmopolitan and ‘modern’, and,
although as essentially conservative in his intentions, not primarily concerned with the traditional
folk culture of his native Russia, in spite of the works of the ‘Russian period’. Richard Taruskin’s
monumental study Stravinsky and the Russian Traditions (Oxford: Oxford University Press,
1996), on the contrary, has revealed the extent to which Stravinsky’s modernism was achieved
‘by deliberately playing the traditions of Russian folk music against those of the provincial, dena-
tionalized Russian art music in which he had been reared.’ (R. Taruskin, Stravinsky and the Rus-
sian Traditions, Vol. 1, 18).
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tained an unfamiliarity that had a radical potential within the context of Euro-
pean art music. That is to say, through the encounter with the dominant forms
and genres of European art music, such materials, hitherto associated with tra-
dition and nationalism, created a tension which led to the transformation of
both. Hence, so he argued, it had ‘a power of alienation that associates it with
the avant-garde’ rather than with the reactionary and conservative ideologies of
nationalism.

I end with proposals from Homi Bhabha which shift the frame of refer-
ence so that all is now periphery, with the resulting condition of anxiety that this
recognizes — it is, in a sense, the extension of Adorno’s notion of the position of
the avant-garde into the age of globalization. Bhabha writes of the need ‘to ne-
gotiate narratives where double-lives are led in the postcolonial world, with its
journeys of migration and its dwellings of the diasporic.” He suggests that ‘these
subjects of study require the experience of anxiety to be incorporated into the
analytic construction of the object of critical attention: narratives of the border-
line conditions of cultures and disciplines.” And he concludes, citing Samuel
Weber: ‘For anxiety is the affective address of “a world [that] reveals itself as
caught between frames, a doubled frame or one that is split.””**
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Makxc ITaducon

HEHTPHU U MAPI'MHE: HECUI'YPHO TIJIE 3A
KOHLEIITYAJIM3ALIUTY MOJEPHU3MA

Pe3sume

Ogaj pan je pacrpaBa 0 npo6ieMHMa NEpHOAN3ALIMjE U KOHLIENTYalIn3a-
LMje MOJEPHHU3MA, Ca HAPOUHTHM HArjlaCkoM Ha nepudepHjama, a OCIOHUH CY
MY y KPUTHYKOj TEOPHjH H TIOCTKOJIOHHjaJIHO] TEOPHjH. Y HEMY CE€ HCIHTYjy
NOjMOBH MOJEPHH3MA M aBaHrapje, Kako y OJHOCY Ha LIEHTPE €BPOINCKOr MoO-
JEpHH3Ma H HHXOBE JOMHHAHTHE MapaaMrMe oHora wro Tpeb6a To Gyae ,,Mo-
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JepHO, TAKO H Y OJJHOCY Ha nepHdepHje ,,MONCPHHCTHIKOT MpOjeKTa” — OHE
ob1acTH Koje Cy, H3 HCTOPHjCKHX, KyJITYpHHX WJIH €KOHOMCKHX pasjiora, Ka-
CHWJIE y mpolecy MoiepHH3auHje. UcnuTyjy ce, ¢ jeqHe cTpaHe, JOMMHAHTHH
KOHLIENTH MOJEPHH3Ma H BHXoBe MelycoOHe Be3e, HAPOYHTO y OJHOCY Ha
rinaBHe ypOaHe neHTpe kao wrro cy [Tapus, Bepnun u beq. KibyuHe uneje cy Ty
OJIHOC MpeMa NpOLUIOCTH (oabauMBame, alH H HACTaBaK JPYTHM CpPEICTBHMA)
u nojam 6ymyher (kao HenpeaBHIJLHBOT, HIOEala ,joll Hemo3Hator). C apyre
CTpaHe, KOHLENTH HallHOHaJIM3Ma, AepHHHCAka H peledHHHCamba HallHOHAN-
HHX HICHTHTETA, JOBOJE CE€ Y OMHOC Ca THM LICHTPAJIHHM [0jMOBHMA MOAEPHH-
3Ma H HCTOBPEMEHO Ce MopeJe ca OHHMA y €BPOIICKHM ,,iepHdepHjama* — 06-
HaB/baKEM H MOHOBHHM M3MHILUBaKEM TPaJHLHja H KOHQIHKTHHUM KYITYPHHM
norpe6aMa 3a KpHTHYKHM MpaKcama NMOBE3aHHM Ca MOJCPHH3MOM H aBaHrap-
oM. Bpcre koHQUIHKTa Koje U3 Tora pe3yiTHpajy, y Kperamby H3Mely LeHTapa
H nepHdepHja, YHHE KOHLENTYalHO cpeauinTe oBor paga. HauumeHa je amc-
THHKLHja u3Mel)y KOHLenaTa eCTeTHIKOr MOAEPHH3Ma (KOjH Cy MHOTOCTPYKH,
M yjeMIbEHH TI0 CBOjHM OJHOCHMA NpeMa 3ajeJHHIKOM IpobieMy KyJITypHe
¢dparMeHTanHje) H npoueca ApyLITBEHOEKOHOMCKE MOAEpHH3alHje (Koja cTBa-
pa 3ajeIHHYKH KOHTEKCT YHYTap KOjer eCTETHIKH MOJEPHH3aM MOCTOjH, 3ajel-
HO Ca pa3IMYHTHM aBaHTrapIHHM MOKPETHMA KOjH Cy Ce MOjaBIIH Kao peakiHja
Ha Bera).
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MUSICAL MODERNISM AT THE ‘PERIPHERY’?
SERBIAN MUSIC IN THE FIRST HALF
OF THE TWENTIETH CENTURY

KATARINA TOMASEVIC

The Missing Part

I WILL start this paper with some observations which, at first sight, but
only supposedly at that, have no relation to the title. They are the result of the
subsequent thinking on certain aspects and effect of the ‘encounters’ and dia-
logues between ‘musicology/ies of “centres™ and those of the ‘periphery/ies’.
Choosing to speak at the conference about Serbian music in the first half of the
twentieth century which is in the focus of my long-term research, but which,
from the perspective of Western ‘Others’—at least according to the old cliché—
belongs to the history of so-called ‘small nations on the periphery of Europe’, I
was aware in advance of numerous limitations and barriers standing for a long
time in the way of the reception of musicological discourses on a subject which
has not found its place in the anthologies of the ‘ever-lasting goods’ of Euro-
pean music practice, the poetics and aesthetics of modernism. Neither has it
been recognized as one of the equal alterities of the musical identity of modern
Europe.

I believe that in the eyes of a Western musicologist, oriented primarily
towards Anglo-Saxon and German general literature, my initial intention in this
article to ‘reconsider’ the complex position and characteristics of modernism in
Serbian music in the first half of the twentieth century may seem confusing if
not bizarre. Of course, I will not say anything new by pointing yet again to the
complete absence of Serbian artistic music from general Western histories,’ in-

! See M. Milin, ‘General Histories of Music and the Place of European Periphery’,
Muzikologija (Musicology), 1 (2001), 141-148; the same author, ‘The Place of Small Musical
Cultures in Reference Books’, report at the International Conference ‘Music's Intellectual His-
tory: Founders, Followers&Fads’, The City University of New York Graduate Centre, New
York, 16-19 March 2005, in print.
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cluding the most recently published.? It would certainly be illusory even to at-
tempt to list the reasons for the absence of not only Serbian art music but also
art music from the countries of ex-Yugoslavia and the Balkans (with rare ex-
ceptions!); it is the fact that it has permanently been marginalized and so far
completely ignored in Western historiography strategies of defining the musical
identity of Europe. The reasons were numerous and various but one, not insig-
nificant portion of responsibility, no doubt lies with national musicologies.’
I will state, however, at the outset, that the place of the epoch of Serbian artistic
modernism in contemporary Western historiography cannot be spoken of as
‘peripheral’; by simple and complete abstraction it has been placed on the other
side of the line which ‘new’ Europe, personified in the form of the European
Union has also, at least until now, chosen as the official border of its own civili-
zation. Still, although very current and relevant not only for contemporary re-
consideration of the complexity of the physiognomy of the European art music
tradition and its reach, but also for the profound methodological revision of
stereotypical views of the relation between ‘centres’ and ‘peripheries’, ‘cores’
and ‘margins’ — the problems of music historiography in the postmodern era are
very complex and defy the possibility of dealing in detail here.*

On the other hand, it seemed that, due to the wars themselves in the ter-
ritory of ex-Yugoslavia at the beginning of the nineties, when—according to yet
another old cliché—the news about the horrors and strife in the Balkans once
again turned the attention of the world to this region,’ there would be a new op-
portunity of making the cultural heritage of the Balkan nations once again more
significantly interesting to Western historians, sociologists, cultural anthropolo-
gists, musicologists and ethnomusicologists. After the revolution in academic
circles caused by the publication of the capital work Orientalism by Edward
Said,® after the wave of reactions following Maria Todorova’s important study
Imagining the Balkans,’ after the witty and provocative analysis pursued in a
Lacanian spirit, in which the world-famous philosopher Slavoj ZiZek reasoned

2N. Cook and A. Pople, The Cambridge History of Twentieth-Century Music (Cambridge
University Press, 2004); R.Taruskin, The Oxford History of Western Music (Oxford University
Press, 2005)

3 M. Milin, ‘General Histories of Music and the Place of European Periphery’, 145-146.

4 See e.g. J. Tillman, ‘Writing Twentieth-Century Music History in Postmodern Times’,
STM/Online, 3 (2000) ISSN 1403-5715; N. Cook’s ‘Introduction’ in The Cambridge History of
Twentieth-Century Music; J. Samson, ‘Borders and Bridges: Preliminary Thoughts on Balkan
Music’, Muzikologija (Musicology), 5 (2005), 37-55; the same author, ‘Rewriting Nineteenth-
Century Music History’, http://www.mmc.edu.mk/IRAM/Conferences/ContemporaryTrendsIV/
JSamson.pdf .

3 M. Todorova, Imaginarni Balkan (Imagining the Balkans), 2™ edition (Beograd : Biblio-
teka XX vek-Krug , 2006), 348.

® E. Said, Orientalism (New York : Routledge , 1978)

" M. Todorova, Imagining the Balkans (New York : Oxford University Press, 1997)
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the causes of the breakup of the multinational Yugoslavia,® it was not unex-
pected for the culture of the Balkans to be recognized in the academic circles of
the West as uncharted territory (as Maria Todorova herself ‘admitted’ when
explaining the ‘exclusiveness’ of the notion of ‘Balkanism’®).

Equipped with modern, efficient tools and the elastic methods of post-
structural and postcolonial theories, scholars from the West, as well as their
followers in the ‘domestic field’, quickly recognized the ‘values’ presented by
the Balkans with all its infinite multi-ethnic and multi-religious resources. On
the example of the countries of ex-Yugoslavia, particularly Serbia, it has be-
come, moreover, possible to observe and analyze ‘in vivo’ the role and function
of music in the ‘experiments’ of establishing and strengthening totalitarian re-
gimes, reconstructing nationalist ideologies and collective identities, and re-
storing religious and mythical consciousness. Before this last series of Balkan
wars in Europe, all of this could only be read about only in literature! In none of
the countries of the Eastern block which, after the fall of the Berlin wall, gradu-
ally entered the transition process were there such convincing and obvious ex-
amples as in Serbia of efficacious alliance between music and power politics —
both local and global. The situation of Serbia which, in the eyes of the West
during the nineties was represented as the ‘last remaining stronghold’ of com-
munism in Europe, became radical to an extreme point during the NATO
bombing campaign (1999), when ‘neo-barbarism’ was righteously discussed on
both sides. If nothing else, the news from Serbia in those months (March—June
1999) became the ‘breaking news’ in the repertoires of all world’s electronic
and printed media; not for the first time in the history of modern Europe, Serbia
was once again at the very centre of world attention! Therefore the focus of
world musicological attention shifted to the ‘musical instruments and weapons’
used by the official Serbian politics at that time.

In the eyes of Serbian intellectuals who carried the heaviest burden of
democratic change during the nineties, advocating primarily the political inte-
gration of the country into the European circle, the data on publishing quite a
large range of studies dedicated to the phenomena of ‘newly composed folk mu-
sic’ and ‘turbo-folk’'® were taken, at the least, as yet another sign of the increase
in the density of the clusters of negative images of Serbia and its non-European
cultural identity. However, I don’t see anything problematic in the fact that the
‘stars’ of Serbian commercial ‘folk’ music—those obscure products and at the
same time one of the most powerful weapons of the totalitarian regime—have

8 See e.g. S. Zizek, Tarrying with the Negative (Durham: Duke University Press, 1993),
200-237.

% M. Todorova, Imaginarni Balkan (Imagining the Balkans), 9.

1% See e.g. M. Slobin (ed.), Retuning Culture. Musical Changes in Central and Eastern
Europe, (Durham and London : Duke University Press, 1996); Lj Rasmussen, Newly Composed
Folk Music of Yugoslavia (New York and London : Routledge, 2002)
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come within the interpretative reach of modern scholarship.'' What is worrying
and what I want to draw attention to is the continuity of relatively scarce interest
from contemporary world musicology in the so-called classical repertoire of the
musical heritage of the Balkans and former Yugoslavia.'

Emerging in close relation to the processes of establishing the cultural
identity of modern Europe, doubtlessly belonging to the heritage which the
West recognizes as its own tradition, the art music of the Balkan nations has in
the past few decades also been exposed to the challenges of contemporary con-
textual narratives which rightfully pay equal attention to ‘elite’ and ‘popular’,
classic, avant-garde and commercial music. Unlike Serbian literature which—
we believe not only thanks to the Nobel prize awarded to Ivo Andri¢ for his
brilliant novel The Bridge over the Drina—long ago found a safe place in the
curricula of many Slavic studies departments in the West, Serbian music of the
modern era is still on an uncertain path towards, in a hypothetically ideal situa-
tion, final international acceptance and recognition as a specific element of
European culture, that is, one of its alterities.

Rethinking ‘Centres’ and ‘Peripheries’:
toward a New ‘Geo-history’ of Modernism

One of the important initial motives for holding the conference Rethink-
ing Musical Modernism in Belgrade arose exactly from the wish of some of the
associates of the Institute of Musicology of the Serbian Academy of Sciences
and Arts to present, within an expert circle and, from as wide a range of view-
points as possible — various aspects of the modemistic achievements of Serbian
music in its dialogue context. It seems that the initiative was timely, because, as
far as we know, signals have been arriving from many quarters that the time to
study modernism(s) [and avant-garde(s)!] on the ‘peripheries’ and ‘margins’ is
yet to come, at the same time as tendencies to revise, reconstruct and to rewrite
the ‘new’ cultural history of Europe and the West." It is interesting, moreover,

' See also in my paper: ‘Serbian Music in Times of Transitions’, report at the Simposium
Into Modernism and Out of It. The Balkan Rites of Passages, organiser: Katy Romanou
(University of Athens), ‘Transitions. 18" Congress of the International Musicological Society’,
Zirich, Universitit Zirich, Musikwissenschaflishes Institut, 10-15 July 2007, in print.

12 See e.g. J. Samson, ‘Borders and Bridges’, 48—49.

'3 For instance, in 2003, the main theme of the Annual Conference of the Society for the
Study of French History in Nottingham (April, 10-11) was: France: Centres and Peripheries. In
2006 (November, 23-24), in Norway (Tromse), Det humanistiske fakultet (The Faculty of Hu-
manities) and The Nordic Network for Avant-Garde Studies organized the seminar Centre—Pe-
riphery. The Avant-garde and the Other. In Austria, in 2003, as a final result of three year re-
* search project, there was a conference Zentren, Peripherien und Kollektive Identitdten in Os-
tereich-Ungarn. The book that followed three years later, titled the same, is edited by E. Hars, W.
Miiller-Funk, U. Reber&C. Ruthner (Tilbingen: A. Francke Verlag 2006); see also S. Vervat (S.
Vervaet), the review of the latest book at http://www.ikum.org.yw pdf kistorija/2006/130/6-06-
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to perceive that the model centre—periphery has not disappeared from theoreti-
cal practice, despite the fact that post-structural thinkers have already decon-
structed this contrastive pair as one of the leading hierarchy dichotomies of
Western civilization."* On the contrary, in the flexible environment of the post-
modern labyrinth of ideas numerous ‘opposite’ stances are created, so that right-
fully—although without really giving up ‘old’ dichotomies, but in the attempt to
make them methodologically contemporary—numerous provoking questions
arise as well: * “What, if anything, constitutes a cultural margin?”, “Does the
cultural centre exist?”, “Are margins and centres transferable?”, “From what
scholarly, ideological and methodological stance can we talk about modernist
‘margins’?”...”"> The impression, however, is that contemporary musicology
has just opened up the agenda on many new questions which, at least for the
moment, cannot be agreed upon.'® The already mentioned complex question of
the ‘proper’ concept of general music history is just one of many. We are wit-
nessing processes in which ‘small stories’ deconstruct the ‘big ones’, or, at least
— try to do so."” If in the older theoretical practice (not only in musicology!) it
was quite customary and legitimate to discuss the ‘influences’ of the ‘centres’
on the ‘periphery’, whereas the ‘periphery’ was given the subordinate role of
passive receiver, that is why, today, it is absolutely illegitimate to overlook that
both members of that binary model are equally active participants in dynamic
processes of mutual interference. Moreover, it is obvious that—as Nicholas
Cook emphasizes—‘the distinction between centre and periphery became in-
creasingly fuzzy’.'® As the network of artistic communication is densely entan-
gled, we are encouraged to rethink the relation of ‘centre’ and ‘periphery’
within the more complex—risomatic model—or, as Edgar Morin successfully
does writing about European cultural identity in his important book How fo
Think Europe — within the model of a whirlpool.' Under the wing of imago-
logy, postcolonial studies and contemporary cultural studies, as well as semiot-
ics, many old stereotypes have disappeared from the path of new rethinking on
the mutual histories of ‘centres’ and ‘peripheries’. This has created, in fact, not

p.pdf.. In Chicago, U.S., in November 2005, a roundtable discussions The Avant-garde and the
Margin was held during the Modernist Studies Association conference; the result was: S. Bahun-
Radunovié¢ and M. Pourgouris (eds.), The Avant-garde and the Margin: New Territories of Mod-
ernism, (Cambridge Scholars Press, 2006).

4§, Vervat, 767.

13 S. Bahun-Radunovi¢ and M. Pourgouris (eds.), The Avant-garde and the Margin, xiii.

16 See P. Bickstrom, ‘Sanja Bahun-Radunovi¢&M. Pourgouris (eds.), The Avant-garde
and the Margin, New Territories of Modernism, (Cambridge Scholars Press, 2006), pp. 198,
http://uit.no/getfile.php?Pageld=977&Fileld=998.

17 3. Samson, ‘Rewriting Nineteenth-Century Music History’, 2.

'8 N. Cook, ‘Introduction’ in N. Cook and A. Pople, The Cambridge History of Twentieth-
Century Music, 7.

19 E. Morin, Penser I’ Europe (Paris : Gallimar, 1987)
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only a chance for new ‘discoveries’ of ‘forgotten’ territories of modernism(s)
[and avant-garde(s)] on ‘peripheries’ (‘margins’), but also—as Susan Stanford
Friedman has suggested—for establishing a new, far more complete, and at the
same time more complex — ‘geo-history of modernism’.

There is no doubt that one particular ‘small’ geo-history of musical mod-
ernism(s), like the Serbian (as a part of the former Yugoslav), had a lot that was
different and specific to contribute to the future new, ‘great’, if not possible
‘total’ geo-history of modernism. The painstaking efforts of dedicated research-
ers of the history of Serbian music in the twentieth century have provided ex-
cellent starting predispositions for future integration. In a number of mono-
graphs and numerous retrospective studies and articles on individual case stud-
ies, a large and significant database has been assembled on the perception of the
faces of musical modemism(s) which belong equally to the history of Serbian
music in all its territories and have a certain importance for the completion of
the portrait of the plural identities of musical modernism(s) as a global phe-
nomenon. .

This is not just about pure facts which would no doubt be very useful for
a complete reconstruction of the map of the phenomenon of modernism. By ap-
plying a very simple geo-historiographic strategy which would for a starting
point take the biographies of composers and musicians comprising the history
of Serbian music in modern times, we could, for example, mark all ‘points’ on
the map of Europe (and the world!) where they were educated, where they
stayed for specialization and where their achievements were presented. But, that
reconstructed map of mutual contacts would certainly form only a preliminary
starting point for examining complex political, ideological, cultural and artistic
relations of ‘centres’ and ‘peripheries’ in the networks of modernism(s). No less
important for the completion of the picture of the epoch is the corpus of data
from the history of repertoires and performances on national music stages. The
results of researching the history of musical life in Belgrade in the period be-
tween the two World Wars clearly speak of the fact that, unlike the pre-war pe-
riod, the capital of the newly-formed Kingdom became a very attractive point in
the international tours of many visiting foreign solo musicians and chamber,
symphony and opera ensembles, some of which were extraordinary! I believe
that the data about the presence of contemporary music in their programs as
well as its reception in Serbian musical critical reviews is significant for com-
pleting our insight into specific features of the expansion of musical modernism
towards the territories of the ‘periphery’, but it also contributes, on the other
hand, to better understanding of position of particular ‘centres’ according to

'S, S. Friedman, ‘One Hand Claping: Colonialism, Postcolonialism, and the Spa-
tio/Temporal Boundaries of Modemism’, presented at the Modernist Studies Associan Confe-
rence, Chicago, U.S.A., November 3-6, 2005. Quoted according to: S. Bahun-Radunovi¢ and M.
Pourgouris (eds.), The Avant-garde and the Margin, xvi.
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their impact on the zones of ‘peripheries’. As a new medium, the radio was also
a powerful communication channel and an important catalyst of modernization
processes. Data on the broadcast of foreign concerts on the Yugoslav radio net-
work is also of great interest for the history of musical modernism. This is also
the case for the broadcast of concerts of Yugoslav music authors from Belgrade,
which were taken over by the all-important capitals in Europe. New music of
modern twentieth-century Europe had its own independent life in Serbian music
critical reviews and journals, which still represents a totally ‘new’, still un-
discovered territory of modernism for the contemporary historiography of the
West.

A completely individual but undoubtedly most important field of the new
‘geo-history’ of music modemnism is the corpus of art music itself. Referring to the
complexity of the nature of artistic communication between individual, group and
collective music identities in the epoch of modemnism, the positioning and moni-
toring of complex style trends in Serbian music within the dynamic network of Bal-
kan and European—Western, Central and Eastern music identities, as well as their
‘mixtures’—would deepen not only the knowledge about the direct effects of con-
tacts between individual ‘centres’ and individual ‘peripheries’, about the close, spe-
cific interactions of neighbouring zones of ‘peripheries’, but also about the dialogue
context of groups of ‘peripheries’ with groups of ‘centres’.

It is clear, therefore, that the front of historiography strategies opening
with the question: ‘How do Serbian music alterities illuminate European pro-
jects of musical modemnism in the first half of the twentieth century?’®' is ex-
tremely broad, especially because the very notion of musical modernism, as was
shown in numerous papers at the Belgrade conference as well, comprises very
different phenomena.”> Many of the questions and suggestions I have presented
here originated not only from the research of the Serbian national history of music
and its broader—Yugoslav, Balkan and European frames—but also as the result
of constant re-examination of the methodological positions of national musico-
logy so far. Accepting partly the very destiny of its own territory, Serbian na-
tional historiography (not only music historiography!) was characterized by its
frequently ‘receptionist’ character.”> As has been shown in many other disci-

2! This question is a paraphrase of the question Jim Samson has put in ‘Borders and
Bridges’, 37.

22 Gee L. Botstein, ‘Modernism’, Grove Music Online, ed. L. Macy (Accesed 24 July
2005), <http://www.grovemusic.com>. A wide range of definitions and classifications of the no-
tion modernism in music, sometimes a deep difference in its use in Anglo-Saxon, German and
Slavic literature, as well as tendencies to use it as a style category (causing the problems with
periodization!), motivated the editorial board of the international journal Musicology, published
by the Institute of Musicology of SASA, to devote the Main Theme of the 6" issue (Belgrade,
2006) to the notions of Tradition —Modernism—Avant-garde—Postmodernism. The issue can also
be seen on its web site: http://www.komunikacija.org.ywkomunikacija/casopisi/muzikologija.

2 See also M. Milin, ‘General Histories of Music’, 145.
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plines, the theories and methods of ‘centres’ could hardly be valid in fulfilling
the tasks of the relevant description, real understanding and evaluation of the
complex phenomena of modernism in the territories of the ‘periphery’.?* Na-
tional musicology was, for example, long faced with the problems of the style
periodization of Serbian music and that problem is apparently still open and
very provocative. But, with the processes of ever-faster integration of contem-
porary Serbian musicology into the frames of postmodern scholarship, the time
has come to revise old clichés according to which the tendencies in Serbian mu-
sic were a priori put into a subordinate position in comparison to the ‘main-
stream, progressive’ tendencies in Western ‘centres’. Just as in the rest of world,
here there also arose a re-examination and re-evaluation of the position that
Serbian music history has had in the common life of the family of modern
European music nations.

Territories of music modernism(s) have emerged on the horizon as a pre-
ciously fruitful ground for re-examining of the place, role and contribution Ser-
bian music as one of the alterities of European music has had in the common
fund of music ideas of mankind. On the paths of rethinking about the specific
features of modernism(s) in Serbian music there also arose a very important
question of effects which the processes of social modernization—in the interac-
tion with the indigenous traditions—produced in the territories which were
slightly delayed in accepting modernization impulses. As Max Paddison points
out in his theoretically conceived work in this Collection, ‘interactions of mo-
dernisms with indigenous traditions (...) often lead to tension and conflict.’”
Led by this idea, on the following pages I will try to consider concisely this
very phenomenon, taking as examples only particular aspects of the specific
case of Serbian music in the first half of the twentieth century.

Origins of Tension: Development Discontinuity
and Aspects of Social Modernization

After the end of the First World War, Belgrade became the capital of a
newly established South-Slav state in the Balkans — the Kingdom of Serbs,
Croats and Slovenes.?® On the greatly changed geo-political map of Europe,

2 The problems of implementation of general theories of ‘modemization’ (by Hans-Ul-
rich Wehler and Talcott Parsons) on the specific case of the modernization of Belgrade and of
Serbian society between the two World Wars were, e.g., clearly demonstrated in P. Markovié’s
book ‘Beograd i Evropa. 1918-1941. Evropski uticaj na proces modernizacije’ [‘Belgrade and
Europe. 1918-1941. European Influence on the Process of Modernization) (Beograd : Savremena
administracija d.d., 1992).

25 M. Paddison, ‘Centres and Margins: Shifting Grounds in the Conceptualization of Mo-
dernism’ in this book, 71.

 From 1929 — Kingdom Yugoslavia, after WW II — Socialistic Federative Republic of
Yugoslavia.
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Belgrade received the status of one of the most important political and adminis-
trative centres in the Balkans. Still, within the new state, the position of Bel-
grade as the cultural centre was specific: unlike other important Yugoslav cen-
tres in the West — Zagreb and Ljubljana, as well as in the North — Novi Sad,
which thanks to their (peripheral) position within Austro-Hungarian empire had
enjoyed an even, continuous cultural development, Belgrade was a town with a
complex history of discontinuity whose cultural physiognomy at the beginning
of the twentieth century had achieved significant, positive results in the first
stages of ‘Europeanization’*’, but was also at the same time colourfully marked
by the layers of its own Oriental past and simultaneously firmly anchored in the
still existent system of its own patriarchal values.

After the First World War, when, as a consequence of a successful policy
of opening up to the West, but with the assistance of direct Western financial
investment as well, the intensive process of the capital’s rapid modernization
began, Belgrade was simultaneously exposed to large demographic inflow of
population from the periphery, which in the field of culture produced confron-
tation and conflict between various ‘horizons of expectations’ of the audience.
In the reception system, that conflict of ‘horizons’ was particularly sharply
manifested as a deep gap between the taste of the small intellectual elite, and, on
the other side — the taste of a much larger audience which brought to the city the
feeling of nostalgia for the country homeland left behind and its indigenous folk
tradition. The openness towards novelty, as a significant symptom of social
modernization, was also a recognizable feature of overall artistic processes in
Belgrade as a local cultural epicentre; however, it was equally opposed by quite
active and efficient resistance towards the New! The coexistence of the dy-
namic principle of ‘progress’ (a tendency towards change) and the static prin-
ciple of ‘inertness’ (a tendency to keep the existent patriarchal system of values)
formed the field of extreme tension in which opposing political, ideological, po-
etic, artistic and aesthetic projects, programs and actions clashed and competed
openly and at times very fiercely.

To what extent, however, that pregnant counterpointal dialogue of mod-
ernity and tradition was a specific, exclusive feature of Belgrade as—according
to another old cliché—‘cultural “periphery” of the West’, but not of its leading
‘centres’ — Paris, Vienna, Berlin? Isn’t the project of modernism, emerging from
the urban cores of Western Europe, exactly generally characterized by ever

27 The term ‘Europeanization’ is broadly used in Serbian theory and historiography, in
spite of the fact that Serbian history belongs (with ruptures in continuity!) to the history of Europe
(in its modern understanding). However, the term is often used as a synonym for ‘modernization’,
or — Westernization’. As in the first-half of the twentieth century Belgrade also started to accept
indirectly, with the mediation of its Western ‘centres’ in Europe, influences from the USA, it is
clear that the term ‘Europeanization’ has became insufficient to cover all phenomena of cultural
interactions.
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more dynamic processes of gradual modification, abandoning, reconsidering
and finally open disputation of tradition(s), so that the history of the modern era
in Europe is today rightfully observed as the ‘history of decline of traditions’?
Doesn’t this coexistence of progressive and regressive forces in the cultural
field of the Eastern-European, or—more ‘precisely’—the Western European
‘periphery’ on the Balkans, represent simply the delayed, variant repetition of
the same phenomenon, where it is also essential to bear in mind the fact that—
due to a faster flow and more intensive communication of ‘ideas’ in the whirl-
pool of European modemity—the ‘periphery/ies’ was progressively less late
(and, subsequently — closer!) to the ‘centre/s’?

Nevertheless, what I would like to emphasize as the important difference
between the dialogicity® of modernity and tradition in the ‘advanced’, ‘progres-
sive’ Western ‘centres’ in comparison with Belgrade—as the observed, ‘tardy’
zone of ‘periphery’—is the intensity of tension which the oppositely oriented
forces of ‘progress’ and ‘conservatism’ reached at their peaks. The one of the
most important causes of the same phenomenon in Serbian music of the first
half of the twentieth century lies certainly in the abrupt, rapid leap of Serbian
society from a patriarchal into a modern social and cultural model; under ever
more frequent and forceful gusts of more radical novelties, the initially vital and
rigid, but with time weakened patriarchal system of values started to burst at the
seams, giving way to newly established models of modern bourgeois but also
anti-bourgeois culture; the emergence of the last was in the thirties connected
with the breakthrough and expansion of the communist left wing, both from the
East (Soviet Russia) and from left-oriented circles in the West.?’ From the view-
point of diachrony, it is clear that the ‘onslaught’ of the wave of novelties
coming from the West produced the strongest effect of chain explosions in the
first years right after the First World War, while, considering the strengthening
of the new system of modern attributes — the effect of the later ‘onslaughts’ was
more successfully cushioned.

The Power of Tradition and the Dynamics of Change

The other important difference between the dialogicity of the modernization
processes in the leading ‘centres’ and those on the ‘periphery’ (which were included
into modernization processes with a certain delay for historical and economic rea-

28 T use this notion in the spirit of Edgar Morin’s and Mikhail Bakhtin’s ideas.

» About the typology of cultural models in Serbia see more in Milan Radulovi¢’s book
Modernizam i srpska idealisticka filozofija [Modernism and Serbian Idealistic Philosophy] (Beo-
grad : Institut za knjiZevnost i umetnost, 1989). See also Biljana Milanovi¢’s article ‘Proutavanje
srpske muzike izmedju dva svetska rata: od teorijsko-metodolodkog pluralizma do integralne
muzitke istorije’ [‘Styding Serbian Music between two World Wars: from Theoretical Methodo-
logical Pluralism to Integral Music History’], Muzikologija (Musicology), 1 (2001), 49-91. See
also in my forthcoming book Serbian Music at the Cross-roads between East and West.
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sons), is seen with a comparative insight into the sense and physiognomy of tradi-
tion in observed periphery zones. Considering the fact that the notions of tradition
and, particularly — artistic tradition, are extremely complex, layered and dynamic,
here I will mention only several conclusions I have reached researching the field of
Serbian art music but which could, in certain circumstances, refer to most phenom-
ena taken up by ‘modernization’ on the ‘periphery’.

If tradition or one of its segments is long and fruitful, the degree of
achieved practice is higher, whereas the technical conditions of its preservation
are better, so the need for novelty arises (similarly as in the ‘centres’) as a result
of saturation leading to transformation. In Serbian music it is the case, for ex-
ample, with the tradition of choir a cappella music. In the same way, if in a
relatively poor artistic tradition one genre which does not depend on a large
number of participants has the longest continuity, novelty will, once again be-
cause of the factor of saturation, also find its path and gradually or — in sharper
leaps, more rapidly and efficiently destruct the existing practice. Speaking of
Serbian art music, the previous observations refer to ‘intimate’ genres — to solo
song, piano miniature, chamber music forms. Novelties are slow in conquering
those genres whose realization requires a large number of participants, which
are economically dependent on the audiences’ taste and which demand a change
in the reception system. The best examples for the above-mentioned thesis are
stage, theatre music genres: the mass and long-standing popularity of staunch
followers of romantic national ideology on Serbian music stages—Singspiel-
like plays with music—significantly slowed down the development of modern
music drama and almost completely disputed its retention in the repertoire (the best
examples are the modern music dramas of Petar Konjovi¢: Prince of Zeta/1927 and
Kostana/1931). On the other hand and only at first sight paradoxically, it has also
been perceived that less developed artistic traditions more easily accept the inflow
of novelties: by taking the initiative, new norms are the ones dictating the intensity
and speed of the flow of artistic changes; it is not unusual that—in the absence of
strong resistance from ‘the Old’—changes come about abruptly and rapidly, so that
in a relatively short period of time we witness the establishment of parallelism as
well as the pluralism of style programs, whose internal fension functions as a real
catalyst of future changes.

A Short History of the Tension: the Case of Serbian Music

In an attempt to outline thoroughly the specific position of Serbian music
in the first half of the twentieth century, I will now turn to its style physiog-
nomy, which is the result of both a) the delayed development and the features of
inherited tradition which performed as the starting base—model at the beginning
of the century and of b) the effects of the parallel activities of different genera-
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tions of composers.*® Briefly, within a relatively short period—during the first
half of the twentieth century, but particularly after World War One—a very
rapid process of professional establishment, maturity and style branching and
layering occurred in Serbian music: ranging from its somewhat delayed and not
equally mature Romanticism results, to the first expressionist, atonal, athematic
and dodecafonic works. The fruitful life of the founder of Serbian music Ro-
manticism and the most important figure in the eyes of his followers—Stevan
Stojanovi¢ Mokranjac—ended in 1914. It was the time when the first generation
of composers who considered themselves to be modern appeared in Serbian
music; searching for ‘the New’, contemporary ‘national style’, they expanded
the starting Romanticism frame towards Postromanticism, enrichening it with
elements of Impressionism and Expressionism.

In the focus of attention of the debates led for decades by composers of
this generation from divergent strategically—politically, ideologically and aes-
thetically motivated positions—there were problems of the ‘modern national
style’, where the main ‘technical’ problem was articulated in their various at-
tempts at the synthesis of classical forms of Western music tradition with the
specific features of folklore material which most authors evaluated as the basic
‘markers’ of national identity.' The review of style characteristics of the most
important representatives of the first generation of modernists—among whom
the oeuvres of Miloje Milojevi¢, Petar Konjovi¢ and Stevan Hristi¢ stood out—
represents at the same time the sets of dominant style attributes of Moderna in
Serbian music, which largely coincides with the definition of that movement—
die Moderne—given by Carl Dahlhaus.*? Similar to national literature and fine
arts, Moderna in Serbian music was not a monolithic, coherent style formation!
It was primarily the outcome of a restless ‘search for style’, opening up towards
new means of expression, but also the result of tearing down the national ro-
mantic tradition in the spirit not only of recent tendencies of the Western, and
Central European music, but at the same time recent directions in Russian music
which, especially thanks to the post-revolutionary emigration of Russian artists

30 About thirty composers were active in the period. The representatives of the oldest
generation were Josif Marinkovié¢ (1851-1931) and Stevan Stojanovi¢ Mokranjac (1856-1914).
The main representatives of the next generation were born between 1883 and 1901: Petar Ko-
njovi¢ (1883-1970), Miloje Milojevi¢ (1884—1946), Stevan Hristi¢ (1885-1958), Milenko Pauno-
vi¢ (1889-1924), Kosta Manojlovi¢ (1890-1949), Josip Slavenski (1896-1955), Jovan Bandur
(1899-1956), Marko Tajéevié (1900-1984), Mihailo Vukdragovié (1900-1986), Milenko Ziv-
kovié (1901-1964). The youngest generation was born during the first decade of the twentieth
century: Mihovil Logar (1902-1998), Predrag Milo$evi¢ (1904-1987), Dragutin Coli¢ (1907-
1990), Milan Risti¢ (1908-1982), Ljubica Mari¢ (1909-2003), Stanojlo Raji¢i¢ (1910-2000),
Vojislav Vugkovié (1910-1942).

3! Compare M. Milin’s article ‘Musical Modernism in the ‘Agrarian Countries of South-
Eastern Europe’: The Changing Function of Folk Music in the Twentieth Century’ in this book.

32 C. Dahlhaus, Musik des 19. Jahrhunderts (Wiesbaden: Laaber, 1980)



MUSICAL MODERNISM AT THE ‘PERIPHERY’?... 95

to Belgrade, equally gave significant impulses to the profiling of a modern ‘na-
tional style’ in the first generation of the Serbian modernists. But this generation
also, thanks to folklore, conquered new territories of music modernity: impor-
tant contributions to the broadening of the style spectrum of modemism in
Europe were made by the compositions inspired by the Balkan South, whose
specific and unique folklore had been created for centuries as a fruitful synthesis
of the dialogue of Slavic and Oriental musical codes.”

A special place in the search for a new identity of modern music is held
by the oeuvre of Josip Slavenski, the composer who—apart from achieving the
greatest international success among all Yugoslav music authors—even further
moved the limits of understanding the European identity of music modernism(s)
towards the uncharted music territories of the Balkans, Near and Far East.>
Being a typical modernist, Slavenski found the musical planet Earth with its
own music history, however, too small for his expressionistic adventures into
the ‘cosmic spheres’ of music where, in his Pythagorean pondering over the univer-
sal ‘laws’ and principles of the ‘universal beauty’, here tried to discern principles on
which he would build a new, ‘natural tonal system’ as the base for the ‘new, natural
music identity’ of his times. It is indicative that modemn Europe, much better than
young modem Yugoslavia could recognize the freshness and ‘authenticity’ of
Slavenski’s music. Due to the disapproval of Serbian critics, Slavenski’s music had
a very important role in the intensification of style tension in the coordinate field of
Serbian and Yugoslav music in the thirties.*’

In the fourth decade, Serbian music survived the sharp clash with the early
works of the group of young composers who studied in Prague: the avant-gardism
of the left-oriented followers of Alois Haba (e.g. Vojislav Vuckovié, Ljubica Mari¢)
had been the maximum tension point reached between the novelties and the tradi-
tion that served as a starting model for the first generation of modemists. However,
on the eve of the WW II, Vojislav Vuckovié, until then the greatest fighter for nov-
elties of all kinds, made a radical return to the ‘old’ tradition, composing his first
choral piece (the First Rukovet—Garland, 1941) in the best spirit of Stevan Mok-
ranjac. This ‘event’ marked the beginning of the so-called ‘Newrealistic’ move-
ment, taken directly from the then most recent Soviet theory and practice.*®

3 See e.g. N. Mosusova, ‘Das Balkanische Element in der Stidslawischen Kunstmusik’,
Balcanica, V1II (1977), 781-790; see also in my forthcoming book Serbian Music at the Cross-
roads between East and West. Biljana Milanovi¢ also writes about the identity of Serbian
Moderna in her article ‘Orientalism, Balkanism, Modernism in Serbian Music of the First Half of
the Twentieth Century’ in this volume.

34 See Biljana Milanovi¢’s article, Ibid.

35 K. Tomasevié, ‘Conflict and Dialogue between the Old and the New in Serbian Music be-
tween Two World Wars’ in Geoffrey Chew (ed.), New Music in the “New " Europe 1918-1938: Ideol-
ogy, Theory, Practice. Colloquium Musicologicum Brunense 38, 2003 (Praha : KLP, 2007), 168-169.

3 After the Second World War, the “Newrealism” was ‘transformed’ and renamed to the
only officially accepted ‘style’ — Socialist realism. See more about Socialist realism in M. Milin’s
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In order to understand better the specific feature of this rapid program of
‘development’ and changing, it is essential to discern the problems of ‘incom-
plete’ national musical tradition which served as the starting basis—model for
creating of the first generation of modernists. What is in question here? There is
no doubt that in the very epicentre of this generation’s attention was the work
by Stevan Stojanovi¢ Mokranjac who was the stylogenic figure of Serbian mu-
sical Romanticism, and (...) the inventor of the new music art tradition on the
cross-roads of the centuries.’” The problem of ‘incompleteness’ of the starting
basis—model lies in the fact that Mokranjac is credited exclusively with the
establishment of vocal and primarily choral tradition, while his contemporary
Josif Marinkovi¢—whose impact on the following generation was incompara-
bly weaker!—set the foundations of the development of the solo song genre. It
is obvious that the development of symphonic music could not be encouraged in
a country without a professional orchestra, just as there was no point in com-
posing an opera without suitable performers and the very institution of the
opera.”® The first generation of Serbian modemnists at the beginning of the
twentieth century were confronted with the task of ‘conquering the territory’ of
instrumental music: only Petar Konjovi¢ entered history as the author of the
first Serbian symphony (Symphony C minor, 1907), first symphonic variations
(Un the Country, 1915) and first violin concert (A4driatic Capriccio, 1936).
Another aspect of the ‘incompleteness’ of the starting model was its style
‘anachronism’ in the context of contemporary Western style tendencies at the
turn of the centuries. However—and this is something that we must always have
in mind—the most important aim of the first Serbian modemists was ‘to catch
up with’ their own musical era! They were supposed to, as Dragutin Gostuski
vividly put it, start a ‘neck-breaking race’.*

If there are somewhere specific features which made the trends of the
epoch of Serbian musical modernism(s) differ basically from the modernism(s)
of the ‘centres’, then they lie in the very problem of ‘incompleteness’ of music
tradition as the starting model. It seems that there are good reasons for the

book Tradicionalno i novo u srpskoj muzici posle drugog svetskog rata (1945-1965) [The Tradi-
tional and the New in Serbian Music After the Second World War (1945-1965)] (Beograd :
Muzikolodki institut SANU, 1998), 14-47.

37 See in my article ‘Mokranjac and Inventing the Tradition: A Case Study of the Song
Cvekje cafnalo’, report at the International conference Composer and his Environment, Belgrade,
Institute of Musicology of the Serbian Academy of Sciences and Arts, November 2006, in print.

38 Belgrade Opera was founded in 1920, Belgrade Philharmonic — in 1923! About the his-
tory of institututions and repertoire see more in my article ‘Musical life in Serbia in the first half
of the 20™ century — Institutions and Repertoire’ in Katy Romanou (ed.), Aspect of Greek and
Serbian Music (Athens : Edition Orpheus, 2007), 53-77.

%% D. Gostuski, ‘Istorijski 3kripac srpske muzike’ [‘Historical Scrape of Serbian Music'] in
D. Gostuski, Umetnost u nedostatku dokaza [The Arts in the Lack of Evidences), (Beograd :
Srpska knjizevna zadruga, 1978), 115.
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opinion according to which the first generation of Serbian modernists simulta-
neously fulfilled a double task: on the one hand, it was necessary to reconstruct
a posteriori and virtually (in compliance with the existing traditions of the
Western, Central-European and Slavic ‘Others’), the picture of an imagined
complete ‘classical’ music tradition; on the other hand and at the same time—
with their own creative action, realized through fruitful dynamic dialogues with
the contemporary context of the epoch—they were supposed to shape that very
imagined tradition further, to ‘modernize’ and to update towards bringing it
closer to chosen models of the leading ‘centres’ of musical modernism.

Regarding the idea that one of the most important ‘centres’ of the gravi-
tational field in the focus of the Serbian composers in the first half of the twen-
tieth century was Mokranjac’s oeuvre, it is interesting to observe that the radia-
tion of that very model attracted most strongly Mokranjac’s direct followers —
the composers closest to the core of the emission. By selection of its own ideals
and sets of aesthetic values, the following generation was, in fact, the one which
gave full legitimacy to Mokranjac’s music as tradition. Still, just as in global
style processes, the emitting force of the starting model progressively declined
with time, so that it is clearly seen in the diachrony that the creative work of the
younger generation of ‘nationally oriented’ modemists (M.Tajéevi¢, M. Zivko-
vié¢, M. Vukdragovi¢, J. Bandur)}—due to the introduction of novelties into the
composing practice—ever more rapidly moved away from the set of character-
istics of Mokranjac’s style.

A more significant increase in tension within the field of Serbian music
began, however, in the thirties, with the appearance of the youngest generation
of composers, who defined their youthful music identity primarily in the
counter-attitude towards everything characterizing the more recent national tra-
dition of art music. Although to a larger extent different than similar in their
creative predispositions and affinities, the representatives of this generation
were unique in their turning away from Belgrade immediately upon their arrival
to study in Prague.*® The scale of composing tools and style elements through
which they expressed an open negation of the existing values of the national
music tradition was broad and various, but it possessed at least two common
denominators: 1) none of the young composers showed interest in folklore or
church music and 2) all of them in Prague mostly composed instrumental music.
Completely oriented towards the contemporary ‘international’ context of the
West, being fully conscious of the fact that the vivid cultural environment of
Prague was one of the leading ‘centres’ of modernism in Central Europe, the
representatives of the ‘Prague group’ agreed also in their intention of contri-
buting through their own action and programs to the creation of a new, openly

“ The representatives of the *Prague group’ were Dragutin Coli¢, Mihovil Logar, Ljubica
Mari¢, Predrag MiloSevi¢, Stanojlo Raji¢i¢, Milan Risti¢ and Vojislav Vugkovi¢.
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anti-romantic and anti-folklore, cosmopolitan identity for Serbian music. They
believed that in the near future this ‘new’, contemporary identity of Serbian mu-
sic should completely suppress and replace the ‘old one’, reflected in the works
of the previous generation whose music the Prague students themselves un-
doubtedly considered ‘anachronous’ and ‘peripheral’.*!

Not equally motivated for experiments, the representatives of the ‘Prague
group’ as students made interesting youthful attempts at style synthesis of ele-
ments of Post-romanticism, Neoclassicism and Expressionism** — that is, of
those styles which in the music context of Central Europe legitimately advo-
cated the aesthetics of the modernism of the thirties. It is curious, however, that
at the same time, unlike the predecessors (the first generation of Serbian
modernists), the youngest composers showed no interest at all in the heritage of
French Impressionism and the movements of the post-Debussy epoch or in the
extraordinary folklore synthesis of Béla Bartok, early Stravinsky or Prokofiev.

On the scale of shift from national tradition the most forward position
was taken by the several Prague works by Dragutin Coli¢, Vojislav Vuekovi¢,
Ljubica Marié¢ and Milan Risti¢. In the set of their most radical choices are the
style of the Vienna school, the principles of Schoenberg’s dodecaphony,
microtonal (qaurter-tone and sixth-tone) system of Alois Haba, the Hin-
demithian concept of structure and autonomy of linear thinking as the assump-
tion of atonality. These choices also represent the maximum point of the prog-
ressive advance from the set of style elements that were characteristic for the
beginning of the twentieth century in Serbian music. At the same time, those
‘radical’ elements very profoundly prepared the ground for the strong tension
between the two active layers of modernisms that would happen soon, when the
Prague students music was presented in Belgrade. It is quite important to point
out the following: as long as the representatives of the youngest generation were
out of their homeland and their works remained unknown, without reception ‘at
home’, the expressionistic current sparked in their works made a completely
independent, parallel style flow without touching points with the ‘older’ mo-
dernist flows that dominated the domestic music stage.

Particularly significant indicators for research of the specific characteris-
tics of music modernism(s) on the ‘periphery’ turned out to be the reception
aspects at the moments of a stronger inflow of waves of novelties arriving di-

! This is picturesquely confirmed by the words of Stanojlo Rajiti¢, who remembered that
his generation in Prague ‘was running away from choir singing and folk melodies just as a small
village boy who, after arriving in town, hurries to take off his village shoes and put on elegant
patent leather ones.” Quoted from K. Tomasevi¢, ‘Razgovor sa Stanojlom Rajiti¢em’ [‘Interview
with Stanojlo Raji¢i¢’], Novi zvuk [New Sound)], 1 (1993), 19.

42 About the style tendencies of the ‘Prague group’ see more in Marija Bergamo's book
Elementi ekspresionisticke orijentacije u srpskoj muzici do 1945. godine [Elements of
Expressionistic Orientation in Serbian Music until 1945), (Beograd : SANU, Posebna izdanja,
knj. DXXVI, Odeljenje likovne i muzi¢ke umetnosti, knj. 3, 1980).
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rectly from the ‘centres’. Followed by a gale of strong opposition—both from
the official critics and from the audience and musicians themselves—the ex-
tremely unfavourable reception of the youthful works of the ‘Prague group’ in
Belgrade sharpened the conflict between two divergent concepts and strategies
of the development of ‘national modern music’ and substantially increased ten-
sion between them. Judging by the shock of the audience in the encounter with
the unknown, as well as by the strength of resistance which the forces of artistic
tradition showed to the novelties, the anti-romantic and anti-folklore style line
in the works of the young, now former ‘Prague students’ played the role of an
avant-garde in the local context of Serbian music.*

It is indicative that, despite the sharpest protest of the audinece, two
young composers—Vojislav Vukovi¢ and Stanojlo Raji¢i¢—after their return
to Belgrade not only remained loyal to the style paths conquered in Prague, but
made several steps forward with the aim of sharpening their expressionistic
style. While Vu¢kovi¢ drew support to his own avant-garde, as before in Pra-
gue, from still valid art programs of the left-wing communist ideology from the
USSR, Raji¢i¢ was personally provoked by the resistance and resentment the
conservative environment showed for the new, cosmopolitan course advocated
by the youngest generation.* Loudly opposing invitations to return to the ‘right
path’ and to ‘wash his face in the clear springs of folk song’,* Rajiti¢ struck his
most ruthless blow to the local tradition in late thirties, composing the athematic
and atonal, fully expressionistic cycles of songs [Cuvari sveta, (Guardians of the
World), Jazz, Jesen (Autumn) and Jedanaest motoricnih pesama (Eleven Mo-
toric Songs) —1938/1940].* Bringing also a completely new treatment of the
vocal style, these songs dramatically differed from everything typical of modern
Serbian Lied in the perspective of the older generation (Konjovi¢, Milojevi¢,
Hristi¢). Still, the music gestures of Raji¢i¢’s ‘rebelliousness’ were not merely a
‘translation’ of ‘progressive’ achievements of music in the Western ‘centres’.
They were directly encouraged by events on the local literary stage where, since
the beginning of the twenties and almost simultaneously with the revolutionary

“* M. Veselinovié, Stvaralacka prisutnost evropske avangarde u nas [Creative Presence
of the European Avant—garde in Serbian Music), (Beograd : Univerzitet umetnosti, 1983).

* On Rajitié’s conflict with Svetomir Nastasijevié, see their polemics in Stanojlo Rajicié,
‘G. Nastasijevi¢ ili “laz i tama moderne muzike™ [‘G. Nastasijevi¢ or “Lies and Darkness of
Modern Music™’], Slovenska muzika [Slavic Music), (February 1940); Svetomir Nastasijevié,
‘Lepota i vrednost naseg narodnog pevanja zanemaruju se u naSem muzi¢kom stvaranju’ [‘Beauty
and Value of our Folk Singing and our Folk Songs are Neglected in our Art Music’], Radio-
Beograd [Radio-Belgrade), 26 (1941), 5; ‘Lepota i vrednost naeg narodnog pevanja..., mi§ljenje
g. Stanojla Raji¢i¢a’ [‘Beauty and Value of our Folk Singing..., the Opinion of Mr Stanojlo Raji¢i¢’],
Radio—stograd [Radio-Belgrade), 12, (January 1941), 5.

Ibid.

* The majority of songs were composed on lyrics by Excpressionists poets Stanislav Vi-

naver and Ante Bogli¢.
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actions of avant-garde in the ‘centres’ (particularly close were the ties of Serbian
poets with Paris!), in a swift cascade, almost over night, new movements
alternated and clashed: these were Sumatraism, Dadaism, Hypnism, Zenithism,
Expressionism, and Surrealism. The result of those avant-garde blows in the
field of Serbian literature was the definite abandonment of the lyrical paths of
Parnassian and symbolistic orientation in poetry, as well as the tearing down of
Realism in prose procedure. There is no doubt that Raji¢i¢’s radical music
gestures were highly motivated by the boldness and innovativeness of Stanislav
Vinaver’s poetry; as an artist who entered the history of the European avant-
garde as the author of the Belgrade ‘Manifesto of Expressionistic School’, Vinaver
was also one of the musically best educated writers of the epoch who was among
the first to represent the achievements of Arnold Schoenberg and Alban Berg to
the readers of leading periodicals in Belgrade and Yugoslavia and the one who
expertly managed to defend them from the assaults of incompetent and conserva-
tive critics.*’

What were, in fact, the real effects of the breakthrough of novelties on the
reception system in Belgrade as the capital city and one of the ‘centres’ of mo-
dernism in the Balkans? One thing is certain: the ‘horizon of expectation’ of the
audience was moved several long steps forward! Not accepting the absence of
folklore, nor the absence of classical forms, nor harmonic language impregnated
with emancipated dissonances, after meeting the works of ‘the young’, the
audience was encouraged to accept with relief the music created by the representa-
tives of the older modern ‘national school’. At the end of the thirties, Konjo-
vi¢’s and Milojevi¢’s modernism—to name but a few—were already considered
‘classics’ of Serbian music in the twentieth century.

* Kk Xk

Arriving at the end of this short history of the tension in Serbian music,
I will present conclusions on the specific features of the development of Serbian
music in the first half of the twentieth century. The roots of the substantial and
rapid transformation of Serbian music that took place in a short period of time
lay 1) in the evolutionary potential of the earlier music tradition and its aesthetic
values; 2) they are knotted in complex, not simply individual communication
relationships with the models of the ‘advanced’ musical traditions. The origin of
the openness to novelty, the speed and the quality of the transformation were
also 3) the product of interference from close artistic fields (particularly poetry).

47'S. Vinaver’s articles in Srpski knjizevni glasnik [Serbian Literary Magazine), 45/7
(1935), 515-24 and in Zvuk [Sound], 10 (1935), 384-388. Quated from R. Pejovi¢, Muzicka
kritika i esejistika u Beogradu (1919-1941) [Music Criticism and Essays on Music in Belgrade
(1919-1941)), (Beograd: Fakultet Muzi¢ke umetnosti, 1999), 286. See also in my article ‘Vinaver
i muzika’ [*Vinaver and Music’], Danica (2008), in print.
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Moreover, for some composers, 4) the quest for novelty was strongly supported
by their adherence to revolutionary, communist ideology. One of the most im-
portant driving forces of the changes was 5) the dynamic and fruitful interaction
that occurred between the musical Old and the musical New, between traditional
and modern values. Finally, in the complex of facts with a special value for the
transformation of the music stylistic physiognomy one stable constant stands
out: the intensity of dynamics of changes depended on the tension established
between novelties and an already existing traditional layer.

At first sight, the first half of the twentieth century in Serbian music
represents an extremely heterogeneous epoch. The view from the angle of dia-
chrony speaks of a certain stability and continuity in individual authors’ choices
and their creative strategies, as well as of a certain coherence of phenomena
within the same generation of composers. The view of the chronological vertical
line of synchronous phenomena, however, shows—interestingly enough I be-
lieve that it could also be considered a typical feature of the ‘peripher-
ies’(‘margins’) of modernism—an increase in the density of cluster of style de-
terminants from the beginning towards the end of the period. The process of the
emergence of this specific style ‘polyphony’ was caused by the parallel activi-
ties of several generations of authors and the effects of rapid ‘progress’ in the
range of the composing techniques that was achieved by several of the youngest
authors. Generations were essentially different not only according to the starting
style positions, but also according to frequently completely divergently oriented
ideological programs which reflected the basic political and artistic dilemmas of
the epoch: Pro or Contra Europe? Western or Eastern Europe? Westernisation
of Serbia or Balkanisation of Europe?*® By broadening the range of observation
from the micro-plan of synchrony towards the macro-plan of diachrony, how-
ever, it is possible to realize that the crossing and interaction of style elements
can be considered the style constants of Serbian music in the first half of the
twentieth century—and at all individual levels of its development. This one,
typically modemistic feature, may also become the only of the many promising
startung points for the new, future adventures of exploring musical modern-
ism(s) on its all ‘peripheral’, little known or—at least, in the ‘musicology/ies of
the “centre(s)”” — still almost ‘undiscovered and uncharted territories’.

8 See more about in my article ‘Istok — Zapad u polemitkom kontekstu srpske muzike iz-
medu dva svetska rata’[‘The East and the West in the Polemical Context of the Serbian Music
between the Tho World Wars’], Muzikologija [ Musicology), 5 (2005), 119-129.
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Karapuna Tomamesnh

MVY3W4YKU MOJEPHU3AM HA ,,JIEPUOEPUIN*?
CPIICKA MY3HKA VY ITPBOJ I1IOJIOBHHHU
XX BEKA

[Mona3na pa3sMaTpama y 0OBOj CTyAMjH nocBehieHa Cy KOpEJaTHBHOM Mapy
yenmap—nepugepuja, xao jeaHoj of 6a3HYHHX AHXOTOMHja 3aNaJHOEBPONCKOr
MuILbewa. Hajnpe ce ykasyje Ha nmpobneme My3uuke HcTopHorpaduje 3anana,
KOja y CBOjHM JOCaJallilbuM CTpaTerdjaMa aeHHHCamba MY3HUKOr HIACHTHTETA
Esporne ynopuo npesubha 3Hayaj M yjory MACHTHTETa ,icpHdepHje* Kao con-
CTBeHHX anTepuTera. FiMajyhu y BUIy peBH3Hjy MHOTOOPOjHHX CTEPEOTHITHHX
rJEAMILITA KOja Cy HaCTYMHJIa Y HOBHjHM MOCTCTPYKTYPaTHCTHYKHM, OCTKOJIO-
HHjaJIHM, CEMHOTHYKHM M CTyJHjaMa KYJIType, yKa3yje ce Ha aKTyeJHOCT Je-
KOHCTpYHCama TEOPHjCKOT MOJeNa yeHmap—nepugepuja, Kao H Ha 3Hayaj npo-
y4aBawa MoaepHH3(a)Ma ,,nepHdepHje* (MK ,,MapruHe’) Kao ,,HOBOOTKpHBE-
HHX“ TepHTOpHja MoAepHOCTH. [Toce6Ha maxkiba NOKIAKEHA je HHHIIMjaTHBH 32
OCHHMBamWE ,,HOBE reo-ucropuje MoaepHusMa“ (Cy3ana Crendopn PpuamaHn),
Kao LITO je YYHILEH M Mperjie] acmnekata HCTOpHje CPIICKe My3HKE MpBE M0Jo-
BuHe XX Beka KOjH, HECYMIbHBO, JONPHHOCE NMPELH3HHjEM H AyOsbeM carnena-
Bamby pe3y/ITaTa y3ajMaHHX HHTEPKYJITYPHHX H HHTEPMY3HYKHX 1Hjajiora ,,lieH-
Tapa“ u ,,iepudepuje’ y enoxu MoaepHH3Ma.

YV npyrom aeny cTyamje, Ha oqabpaHOM Y30pKY CpPICKE MY3HKE Y MpBOj
nonosuHd XX Beka, pa3Matpajy ce acnekTH (eHOMEHa meH3uje Koja HacTaje
Kao MpPOAYKT CycpeTa H cyko0a TpaiHLHje H MOJCPHH3aLHOHHX APYIITBEHHX
npoiieca. Youasajy ce y3pouH (,HEeKOMIUIETHOCT I0JIa3HOT Mo0ena, Napaeiiu-
3aM [€JI0Bamba Pa3IMuMTHX FreHepaliija KOMIO3HTOpa) H nociaeaumue ,,yop3asor'
nporpama ,,pa3Boja‘, Kao IITO ce yka3yje H Ha TeHACHLHje npeobpaxaja HACH-
THTETA CPIICKE MY3HKE Y HCHHM jyrocJOBEHCKHM, 6ankaHCKHM H €BPOIICKHM
MOJEPHHCTHYKHM OKBHPHMA.



ORIENTALISM, BALKANISM AND MODERNISM
IN SERBIAN MUSIC OF THE FIRST HALF
OF THE TWENTIETH CENTURY

BILJANA MILANOVIC

MY aim is to consider those aspects which can be problematized from the
critical positions of Orientalism and Balkanism in current comprehension, in-
terpretation or rethinking of Serbian music from the first half of twentieth cen-
tury. Theoretical stands on the mutual relationship between these two categories
are not completely synchronized. I will define myself in relation to them and
indicate several fundamental points before I start to consider some of their ef-
fects on the landscape of the Serbian musical Modernism.'

Interpretative strategies about the Balkans could be subsumed under the term
of Balkanism, as defined by Marija Todorova.” It has to do with images asserted in
the context of European selfhood which were constructed owing to the Western
politics of power and control, and to the cultural ideology based on the idea of
progress. Criticism of this essential system of knowledge and stereotyped rhetoric
gathered around opposing sets of categories such as rational — irrational, civilized —
barbaric, progressive — backward has been the subject of different concepts initially
inspired by Said’s Orientalism.’ As the discourse on the ideology of domination,
marginalization and stigmatization it forms part of the interdisciplinary academic
genre which, in some ways, overlaps with postcolonial studies of culture.

According to Todorova, the Balkans represents a unique entity, and with
its historical and geographical peculiarities is different from the impalpable Ori-

"I first dealt with this theme in B. Milanovi¢, ‘The Balkans as the Cultural Sign in the
Serbian Music of the First Half of Twentieth Century’, unpublished, presented at the Eighteenth
International Congress of the International Musicological Society, Transitions, Zuerich, 10 to 15
July 2007.

? Todorova proposed this concept in one of her texts on the Balkans and then developed it
in her book about Balkanism. M. Todorova, ‘The Balkans: From Discovery to Invention’, Slavic
Review, 53 (1994), 453-82; M. Todorova, Imagining the Balkans (Oxford University Press, 1997).

3 E. Said, Orientalism (London: Penguin, 1978).
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ent. In contrast to Orientalism as a discourse on imputed opposition, Balkanism
is a discourse on imputed ambiguity: from the Western point of view, the region
has not been characterized as ‘other’ but as an incomplete, dark side of the
‘self’. This negative invention of the Balkans Todorova attributes to the Otto-
man heritage and draws attention to the special rhetorical arsenal of Balkanism
positioning images of region in a bastard, transitional world made up of people
who are no longer Orientals but have not yet become Europeans.

Such a perception blurs the categories of East and West and Milica Baki¢-
Hayden demands a more comprehensive approach, adequate to the liminal position
of the region. She recognizes the specific nature of Balkanism but shows that ‘it
would be difficult to understand it outside the overall orientalistic context’ which
can, indeed, be detected ‘within Europe itself, between Europe “proper” and those
parts of the continent that were under Ottoman (hence Oriental) rule’.* Balkanism
could therefore be observed as a kind of ‘variation on the orientalist theme’.’ In the
same terms, focus on the Ottoman heritage cannot be separable from other histori-
cal perceptions of the region, because of the striking continuity in the logic and na-
ture of representations that show the various but always present divisions between
East and West. Either as religious, cultural, ideological or political otherness to
Europe ‘proper’, which have been replaced and reinforced by each other in the dif-
ferent historical contexts, Balkan eastern inferiority asserted in the hegemonic na-
ture of the general orientalistic framework, however, remains.® The whole problem
is considered by the author in the context of European symbolic geography and its
axes where the entire hierarchy of representations, which she maps by nesting Ori-
entalisms, may be seen ‘as declining in relative value from north-west (highest
value) to the south-east (lowest value)’.” The intersections of all coordinates belong-
ing to this mental mapping she perceives in the Balkans, to be precise in the former
Yugoslavia which, being the vertex of Europe, presents a unique possibility ‘to ex-
plore some of the ways in which these differences have been and are being used to
define “Europe” in terms of symbolic geography’ with its changeable ‘processes of
inclusions and particularly of exclusion’.®

4 M. Baki¢-Hayden, ‘Nesting Orientalisms: The case of Former Yugoslavia’, Slavic Re-
view, 54 (1995), 920-21.

5 She had started to observe this problem before Todorova introduced the distinctive term.
Later, she points up the convergence of the project which Larry Wolff called ‘Inventing Eastern
Europe’ with both Orientalism and Balkanism and reminds us that Wolff itself spoke about that as
the intellectual concept of demi-Orientalization. (M. Baki¢-Hayden and R. M. Hayden, ‘Oriental-
ist Variations on the Theme “Balkans”: Symbolic Geography in Recent Yugoslav Cultural Poli-
tics’, Slavic Review, 51 (1992), 1-15; Baki¢-Hayden, ‘Nesting Orientalisms’, 920-21)

6 Baki¢-Hayden and Hayden, ‘Orientalist Variations *, 3—4.

7 Ibid, 4.

® Demonstrating Nesting Orientalisms in the Yugoslav political rhetoric of the eighties,
the author shows that the elements of different historical divisions form the complexity of per-
ceptions of the territory that was the meeting place of empires (Eastern and Western Roman, Ot-
toman and Habsburg), scripts (Cyrillic and Latin, and into the nineteenth century, Ottoman Turk-
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This liminal status of the Balkans—not only on the edge of solely one of
them but at the turn of worlds, histories and continents—is also pointed out by
Kathryn E. Fleming who believes that such a position does not mean marginal-
ity but rather a kind of centrality.” Unlike Todorova who criticizes the radical
imagological orientation towards postcolonial discourses—for, as she indicates,
the Balkans did not have administrative colonization—Fleming advocates ‘meta-
phorical colonialism’ which can find its place in a careful setting of historical
perspective. In the work of Eli Skopetee (I Dysi tis Anatolis) translated as "West
of East’ or ‘East’s West’, she finds one of the best examples of the Balkan his-
toriography where Said’s model has been problematized in the context of
changeable historical determinations regarding the position of the Balkans in
relation to Western Europe. During this process, the Balkans was considered
extremely ‘oriental’ in the seventeenth century, then reshaped into ‘European
Turkey’ and after that resemantized into a vague and insufficiently defined part
of Europe. Whereas the intimacy of alienation of Said’s Orient from the West
comes from Western knowledge of the ‘foreign other’ and from the way it is
being governed, familiarity of the Balkans derives from perceiving similarities
and alienation derives from unwillingness to accept that similarity. This actually
fits the distinction between Orientalism as a discourse on imputed opposition
and Balkanism as a discourse on imputed ambiguity, later defined by Todorova.

Although Balkanism is not the equal of Orientalism, similarities and dif-
ferences between these two discourses are not to be generalized without aspects
of their historization. The negative determination towards the Balkans as a
vague, bastard world between East and West is crystallized at the beginning of
twentieth century during the Balkan wars, the First World War and the fall of
the Ottoman and Habsburg Empires, at the end of formation of national states in
the Balkans and at the same time during the actualization of their status in
Europe. It was the time when geopolitical, economic and cultural frustrations
incorporated in the positive image of ‘civilized Europe’ constructed the Balkans
to the fullest as its ‘otherness within’. Therefore, the mentioned imputed ambi-
guity of the Balkans between closeness and alienation is simultaneously one of
the manifestations of the crisis in Western liberal bourgeois society and its
modernity.

Internalization of Western stereotypes in the Balkans was an integral part
of the rapid processes of modemization in Serbia of the first half of twentieth
century. Thus the overall orientalistic logic with strategies of ‘inclusion’ and
‘exclusion’ in European value rankings, as well as its nesting variants, had a

ish), religions (Roman Catholicism, Orthodox Christianity, Protestantism, Islam, Judaism) and
cold-war politics and ideologies (between the Warsaw Pact and NATO, communists-run but un-
orthodox, and non-aligned). Ibid.

® K. E. Fleming, ‘Orientalism, the Balkans and Balkan Historiography’, American Histori-
cal Review, 105 (2000), 1218-1233.
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strong impact in the problem area of sociocultural positioning, that is, in in-
venting, constructing, negotiating and representing identities through art and
music itself. The issue is one of collective identification in a changeable geopo-
litical and symbolic context in the old framework of the Kingdom of Serbia, the
Hapsburg and Ottoman empires and in the newly formed multi-ethnic, (su-
per)national Yugoslav state (1918). Concerning its complexity 1 will indicate
only one but a very considerable and significant agent inherited from the nine-
teenth century, related directly to modern reactions to the Balkan stereotypes.
This was a type of local discourse which could be marked in the context
of postcolonial musicology as a kind of Orientalism or, maybe better, as re-
versible Orientalism. Initially it appeared in popular plays with music through
the nineteenth century and it also marked the first Serbian operas with a theme
usually set in the atmosphere of the conflict between the Christian and Muslim
worlds that is ‘good’ and ‘evil’, stereotyped by the musical codes of Serbian
folk melodies and oriental origin, sevdalinka-type music. Such works were ac-
tually very popular, which is easy to understand, bearing in mind that the impe-
rial reality of Southern territories ruled by the Turks and Northern ones ruled by
Austro-Hungarians lasted until the First World War. On the other hand, roman-
tic songs constructed on elements of the same kind of urban svedalinka-type
folklore were welcomed as a particular national variant of Lied, like Serbian
Romantic poetry which flourished while making free use of vocabulary bor-
rowed from Turkish. These antagonisms are not, however, unusual because the
adoption of Western ideas of nation and progress was simultaneously marked
by a double ambiguity. On the one hand there were oriental layers which were
appropriated in art music but, at the same time, deep-seated Turko-phobia fu-
elled the need to reject this. On the other hand, there were various and strong
Serbian perceptions of European selfness but almost all of them were usually
burdened by the fear of loosing national identity under the domination of West-
ern (and Central) European culture. In the wider terms of post-colonialism, Ser-
bian nationalistic discourses were in some ways derivative when reproducing an
uncritical and essentialized epistemology of East—-West distinctions that had its
powerful terrain in the context of both the historical experience of the imperial-
ized and the sense of the ‘metaphorically colonized’ collective self. The stereo-
types were an important commonplace of different comprehensions of seg-
mented social identities, from ethnic and national through larger, regional ones
(Balkan, South-Slav, Slav, South-East European) to European identifications,
which was the problem especially intricate in the processes of modernization.
The Serbian modemnists looked for ways to get rid the negative images of
the Balkans. The rich repertoire of artistic answers to cultural stigmatization,
ranging from the adoption of dominant stereotypes and hierarchies to their re-
versal, were integral processes in overcoming the marginal position of Serbian
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art. Concrete examples of these processes can be found in both the musical
opuses and the textual discourses of composers. "’

The starting point of first Serbian modernists was nationalism and its re-
cent musical legacy, primarily imposed by the opus of Stevan Stojanovi¢ Mo-
kranjac (1854-1914) but their projects, regardless of how they differed from each
other, showed larger aesthetic and stylistic endeavours and openness for broader
integrations into the processes of European musical culture. Their main creative
works may be situated in the landscape of ‘East-West synthesis’ or ‘transitions’
of that time, which would also be a challenging issue for a wider study on musi-
cal mediation and negotiation in the symbolic geographies of East and West."'

To mention, for example, two of the most important modernistic quests
among the first generation of modern Serbian composers, those of Petar Ko-
njovic (1883—-1970) and Miloje Milojevi¢ (1884—1946), means simultaneously to
demark the main directions of inventing Serbian and regional music in the
mental mapping of European culture. At the same time, both Konjovi¢’s artistic
claims for Serbian music ‘in the East of Europe’ and Milojevi¢’s ‘in the West’
were two variants of the Balkan metaphor, each of them as a part of individual
creative positioning marked by the desire to revitalize the national and regional
image, actually to change it into a ‘positive’ one in the broader environment of
European modern music.'?

The two projects, however, only partially overcame the old antagonisms
and stereotypes and even produced the new ones. In these terms we can account
both for Konjovi¢’s refuse of oriental urban folklore—that is ‘good’ and ‘bad
hybridity’ or contamination of the rural idiom by Gypsy musicians—and his
changeable attitudes towards Ottoman ‘exotics’ as well as for his inventions of
race ‘purity’ related to the pre-modern, unrationalized folk music of Balkan
Slav peasants. Of course, these ideas were ingredients of European Modernism
and Konjovié¢’s refusal of the ‘Orient’ as the presence of ‘Non-European’ heri-
tage was also a European one." At the same time, not only his placing Balkan

1 [ wrote about such examples in B. Milanovi¢, Balkans as the Cultural Sign.

'"'I think on ‘transitions’ in the terms used recently in Jim Samson, ‘Placing Genius: the
Case of George Enescu’, Trondheim Studies on East European Cultures and Societies, 17 (2006),
31 pp; Jim Samson, ‘Music and Nationalism: Five Historical Moments’ in A. S. Leoussi and S.
Grosby (eds.), Nationalism and Ethnosymbolism. History, Culture and Ethnicity in the Formation
of Nations (Edinburgh: Edinburgh University Press, 2007), 55-67.

12 Both syntagms of Konjovi¢’s artistic claims for Serbian music ‘in the East of Europe’
and Milojevié’s ‘in the West’ are borrowed from Katarina Tomasevi¢, 'Istok — Zapad u po-
lemitkom kontekstu srpske umetnosti izmedju dva svetska rata’ ['The East ~-West Relations in the
Polemical Context of Serbian Art between Two World Wars'], Muzikologija [Musicology], 5
(2005), 119-129.

' The important feature of Konjovi¢’s modernistic project was the difference that he con-
structed between ‘West’, ‘East’ and ‘Orient’. Both of the first two terms he connected only to
Europe, where peoples speaking the Slav vernacular he marked as the "East’. This part of Europe,
including also the Balkans, has been musically defined in Konjovi¢’s observations by ‘Western’
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music ‘other’ together with the East European one nearer to the ‘centre’ but es-
pecially his voice for ‘Eastern Slav orientation’ in art music showed his critical
stands toward the West and Central European cultural hegemony and its value
rankings.

Milojevié’s ideas were directly and strongly connected to West and Cen-
tral European music, actually to its French-German traces as ‘universal’ culture
which in its various cultivated forms could be effective in the modemization of
Serbian, Yugoslav or other Balkan nations. Believing in the idea of progress he
did not imagine alternative aesthetics for Western Modernism but modern na-
tional and regional music which the musical ‘centre’ could certainly respect.
Milojevi¢'s reactions to the balkanistic and orientalistic stereotypes were posi-
tioned in the same conditions. Common rhetorical metaphors gathered around
‘friendly’ and ‘dangerous’ Balkan savages, created especially by Western tra-
vellers, journalists and writers, had become a usual, almost everyday part of the
mental mapping of both the outside perception and inner self-presentation of the
time, and influenced Milojevié's modemistic quests. His adoption of only one
part of the cultural stereotypes—the one which could be seen by Western civi-
lized eyes as positive and unproblematic—became the musical reproduction of
the ‘friendly’ and ‘sensitive’ Balkans presented in his critiques as well as in his
compositions."*

Some of Milojevié's artistic results may be defined as very special Balkan
modernistic ‘transitions into the West’, especially those of the late piano opuses
where the stylistic base of Romanticism, mixtured with Impressionistic and Ex-
pressionistic elements, was synthesized by a kind of Neo-classical simplicity
recognized in old folk dances and songs."® Also, Konjovié's musical ideas about
the unspoilt’ folklore of the ‘natural community’ and its superiority over the
‘decadent’ one, led to another variant of the modernistic transition more rooted

and ‘Eastern Slavic orientation’. He gave the advance to the second direction that was not as the
‘Western’ one based ‘on the historical line of general musical development’ but ‘on the knowl-
edge’ of their own ‘indigenousness and vitality’ as ‘the source for modern and free musical crea-
tion’. This orientation, to whom Konjovi¢ also committed himself in his most representative
works, was nourished by ‘rhythm and the sound of simple peasant speech and melody’ sources.
At first ‘felt and consciously comprehended’ by Modest Musorgsky and presented in ‘its purest
expression’ by Leo§ Janagek, the ‘Eastern Slav orientation’ gave ‘a new, original content to the
musical forms’ and the powerful ability for ‘contemporary music to be enriched’. P. Konjovi¢,
‘Dve orijentacije u slavenskoj muzici’ [‘Two Orientations in Slav music’], Muzicki glasnik [Mu-
sical Herald], 8-9 (1938), 160—64. More detailed on this issue in B. Milanovié, Balkans as the
Cultural Sign.

" Ibid.

5This is connected with several late compositions for the piano: Melodies and Rhythms
from Sara, Drim and Vardar [Melodije i ritmovi sa domaka Sare, Drima i Vardara) op. 66, 1942;
Kosovo Suite [Kosovska svita) op. 68, 1942; Melodies and Rhythms from the Balkans [Melodije i
ritmovi sa Balkana) 0p.69, 1942; Povardarje Suite [Povardarska svita] op. 71, 1942; Motives
Jfrom the Village [ Motivi sa sela] op. 73, 1942; Sonata ritmica in modo balcanico, op. 82, 1944.
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in creative analysis of indigenous sources, both of musical and speaking intona-
tions and rhythms. His musical drama Prince of Zeta [Knez od Zete] from 1927
is the most complete result of this project.

Whereas his essentialist concept reduced to Slav ‘purity’ was gradually
surpassed in Konjovic's opuses and texts, it seems that Milojevi¢ always stood
by his repudiation of everything which would associate the Balkans with
something wild, uncultivated and dangerous. But the problem is not so simple
and one-sided when he tried to overcome the negative Balkan images and even
hide them. This is connected to his stands on other questions related to the mu-
sical ‘self’, ‘own’, ‘other’ and ‘foreign’ that were changeable and antagonistic.
An intricate comparison can be made, for example, between some of his core
views on national music and his creative openness to the Far and Middle East-
ermn aesthetic, moved by French contemporaries. Thus in one of his numerous
critiques, Milojevi¢ called for the ‘shape of own’ national ‘spirit’ that was not in
need of the ‘pentatonic’ or ‘exotic’.'® Also, starting from 1909 he composed
several works based on the verses of Japanese and Persian poets as well as the
French poetry inspired by Japanese lyrics.'” These differences may be explained
by the complexities of sometimes conflicting individual and social positioning,
by tension related to subjective factors and dominant cultural norms and expec-
tations. It seems that there was a kind of psychological split, rooted in disjunc-
tion between the sense of collective inferiority and desired subjective musical
identification. Did Milojevi¢'s consumption of ‘foreign’ and distant ‘exotic’
stem from his need to find a substitute for his ‘own’, close ‘exotic’ which would
be free of association with the undesired side of the ‘self’? Or was it nothing
more than the imaginary extension of his creative subject, projected into indi-
vidual fantasy—his reaction to the European dream world of mass consumer-
ism? Certainly, this was one of his westward artistic claims and a special voice
for Serbian and regional placing in European competition for musical space. It
is evident that Milojevi¢ did not avoid the kind of appropriation associated with
Orientalism and exoticism, as conventionally comprehended and analyzed in
postcolonial musicology, and these works could be investigated in more detail
in comparison to other European, especially French composers inspired by the
Far and Middle East.

'¢ Miloje Milojevié, ‘ Vaskrsenje. Biblijska poema u dva dela za sola, me3oviti hor i veliki
orkestar’ [‘Resurrection. The Biblical poem in two parts for soloists, mixed choir and symphonic
orchestra’], Srpski knjiZevni glasnik [Serbian Literary Magazine], 11 (1912), 862-8.

' The song Japan [Japan)] (1909) was written from the verses of Japanese poet Ohotomo
No Sukune Jakamohi from the eighth century. Milojevié was later inspired by the poetry of the
Persian poet Al Ghazali as well as by the Japanese-influenced poems of French poet Franz Tous-
saint and his last completed opus was the Cycle of songs for high voice and piano [Ciklus pesama
za visoki glas i klavir] op. 87 (1944) based on the haiku verses of Japanese poet Isikava.
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Focus on the agencies of internalized Western perception of the Balkans
in the creative output of the first modern composers in Serbia shows that their
artistic invention of a 'positive’ regional image as standing for ‘East’ or ‘West’
have regularly led to some inner ‘inclusions’ and ‘exclusions’ and resulted in
the reproduction and nesting of internal variants of orientalist and Balkan dis-
courses. It was obviously a burden for their projects of modermnistic ‘transition’
when they wanted to search not only for the intersecting points of East-West
cultural spheres but also to locate a ‘third system’.'® The context of Balkan im-
ages placed in a bastard, transitional world between East and West resulted in
attitudes to life at the crossroads or on border, where Balkan people themselves
established a sense of identity and, actually, it was very hard to shift the percep-
tion to some other, more different cognitive dimension.

In this respect it is very important to mention the creative project of Josip
Slavenski (1896-1955), a Croatian-born composer who worked in Serbia from
1924. His ‘third system’ could be defined as a critique of Western European
bourgeois aesthetics and its recent Modernist alienation from human and nature.
Its technical and stylistic functioning is based on the inseparable connection of
folklore and investigation of sound which operates on all compositional levels
from the melodic and rhythmic surface to the procedural dimension of harmonic
and facture processes and formal structure. By using recent aspirations that are
not adopted from other composers but found in analysis of folk sound material—
such as examination of mode-scale grounds, the intonation and rhythm of tunes,
structure of natural harmonic row in vertical and horizontal sonority, clusters,
microtones, un-tempered system, use of pedals and ostinatos—it acts as a Euro-
pean Modemism alternative to the ‘central’ one. Besides the approach to the
independent acoustic values of folk phenomenon, the project includes deeper
pensive, emotional, spiritual and extra-musical aspects of Balkan traditions and
heritages therefore presenting a unique aesthetic, very different from that of
other modernists.

The ‘third system’ of Slavenski is also a critique related to the ‘inner’
sense of cultural inferiority, actually to all those who are not ready to accept the
wholeness of the Balkans. It is developed on the complex image of the region as
co-existence, mixture and amalgamation of various cultures. Thus Slavenski
counted on the folkloric heritage of the entire Balkans, from Croatia in the West
to Turkey in the East. In his quest for spiritual roots he imagined the pagan ar-
chaic and tunes of old religions, constructed sound visions of Plautus’ antiquity,
gave his own interpretation of Catholic sacred music and had presentiments of
the musical images of medieval Byzantium. His sonorous imagining of the Bal-
kans was both a fully experienced and a consciously alternative European Mo-

'8 I borrow Jim Samson’s thoughts inspired by Todorova’s point about transition in his
consideration of Enescus’s ‘transitional’ case. More detailed in J. Samson, Placing Genius: the
Case of George Enescu.
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dernism that indicated the utmost relativization of boundaries, identities and
spaces, and made it possible for Slavenski to find not only signs of ‘Eastern’
and ‘Western’ sounds but traces leading to the ancient and cosmic.

The integral image of the Balkans was perceived by Slavenski as an ad-
vantage which gave the existing liminal position of the region the potential to be
a new centre. In these terms I used metaphor to designate the ‘inverted transi-
tion’ of Slavenski’s project that was presented by his imagining of ‘Europe in
the Balkans’.'” But it is important to point out that Slavenski’s multi-cultural,
trans-space, trans-historical and cosmic visions led him to a widening of the
Balkan concept. At the end of his life he taught that ‘contemporary music was
developed to its highest technical possibilities where it exhausted itself’ and
stronglyz(?elieved that ‘it could only gain new content from the Balkans and the
Orient’.

Slavenski expressed these ideas much earlier in his Religiophony [Re-
ligiofonija) performed for the first time in Belgrade in 1934.%' This composition
for symphonic orchestra with a huge number of percussions, choir and soloists
could open many intricate themes on Slavenski’s Modernism and its relations to
cosmic, religious and political identification, positioned through this project of
his artistic endeavour, expanded further to the East. Apart from this, the work
represents the most complete shaping of composer’s creative concept, implying
investigation of folklore as a pure acoustic phenomenon together with its re-
flective-archetype, spiritual-emotional and outer-musical context. In regard to it,
but also in the spirit of this study, I will define only the most important aspects
connected to Orientalism and Balkanism.

Religiophony has seven movements — Pagans [Pagani), Jews [Jevreji],
Buddhists [Budisti), Christians [Hriséanil, Muslims [Muslimani), Music
[Muzika] and Ode to Work [Pesma radu). The subtitles of each of them (‘Mu-
sica rthytmica’, ‘Musica coloristica’, ‘Musica arhitectonica’, ‘Musica melodica’,
‘Musica articulatia’, ‘Musica dinamica’, ‘Musica vitalica’) suggest the impor-
tance of the peculiar musical parameter in the form, constructed by shifting the
organization of material such as linearity, polyphony, mode-scale grounds,
rhythms, pedals, ostinatos and so on.

According to Slavenski, his goal in Religiophony was to achieve ‘not
only musical evocations of great world religions but to show, through them and
without them, the emotional and spiritual world of man, his feelings, restless-

19 B. Milanovi¢, Balkans as the Cultural Sign.

% Slavenski’s worlds from the letter to Gerald Severn on the occasion of Symphony of
Orient recorded by DECCA in 1955 are quoted in Ana Kara-Pe3i¢, ‘Prepiska Josipa Slavenskog:
Odjeci kompozitorovih dela u inostranstvu’ [‘Correspondence of Josip Slavenski’], Novi Zvuk
[New Sound], 15 (2000), 117-126.

2! The alternative title invented as ‘politically correct’ for the performance in 1954 was
Symphony of Orient [Simfonija Orijenta).
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ness, contemplation, ecstasy and triumph’.2 However, the last two movements,
especially Ode to Work, show that Slavenski demonstrates his particular ideo-
logical-leftist faith which puts this mentioned optimistic expression in the open
context of ideological criticism of a liberal bourgeois society, which was a dar-
ing and provocative thing to do in 1934. The author makes an utmost utopian
formulation: ‘Religiophony is actually religiosophy because music and commu-
nism will replace all world religions’.”

Slavenski’s work demonstrates the coupling of two important points. The
first one can be termed a paradigm critique of Balkanism and Orientalism. The
second one shows the ideological avangardism that in conditions of modern ur-
ban life during the 1930s announces the musical decoding of socio-cultural
identities in the process of ideological transfer from the peasantry towards the
working class. In this respect, Slavenski is, in a certain way, the predecessor of
the new Balkans which after the Second World War, in different, ideological
divisions of the continent, would be recreated as South-East ‘other’ in the con-
struction of Europe.®*

Thus, apart of his struggle against ‘metaphorical colonization’ as well as
his voice for life in the ‘centre’ instead on at a ‘crossroads’ or ‘bridge’, Slaven-
ski’s Religiophony stands as his imaginary figuration of the common Yugoslav
socio-cultural identity, forced later through the common communist state. To
point out again the recent theoretical aspirations of Milica Baki¢-Hayden and
her stand that Balkanism is not enough to detect all the dividing lines existing in
the discourses of this period of modern regional history, means this time not
only to prove them by Slavenski’s encompassing of all image ingredients being
in his desired and announced—now former—Yugoslavia but to stress the en-
demic nature of antagonisms and stereotypes. Surpassing the old and evoking
the new can, ironically, if not tragically, be neutralized and then over and over
revitalized and revalorized.

Inscribing a very little part of modern Serbian musical history in the
context of hegemonistic discourses and its articulation, variation, resemantiza-
tion and deconstruction through music could help to understand the intricate
synergy between the ‘real’ and ‘imagined’ attributes in identity positionings that
was the main aspect of musical modernization. This short view shows also that
music, as socially constructed, could contribute to defining a critique of Bal-
kanism and Orientalism and its nesting and overlapping internal variants. And,

22 J. Slavenski, ‘Kako je nastala Religiofonija’ [‘How was Religiophony created’],
Stampa, Belgrade, 14 (1934).

2 Ibid.

2 It is interesting that in stylistic context Religiophony is also defined as predecessor, this
time as an avant-garde predecessor of after-war Poems of Space [Pesme prostora] by Ljubica
Marié. M. Veselinovi¢-Hofman, Stvaralacka prisutnost evropske avangarde u nas [Creative Pres-
ence of European Avant-Garde with Us] (Belgrade: Umetni¢ka akademija 1983), 348-353.
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as the voice came ‘from the margin’ it may serve to indicate the problems of the
both ‘centre’ and ‘periphery’ of a Europe which needs to perceive itself in the
entirety of its multi-faced identities.

Bumwana Munanoeuh

OPUJEHTAJIU3AM, BAJIKAHU3AM
U MOJIEPHU3AM V CPIICKOJ MY3ULIU
ITPBE ITOJIOBHUHE XX BEKA

Pe3snme

HHTepHanu3aumja 3ananHux civka o bainkaHy obenexasana je mpouece
MOJEepHH3alIMje cprncke My3Hke npse nojosuHe XX Beka. CTepeoTHnHe npen-
CTaBe O OBOM PErHOHY, KOje CaBpeMEHa TEOpHja JeHHHIIE y OKBHDHMA KPHTH-
K€ opujeHmanuzma U bankanuzmMa, HICY MHMOHJIa3HJIe OITyCe H TEKCTOBE CpIl-
CKHX KOMMO3HTOpa TOra BpeMEHa.

Y TekcTy je HarjalleHO CTAHOBHILTE Ja je My3HKa aKTHBHO IpaJuia, Me-
Baja H AIEKOHCTYPHCalla rpaHHLe ,,cHMbonndke reorpapuje” y kojoj je bankan
HMao cTaTyc M3pa3uTo npobiemaTHuHe eBponcke nepudepuje. C 063upom Ha
KOHTHHYHpPaHY HH(QEPHOPHOCT PErHOHa YHj€ CE CJIHKE PEJIHTHjCKe, KYJITYpHE,
HIEOJIOLIKE H MOJHUTHYKE , JPYTOCTH HHCY caMO cMemHBaje Beh H MelhycoGHO
CHaXXHJIE H MpeKJIanaie, AaTa je NPeAHOCT OHHM TEOPHjCKHM IJIEAHIITHMA Koja
bankanuzam NOCMaTpajy y BE3H Ca LIMPOM OPHjEHTATHCTHYKOM MEPCNEKTHBOM.
IIpumehieHo je aa U caMa My3HKa yKa3yje Ha HEOJBOJHBOCT OBa JBa JAMCKYypca.
IIpBH cpnckH MOIEPHHCTH TPYAHIIH Cy ce Ja npeBa3uly crape nozaesne H KoJiek-
THBHY HH(epHOpHOCT H 1a npoHaly ciuky MoaepHe Cp6Hje koja 6 Moria na
uMa GoJbH cTaTyc y TakMMYeBy 3a My3udke npoctope Espome. Mehytum,
yoOu4ajeHH 10XKHMBIbaj OBE €BPOIICKE ,,iepHdepHje* kao packpuwiha HIH rpaHH-
e u3Mely LHBHIM3ALKja H CBETOBA HEPETKO je BOAHO H NMOATpeBamY CTapHX,
HacieeHHX aHTaroHH3aMa, yCJI0XKHhaBamby BHIIE3HAYHHX IPaHHLA Ha peslaliijH
Hcrok — 3anan 1 HHTEpHOM BapHpamy 6aJKaHHCTHYKHX H OPHjEHTATHCTHIKHX
auckypca. To je jenan ox acmekara KOjH MOTY Ja IOMOTHY y pa3syMeBamy YHY-
TPalIBbHX aHTaroHH3aMa KOjH Cy NoBpeMeHO o6enexaBaid pa3IHIHTO OpHjeH-
THCaHa MOJEPHHCTHYKa CTpeM/bera Muioja Munojesuha u Ilerpa Komosuha.
Ca npyre cTpaHe, MOAEPHHCTHYKH Mnpojekar Jocuna CrnaBeHCKOr Mokasyje Ko-
JIMKO Cy caMa MpOMEHa nepleniuje H H3MELITamke U3 noctojehux crepeoTrna o
JHMHHAJIHOM CTaTycy perdoHa 6miM 3Ha4ajaH crBapaiadkd ¢akrop. [TocebHo
je 'y ToM KOHTEKCTy H3JBojeHa Peruzuogponuja kao napaaurma KpHTHKe banrka-
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HusMa u opujenmanusma. To ucto neno, MehyTHM, ¢ 063HPOM Ha HIEONOUIKH
aBaHrapIH3aM HErose MporpaMcke AUMEH3Hj€, NPEICTaBIbaIO j€ H CBOjEBPCHY
NpETXOOHHILY HOBor bajikaHa, OHOT KOjH hie y NOTORHM nojenaMa IHKTHPaHHM
O]l CTpaHe ,,LUeHTpa*’ GMTH NPEHMEHOBAH Y HICOJOLLIKY ,,APYrocT" KOHTHHEHTa
— Jyroucrouny Espomy.



MODERNISM IN SERBIAN / YUGOSLAV MUSIC
BETWEEN TWO WORLD WARS

NADEZDA MOSUSOVA

SPEAKING of the history of Serbian science (as a relatively new branch of
investigation not only in Serbia) some investigators maintain that after the
liberation from the Turks in 1868, Serbian society was suffering from a
modernity complex.' No wonder. The Serbs were not alone in such aspirations,
their state already regarded as a modern one.’

It is obvious that the Serbian ‘modernity complex’ be it social or cultural,
taking place at the end of the nineteenth century, coincides with the appearance
of a general current of modernism in the ‘main’ European countries. In a way,
the historian and philosopher Aleksandar Petrovié, quoted above, observes mo-
dernism as either hidden or open war against traditional values reminding his
readers of the well-known discussion in the field of art from seventeenth cen-
tury France: la querelle des angiens et des modernes,’ which was perhaps the
first occasion when the word ‘modern’ started to be frequently used.

What (today) do the words modern, modernism or modernity mean in
general? What was the meaning of the word ‘modern’ in the past? What is or
what was modern thought, modern science including modern medicine or mod-
ern history? Did modern medicine start at the moment when doctors realized the
importance of washing their hands? Can anybody say what modemn history is?

' A. Petrovié, ‘O skrivenom horizontu’ [‘About the Hidden Horizon’] in: Skriveni Hori-
zont. Razmedja istorije srpske nauke [Hidden Horizon. Borders of the History of Serbian Sci-
ence}, Liceum, 10 (2006), 7. (NB The liberation in the Balkans, especially in Serbia, progressed
gradually during the nineteenth century and was not definitely accomplished until the Balkan
wars 1912 and 1913).

2 It could be interesting to mention an Englishwoman among the early Serbian historians:
Elodie Lawton Mijatovics, The History of Modern Serbia, Wiliam Tweedie, London, 1872.
Quoted after S. G. Markovi¢, Grof Cedomilj Mijatovié, viktorijanac medu Srbima [Count Ce-
domilj Mijatovié, The Victorian among the Serbs), Belgrade, 2006, 68.

3 Petrovi¢, ‘O skrivenom horizontu’, 16.
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What about culture? Have we the right to use this word today, in the age of
postmodernism and other post...isms, spiritual children of our post-apocalyptic,
globalizing era? It makes no sense, anyhow, to quote in the present paper all the
possibilities, or implications of the idea, the term or meaning of being ‘modern’.

Leaving aside discussion of the ideology of postmodernism let us remind
ourselves of the imprecise definition of the term modemity in music, art or lit-
erature, past and present.* The term ‘tradition’ is also a very diffuse one. It is
clear that the words ‘modern’ and ‘traditional’ had different meanings in diffe-
rent areas, especially in those countries undergoing accelerated social and cul-
tural development in the nineteenth century. One of these was the Kingdom of
Serbia, where the importance of being modern from the beginning of the twen-
tieth century was expressed in many segments of life.

On the other side there are (European) countries or one country where the
word ‘modern’ did not and does not exist: in Russia. Not the idea, but simply
the term concerning literature, art or music. Could it be true that before the
revolution nobody was troubled about being modern? Igor Stravinsky, remi-
niscing on Diaghilev’s Ballets Russes and Anna Pavlova, says that at that time
(he means in 1909) the expressions ‘decadent’ and ‘modern’ were interchange-
able.’ The term modem is also not used in Russian/Soviet musicology.

Studying Russian art we find that the word ‘modern’ was usually replaced
with word ‘contemporary’, concerning developments of the Belle époque, and the
only use of the term ‘modern’ was (and still is) reserved for the Russian Art
Nouveau called ’style moderne’. Very soon this Russian fin-de-siécle art would
reach the whole world via cultured émigrés. Not only Paris, but also the newly
formed Slavonic states of Poles, Czechs and Slovaks, and last but not least the
South Slavs.

The author of The Horizon asserts that among other (major or minor) ap-
pearances, the new state of Yugoslavia, termed the Kingdom of Serbs, Croats
and Slovenes in 1918, was one of the results of political or social modernism (or
modernization).® In it, a new time was coming for Serbs for the further develop-
ment of literature, art and music. Everything was conducive to a great wave of
changes. Notably, after the Russian emigration flooding the Balkan area brought
to Belgrade, Zagreb and Ljubljana distinguished opera singers, directors, chore-
ographers and ballet dancers.

The three main Serbian composers of the interwar Yugoslav period, Petar
Konjovi¢, Miloje Milojevié¢ and Stevan Hristié, in full maturity, took advantage
of the new situation. There were a lot of good performers now, to interpret their

4 See e.g. H.-K. Metzger, ‘Der Begriff des Modemen: Fortschritt und Regression’ in R.
Riehm (ed.), Musik wozu, Literatur zu Noten (Frankfurt am Main: Edition Suhrkamp, 1980).

5 Pavlova refused to dance in the Firebird because of its ‘decadence’. See Igor Stravinsky
in Conversations with Robert Craft (London: Penguin Books,1962), 166.

¢ Petrovié, ‘O skrivenom horizontu’, 17.
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stage work! That is what was needed!’ The members of the composing triad
were ‘nationalists’, sometimes ‘cosmopolitan’, and very interested in develop-
ing their own and Serbian music in general. They had also shared similar mo-
dern ideas before and during the war, as very young people, already regarding
their predecessors in Serbia (Stevan Mokranjac, Josif Marinkovié, and Stanislav
Binic¢ki) as heralds of modern music and themselves as very modern and ad-
vanced composers.®

The three post-war leaders, Milojevi¢ already the main music critic in
Belgrade, devoted their writings (in local newspapers and journals), starting at
the beginning of the twentieth century, to a plead for modern musical expres-
sion in their native land. At the same time they did not take much trouble to ex-
plain the term modem in connection with music, even though Milojevi¢ com-
posed a modern (Dadaist) ballet in 1923, The Butler's Broom, which can be re-
garded as almost avant-garde, Hristi¢ a modern opera in 1925, The Twilight,
(with Equinox left unfinished), and a modern ballet in 1933, The Legend of
Ochrid, and Konjovi¢ two modern operas in 1929 and 1931, The Prince of Zeta
and Kostana.? The ideas of modemity, as was said, were born long before the
twenties, at the time of their studies in major musical and cultural centres like
Prague, Munich or Leipzig.

Coming from Sombor (Vojvodina) to Prague in 1904 to study at the Con-
servatory with Karel Stecker and Karel Knittl, Petar Konjovi¢ was eager to use
every opportunity to learn and experience events in the musical and theatrical
life of the Czech capital. He sent his reports to the journals of Belgrade and
Novi Sad, full of fascination for the way of life, culture in general, and the mu-
sic of Prague. He discovered Richard Wagner, Czech and Russian composers:
‘trifolium’ Smetana, Dvofdk (who had just died in 1904), Fibich, and
Chaikovsky, Rimsky-Korsakov (still living, just accomplishing his opera The
Legend of the Invisible City KiteZ and Maiden Fevronia) and last but not least
Vladimir Rebikov. The latter was in some way very popular in Prague, pre-
senting his compositions there in the period 1904-1907, and his work made a
significant impact on this very intelligent and sensible Serbian student.

Describing exciting events Konjovi¢’s texts from Prague were often
adorned with the word ‘modern’: modern theatre, modern literature, modern
society, and the modern audience. For instance he wrote: *Gustave Charpen-

7 Especially Stevan Hristié, the Belgrade opera director 1923-1934. Petar Konjovi¢, lead-
ing the opera in Zagreb 1921-1926 owed much to the family of dancers Froman for the renewal of
the ballet ensemble of the Zagreb National Theatre.

8 P. Konjovi¢, ‘Muzika u Srba’ [‘Music in Serbia’] in: Licnosti [Personalities), (Zagreb:
Ed. Celap, 1920), 132, 133, 136, 138.

° The dates of Yugoslav first performances are given here. Abroad was Hristié’s opera
premiered in Bratislava (1929) and Rome (1938), Konjovi¢’s Kostana in Bmo (1932), Prague (1935)
and Bratislava (1948).
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tier’s Louise is the most beautiful among modern operas.’'® Louise was very
much en vogue in Prague from 1903 onwards, also delighting Leo§ Janaéek in
those days. Generally speaking, for the three Serbian composers, in the pre-war
years, in the first place for Petar Konjovi¢, modern was everything new or un-
usual: neu und ungewinlich'' — which could well be applied to a young man
from the provinces in the big city, such as Konjovié.

However, new and unusual occurrences for this Serbian student had to
come with a touch of talent if not genius, and worldliness, for which he pos-
sessed an unmistakable instinct, be it in music, art or literature. So, among all
the beauties of Czech cultural life, nothing could compare with the experience
of the Moscow Art Theatre making guest performances abroad. One can be sure
that the acting of ‘hudoZestvenniki’ in 1906 in Prague and the discovery of Bo-
ris Godunov in 1918 in Zagreb, definitely made an outstanding Serbian and
Yugoslav opera composer of Petar Konjovi¢. Much later, in connection with
Kostana's premiere, he did not forget in his Brno interview of the year 1932, to
mention the melomimics or melodeclamations of the ‘revolutionary modernist’
Vladimir Rebikov.'> Already Konjovié’s plain Evening Song for voice and pi-
ano of the Prague days was a direct inspiration from Rebikov’s refined simplic-
ity, which was for the Serbian musician a kind of “primitivism” not quite under-
standable from the first hearing, but impressive and influential: the Sprechge-
sang applied in Konjovi¢’s later vocal and stage works evidently came from the
style of Rebikov and also from the concert melodramas of Zden&k Fibich with
the paradigmatical model of Modest Musorgsky’s operas and songs.

As a matter of fact, the Serbian ‘trifolium’ which remained the leading
triad in Belgrade for two decades after the First World War, achieved its mod-
ernity without taking into account the radical trends in music such as Wiener-
schule i.e. the work of Arold Schoenberg, or even the later works of Leo$
Janagek (with whom Konjovié’s composing process was often brought into
connection) or Béla Bartok, and the output of Igor Stravinsky. Milojevié was
infatuated by Richard Strauss all his life, Hristi¢ with French and Italian music
(although he studied in Germany and Russia) and Konjovi¢ with the Czechs and
Russians of the nineteenth century (also the Snow Maiden of Rimsky-Korsakov
seen in Prague).

Deeply involved in the live musical tradition of their land—folk melodies
and church music (this was the only genuine Serbian tradition of the time)—the

1% p. Konjovi¢, ‘Cesko Narodno pozorite’ [‘Czech National Theatre’], Nova iskra [New
Spark], 7 (1905), 222.

"' The idea taken from Karel Riesinger, ‘Einfachheit und Modemitst im “Maifest der
Briinnlein™, Bohuslav Martini Anno 1981, Praha 1990, 131.

"2 The interview given for this occasion to Czech newspapers (Lydove noviny) quoted in
P. Konjovi¢, ‘Razgovori o Kojtani’ (‘Conversation about “Kostana™), in Knjiga o muzici [The
Book about Music), (Novi Sad: Matica srpska, 1947), 107.
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Belgrade composers tried and succeeded in bringing together, with a modern
technique—the rich folk heritage of Serbia and the Balkans and their own aes-
thetics of composition. The modern musical language meant for them a tempo-
rary abandonment of tonality and widening of the romantic harmony with in-
creasing use of various (sometimes very complex) contrapuntal proceedings.

Like many (Slavonic) composers of his time, Konjovi¢ chose an ‘ana-
chronic’ musical form — the opera, to exhibit his modern ideas in using the folk
tunes as leitmotivs. Hristi¢ did the same in his ballet. The modernism of Serbian
musicians did not threaten tradition, i.e. the general European tradition of classical
music, because the Serbian tradition in art music before and after the First
World War was new, and tradition in the performing arts slight and negligible.

The real break with the general tradition, and the ‘nationalist’ Serbian
tradition, was very open and occurred with the generation of Serbian composers
born in the twentieth century. They came from Prague music studies in the
1930s saying farewell to folklore, writing only instrumental (so called absolute)
music after Alois Haba: Milan Risti¢, Dragutin Colié, Ljubica Mari¢, Vojislav
Vuckovié¢ and Stanojlo Raji¢i¢. Now the ‘trifolium’ reacted, speaking as pro-
tectors of tradition, accusing the ‘youngsters’ of belated and false modernism
and second-hand avantgardism. The Serbian ‘nihilists’ had their own good rea-
sons, claiming that the folk tradition in art music was already exhausted and
almost dead. But it was not.

The actual response, not verbal but musical, came from Miloje Milojevic¢.
Unintentionally his new output was an interesting opposition to the radical wave
of Prague students. Milojevi¢ finally had time for intense composition during
the Second World War, during the German occupation, when he was not writing
daily music critiques any more nor holding public lectures in addition to teach-
ing. He wrote cycles of piano music using folk songs from the collections he
himself had made in Kosovo and Macedonia. A very distinguished instrumental
music was born during the last four years of his creative life — folk tradition
linked and amalgamated with modern musical language and modern treatment
of piano technique.

Milojevi¢’s colourful piano suites could be regarded as a pendant to the
stage works of Konjovié and Hristi¢. How modern was their work at the end of
the Second World War? For the foreign ear new and unusual, the same for the
Serbian/Yugoslav audience. In any case for Serbian composers genuineness and
national identity were much more important than any degree of modemnity.
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Haoesicoa Mocycosa

MOJEPHHU3AM V CPIICKOJ U JYTOCJIOBEHCKOJ
MVY3ULI USMEBY JIBA CBETCKA PATA

Pe3zume

IpexcnHTHBamkE NOjMa MOJEPHOT Y MY3HIH YOMNIITE, TOCEGHO y CPICKOj
WM jyTOCIIOBEHCKO], MOLYXBAT je BEJMKH H IIHPOK, MOXAA M HE TOJIHMKO CBp-
CHCXOZIaH KOJIHKO 6M ce OYeKHBaso. Y MpOLLIOCTH, a U M3 JaHaLIkbe NepCrnek-
THBE, MOJCPHH3aM Y MY3HIIH je N0jaM pacTer/bHB H penaTHBaH. MoaepHo Huje
MCTO Ha Pa3IHYMTHM IIPOCTOPHMA, HHTH y Pa3iIHYMTHM CHTyalHjama. Y pa3Bo-
Jy cprcke WIH jyroclOBeHCKEe My3HKe Ha pasMehy BekoBa H TOKOM MpOLLIOT
croneha MoaepHO je 6MII0 yTIaBHOM CBE IITO J0/1a3M ca cTpaHe. Jomahux y3o-
pa je 6mwi10 Maiio u 3aTo ce rieaano Ha tyha nocturuyha, ¢ THM LITO ce HHje 3a-
6opassbano concTBeHo Hacnele HapoaHe H LpkBeHe My3nke. Ha npuMepy Boae-
hux cprnckux komnosuTopa u3Mel)y aBa cercka pata Ilerpa Kowosuha, Muio-
ja Munojesuha u CreBana Xpucruha BHaM ce 1a HHje GHIO TONHKO MpeCyqHO
6uTH MoIcpaH KOIHMKO je BaxxHO OWio nocTHhH OPHIrHHAJIHOCT, OCTBapHTH
YMETHHYKY QHU3HOHOMHM)Y M CaqyBaTH HALIMOHAJIHH HAEHTHTET.



MUSICAL MODERNISM IN THE ‘AGRARIAN

COUNTRIES OF SOUTH EASTERN EUROPE’:

THE CHANGED FUNCTION OF FOLK MUSIC
IN THE TWENTIETH CENTURY

MELITA MILIN

WHEN Leo$ Jana&ek came to the fifth festival of the ISCM, held in Frank-
furt in 1927, it was not only to assist in a performance of his Concertino for pi-
ano and six instruments, which had had its premiere a year before in Bmmo, but
also to present a group of peasant musicians, who sang Moravian and Slovak
traditional music in the context of an exhibition. Janaéek’s intention was most
certainly to demonstrate how highly he valued the living tradition of his people,
which had been an invaluable source for inspiration for him as a composer.
However, taking into account that the ISCM festival was a venue for the pres-
entation of mostly radically modernist works, he obviously also wished to stress
the importance of bringing together those two worlds of music.' It is interesting,
incidentally, that Béla Bartok, who was also present at this festival, seems not to
have reacted to the presence of that folk group, even though they came from a
region he himself had researched.

The works composed by Janaéek in the last decade of his life enjoyed
remarkable success, providing new arguments in the ongoing debate on whether
folk music and modemnist art music could be fused. The problem of bringing
together these two different traditions had been the main preoccupation of
nineteenth- and twentieth-century composers from the ‘peripheral’ countries of
Europe. As we know, attempts to do so had an ambivalent response in the West,
mainly on the grounds that they were seen as endangering the universal charac-
ter of music. The survival of musical nationalism after the end of the nineteenth

! See W. Salmen, ‘Volksmusik als Sediment in der Kunst des 19. und 20. Jahrhunderts’,
in W. Salmen and G. Schubert (eds.), Verflechtungen im 20. Jahrhundert. Komponisten im Span-
nungsfeld elitdr — populdr (Mainz: Schott, 2005), 11.
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century came as a surprise to many Westerners, since they regarded this idea as
rather obsolete. While in the first decades of the twentieth century the value of
folksong-inspired Romantic music was widely accepted, as an expression of
Herderian ideals of the ‘national spirit’, there was little understanding of the
penetration of folk materials into modernist musical structures. Today, however,
the output of this neo-nationalist” inclination is mostly viewed as an essential
part of European or universal Modernism,’ although rapprochement (or ten-
sion?) between folk and art music can still nowadays provoke discussion.

It is well known that Schoenberg mocked the attitude of peoples that
lived alongside each other for overemphasising the differences between their
folk musics, which they had regarded as tokens of their culture, importance, and
identity. He specifically mentioned the Balkans, which he imagined as some
‘West-Parinoxia’ or ‘Franimonti’.* In the same text one can also find Schoen-
berg’s often-quoted observation that folk and art music ‘mix as poorly as oil and
water.”> Characteristically, Schoenberg did not mention there any great compo-
sers of his own time who were inclined to such ‘mixing’: there is no reference
to Bartok, or Stravinsky. However, he indirectly admitted that great art music
based on folk melodies was possible. He wrote that although Russian folk music
had certainly outstanding c%ualities, ‘Russian music now exists due to the advent
of some great composers.’”” However, he did not give concrete names. Whether
he was thinking of Musorgsky, Rimsky-Korsakov and/or Stravinsky, we shall
never know. Neither did he mention Jana¢ek or Bartok, when speaking of those
‘smaller nations whose folk music is not as extraordinary [but who] have found
a place in the history of music and in the minds of music lovers through repre-
sentatives such as Smetana, Grieg, Chopin, Dvofdk and Sibelius.”” It was
strange indeed to discuss the problem of combining folk and art musics without
mentioning the most outstanding contemporary representatives of such an aes-
thetic! There is one important, though ironically expressed, point which
Schoenberg left for the end of his article: ‘It seems that nations which have not
yet acquired a place in the sun will have to wait until it pleases the Almighty to
plant a musical genius in their midst.”®

2 R. Taruskin, Nationalism' in S. Sadie and J. Tyrrell (eds.), The New Grove Dictionary of
Music and Musicians (London: Macmillan, 2001), vol. xvii, 689-706.

3 See, for instance, J. Samson, ‘Music and Nationalism: Five Historical Moments’ in A. S.
Leoussi and S. Grosby (eds.), Nationalism and Ethnosymbolism: History, Culture and Ethnicity in
the Formation of Nations (Edinburgh: Edinburgh University Press, 2007), 60.

* A. Schoenberg, ‘Folkloristic Symphonies’ in Style and Idea (New York: Philosophical
Library, 1950), 196.

S Ibid, 197.

° Ibid, 197.

7 Ibid, 197-8.

® Ibid, 203.
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Among music aestheticians, Theodor W. Adorno was the most severe
critic of the introduction of folk music idioms into the world of art music. In the
well-known footnote to his Philosophy of New Music he stated:

In cases where the developmental tendency of Occidental music has not
been purely developed—as in many agrarian regions in south-east Europe—the
use of tonal material has been permitted down to the most recent past. This was
not a matter of disgrace. Jani¢ek and Bart6k come to mind. Jand¢ek's art is extra-
territorial, but nonetheless magnificent in its consequences. Many of Bart6k's
compositions, in spite of his folkloristic inclinations, are nonetheless among the
most progressive in European musical art. The legitimation of such music on the
periphery lies foremost in its ability to formulate a technical canon which is in
itself both correct and selective. In contrast to the blood-and-soil ideology—a
party-line tenet of National Socialism—truly extra-territorial music (the material
of which, even though it is familiar, is organized in a totally different way from
that in the Occident) has a power of alienation which places it in the company of
the avant-garde and not that of nationalistic reaction. The external exertion of
this force comes to the aid of inner-musical cultural criticism as is expressed in
radical modern music itself. Ideological blood-and-soil music, on the other hand,
is always affirmative and holds to tradition’. It is precisely the tradition of every
offical music, however, which is suspended by Janatek's diction-patterned after
his language — in the midst of all triads.’

Janagek and Bartdk died before the publication of Adomo’s Philosophy
of New Music (1949), so that we are left to wonder what their reactions to his
ideas would have been. For people unacquainted with Adomo’s ideas, some of
the observations from the footnote may sound not only absurd but also irritating:
According to him, ‘extra-territorial’ music needs ‘legitimation’, but is ‘permitted’
under specific circumstances, for example if it belongs to ‘agrarian countries of
south-eastern Europe’. Could Barték’s Hungary and Jana¢ek’s Moravia, both so
close to Vienna, really be characterised as extra-territorial and peripheral? Does
one then say that Serbia and Bulgaria are even more ‘extra-territorial’, examples
of Schoenbergian West Parinoxia or Franimonti? What a strange notion of
‘extra-territorialism’! Could that mean that as soon as one left the strictly
Austrian territories, eastwards, as well as—it goes without saying—southwards,
one would find oneself in lands exempt from universal law, in which folk and
art (modernist) music are allowed to fuse?

° T. W. Adorno, Philosophy of Modern Music (London: Shed &Ward Ltd., 1994), trans.
A. G. Mitchell and V. V. Blomster. Footnote No. 5, on pp. 35-6. Let it be mentioned in passing
that the author of this article has compared different translations (into English, French and Serbo-
Croat) of this footnote and has noticed interesting divergencies in the ‘interpretations’ of some
details from the original. For instance, ‘extra-territorial’ is translated as ‘de caractére ethnique ’ in
Th. W. Adomo, Philosophie de la nouvelle musique, traduit de 1’allemand par H. Hildenbrand et
A. Lindenberg (Paris: Editions Gallimard, 1962), 47.
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For Adomo, the notion of ‘extra-territorial’ obviously referred to
neighbouring countries to the East in which the folk music tradition was still
alive. Material from those traditions did not undergo the process of rationalisa-
tion, by which Adorno meant that it was not adapted to Western art music prac-
tice, in which motivic-thematic development and the disintegration of large-
scale forms were a result of long historical processes. According to Adorno,
when a composer introduces a folk melody into his work, he draws material
from the pre-modem, mythical past instead of using material that contains his-
tory. This material can then be transformed further in the course of the dynamic
process of composition. As has been pointed out by Max Paddison, Adorno was
opposed to the ‘unreflective use of folk music to symbolize a state of nature or
the resolution of the tension between the self and others in terms of the ideal
““natural community”.'® He believed that by objecting to a false reconciliation
between the self and the others, the self and the handed-down forms, composers
would be on the way to Baudelaire’s ‘promesse de bonheur’ and thus keep alive
the liberating power of music. The rupture between the self and forms, the sense
of alienation from a priori formal archetypes, the exhaustion of the expressive
powers of music, the danger that art music could become a commodity — all
these had to be expressed in ways that would be openly critical of the dehu-
manized relations characteristic of modem society.

It cannot be denied that there exists a tension between the demands of
modemnist musical thinking and a composer’s wish to use folk material, the former
aiming at discontinuity with the past and looking to the future in search of novelty,
sophistication and authenticity, the latter symbolizing enduring (oral) tradition and
continuity. The crucial figure of that bold project of fusing folk-derived material
and modemnist procedures and expressivity, was no doubt Igor Stravinsky, who was
able to achieve a splendid alternative both to Schoenberg’s Central-European
Modermism and to Debussy’s Impressionism. Stravinsky found his own solution to
the crisis of the tonal system, which was the true testing-ground of early
Modemism. He also knew how to handle the consequences of the dissolution of
musical genres. He was well-prepared for a novel approach to folk music. Apart
from musical-technical innovations, its main characteristic was a kind of emotional
distancing. He managed to achieve empathy with suffering individuals through a
shocking and ironically tainted simulation of indifference. Later, in his neoclassical
phase, Stravinsky developed further objectification of expression by superimposing
old forms onto his heterogeneous material, creating a deliberate dislocation of
formal design and musical materials which Adomno interpreted—and criticized—as
a kind of masking and alienation.

The other great figure concerned with dialogues between folk music and
modernist art music was Béla Bartok, for whom Adorno showed much more

19 M. Paddison, Adorno s Aesthetics of Music (Cambridge University Press, 1997). 37.
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understanding than for his Russian contemporary. To Adoro, Bartdk’s music
exhibited modemist alienation through irony, but in contrast to Stravinsky the
result was not just an empty game, since Bartok allowed folk music to reveal its
latent critical potency. Such a harsh judgment of Stravinsky should, of course,
be linked with Adomo’s criticism of the Russian composer’s famous denial of
music’s expressive powers.'' Stravinsky’s statement was undoubtedly designed
to shock: but in any case such a denial was interpreted as a dramatic sign of the
weakening of modemn subjectivity. As has been pointed out by Max Paddison,
Adomo labelled the music of The Rite, The Soldier’s Story as well the entire
body of Stravinsky’s so-called ‘neo-classical’ music ‘objectivism’, in that the
music seeks ‘to evoke the image of a non-existing ‘objective’ society or of a
[...] Gemeinschaft. |...Adomo also] maintains that in capitalist, industrialised
societies, neoclassicism was the usual form of ‘objectivism’, while in underde-
veloped agrarian societies it is folk music that provides much of the material.’'*
When Richard Taruskin used the term neo-nationalism he stressed ‘the
adoption from folklore not of thematic material but of style characteristics, ab-
stractly conceived.””® This is certainly truer of Stravinsky than of Bartok, but it
could also be applied to some ‘nationalist’ composers of the nineteenth century.
At any rate, the change in the function of folklore in modernist music in relation
to that of the Romantic period should be related to more general changes that
occurred in art music from around 1890. Although many nationalist composers
continued to exploit folk music for its colouristic potential and to characterise
particular situations, others used folk materials as a means to create an alterna-
tive solution to the crisis of tonal music, a very different solution to that found
in central-European musical centres such as Vienna and Munich. The number of
those neo-nationalist composers was of course very small in comparison with
the number of composers who were closer to traditional thinking. The list of the
former always contains the names of Stravinsky, Bartok, and Jana¢ek, and much
more rarely those of some others. De Falla, Enescu and Szymanowski are
among those whom some consider modemist'* while some others view them as
essentially separate from that movement.'® There is often a thin line dividing the

'}, Strawinsky, Chroniques de ma vie (Paris: Denoél et Steele, 1935), 116-117.

12 M., Paddison, Adorno’s Aesthetics of Music, 104.

13 R. Taruskin, The Oxford History of Music (Oxford: Oxford University Press, 2005),
Vol. 4, 378.

' J. Samson, ‘Music and Nationalism: Five Historical Moments’. See also the same au-
thor’s ‘Placing Genius: The Case of George Enescu’, Trondheim Studies on East European Cul-
tures and Societies, 17 (2006), 1-31. However, in ‘Placing genius’, Samson suggests that ‘while
the modernist credentials of Bartok’s music are never in doubt, Enescu, on the other hand, was
engaged in a more traditionally Humanist enterprise, in which there was little trace of modernist
alienation’.

'* H. Danuser, ‘Funktionswandel des Folklorismus’ in Die Musik des 20. Jahrhunderts
(Laaber: Laaber-Verlag, 1984), 58, 59.
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composers of the two groups. One possible way to distinguish them would be to
invoke Adomo’s category of alienation. Composers such as Szymanowski,
Enescu, and Kalomiris are usually praised for their imaginative and mature use
of folk elements, but in Adorno’s terms they might well be considered insuffi-
ciently modemnist, and their work defined as a kind of incomplete Modernism.
Of course, we may equally well reject Adomo’s approach, and consider all
these composers within a wider framework. Common to them all was the belief
that Modernism and nationalism need not be considered mutually exclusive.
Although their approaches were very different, they all sought—or so it might
be argued—to stake a claim to both aesthetics.

It would be difficult to state with certainty if it was the personal discovery
of the authentic folk music of their respective peoples that decisively led some
composers to change the function of folk music in art music forms.'® Bartok
certainly came into this category, whereas Stravinsky basically used the same
folk music as his predecessors in Russia.!” However, his treatment of it was
radically novel, so much so that he seemed to liberate some hidden explosive
force in the old songs. The fascination with ancient layers of folk music was not
in any case restricted to Stravinsky and Bartok, although it was they who reaped
the most imaginative and forward-looking harvest.

It is also possible to explain the change in the function of folk music in
the early twentieth century as a consequence of the different and wider aesthetic
projects of the modemists (neo-nationalists) as compared with nationalists, as
has been suggested by Jim Samson.'® In other words, Janagek is seen as pursu-
ing a project of realism, Szymanowski that of a ‘conquest of the exotic’, Bart6k
and Enescu one of synthesis between East and West.

The Serbian contemporaries of Bartok and Janacek were ‘extra-territo-
rial’ par excellence and they were as a result totally out of Adorno’s sight. This
was hardly surprising, since they were virtually unknown abroad. The interna-
tional musical scene of the first decades of the twentieth century was focused on
the most progressive and daring achievements and did not seem especially ap-
preciative of Serbian music, which made relatively rare appearances in Euro-
pean concert halls and opera houses. There were in fact some successful per-
formances, such as that of the opera Kostana (1931) by Petar Konjovi¢ (1883—
1971) in Bmo and Prague, and also of the Seven Balkan Dances for piano
(1926) by Marko Tajeevi¢ (1900-1986), a work that was in the repertoire of
some of the most outstanding pianists of the time. The works of Josip Slavenski,
a Croatian composer living in Belgrade, should also not be overlooked, as his
First String Quartet was very much praised at the Donaueschingen festival in
1924, and his orchestral Balkanophony (1927) had numerous performances un-

16 See, H. Danuser, ‘Funktionswandel des Folklorismus’, 49.
"7 Ibid.
'8 Samson, ‘Placing Genius: The Case of George Enescu’, 8.
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der Erich Kleiber across Europe and even in Buenos Aires. In spite of these
successes, Serbian (and Yugoslav) music of the times failed to impress critics
and audiences strongly enough to secure a distinguishable place on the map of
European music. Maybe it was too early for the appearance of a great Serbian
composer, since not all the necessary conditions existed for that.'

It should be stressed that Konjovi¢, Milojevi¢, Tajéevi¢ and Slavenski ba-
sically shared the same aesthetic ideals as Bartok and Janalek, i.e.: to achieve a
modem national expression that would be rooted in authentic and pure folk music
and/or a realist approach to speech intonations. The first aim—achieving a recognis-
able national style—was the most discussed topic among our composers, who
invariably linked it to finding appropriate ways to draw out the latent harmonies of
chosen folk melodies.® By “folklorism’ composers understood stereotypical arrange-
ments of folk melodies, which demonstrated no real feeling for or understanding of
the latent harmonic structures of melodies.?' Folkloristic works were also criticised
for being too descriptive and colourful, rather than psychologically nuanced and
individualistic.” The issue of the purity and authenticity of folk music sources was
also often dealt with, probably under Bartok’s influence. In the writings of Serbian
composers it was stressed that it was important to establish a national musical style
based on typically Serbian folk music; in other words, free from foreign influence.
The several centuries of occupation by the Ottomans had resulted in the penetration
of some oriental—Turkish and also Rom (Gypsy)—elements into Serbian folk
music, leaving only rural communities uninfluenced. Therefore pure folklore was
sought from rural areas that had conserved archaic and authentic features.”> Petar
Konjovié believed that folk music was by no means all of equal purity and value,
and that composers had to be able to identify what was a ‘supplement’ (Serbian,

'% In “Placing genius: the case of George Enescu’, 30, J. Samson proposes a ‘reading of
creative genius as a convergence between talent of a rare and truly exceptional kind and the sort
of significant project (uniquely defining of its time and place) enabled by an institution of art. All
three components—the talent, the project, the institution—are necessary constituents’.

2 See M. Milin, ‘The National Idea in Serbian Music of the 20th Century’ in H. Loos and
S. Keym (eds.) Nationale Musik im 20. Jahrhundert. Kompositorische und soziokulturelle Aspekte
der Musikgeschichte zwischen Ost- und Westeuropa, Konferenzbericht Leipzig 2002 (Leipzig:
Gudrun Schréder Verlag, 204), 39-41.

2! See P. Konjovié, ‘Medjusobni uticaj narodne i crkvene muzike’ [‘Mutual Influences be-
tween Folk and Church Music’), in Knjiga o muzici [The Book about Music] (Novi Sad: Matica
srpska, 1947), 36

%2 Stevan Hristi¢ made a distinction between descriptive and psychological nationalism in
‘O nacionalnoj muzici’ [‘On National Music’], in Zvezda, S (1912), 316-317; Miloje Milojevi¢
wrote about subjectivistic and folkloristic trends in national music in ‘Umetnitka ideologija Ste-
vana St. Mokranjca’ [‘The Artistic Ideology of Stevan St. Mokranjac’), in Srpski knjiZevni glasnik
3 (1938), 192-201.

2 Bozidar Joksimovi¢ wrote about this ‘fatal foreign influence’; see R. Pejovié, Muzicka
kritika i esejistika u Beogradu /1919—1941/ [Music Critiques and Essays in Belgrade /1919—
1941/] (Beograd: Fakultet muzitke umetnosti, 1999), 65.
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nanos) that distorted and falsified music whose kernel was healthy and original.** It
should be added that although the purity of folk music was highly appreciated, not
only for its capacities to express specific national features but also for its purely
musical qualities, composers were also attracted by orientalised folklore when they
wished to express a specific poetic atmosphere or characterise a certain ambience.
Petar Konjovi¢ was a master of solo songs in the manner of the ‘sevdalinka’ (which
he called a ‘Balkan chanson in which short and precise Slavic motives are
combined with oriental motives that are decorative and nostalgic’**). Konjovi¢ also
demonstrated great talent in his interpretation of orientalised folk music in his opera
Kostana (‘Kostana’, female name) whose main character is a young Gypsy girl and
which is set in a southern Serbian small town in which folk music drew heavily
from Turkish elements.

When compared with contemporary European composers, the great ma-
jority of Serbian composers who strived towards modern musical nationalism
would certainly appear to be much closer to Enescu, de Falla and Kalomiris,
than to Bartok and Jana&ek. The reason for that is that, while using bold and
ambitious harmonies (including polytonality), and rhythms (including polymet-
ric and polyrhythmic writing), they remained rooted in romantic, subjectivist,
and sometimes ‘untamed’>® musical thinking. Among the few exceptions to this
we could count two works in which an objectivisation of expression was
achieved: the Seven Balkan Dances by Marko Tajéevi¢ and the slow movement
from the the neoclassical Sonatina by Predrag MiloSevic, both works for piano
and both composed in 1926. The Seven Balkan Dances were obviously inspired
by the works of Bartok, greatly admired by Tajeevié.”’

On the other hand, Josip Slavenski, who used radical harmonic tech-
niques and was known for his love of percussive effects, did not feel the need
for an objective aesthetic.”® Only after World War II, in the 1950s, did some

24 p_ Konjovi¢, ‘Medjusobni uticaj narodne i crkvene muzike’, 30.

% P. Konjovié, ‘Razgovori o Kostani’ [‘Conversations about Kostana’l, in Knjiga o
muzici, 103.

2 Ludwig Strecker, editor of Schott in Mainz, reproached Slavenski for his ‘untamed’
musical language, the mark of which was the neglect of technical aspects of his work, especially
form. See M. Milin, ‘The Correspondence between Josip Slavenski and Ludwig Strecker’, Musik-
geschichte in Mittel- und Osteuropa. Mitteilungen der internationalen Arbeitsgemeinschaft an der
Universitdt Leipzig, 10 (2005), 182—89. Letter of 10 December 1931. See also the internet site:

http://www .uni-leipzig.de/~musik/web/institut/agOst/docs/mittelost/briefe/MilinEd.pdf

27 See more about the relation Tajéevi¢ — Bartok in K. Tomasevi¢, ‘Duh vremena u delima
i delatostima Mihaila Vukdragovi¢a i Marka Tajéevi¢a’ [*Spirit of the Times in the Works and
Activities of Mihailo Vukdragovi¢ and Marko Tajeevi¢’] in D. Despi¢ (ed.), Delo i delatnost Mi-
haila Vukdragoviéa i Marka Tajéevica [Work and Activity of Mihailo Vukdragovi¢ and Marko
Tajcevié] (Belgrade: Srpska akademija nauka i umetnosti, 2004), 7. and A. Sabo, ‘Béla Bartok —
Marko Tajeevi¢’, 113-131.

*% That aspect of Slavenski’s music was criticised first time in the article by B. Buji¢ ‘Daleki
svijet muzikom doku¢en* [‘Far-Away World Grasped by Music'], /zraz, 11 (1963), 324-336.
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composers who used folk motives in some of their works (Milan Risti¢, Ljubica
Mari¢) achieve that distancing effect. They had been radical modemnists in their
youth before the war, at that time refusing to compose in the national spirit. I
refer here to several Serbian composers who studied in Prague during the 1930s,
and who, influenced by the open and stimulating musical climate there, dis-
played in their early works a strong inclination for the aesthetics of the Vienna
school.”” They were of course very much opposed to using folk music in their
works, but later in the 1930s one of them (Vojislav Vuckovi¢), who was a
communist, began to change his views in the direction of socialist realism
which meant that he turned towards the use of folk music material. His political
views were shared by the critic Stana Djuri¢-Klajn who in 1938 wrote: ‘In their
race for originality, and for new technical inventions our constructivists [com-
posers belonging to the so-called ‘Prague group’] turn their back on folk melo-
dies as if they were something reactionary, maybe romantic.[...] In fact, young
revolutionary composers should take that path, if they want their music to reach
social classes other than their own’.”* However, in that same article the author
stated that ‘nationalism could be dangerous today’, obviously having in mind
the rise of the Nazi regime in Germany. Such a view was quite in line with
Adomo’s wamings against the Blut und Boden ideology, as mentioned in a
footnote to his Philosophy of New Music. Later, in the 1950s, some of the mem-
bers of the ‘Prague group’, as well as a few younger composers, produced sev-
eral outstanding works based on folk material, which were a specific variant of
what Stravinsky and Bartok had done earlier in the century.

Seen in its European context, Serbian musical neo-nationalism shares all
the main features of other similar movements in peripheral or—Ilet us use
Adomo’s expression—extra-territorial countries. The change in the function of
folk materials in their music came later than in Russia, Hungary and the Czech
Republic, which can be easily explained by the later instigation of musical na-
tionalism in the nineteenth century and more generally by the relatively recent
advent of art music in Serbia. Around 1910, when Stravinsky and Bartok were
beginning to develop highly distinctive musical idioms based on indigenous
traditions of folk music, Serbia worshipped its greatest living composer, Stevan
Mokranjac, who had decisively contributed to the founding of its national music
and musical nationalism. Yet although the following generations of composers
did not have enough time fully to assimilate modernist thinking or to produce an
original contribution to European Modernism, there are quite a number of out-
standing works of the national repertoire that, if they were better known abroad,
would enable Serbian music to ‘acquire its place in the sun’.

% Apart from some members of the ‘Prague group’, there were also younger composers, such
as Dusan Radic¢ (b. 1929), who displayed an objectivistic attitude towards folk music material.

*0'S. Djuri¢-Klajn, ‘Putevi nase modemne’ [‘Paths of our Modemism’], Muzicki glasnik 1
(1938), 7-10, 9.
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Menuma Munun

MVY3N4YKHU MOAEPHU3AM V ,AI'PAPHUM 3EMJ/bAMA
JYTOUCTOYHE EBPOIIE*: [IPOMEHA ®VHKIIUJE
®OJIKJIOPA ¥V XX BEKY

Pesnume

[TpobneM ¢ HapooHHM MenoaHjaMa Y YMETHHYKOj My3HUH XX Beka Ha-
caeheH je u3 nperxoaHor Beka. M3rnena Aa cy 3anagHH KOMMO3HTOPH H MY3H-
KOJ034W O6MNH H3HEHal)eHH HacTaB/balkbe€M HHTEpECcOBaka 3a (y3Hjy ABejy My-
3HYKMX KYJITypa 4aK H nocje poMaHTuima. CMaTpai cy QoJKIOpHE €lEMEHTE
yrJlaBHOM CPEACTBHMMA 3a [04YapaBame cneuudHyHe aTMochepe H YHOLICHE
C/IMKOBHTHX edekaTa y My3HKYy, YUME Cy — y3 peTKe H3Y3€TKE — TAKBHM JA€IHMa
OJpHLAIH BHLIH 3HAYaj.

Y6p30 no nojasu Iloceeherwa nponeha CtpaBuHckor, baprokoBux rynau-
KHX KBapTeTa M JaHaueKOBHX KaCHHX JieJla OKa3ajo ce, Hnak, Aa je ,,HoBH (oi-
KJIOpH3aM* KOjH je y ’bHMa HCMOJbEH MOCTA0 BHUTAlaH H NOACTHLAjaH J€0 MO-
JEPHHUCTHYKHX TeHACHUHMja. MeljyTHM, joll je oncrajao jak oTHOp MY3ULH ca
($ONKIOPHOM OCHOBOM jEp CE OHa YIJIaBHOM CMaTpasla H3pa3oM NapTHKYJapH-
3allMje YHHBEP3aJIHOr CBETa My3HKe — IUTO joj je npebaunBaHo U y XIX Beky.

V paay je nocseheHa naxiba jeaHo) QYCHOTH U3 Quiozoguje Hose my3uke
Teonopa AnopHa, NO3HaTOj MO HEKHM HHTEPECAHTHHM M NMPOBOKaTHBHHM OINCEpPBa-
LHjaMa O ,,eKCTPaTEPUTOPHjaTHUM"* KOMITIO3UTOPHMA KOjH KOPHCTE HapOiHe necMe
,,0e3 cruaa“. [urawe donxiiopHor noreHuMjana oryhemwa U HEroBor ,,KPUTHYKOr*
kopuiuhetba OnH cy, Mel)yTHM, NOTIMYHO BaH HHTEpecoBaa BehHHe KOMMO3HTOpa
XX Beka KojH cy KOpHCTHIIH GONKIOp Y CBOjUM AenrMa. OBO ce CBaKaKo OAHOCH H
Ha CpIICKe KOMIIO3HTOPE NpBE MOJIOBHHE BEKA, YHjE CE NE/I0BabE NPEACTaR/bA Y Ca-
KETOM Mperiely paja HajHCTakHYTHjUX npeacTaBHUkKa: [lerpa Kowosuha, Munoja
Munojesuha, CteBana Xpucruha H Jocuna CnaseHckor, y3 pazmarpamwe MoryhHo-
CTH HHXOBOT [U1aCHPaa Ha Marny eBpONCKOr MOIEPHH3MA.



A NOVARUM RERUM CUPIDUS IN SEARCH
OF TRADITION: BELA BARTOK’S ATTITUDE
TOWARDS MODERNISM

LASZLO VIKARIUS

I. A Musical Explorer

PERSONAL experience and experimentation with musical phenomena
were often the basis of Béla Bartok’s ethno-musicological insights. One of his
most intriguing interpretations of relationship in folk music was in connection
with his late research into Milman Parry’s collection of Serbo-Croatian or South
Slavic Women’s songs. With obvious enthusiasm, he referred to his recent ‘sci-
entific’ discovery while discussing the use of what he called the extension and
compression of themes in his own music in the third Harvard Lecture of early
1943. To introduce the problem, Bartok spoke about his use of chromatic melo-
dies which, he claimed, were inspired by some melodies in his Algerian collec-
tion of 1913. At the lecture, he let his audience listen to a recording from his
Arab collection, probably no. 59a whose transcription had been included as Ex-
ample 13 in his study, ‘Die Volksmusik der Araber von Biskra und Umgebung’
published in the Zeitschrift fiir Musikwissenschaft in 1920 (Ex. 1).' Later in the
lecture he referred to the chromatic melody at the beginning of the Dance Suite
(Ex. 2) as having ‘some resemblance to the Arab melody’ he had just shown his
audience. Then he continued:

This kind of melodic invention was only an incidental digression on my
part and had no special consequences. My second attempt was made in 1926; on
that occasion I did not try to imitate anything known from folk music.

! See in English, ‘Arab Folk Music from the Biskra District’, in Béla Bartok, Studies in
Ethnomusicology, ed. Benjamin Suchoff (Lincoln and London: University of Nebraska Press,
1997), 50. See also Barték and Arab Folk Music, CD-ROM, ed. Janos Karpati, Istvan Pavai and
Laszl6 Vikarius (Budapest: European Folklore Institute, etc., 2005). The example is F 59a ac-
cording to Bartok’s serial numbering of the original phonograph recordings.
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In his manuscript of the lecture, Bartok enumerated a whole series of
works, specific movements from compositions of the later 1920s and 1930s be-
ginning with the ‘Night’s Music’ form the Out of Doors suite. He then added: ‘I
cannot remember having met this kind of melodic chromaticism deliberately
developed to such a degree in any other contemporary music.” That the use of
device was a conscious choice is clearly shown by the readily available exam-
ples in his own works. The device being one of his important compositional
strategies is perhaps best represented by his use of it not just independently but
often rather as a means of variation. This is exactly what he then went on to dis-
cuss in the lecture: ‘The working with these chromatic degrees gave me another
idea which led to the use of a new device. This consists of the change of the
chromatic degrees into diatonic degrees.’ For this, again, he enumerated exam-
ples from his compositions. While the best known example is his change of the
chromatic fugue subject of Music for Strings, Percussion and Celesta into a
melody that uses a ‘diatonically’ spaced scale in the Finale, an example he also
includes in the list, it is also enlightening to look at the theme and its chromatic
version in ‘Variations on a Folk Tune’, no. 112 in Mikrokosmos, included in the
list as an example of compression in contrast to the opposite procedure in Music
Jor Strings (Ex. 3).
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Example 1 F 59a from the Arab collection
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Example 3 Comparison of the theme and its ‘compressed’ chromatic version in
‘Variations on a Folk tune’, Mikrokosmos, no. 112

It was after mentioning the compression and extension of themes that he
came to his most recent and intriguing scientific insight related to his research
into Milman Parry’s collection.

A rather surprising circumstance has been discovered in connection with
the compression of diatonic into chromatic melodies. I discovered it only six
months ago when studying the Dalmatian chromatic style. It appears that this
style is not an independent style, consisting of independent chromatic melodies
which have no variants elsewhere. The chromatic melodies of this style are, as a
matter of fact, nothing else than diatonic melodies of the neighbouring areas,
compressed into a chromatic level. . . . This theory offers a very easy explanation
of the queer major second distance between the two parts [in the characteristic
Dalmatian two-part singing]. The compression simply works in two directions:
in horizontal direction for the melody, and in vertical direction for the intervals
or distance between the two parts. Evidently, the major or minor third distance
usually met with in two-part singing is compressed into the unusual major sec-
ond distance.

When 1 first used the device of extending chromatic melodies into a dia-
tonic form or vice versa, I thought I invented something absolutely new, which
never yet existed. And now I see that an absolutely identical principle exists in
Dalmatia since Heaven knows how long a time, maybe for many centuries.

Although, sadly, Bartok never ‘enumerated’ what he called ‘the irrefuta-
ble proofs for this theory’ at a later occasion because of his sudden illness that
prevented him from completing the planned series of eight lectures, one might
piece together some of his arguments from his posthumously published study,
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Serbo-Croatian Folk Song and the manuscript material, the ‘Source Melodies’
(identifiable by way of his ‘Tabulation of Material’) published by Benjamin
Suchoff in Yugoslav Folk Music.* As it appears, his proof was ultimately based
on the identification of a single group of clearly related melodies with identical
or very similar text and musical structure that could be found in both diatonic
and chromatic forms.’ Since Bartok’s line of thought has, to my knowledge,
never been followed, I am trying here to make the most important elements of
the idea explicit.

Bartok’s prime example (Facs. 1) of the chromatic style that he identified
as variant of diatonic melodies was known to him from Ludvik Kuba’s (1863—-
1956) series of publications presenting his collection of songs from Bosnia and
Hercegovina.’ This ‘two-part’ chromatic song has a structure that can either be
described as ABA or ABBA with 5, 8, 8, 5 syllables per stanza. (According to
Bartok’s analysis the song has three phrases, the middle one being doubled,
hence his description of the structure as 5, 8+8, 5.) The text shows a slightly
different structure from the music, the double middle phrase actually having
different words, thus ABCA with, again, an ABBA (or rather RAAR) rhyme
scheme. A translation of the text would be the following:’

Travo ko3ena! Cut grass!

Ko ce tebe, travo, kosit, Who is going to cut you, grass,
kad ja budem sablju nosit, When I carry a sabre?

Travo kosena! Cut grass!

? See Béla Bartok and Albert B. Lord, Serbo-Croatian Folk Songs: Texts and Transcrip-
tions of Seventy-Five Folk Songs from the Milman Parry Correction and a Morphology of Serbo-
Croatian Folk melodies (New York: Columbia University Press, 1951) and Béla Bartok, Yugoslav
Folk Music, 4 vols., ed. Benjamin Suchoff (Albany, New York: State University of New York
Press, 1978). Serbo-Croatian Folk Songs is reprinted in Yugoslav Folk Music, vol. i.

* Compare ‘Travo kosena’ quoted from an article by Kuba in Bartok Serbo-Croatian
Folk-Songs, 62 and melodies belonging to type 835 in the Source Melodies published by SuchofT,
Yugoslav Folk Music, vol. iv, 122-25, especially those beginning ‘Travo zelena’.

* ‘Pjesme i napjevi iz Bosne i Hercegovine’ [Songs and Melodies from Bosnia and
Hercegovina] published in Glasnik zemaljskog muzeja u Bosni i Hercegovini between 1906—1910,
see Serbo-Croation Folk Songs, 22-23.

% I am grateful to Aleksandar Vasi¢ for helping me understand the text of some of the re-
lated South Slavic texts during my stay at the Belgrade conference.
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L. Kuba, N. g. u. D. No. 62.

Tra -w ko - e - nal
U. Zagvozdu; devojke.

Facsimiles 1 and 2 Examples from Kuha¢ and Kuba, resp.,
from Yugoslav Folk Music

The words of the young lad about to go on service in the army was well
known to Bartok from comparable Hungarian folk songs as shown by his refer-
ence to a group of songs starting with the text ‘Buza, blza, buza’ [Wheat,
wheat, wheat].® Both melodically and structurally, a number of diatonic melo-
dies are related to the chromatic one in Kuba’s collection. Probably the clearest
relative is the one from Franjo Kuhaé’s collection (Facs. 2). Its structure is
again ABA, B being a rhymed pair of lines with 9, 8+8, 9 syllables per stanza.
Its text is the closest possible to that of the chromatic melody.

® Yugoslav Folk Music, vol. 4, 122 (below melody 835a reproduced here as Facs. 2).
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Travo, travo, travo zelena! Grass, grass, green grass!

Ko ée tebe, travo, kosit, Who is going to cut you, grass,
kad ja moram pusku nosit, When I have to carry a rifle?
Travo, travo, travo zelena! Grass, grass, green grass!

While the two melodies might at first appear completely different, one
having the range of a major third filled with all chromatic degrees, while the
other having that of a full diatonic Mixolydian octave, the analysis of the struc-
ture, as Bartok proposes, reveals the obvious kinship between the two (Ex. 4).
The fact that not only one diatonic version can be found but a number of them
(Bartok collects four more Yugoslav examples but refers to Slovak variants as
well), makes the case even more convincing.
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Example 4 Comparison of the two melodies

Thus, clearly, Bartdk’s idea to use extension and compression of melo-
dies was not based on the influence of folk music but rather the other way
round, his scholarly insight was based on his previous experience in composi-
tion. Nevertheless, he felt himself reassured by the discovery that the idea was
instinctively used in peasant musical culture, which was strong enough evidence
for him to declare it a ‘natural’ phenomenon.
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Tone Clusters

The use of chromatic versus diatonic forms of melodies was just one im-
portant stylistic novelty Bartok happily introduced in his music. The use of nar-
rowly spaced notes as chords was another. It is Halsey Stevens’s classic biogra-
phy that relates how Bartok met the young American composer to whom we
owe the term ‘tone cluster’.’

Henry Cowell tells of meeting [Bartok] in London in December 1923; both
were house guests in the same home, and Cowell, then investigating the possibilities
of tone clusters, was playing some of his own music one Sunday moming when
Bartdk, attracted by the strange sounds, appeared and asked if he might listen. Barték
himself had occasionally piled up adjacent notes in approaching clusters, but
Cowell’s development of a tone-cluster ‘technique’ was quite new to him. ‘He
immediately arranged for me to play in Paris to his friends, including Roussel, Falla,
Ravel, Pruniéres, and I don’t know how many others of some importance. ..’
Cowell wrote. ‘It was the best thing that ever happened to me.’

Early the next year Bartok wrote to Cowell asking whether the latter would
object to his using tone-clusters in his own music; the letter with this modest request
has disappeared, but the piano music which Bartok wrote in the next few years shows
the effect of his accidental encounter with the young American.

The Hungarian composer’s attraction towards Cowell’s experimental ap-
proach to piano technique was, as Stevens rightly points out, instigated by his
own previous use of something that could be termed as ‘pre-cluster technique’
like, for instance, in his Five Songs op. 15 (Ex. 5) where he indeed used cluster-
like chromatic chords. While at the beginning the same small cluster is used in
both hands (Dy—D=E}), from bar 5 on we even have two chromatic clusters
clashing (first Fy—F+G) then Ay—Az-B; against D)—D&E}) and evolving further
in the following bars where Bartok uses them as mixture chords—the most
likely origin of the compositional idea.

Example 5 ‘Itt lenn a volgyben’ [In the Valley], Five Songs Op. 15, no. 5, bb. 6-8

7 Stevens. Béla Bartck, 67.



138 Laszl6 Vikarius

Beginning with his new compositions for piano in 1926, which followed
a period a ‘creative pause’, Bartok started to employ tone clusters more system-
atically. His ‘Night’s Music’ is probably the best early example (Ex. 6), while
the fully developed form of his technique is found in the central Presto section
in the second movement of the Second Piano Concerto.

Example 6 ‘The Night’s Music’, Out of Doors (1926), no. 4, bb. 39-40

Microtones

Yet another novelty in compositional technique that intrigued Bartok for
decades was the occasional use of microtones. An interesting, though fairly
natural aspect to his employment of microtones is the fact that his familiarity
with it in folk music did not automatically result in his employment of the de-
vice in composition. He originally met non-tempered tones and microtones
during his folkloristic work in Hungary, most often in Romanian songs. His first
scholarly monograph, the Bihor collection of 1913 already contained examples
of notated deviations from the chromatic scale. He then used the accidental #/,
to indicate a quartertone. His collection of Arab music from the Biskra district
of Algeria of June 1913 featured a whole series of unusual scales. To notate
these melodies, he adopted a system of a full ‘key signature’ showing all the
notes belonging to the scale of the melody where he, probably mainly following
Hornbostel’s example, also marked deviations smaller than a quartertone
adopting new special signs.

Inasmuch as the overwhelming majority of the melodies has a scale
whose tones differ from our dodecaphonic system, key signatures could not be
used in the customary way. Instead, at the beginning of each melody, I give the
tonal series: the small-head notes that are performed with less intensity, and the
larger ones which have to be taken into consideration when establishing the
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range. The plus (+) sign above or below a scalar note indicates that the tone is
raised in pitch by less than a quarter tone, yet discernible by the ear; the zero (o)
sign likewise indicates a lowered tone. The W, and #/, signs indicate,
respectively, chromatic alteration of the pitch down or up a quarter tone. These
scalar deviations are valid throughout the entire melody.®

Later in his notation of folk music, he replaced these signs with a simple
arrow whose direction shows whether the tone below it is raised or lowered.

In his compositions, Barték first used quartertones in the early 1920s
when orchestrating his Miraculous Mandarin. In his full score he used a hori-
zontally flipped flat sign which is so reminiscent of Szymanowski’s and Alois
Haba’s modified accidentals that it was obviously contemporary music that
gave the final impetus for the incorporation of the new device.” Bartok’s
exploitation of these microtones was, in any case, more akin to Szymanowski’s
use than to Haba’s. While Haba used quartertones as independent degrees of a
hyper-chromatic tonal space, both Szymanowski and Bartok employed quarter-
tones only occasionally and locally as a special expressive means. In The Mi-
raculous Mandarin quartertones appear twice in a single Adagio scene that fol-
lows the first attempted murder of the mandarin. ‘Suddenly the mandarin’s head
appears among the pillows; he looks longingly at the girl.” Thus says Bartok’s
abridged text of the pantomime grotesque. At that moment, four solo celli play a
sigh motif, a micro-chromatically filled falling augmented second, which is in
fact the mandarin’s own characteristic motif (Ex. 7). The instruction that imme-
diately follows describes the reaction of the onlookers, the three tramps and the
girl: ‘The four shudder and stand aghast.” For some time no further instruction
is given, the next one appearing at the ensuing Allegro molto. Just a few bars
after the mandarin’s augmented second sighs, the very strange ondeggiando
effect, using quartertones again, characterize the reviving mandarin’s frighten-
ing motions (Ex. 8).

There is no doubt that here Bartok used quartertones as some exceptional
means of expression, a technical novelty along with perhaps less unconventional but
still relatively unusual effects like glissandi, con sordino, harmonics or tremolo. It
remained a single occasion of the composer’s experimenting with quartertones for

¥  Arab Folk Music from the Biskra District’, in Bartok, Studies in Ethnomusicology, 39.

° The relationship between Szymanowski's quartertone accidental and that in Bartok’s
Miraculous Mandarin was first pointed out by Malcolm Gillies, see ‘Stylistic Integrity and Influ-
ence in Bartok’s Works: the Case of Szymanowski’, International Journal of Musicology 1
(1992), 154. Bartok’s decision to use a similar, albeit not perfectly identical sign was, by the way,
natural as the works of all three composers were published by the same publishing house, Univer-
sal-Edition.
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Via.

Vie.

Cbo.

*) o senxt um etnen Viertetton
9 4 raeans one quarter of tone lower

Example 7 The Miraculous Mandarin, fig. 84, strings only

Via.

Co.

*) { senkt um etnem Viertdia / quarter tome kewer

Example 8 The Miraculous Mandarin, after fig. 84, piano and string parts only
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more than a decade. As far as string instruments are concemed, he was more
interested in other technical features that can be abundantly found in his Third and
Fourth String Quartets and he was furthermore preoccupied with trying out unusual
percussion effects especially starting with his First Piano Concerto. Thus it was only
from the late 1930s that Bartok once again resorted to the use of microtones first in
his Violin Concerto (1937/38) and then in the Sixth String Quartet (1939).'° His last
and most extensive use of microtones (third-tones as well as quartertones) was in his
1944 Sonata for Solo Violin (Ex. 9). The piece, composed for a commission by
Yehudi Menuhin, who himself posthumously edited the piece with leaving out the
microtones to present only the simpler chromatic ‘ossia’ versions of the microtonal
passages he himself preferred to play, was rarely performed with microtones for a
long time. In the original autograph, as can be seen in the recent new Urtext edition,
the composer used arrows to indicate quartertones just like in the earlier compositions
of the nineteen-thirties as well as in his later notation of folk music, while devising a
new sign for the third-tones appearing in the Sonata. Whatever the sign he used,
however, microtones were still only adopted for producing special effect even though
this time it was the main subject of the movement that exploited the quartertones.
Furthermore, Bartok organically elaborated on its use when he brought back the
original theme in double stops on two adjacent strings in open fifths.''
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Example 9 Two excerpts from the fourth movement of the Sonata
for Solo Violin, bb. 1-7 and 205-212

19 Quarter-tones are used before the cadenza in the first movement of the Violin Concerto
(see between bars 303 and 308) and in the third ‘Burletta’ movement of the Sixth String Quartet
(see bars 26-30).

"I have discussed Bart6k’s use of quarter-tones in more detail in my study, Modell és in-
spirdcio Bartok zenei gondolkoddsdban [Model and inspiration in Bartok’s musical thinking]
(Pécs, Hungary: Jelenkor, 1999), 123-30.
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The three examples, the special use of chromatic melodies, experiments
with tone clusters and the occasional employment of microtones show Bartok’s
commitment to compositional novelty throughout his career. He must have been
consciously one of the ‘modernists’ of his generation.

I1. A Modernist?

Nor was it by chance that the notoriety of Bartok’s name during the early
1920s, especially in French musical journalism, was also due to a stylistic nov-
elty, his alleged early experiments with bitonality.'? This was part of the reason
why Zoltan Kodaly, a sharp critic and an equally strict ideologue in artistic
questions, scolded those interested in new techniques in Barték’s compositions
as early as 1921: ‘His innovations in style and technique’, Kodaly stated, ‘are
mentioned more often than necessary. Of these, Bartok has as many as anyone
else.””® Pace Kodaly, Bartok was indeed interested in technical novelty—and
not just in composition.

But then, why do we read in one oft-quoted letter of late 1924 that
Bartok, when advising Weimar’s conductor Ernst Latzko about a lecture on
him, declares his music ‘not being “modern” at all’? To see Bartok’s crucial
statement in context, I first quote Latzko’s letter of 8 December 1924.

German National Theatre
Weimar, 8, Dec., [19]24

Dear Professor Bartdk,

You have probably learnt from Universal-Edition that the German Na-
tional Theater in Weimar wishes to perform your Bluebeard and Wooden Prince.
I heard both works at the Frankfurt premiére and have since tried to organize a
performance here. I have to call your attention in advance to the fact that the very
conservative [stark reactiondre] Weimar is no favourable place for your works
and no great public success can be expected. At the same time, however, within
the intelligentsia, or more precisely among the avant-garde [radikale] artists
(Bauhaus), there are many who are truly interested in your work and look eagerly
forward to the planned performance. I intend to give a short speech about you at
a morning celebration and I would be grateful if you could give me some hints as
to what you think especially important. . . ."

12 On the reception history of the First Bagatelle see my article, ‘Backgrounds of Bartok’s
‘Bitonal’ Bagatelle’, in Essays in Honor of Ldszlé Somfai on His 70th Birthday: Studies in the
Sources and the Interpretation of Music, ed. Laszlé Vikarius and Vera Lampert (Lanham, Mary-
land: Scarecrow Press, 2005), 410-14.

'* Zoltan Kodaly, ‘Béla Bartok’ (1921), in The Selected Writings of Zoltan Koddly. trans.
Lili Halapy and Fred Macnicol (Budapest: Corvina Press. 1974), 94.

'* Denijs Dille, ‘Bartoks Briefe an Dr. E. Latzko’, Documenta Bartékiana vol. 2, ed.
Denijs Dille (Budapest: Akadémiai Kiado, 1965), 128-31 (p. 130). My translation.
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In the remaining part of the letter, Latzko seeks the composer’s advice on
performance issues in general and, in particular, regarding the possible replace-
ment of the rare saxophone parts in the Wooden Prince. Bartdk’s reply came
relatively quickly. On 16 December, he wrote a letter that includes not only es-
sential information on the performance style of Duke Bluebeard’s Castle and
the definitive answer to the question of how to replace the two saxophones, but
also one of his most important statements concerning his position towards
‘modernist’ tendencies.

... As far as the speech is concerned I would ask you

(1) not to overemphasize the folkloristic features of my music;

(2) to stress that in these stage works, as in my other original composi-
tions, I never employ folk tunes;

(3) that my music is tonal throughout and

(4) also has nothing in common with the ‘objective’ and ‘impersonal’
manner (therefore it is not properly ‘modem’ at all!)"®

When he dissociates his music from almost all important categories of
new music, atonality (meaning Schoenberg) and objectivity (meaning Stravin-
sky) as well as, most surprisingly, folklorism—in this case, as Carl Leafstedt
rightly points out, to avoid earning reputation for his opera ‘along the lines of
Jenifa’—'® Bartok apparently tries to escape from categorization per se. While
his wish to avoid labelling was probably doomed to failure, from then on he
repeatedly expressed his distance from contemporary tendencies.

Another important statement is in a letter of 11 April 1927 to his pub-
lisher Universal-Edition. Here he even comments on the character of the music
of his The Miraculous Mandarin then recently premi¢red and immediately
banned from further performances in Cologne. The letter reflects upon a pro-
posal by his publisher to change the objected libretto of the ballet to a new text
to save the music.

I have received the revised text for The Miraculous Mandarin. Unfortu-
nately, the changes . . . do not fit the music at all. For this music, in contrast to
today’s objective, motor, etc., tendencies, is intended to express psychological
processes. No text can be underlain which in many places, expresses the exact
opposite mood than that in the music."”

13 Dille, ibid., 128. With slight modifications, the translation was taken over from Carl S.
Leafstedt, Inside Bluebeard’s Castle: Music and Drama in Béla Bartok's Opera (New York and
Oxford: Oxford University Press, 1999). 78-79. See also Leafstedt’s sensible comments on this
disavowal of the ‘objective’ and the ‘folkloristic’ labels.

'® ibid., 79.

'" The German original text of this letter is included in the selected internet edition of
Bartdk’s letters to Universal-Edition see:

http://www.unileipzig.de/~musik/web/institut/agOst/docs/mittelost/hefte/Vikarius.pdf
(accessed 20 February 2008).
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It was, however, not only Bartok who disavowed modernism in the
1920s. Schoenberg and Stravinsky, in their different ways also chose to dissoci-
ate themselves from the younger generation of composers who appeared on the
scene after the First World War. This did not mean, however, that any of them
gave up their wish to remain leading modernists.'®

Bartok, who had signed one of his letters to his future wife in 1908 as an
‘ultra-hyper-neo-impressio-secessionist, the musician of Tomorrow, who is an
opponent of today’s public but whose music should be listened to not only ac-
cording to Roman Law but also because the Law of Art demands it’, naturally
stylized himself as an avant-garde composer in his earlier years.' His modern-
ism, as the quote clearly suggests, rooted in the art nouveau aesthetics.” Even in
late 1916, when working on the composition of his op. 16 songs settings of five
poems by the Hungarian modernist poet Endre Ady—a song cycle whose musi-
cal style he himself called ‘strange and good’—he stated: ‘My Ady songs are so
wild tl;lat for the time being I wouldn’t dare include them in a concert in Vi-
enna.’ .

During the First World War Bartok was especially isolated from musical
developments. He had not even taken part in what was Budapest’s concert life
since 1912. It is small wonder that around 1920, when he could finally get in
touch with European musical events, Bartok was keen to search for novelties.
One of his first surprises was that his own music turned out to be known to at
least some influential figures outside the German speaking musical orbit, in
England, France and Italy. By then, of course, he had had a contract with an
internationally acknowledged publisher, Universal-Edition of Vienna. That
some of his early works, especially his First Orchestral Suite was praised by
Cecil Gray, the British music critic completely unknown to him although of ap-
parent authority, could also have contributed to his feeling of not being regarded
as a newcomer any more despite his long isolation. On the other hand, he
looked for new compositions by his contemporaries through a number of ways
such as studying new scores (by Stravinsky, Malipiero, Casella, Goossens or
Lord Bemners), attending and reviewing concerts (with compositions by
Schoenberg or Milhaud, for instance), as well as performing pieces by Debussy,
Ravel, Stravinsky, Szymanowski or Ernst Bloch.” He looked upon some of the

'* See my article, ‘Bartok and the Ideal of a “Sentimentalitits-Mangel™ International
Journal of Musicology Vol. 9 (2006), 197-242, especially the first chapter, ‘Modernism Dis-
avowed’.

' Cf. Bartok’s letter of 24 December 1908 in Bartok Béla csalddi levelei, 185.

2% See Janos Karpati, ‘A Typical Jugendstil Composition: Bartok's String Quartet No. 1°,
The New Hungarian Quarterly, vol. 36, no. 137 (1995), 130-143.

*! Dille, ‘Bartok et Ady’. Regard sur le passé, 299.

2 Regarding Barték’s interest and familiarity with contemporary music, substantial
source material has been collected and edited in Documenta Bartokiana, vol. S, ed. Laszlé Somfai
(Budapest: Akadémiai Kiado, 1977), including Bartok's regular concert reviews of 1920/21 (ed-
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music with interest and appreciation (like string quartets by Casella and Mil-
haud), some exerted an influence on his own compositions, like Szymanowski’s
writing for the violin or probably some elements of Schoenberg’s harmony,
while others, Stravinsky’s more recent compositions in particular, disappointed
him. A concert series in Berlin in the spring of 1920, a first concert tour to Lon-
don, Paris and Frankfurt in 1922, and events linked to the foundation of the In-
ternational Society for Contemporary Music helped Bartok keep in touch with
new compositional tendencies. By late 1924, when he most clearly stated the
detachment of his style from ‘modernism’, he must have become weary of all
the stylistic diversity of the early 1920s, partly also because perhaps he himself
suffered from a low-ebb of compositional creativity. When he could finally pro-
duce a series of new compositions that led to the eventual composition of his
long-awaited First Piano Concerto in 1926, he blamed the disconcerting musical
life, especially the most varied catchwords of musical journalism for laming his
creative instincts.”

However, it was not only his interest in new music that underwent a deci-
sive change in the inter-war period. Whereas in 1920 he could still write a rather
general article on the problems of new music, discussing atonality, new harmo-
nies, and questions of musical notation, by the later 1920s he rather chose to
confine his theorization to the sole field of his avowed musical style, the possi-
bilities of the employment of peasant music in composition. Whereas in 1920 he
could still envisage melodic material derived from folk music being reconciled
with what he then called ‘atonal’ treatment, by 1931 he felt it necessary to
squarely state that atonality and folksong are irreconcilable, since folksongs are
inevitably tonal.

II1. A Folklorist?

Folklorism in European music of the twentieth-century is often regarded
as a remnant of a nineteenth-century approach. There is no doubt that Bartok
also turned to the folklore of his country in order to find a source for his mod-
ernistic endeavours of national musical definition. That the population of pre-
First-World-War Hungary—the country of his childhood and youth—was
mixed and multiethnic with different minorities was decisive for this ‘national’
musical definition which within a few years’ time took on a significantly
broader character that could rather be termed as East-European than actually
and exclusively ‘national’. Bartok furthermore became captivated by the experi-
ence of spontaneous musicality and, gradually, he also became entangled with

ited by Somfai), catalogues of contemporary music in his library (compiled by Vera Lampert) and
in his concerts (compiled by Janos Demény).

¥ See Bartok’s letter of 21 June 1926 quoted in Tibor Tallian, Béla Bartok: The Man and
His Work (Budapest: Corvina, 1988), 140.
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the scholarly implications of his research. His experience of primitive village
life in far-away rural areas (especially cultural peripheries) and the village peo-
ple’s music (songs and instrumental pieces) whose use was often governed by
the customs of communal life became decisive for his composition. What this
music actually meant for his individual style might be approached from a vari-
ety of angles. However, an examination of a single specific area of folkloristic
inspiration, the use of and references to peasant pipe tunes, might help us under-
stand something basic of what kind of a tradition Bartok actually relied on and
how he did so.

Bartdk’s first employment of what he regarded ‘authentic’ musical folk-
lore in composition was a single setting for voice and piano of the folksong *Pi-
ros alma’ [Red apple], a setting that originates in the tradition of the German
lied.>* He soon engaged in composing further arrangements without, however, a
clear view of what he later strictly defined as folksong or the peasant song of
villages in contrast to the stock of widespread popular songs of towns and cities.
Thus it happened that two of the next surviving settings which were marked by
Bartok as ‘folksongs from G6mér county’, later turned out to be nineteenth-
century composed, i.e. ‘art’, songs by amateur composers. It was due to his
collaboration with Zoltan Kodaly that the first collection of peasant songs, twice
ten simple arrangements for voice and piano were published in 1906. It is char-
acteristic, however, that despite the more experienced Kodaly’s reservations,
Bartok did include a popular art song in his selection; he replaced the piece by
the arrangement of a genuine folksong in the later editions of the book. A trip to
Transylvania in the next summer, 1907, brought a fundamental change in
Bartok’s approach to folksong. It was then that he realized the existence of the
pentatonic scale, which he then called a ‘defective scale’ for lack of a better
word. The very first composition resulting from this almost two-month-long trip
was a composition based on instrumental pieces rather than songs and has re-
mained little known in its original form. Three Hungarian Folksongs from Csik
for piano was originally composed as Gyergyobol (From Gyergyo), referring to the
region where Bartok collected the melodies played on the furulya, a commonly
used short six-holed peasant pipe.”® From Gyergyo itself was first arranged for the
same instrument—the peasant pipe—accompanied by the piano.”® As all three

** The song was published in Documenta Bartékiana, vol. 4, ed. Denijs Dille (Budapest:
Akadémiai Kiado, 1970), 25-26. See further Ferenc Laszld, ‘Bartok's First Encounter with Folk
Music’, The New Hungarian Quarterly, vol. 19, no. 72 (Winter 1978), 67-75.

%5 Published in facsimile in Denijs Dille, Het werk van Béla Bartok (Antwerp: Metropolis,
1979), among the photos at the end of the book. It was also published as Gyergyobol and Aus
Gyergyo, for recorder (!) and piano, by Editio Musica and Schott, respectively. A recording, also
with recorder, is available on the Rarities CD, part of the Bartok Complete Edition (Hungaroton
Records Ltd., 2000, HCD 31909).

“® On the single surviving autograph of the piece Bartok refers to the folk instrument per-
haps fancifully as ‘tilinké’—a name later generally used to designate long pipes—although the
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pieces of the series, no. 2 is thus based on a peasant pipe variant of a song. In
this case, the sung version was first recorded by Bartok on the spot before the
pipe variant was performed. This is indeed a well defined type of Hungarian
folksongs, which was considered so important by Bartok that he started the over
300 musical examples of his monograph, The Hungarian Folksong, with
exactly this melody, even though, according to a note added, he hesitated
whether to put the tune into the group of what he called the old style melodies at
all within his collection arranged along the lines of a rough evolutionary theory
of the material. According to his later systematization of the entire collection of
Hungarian folksongs he still included it in Class A, the old style melodies. For
his arrangement of 1907, he did not choose the song but the instrumental
variant.”’ A comparison of the vocal and instrumental form (Ex. 10) puts
specific stylistic elements of peasant piping in relief. Whereas the tune in its
vocal variant as notated by Bartdk is already full of ornaments, there is a visible
tendency in the instrumental form of adding different embellishments as well as
lengthening the already longer note values and shortening the remaining notes
of individual motifs—a rubato approach as Bartdk’s tempo indication also
shows. Diminution, akin to the renaissance sense of the term, of simple pas-
sages, is also characteristic, such as can be found in the second half of the third
and fourth phrases where a somewhat rhapsodic combination of quavers and
semiquaver pairs (.. and ..2) prevail.

In this case, it was obviously this up to then unknown instrumental art
that captivated the composer’s imagination. The version for pipe and piano
might justifiably be regarded a piéce d’occasion but it can also be considered an
experimental composition that attempts to combine original sound quality with
higher art accompaniment. The version for pipe and piano was never published
in Bartok’s lifetime but, instead, he quickly transcribed it for piano alone. This
version proved to be significant since this was his first attempt at using a special
folkloristic instrumental way of writing for the piano: the highly ornamental
improvisatory style of peasant pipers. That the imitation of this instrumental
style became established as a special type in his writing for the piano is further
reinforced by the composition of ‘Evening in Transylvania’, no. 5 of the Ten
Easy Piano Pieces (1908), whose double trio form is based on the alternation of

instrument is identified by the player himself as a firulya in the announcement of the still avail-
able phonograph recording. See Vera Lampert, Népzene Bartok miiveiben [Folk music in Bartok's
compositions] (Budapest: Helikon, 2005), nos. 22-24 in the catalogue and on the accompanying CD.

27 The first stanza of the song reads in Bartok, Hungarian Folk Music [later also published
as The Hungarian Folk Song), trans. M.D. Calvocoressi, (Oxford: Oxford University Press,
1931), 111, as follows:

When my little dove weeps, I also weep,

We both shed bitter tears.

Mother, dear mother, why torment me,

Why not let me marry this little maiden?
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two themes, a parlando melody reminiscent of pentatonic Transylvanian folk-
songs with a descending melody line and a second one ‘more in a dance like
rhythm’ being ‘more or less the imitation of a peasant flute playing’, as Bartok
explained in a late radio interview.*®
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Example 10 The tune used in From Gyvergyod, no. 2, in its vocal and instrumental
(peasant pipe) variant: the song appears here as published in The Hungarian Folksong

It happened also in the summer of 1907, during his very first Transylva-
nian trip that Bartok met a village carpenter Gyorgy Gyugyi Péntek in Korosfo
(now Izvoru Crisului in Romania) from whom he ordered peasant style furni-

“**Ask the Composer’ (1944), Bartok Béla frasai 1, ed. Tibor Tallian (Budapest: Zene-
mikiado, 1989), 262. The “peasant flute” here refers to the six-holed shepherd’s pipe.
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ture. A series of photos taken in his Budapest home in 1908 shows Bartdk sur-
rounded by these pieces of furniture (Figure 1). In one photo (Figure 2), how-
ever, it is not only his flat that is provided with memorabilia from peasant life:
Bartok himself is dressed in a peasant costume. This rare view of the composer
and professor of the Royal Music Academy is probably the closest parallel to
his occasional inclusion of an original peasant instrument in the composition of
From Gyergyo.

Figures 1 and 2 Bartdk surrounded by his peasant style furniture in his
Budapest home, 1908
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The role peasant music could play in Bartdk’s compositions changed
considerably after the early years of his involvement with this new composi-
tional ‘raw material’. The only works—sets of compositions—that include self-
assuredly modernist pieces side by side with actual or seeming folksong ar-
rangements are the Fourteen Bagatelles and the Ten Easy Piano Pieces, both of
1908, the exact same period the series of photos was taken of him in his Buda-
pest apartment, as well as the Seven Sketches of the following year. By then,
however, Bartok started to prefer collections of arrangements like the pedagogi-
cal For Children series for piano or the Four Old Hungarian Folksongs for
male chorus, and a few years later, in 1915, several sets of arrangements of
Romanian folk music such as the Rumanian Folk Dances and the Rumanian
Christmas Carols. In the wake of the First World War, Bartok again started to
undertake essentially new experiments with the employment of folk music—
genuine and imaginary alike. In the Improvisations op. 20 of 1920, the Village
Scenes of 1924 and the Twenty Hungarian Folk songs for voice and piano of
1929, all ‘pure’ folksong arrangements, he combined the borrowed and care-
fully handled melodic material with radically modemistic stylistic elements as
well as a highly organicist approach. In his Dance Suite, the most ‘folkloristic’
of all his ‘original’ compositions he used folk-like melodies and styles of his
own invention imitating a large variety of musical types of motifs and rhythms
in Hungarian, Slovak, Romanian and even Arab music he intimately knew. In a
different manner, his two Rhapsodies for violin and piano of 1928 use several
instrumental pieces from his own collection within a modernistic harmonic
framework to build up a larger-scale structure which itself represents a genre of
folkloristic origin. Four Hungarian Folksongs for mixed chorus (1930) and
Székely Folksongs (1932) are the last downright arrangements of folksongs.
Otherwise he used folk texts to compose his last choral works (Cantata profana
in 1930 and Twenty-Seven Choruses and From Olden Times in 1935).

His only extensive series of small-scale pieces, almost a farewell to folk-
song arrangement, is the Forty-Four Duos for two violins of 1931, composed in
exactly the period when, on the occasion of his fiftieth birthday he was again
photographed in his home (Fig. 3). Looking at him 23 years later, his tender and
loving but aloof relationship to the objects of peasant craft is conspicuous.

Finally, inspired by arrangements of his own compositions by young vio-
linists such as Zoltan Székely, who arranged the Romanian Folk Dances for
violin and piano and André Gertler who did the same with one of the 1915 Ro-
manian cycles, the Sonatina, Bartok also made some orchestrated versions of
his earlier piano compositions in 1931 and 1933, most of them originally folk-
song arrangements (Hungarian Sketches, Transylvanian Dances and, finally,
Hungarian Peasant Songs from selected pieces of Fifteen Hungarian Peasant
Songs of 1914-18).
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Figure 3 Bartdk in his home at the occasion
of his fiftieth birthday, 25 March 1931

In many ways, the year of 1926 was as decisive for Bartok’s stylistic de-
velopment as was 1908. Interestingly, his series of smaller and larger scale pi-
ano compositions written in the summer of 1926 decidedly avoided folksong
arrangement. This was probably no accident. Exactly as he wished to dissociate
his music from folkloristic compositions in general, he now used elements of
peasant music in an ever more sophisticated way. Thus, even in these pieces,
references to musical folklore can be detected and not just in motifs and
rhythms in general. The ‘Night’s Music’ composed in 1926 and published
within the series Out of Doors shows how Bartok resorted to the distinct stylis-
tic elements of peasant music within what is generally regarded as a wholly
original work. It is in this complex and rather individualistic piece that we meet
again, in a highly stylized manner, Bartok’s peasant pipe pianism. The melody
itself (shown in Ex. 11) is in four phrases quite in the fashion of the tune in the
second piece of Gyergyobdl. Its Dorian scale cast in the black-key C-sharp to-
nality recalls Hungarian folksongs, as do its general melodic curve and the pat-
tern of the cadences of the four phrases. The stereotyped cadential flourish in
the end of phrases | to 3 as well as the final note (C-sharp) approached from the
subtonium (B natural) avoiding the leading tone also show close affinity with
piped versions of folk tunes. Furthermore, one easily discovers the rhapsodic
combination of semiquavers and demisemiquaver pairs—.s and JZ—according
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to the diminished note values of the notation in the ‘Night’s Music’ familiar
from Gyergyobol. The melody starts on the fifth degree of the scale and the
cadences are on the fourth (phrases 1 and 2) and on the second degree (phrase
3). While the melody is surrounded by strange chords and motifs, it is easy to
recognize it as an imitation of the style of peasant pipers. Its evocation within
what some scholars call the narrative of the piece could be representative of an
ideal community.

Example 11 Peasant pipe style tune in the ‘Night’s Music’

The peasant pipe style in Bartok’s piano writing is just one single element
in a very complex web of stylistic features many of which can be traced back to
the direct inspiration of folk music. It appears in Bartok’s compositions not
even as frequently as, for example, the imitation of the bagpipe, an instrument
that particularly fascinated him. Still, the examples of real and ‘imaginary’
shepherd’s pipe tunes in his compositions might show just how greatly such
stylistic elements contributed to Bartok’s individual way of relying on a tradi-
tion. This is how Bartok, whom Kodaly once called, probably taking the phrase
from his secondary school reading of De bello Gallico, a true novarum rerum
cupidus, succeeded in finding and, to some extent, constituting this tradition.”

** “The attacks made on him from both sides [i.e. both Hungarian and Romanian sides] on
account of the Romanian folksong are well known. It is true that his collections in Romanian and
other foreign languages are numerically superior to his Hungarian collection but for his compara-
tive studies he required material and did not find enough in the collections then available. Apart
from this, his interest was attracted by the novelty and unfamiliarity of the material. As in every-
thing else, he was novarum rerum cupidus in this, too.” See Zoltan Kodaly, ‘Bartok the Folklorist®
(1950), in The Selected Writings of Zoltin Kodaly, 104-105.
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Jlacno Buxapujyw

NOVARUM RERUM CUPIDUS Y IIOTPA3H 3A
TPAJUILIMIOM: OJHOC BEJIE BAPTOKA ITPEMA
MOJEPHU3MY

Pesume

»Moja My3uKka yoniute HHje MoaepHa“. Tako ce y CBOM MO3HaTOM MHUCMY
u3 1924. ronute n3pasuo baptok, kojH je jeaHy W no geueHujy paHuje 6uo mo-
BOJbHO CaMOYBEPEH /a jEHO MHCMO MOTIMHLIE Kao ,,y1Tpa-XHNep-HEO-HMIpe-
CHO-celleCHOHHCTa, My3udap CyTpalumwHuue, KOjH je NMPOTHBHMK AaHaLUHE My-
6nmke, anu yMja My3uka TpebGa 1a ce ciyla He camo npema PuMckom mpaBy, Beh 1
3aTO LUTO TO 3aXTeBa 3aKOH YMETHOCTH". Y CTBapH, CKOpo uejor xuBoTa baprok
je Tparao 3a HoBMHama. To je TOJMKO KapaKTEPHCTHUYHO 3a Hera [a Cy HEKH aHaIu-
THYapH BHEroBO CTATHO HHTEPECOBAME 33 HOBY MY3HKY BHIE/H Kao ciabocT.

Y pany ce pa3marpajy bapTokoBH NpOMEH/bHBH CTAaBOBH NpEMa ,,MONEPHH-
3My", Ka0 H AyOJbH KOPEHH HErOBUX MEja O TPAAHLIMJH H Tparawa 3a HHOBaLHja-
Ma — MIPH 4eMy Cy NPBH KOPEHH BHLLE y CKJIally Ca CXBaTabHMa HEroBor npHjare-
Jba 3onrana Konasba, 10k Cy Apyr y NpoTHBCTaBY y OAHOCY Ha BbHX. Koaam je ot-
KPHO HEke Hero3Hare cTtpaHe baproka, a onucao ra je ¥ kao novarum rerum cupi-
dus. Kaxko ce oBe roanse cnasu Konamesa 125. roaviumHua, nNokyiaj aa ce ymno-
pele HHXOBH Pa3IH4MTH NPHCTYNH Morao 61 6UTH NpHKIanaH.
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VITEZSLAV NOVAK’S BOURE
[THE STORM] OP. 42: A CENTRAL WORK
IN CZECH MUSICAL MODERNISM

JARMILA GABRIELOVA

REFLECTING various meanings of the term ‘modernism’ that appear in
this collection of papers, I would like to start my contribution with a brief com-
ment on terminology. Speaking about ‘modernism’ in the history of Czech mu-
sic, I understand and use the word in the historically limited meaning that was
established in the Central European (German-Austrian) cultural milieu around
the turn of the nineteenth century, and which at almost the same time appeared
in Czech cultural discussion and art criticism, too. As a matter of fact, the era of
‘die Moderne’ (or ‘moderna’ in Czech, ca 1890-1914)' was one of the greatest
and most fascinating periods—if not a ‘Golden Age’—of Czech literature,
theatre, visual arts, architecture, and (last but not least) of music.’ The composer
Vitézslav Novak (1870-1949), one of the most celebrated musicians and one of
the most influential composition teachers of his time, was once considered the
protagonist of this artistic movement in the Czech Lands.’

! See C. Dahlhaus, ‘Die Modeme als musikhistorische Epoche’, in: Die Musik des 19.
Jahrhunderts. Neues Handbuch der Musikwissenschaft 6, (Laaber: Laaber-Verlag, 1980, reprint
1989), 279-85. English translation by J. Bradford Robinson, ‘Modernism as a Period in Music
History’, in: Nineteenth-Century Music. California Studies in 19"-Century Music (University of
California Press, 1989), 332-39.

? See T. Vlcek, Praha 1900. Studie k déjindm kultury a uméni Prahy v letech 1890-1914
[Prague 1900. A Study on Cultural and Art History of Prague in 1890-1914], (Praha: Panorama,
1986), 911T. and 162ff. a.o0.

3 See B. Stédrof, article ‘Novak Vitézslav’, in: Ceskoslovensky hudebni slovnik osob a
instituci [Czechoslovak Music Lexicon of Persons and Institutions], 2 vols. (Praha: Statni hudebni
vydavatelstvi, 1963 and 1965), vol. I, pp. 194-202; V. Lébl, Vitézslav Novdk. Zivot a dilo
[Vitézslav Novak. Life and Work], (Praha: Nakladatelstvi Ceskoslovenské akademie v&d, 1964,
296-302); M. Schnierer and J. Tyrrell, article ‘“Novak, Vitézslav’, in: The New Grove Dictionary
of Music and Musicians, second edition, 29 vols. (London: Macmillan Publishers, 2001), vol.
XVIII, 210-14, a.o.
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In my paper, I mainly concentrate on Vitézslav Novak’s largest vocal-
symphonic work, i.e. on his symphonic cantata Boure [The Storm] op. 42, and
offer some thoughts and comments on its origin, compositional structure, sty-
listic features, and contemporary reception. The commentary on the work in
question is preceded by short biographical information on its composer based
on standard Novak literature.*

Vitézslav (Viktor) Novak was born on 5 December 1870 in Kamenice nad
Lipou, a small country town in the underpeopled area of South-East Bohemia and
spent the first years of his life in Po¢atky, another small town in the same region.
After the early death of his father in 1882, the family moved to the nearest larger
town of Jindfichiiv Hradec (Neuhaus), where Novak attended secondary school and
made his first attempts at composition (songs to Czech and German texts, piano
pieces, a.0.). Having passed school leaving examination in 1889, he went to Prague
to study law and philosophy at Charles University as well as piano, music theory,
and composition at Prague Conservatory; in 1891, he became one of the first com-
position pupils of Antonin Dvorak.” Among the works of these ‘years of apprentice-
ship’, Korsar [Corsair], an overture for large orchestra after G. G. Byron, Ballade E
minor for the piano (after G. G. Byron’s Manfred), Variations on a Theme by
Robert Schumann for the piano, Serenade F major for small orchestra, Piano Con-
certo E minor, as well as small pieces for the piano (‘Reminiscences’, ‘Serenades’,
‘Barcarolles’, a.0.) and various songs and choruses are worth mentioning.

Having graduated from the Prague Conservatory in 1896, Novak earned
his living as a private music teacher in Prague and enjoyed his growing reputa-
tion as a composer. In 1897, he visited the region of Moravian Slovakia (‘Mo-
ravské Slovacko’, South-East Moravia) for the first time and discovered specific
traditions and values of its folk music; around the turn of the century, he ex-
tended his investigative activities to other Moravian districts and, above all, to
various regions in today’s Slovakia as well.® To his creative achievements in-

* See note 3.

% As is well known, Antonin Dvorék (1841-1904) was the first professor of composition
ever appointed at Prague Conservatory. He has been teaching there since January 1, 1891. How-
ever, from October 1892 to May 1895, he sojourned in the USA, where he served as a composi-
tion professor and director of the National Conservatory of Music in New York. In these years,
Novak continued his studies at Prague Conservatory with Josef Jiranek (1855-1940) and Karel
Bendi (1838-1897).

® Novak’s ‘discovery™ of Moravian and Slovakian folklore and folk life, should be under-
stood here in its true sense, i.e. not so much as a source for genuine ‘national music™ but more
likely as a kind of ‘exoticism” or ‘orientalism™ in music, or—seen from the perspective of a Pra-
gue middle class intellectual—as an experience of a remote world and alien music language; cf.
C. Dahlhaus, ‘Exotismus, Folklorismus, Archaismus’, in: Die Musik des 19. Jahrhunderts, pp.
252-61; English translation ‘Exoticism, Folklorism, Archaism’, in: Nineteenth-Century Music,
pp. 302—-11; a.o. The local historical background was outlined by the Jubilejni vystava [Jubilee
Exhibition] of 1891 and the Ndrodopisna vystava ceskoslovanska [Czechoslavonic Ethnographic
Exhibition] in Prague in 1895; see Vi¢ek. Praha 1900, 62-8. a.o.
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spired by Moravian and Slovakian folklore belong both solo songs and choral
ballads on texts from Moravian folk poetry and distinguished instrumental
works; among the latter ones, let us mention Marysa, a dramatic overture for
large orchestra op. 18 written for Alois and Vilém Mrstik’s rural tragedy of the
same name (1898); String Quartet G major op. 22 (1899); Sonata eroica for
piano op. 24 (1900); ¥ Tatrach [In Tatra Mountains], a symphonic poem op. 24
(1902), or Slovdcka suita [Slovakian Suite] for small orchestra op. 32 (1903).

Between the years of 1900 and 1910/1914, Vitézslav Novak reached the
peak of his creative development. His major compositions from that period are Pi-
ano Trio D minor (Quasi una balata) op. 27 (1902); Udoli Nového Krdlovstvi [A
Valley of a New Kingdom] op. 31, four songs to symbolist poetry of Antonin Sova
(1903);” O vééné touze [On Eternal Longing] op. 33, a symphonic poem based on a
text by H. C. Andersen (1903-5); String Quartet D major op. 35 (1905); Pan
op. 43, a tone poem in five movements for piano inspired by Knut Hamsun’s novel
of the same name (1910; orchestrated 1912), and, above all, Boure [The Storm)] op.
42 to a text of Svatopluk Cech (1908-10, see below). In 1909, Novak was ap-
pointed professor of composition at Prague Conservatory; later on, in 1920s and
1930s, he was repeatedly elected director (rector) of this institution. In April 1910,
he signed an exclusive contract with the Universal Edition in Vienna for the pub-
lishing of his works that was valid until 1918; prior to 1910 and after 1918, his
works were published in Prague, Berlin (N. Simrock), and Leipzig.

In the period of 1919-39, Novék’s compositional achievements gradually
fell into the shade. On the other hand, his reputation as a teacher aroused con-
siderably. Among his pupils were not only leading Czech musicians and com-
posers of the on-coming generation but also students from other Slavonic lands
and/or regions: notably from Slovakia, former Yugoslavia, and Bulgaria.9 In

7 See P. Kordik, Vitézslav Novik a symbolismus. Udoli Nového Kralovstvi op. 31, 1903
[Vitézslav Novak and Symbolism. ‘The Walley of a New Kingdom’ op. 31, 1903], (Praha: Et-
nologicky tstav AV CR, 2007), 144pp.

¥ What was also typical for the period of ‘modemnism” in Czech culture and society was a
deep interest in world literature that was manifested in translating a great amount of relevant
works into Czech. Among them, Nordic literature and drama were strongly ‘in vogue” at that
time. Amo3t Kraus, a German philologist and translator (1859-1943), and Jaroslav Kvapil, a
playwri§ht, opera librettist and stage manager (1868-1950), belonged to the pioneers in this field.

Among renowned Czech (and Moravian) pupils of Vitézslav Novak, we can mention Alois
Haba (1893-1973), Karel Haba (1898-1972), Ilja Hurnik (*1922), Osvald Chlubna (1893-1971),
Otakar Jeremia$ (1892-1962), Jan Kapr (1914-1988), Vitézslava Kapralova (1915-1940), I3a Krej&i
(1904-1968), Jaroslav Krombholz (1918-1983), Vilém Petrzelka (1889-1967), Klement Slavicky
(1910-1999), Véclav Stépan (1889-1944), Viclav Trojan (1907-1983), Boleslav Vomacka (1887-
1978), Jaroslav Vogel (1894-1970), Ladislav Vycpélek (1882-1969), a.o. Moreover, almost all leading
Slovak composers of the twentieth century studied in Prague, including Jén Cikker (1911-1989),
Dezider Kardo$ (1914-1991), Jozef Kresanek (1913—-1986), Alexander Moyzes (1906-1984), Andrej
Ocenas (1911-1995). and Eugen Suchori (1908-1993). Other outstanding pupils of Novak were e.g.
Sabin Dragoi (1894 Seliste/Arad — 1968 Bucharest), Mykola Kolessa (1903 Sambir near Lemberg/
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1940, Vitézslav Novak left his position at Prague Conservatory and retired; his
compositional activities were now limited by his health condition. In November
1945, a few months after the end of World War II and Nazi-occupation of the
Czech Lands, Novék was awarded an honorary degree Ndrodni umélec (‘Na-
tional Artist”, or ‘Artist of the Nation™) on the ground of his lifetime ceuvre. He
died on 18 July 1949 in his wife’s family seat in Skute¢ (East Bohemia).

As indicated above, Vitézslav Novak’s Boure ranks among the com-
poser’s most advanced creative outputs and, at the same time, among the most
crucial and most paradigmatic achievements of Czech musical modernism.
Nevertheless, if we raise the question, how the work came into being, the first
answer is rather simple and quite common: there was a commission at the be-
ginning. In 1908, the Brno conductor Rudolf Reissig (1874—1939), Novik’s
former fellow-student at Prague Conservatory and longstanding friend, asked
him to write a cantata to mark the anniversary of Beseda brnénskd (Brno Phil-
harmonic Society). As a conductor of this society, Reissig propagated Novak’s
music and frequently performed his works in Brno since the late 1890s. Novak
undoubtedly felt indebted to Reissig and to Beseda brnénskad; for that reason, he
responded positively to Reissig’s request. Immediately thereafter, he decided to
set in music the poem (or ‘sea fantasy’) Boure by Svatopluk Cech (1846—1908)
and began his work. Other impulses mentioned by the composer himself in his
memoirs were the fact that another Brno conductor and composer, Frantiek
Neumann (1874-1929), wrote a cantata on the same text in 1903 — and Novak’s
ambition was to enter into competition with him and to create a better work on
Czech’s words — as well as Novak’s own (private) intention or motivation to
write a piece of music representing his admiration of and passion for the wild
sea element.' Still another reason to compose a cantata on Svatopluk Cech’s
text might have been a tribute to the once esteemed and merited Czech poet who
died at the beginning of the same year of 1908.

However, instead of making a ‘normal’ (brief) festival cantata with
dominating vocal (choral) component that would correspond to the expectations
and skills (or limits) of Brno musicians, Novak worked hard for two years — so
that he missed the scheduled jubilee celebration. At the end, he created one of
his most extensive and most demanding symphonic scores (with a rather limited
use of choruses and vocal soloists) and, at the same time, one of the most de-
manding and most fascinating orchestral works in Czech music so far. This is
even more prominent if we take in consideration both the character and the
quality of Svatopluk Cech’s text. The poem in question was a work of a 22
year’s beginner and was published as early as in 1869. At that time, it aroused

Lwow/ Lviv — 2006 Lviv), or Josip Stolcer-Slavenski (1896 Cakovec/Austria-Hungaria, today Croatia
— 1955 Belgrade); see Lébl, Vitézslav Novdk, 3456, a.o.

19 See V. Novék, O sobé a o jinych [On Myself and on the Others], (Praha: Jos. R.
Vilimek, 1946; second edition Praha: Editio Supraphon 1970), 156-8; see also below note 10.
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some interest in literary circles. However, later in the nineteenth century it was
considered hopelessly out of date and was (by right) harshly criticized for its
poor verses and clumsy vocabulary.

But what is ‘modermn’ or ‘modemistic’ in Vitézslav Novak’s Boure? In my
opinion, one can mention and point out three major aspects of this work here: 1)
extra-musical (extra-artistic) inspirations and contexts and the basic atmosphere of
the whole piece; 2) ideas and ideological contents and contexts of the work in ques-
tion; 3) Novék’s music in itself, its form, technique, features of style."'

Ad 1) What is depicted and represented here almost exclusively by the me-
dium of music (tone-painting) is a wild, formidable, and dangerous nature, or, more
exactly, a rough, terrible, killing northern ocean. Apparently, this feature was not
involved so much in Svatopluk Cech’s poem but based to a great extent on Novak’s
own personal experience. He was in his late thirties when he composed his Boure,
but still in perfect condition. During the period of composition, he undertook a
Jjourney to Scandinavia to experience the ocean at his own risk. Actually, he almost
drowned during a swim he took by himself in a stormy weather.'?

Ad 2) Novék took up and emphasized strongly the (originally romantic) par-
allel between the destructiveness of the natural elements and that of human passion.
This was the (possible) intention of Cech’s poem. In Novak’s musical approach,
this ‘message’ became extremely strong; at the same time, it was transformed in
terms of ‘fin de siécle’ or ‘decadence’ ideology: If one is facing death, all social
conventions and moral inhibitions fall; both individuals and the crowd follow their
base instincts only. ‘Modemistic’ and/or ‘decadent’ is the association (configura-
tion) of death and sexual desire or wildness — pointed out by the provocative con-
trast of a powerful black man and a helpless white woman."?

Ad 3) As far as the form of Novék’s Boure is concerned, we can identify
here a combination of a cantata (divided into individual vocal ‘numbers” and
designed both for solo voices and for the chorus) and an extensive symphonic
poem (based on the scheme of a ‘double function form’). The most of the vocal
‘numbers’ base on rather simple and transparent strophic forms; however, the
form as a whole is integrated by sophisticated symphonic thematic procedures.'*

' For the basic characteristics and analysis of the composition technique and style in
Novak’ Boure, see V. Stépén, ‘Symfonicka tvorba Novakova’, in: Novdk a Suk (Praha: Hudebni
matice Umélecké besedy, 1945), 39-133; here pp. 104-25.

12 Novak, O sobé a o jinych, pp. 161-3. Through his life, Novak was a passionate traveler
and managed to travel through almost all European countries. As a typical inhabitant of an inland
region, he was fascinated by the element of the ocean as well as high mountains and mountain-
climbin% See also Lébl, Vitézslav Novdk, 97-8 and p. 130.

3 Cf. Lébl, Vitézslav Novak, pp. 130-35; see also the text of Svatopluk Cech’s poem in
appendix.

' See the tabular presentation of the form and the respective music examples in appendix
(Figures 1. -3.).
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What also is worth saying are the apparent or actual ‘folklore’ features of
this work that played an important role in contemporary reception: As a matter
of fact, one of the instrumental (orchestral) themes or thematic variants that ap-
pear later in the course of this extensive composition is very similar to the be-
ginning of a Slovakian folksong Ldska, boze ldska [Love, oh God, Love]."” Its
symbolic meaning seems to be unambiguous, especially for Czech (and Slova-
kian) audiences. In Novak’s concept, the song tune represents both ‘pure’ love
and ‘impure’ desire. The important thing is that the folksong-theme is not intro-
duced and/or used as a citation of ‘foreign’ (‘heterogeneous’) material yet ap-
pears as a result of variation process (‘developing variation’) i.e. as a transfor-
mation of both the first and the fourth themes.'®

The ‘episode’ of a young woman and her negro servant is characterized
by the use of ‘exotic colour’, which, however, is a rather conventional or ‘na-
ive” one: empty chords (without thirds) and pedal points in bass instruments,
augmented seconds and quarts in melody, syncopated rhythms, etc.'’

In terms of its overall form design and orchestra technique, the work by
Novak is comparable to the most extensive and most demanding scores of its
time, especially to those of Richard Strauss (Ein Heldenleben op. 40, 1899 and,
above all, Eine Alpensymphonie op. 64, 1915) but also to those of Alexander
Scriabin, or to Arnold Schoenberg’s Gurre-Lieder 1900-1911), a.o.

After the Bmo premiere on April 17, 1910, performances in two smaller
towns in Eastern Bohemia, Pardubice and Chrudim, followed early in 1911. How-
ever, it only was the Prague premiere on February 25, 1911 that brought a re-
sounding success to the composer and confirmed his reputation as a leading person-
ality of Czech musical modemism; the Vienna premiere followed on April 27,
1913.'® Numerous reviews, analyses, and comments that followed the Prague per-
formance were written not only by musicians and music writers or reviewers, but
also by poets and people of letters. The fact was stressed that Novak’s work repre-
sented a peak output not only in Czech music, but also in modern Czech art and
culture as a whole.'” However, two years later the war broke out and the political
and cultural situation in Bohemia changed completely. After the war, the work lost
much of its attractiveness and paradigmatic validity and made way for different
aesthetic ideals, stylistic streams, and artistic experiments.

' Cf. Lébl, Vitézslav Novdk, p. 133, and Fig. 3. in appendix.

'® See Figure 3. in appendix.

'” See Figure 2. (Theme 6.) in appendix: cf.also Stépan, ‘Symfonicka tvorba Novak-
ova’,120-1; Lébl, Vitézslav Novak, pp. 133—4; Dahlhaus, ‘Exotismus’, here pp. 255-7; English
translation pp. 304-6.

"* See Lébl, Vitézslav Novdk. 135-9.

"% Ibid.,137-9 and 338-41.
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Vitézslav Novik (1870-1949)

Boufe (se slovy mo¥Fské fantasie Svatopluka Cecha). Symfonickd bdseri pro
orkestr, sola a sbor op. 42

[The Storm (with Words of a Sea Fantasy by Svatopluk Cech). Symphonic
Poem for orchestra, soloists, and chorus op. 42]

Text: Svatopluk Cech (1846—1908)
First published in: Almanach Ceského studentstva [An Almanac of Czech
Students], 1869

Composed: 1908-1910

Premiered: April 17, 1910 in Bmo

Czech Philharmonic Orchestra (Prague) and Choir of the Beseda brnénska
(Bmo Philharmonic Society)

Soloists:

Marie Musilova (Soprano), Jaroslav Hendrych (Tenor), Ladislav Némecek
(Baritone)

Conductor: Rudolf Reissig

Published: 1912 by Universal Edition in Vienna (full score and piano-vocal
score)

Recorded: 1978 by Supraphon Records in Prague

Czech Philharmonic Orchestra and Czech Philharmonic Chorus (Prague)
Soloists:

Jarmila Zilkova (Soprano), Jarmila Smytkova (Soprano), Frantifek Livora
(Tenor), Nadézda Kniplova (Soprano), Richard Novak (Baritone), Karel Petr
(Bass), Jaromir Vavruska (Bass)

Chorus Master: Josef Veselka

Conductor: Zdenék Kosler

Durata: ca 80:00

Orchestra:

Flauto I-II, Flauto piccolo, Oboe I-II, Corno inglese, Clarinetto I-II in B,
Clarinetto di basso in B, Fagotto I-II, Contrafagotto

Como I-VI in F, Tromba I-III in C, Trombone I-1I, Trombone basso € Tuba
Timpani, Carillon, Triangolo, Tamburo piccolo, Gran Cassa e Piatti, Tam-tam
Arpa, Piano, Pedale d’organo (8’, 16°)

Violini I, Violini II, Viole, Violoncelli, Contrabassi
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a) Cantata

[No. 1]

[No. 2]

[No. 4]

[No. 6]

[No. 7]

Jarmila Gabrielova

Fig. 1
Vitézslav Novdk, Boure op. 42: Form

[Part 1]
Overture (piano-vocal score p. 3)

Soprano Solo (piano-vocal score p. 9; orientation No. 7)

Modlitba divky pred kapli na brehu: O, hvézdo moFska

[Prayer of a Maid in front of a Chapel on Seashore: Oh, Star of the
Ocean]

Male Chorus (piano-vocal score p. 22; No. 19)
Piser plavcii o lodnim skfitku [Sailors’ Song about a Ship Dwarf]

Soprano Solo (piano-vocal score p. 32; No. 27)
Pisen: plavéika na stoZaru [Song of a Ship Boy at the Mast]

Tenor Solo, Mixed Chorus (piano-vocal score p. 53; No. 41)
Pisen jinocha pod stozdrem [Song of a Young Man under the
Mast]

Symphonic Interlude (piano-vocal score p. 64; No. 50)

[Part 2]

Symphonic Interlude (cont.; piano-vocal score p. 69; No. 56)
Soprano and Baritone Soli (piano-vocal score p. 82; No. 73)
Divka a otrok [A Maid and a Slave]

Chorus and Soli (piano-vocal score p. 108; No. 98)
Opili namornici [Drunken Sailors])

Symphonic Interlude (piano-vocal score p. 120; No. 106)

Two Bass Soli (piano vocal score p. 129; No. 113)
Dva pobrezni lupici [Two Coastal Robbers]

Mixed Chorus (piano-vocal score p. 136; No. 121)

RybdFi pFed kapli na biehu: O hvézdo morskd

[Fishermen in front of a Chapel on Seashore: Oh, Star of the
Ocean)
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b) Symphonic poem (“Double function form™):
Part [No.] “’; orientation Key Section Movement
number
“Exposition”
“First subject
group”
Theme 1 (“Storm”
Orchestra Introduction D minor and “Death” “First
Soprano Solo [No. 1]; No. 7 | A minor — | Theme, 4/4): Movement”
B minor Tempestoso
(exposition)
Andante rubato
(devel.)
“Interlude” (1.); four bars “Transition”
after No. 12
“First subject
Male Chorus [No. 2]; No. 19 | F major group”
Theme 2: Con
moto 2/4
“Scherzo” “Second
Soprano Solo [No. 3]; No. | B minor (“Barcarole”) Movement”
27 Theme 3: Animato | (“Scherzo™)
6/8
“Interlude” (2.); eight bars “Development”
after No. 32 (1)
“Second subject “Third
Tenor Solo and Chorus [No. | B flat major | group” (Slow)
4]; No. 41 Theme 4: Andante | Movement”
3/4
“Interlude” (3.); No. 50 “Development” “Symphonic
(Transition to Part 2) (2.) cycle” on a
Andante rubato small scale:
(etc.) 4/4 First and
Theme 5 (“Love” slow mvts,

2% See the “cantata scheme” above.
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Theme), i.e.
transformation of
Themes 1 and 4

“Scherzo”,
and
“Finale”

Soprano and Baritone Soli
[No.5; cf. No. 4]; No. 73

A minor —
C minor -
C sharp
minor

“Episode”
Theme 4 ; Theme 6

“Interlude” (4.); No. 93

“Development”
(cont.)
Themes 5 and 1

Chorus and Soli
[No.6; cf. Nos. 2, 3, 4]; No.
98

“Development”
(climax)
Themes 1 -4

“Interlude” (5.); No. 106

“Devel”
(retransition)
Theme 1

Two Bass Soli [No. 7]; No.
113

B flat major

“Recapitulation”
Theme 4
(“Second subject

group”)

“Interlude” (6.); No. 116

B flat —
C major

“Recapitulation”
Themes 4 and 1

Mixed Chorus
[No. 8; cf. No. 1]; No. 121

C major

“Recap” and
Coda

Theme 1 (“First
subject group”
transformed):
Moderato 6/4

“Postlude”

B major —
C major

Coda

Themes 5 and 1:
Andante amoroso.
Tranquillo

“Fourth
Movement”
(“Finale”)
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Fig. 2
Vitézslav Novéak, BourFe op. 42: Themes

Theme 1 (“Storm”; “Death”), bars 1-9, piano-vocal score p. 3

Temnectnen ma nan trannn alleorn 1c)

- — - r\—/

Soprano solo (Theme 1), eight bars after No. 7, piano-vocal score p. 9

Andante rubato, con molta passione
A Sopraso solo —3—
i

i 1
K 1 g ¥ 1O g 17
I\.‘-- L I | e W T ] .-I’ 7 G AR RV I AN AW ARV EY.
v, 5

) v M T I L4
(o} hvizdo molska metko mi-Ho-st. ve sva-ru  2i-Ml mir — sv0j rozhosti [..]

Andante rubato, con molta ione
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Theme 2 (Male Chorus), No. 19, piano-vocal score p. 22

Con moto, energico

i T 1 T T )| T T [N
| T T 1 )| 1 )| 1 1 T T 1 )| 1 T y 4
Vv 1 ) . AN T &

‘l 1 ‘. ‘} I‘, \, } \71 1 A
f — d3FIT ¢
Lo -dni mu - ¢k — ten i vo - di vam co gla-ko-vi-ty Slak

Theme 3 (“Scherzo”, “Barcarole”), three bars before No. 27, piano-vocal score
p- 32
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Theme 4. (“Slow Movement”), No. 41, piano-vocal score p. 53

Andante

Theme 5 (“Love” Theme), No. 50, piano-vocal score p. 64 (see also Fig. 3)

Andante rubato
" | - ] - | ~
r!r T 1 — | 1T
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sempref |
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Theme 6 (“Episode”), No. 84, piano-vocal score p. 92

L' istesso tempo, quasi allegretto
Baritono Solo
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Fig. 3. Vitézslav Novik, Boufe op. 42: “Love Theme” and Its Transformations

“Laska, boze laska™: Slovakian folksong, published in Slovenské spevy, vol. 1,
1880, a.o.
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Léaska. bole léskal Kde {aludia beru? Na hore nerasties. v poli {a neseju. Na hore nerastie$, v poli {a neseju.

Orchestra introduction (Tempestoso, ma non troppo allegro):
three bars before orientation No. 1

A Maid in front of a Chapel on Seashore (4ndante rubato, con molta passione): No. 7

Soprano solo
—_—

0. hw - 2d0 mol - sk&

A Youth under the Mast (Andante): No. 41

Tenore solo

Jak ten o - braz bol-ské Pa - nny vde-dy st&-Ind kmen

Dtto: No. 45

Kné¥-ko ne- bes, o-chrafi zma-ru de-dou std-Ind hrud

Orchestra interlude (Andante rubato): No. 50
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Fig. 4
Vité&zslav Novak, Boure op. 42: Text(s)

Boure (Svatopluk Cech, 1869)

The Storm [The Tempest)*'

(Tempestoso, ma non troppo

(Tempestoso, ma non troppo allegro)

allegro)

MODLITBA DIVKY PRED PRAYER OF A MAID IN FORNT OF
KAPLi NA BREHU: THE CHAPEL ON SEASHORE:
SOPRAN SOLO SOPRANO SOLO

0, hvézdo motska, matko milosti,
ve svaru Zivld mir svij rozhosti
a zaZefi vichrt divy sném

nebeskych o¢i pokynem,
0, hvézdo moftska!

Oh, star of the ocean, Mother of grace,
in the clash of the elements may your
peace reign,

and may the gales’ fury be chased away
by the command of your divine eyes,
Oh, star of the ocean!

O, hvézdo motska, slzy stavici,
méj nad korabem svatou pravici,
zahal jej v plast’ své zastity

a stézeii zacel rozbity,

0, hvézdo mofiska!

Oh, star if the ocean who stops the tears’
flow,

guard the ship well with your holy arm,
enshroud it in your protective cloak,

and mend the mast which is broken,

Oh, star of the ocean!

0, hv&zdo motska, dusi touha mi
zavira jako vitr plachtami,

0, knézko ¢isté lasky ty,

Jiz stézei zacel rozbity,

0, hvézdo mofska!

Oh, star of the ocean, in my soul
longing blows hard as the wind in the
sails,

Oh, priestess of pure love,

do mend the mast that is broken,

Oh, star of the ocean!

(Piu mosso)

(Piu mosso)

PISEN PLAVCU O LODNIM SEAMEN’S SONG ABOUT A SHIP
SKRITKU DWARF
MUZSKY SBOR MALE CHORUS

Lodni muzik - ten si vodi
vam co $lakovity 3lak,
jako klist’ se drzi lodi
povida to stary Zak.

The boat’s own little chap — he prances
about ,

[ say, isn’t he truly wild,

clings to it like a leech,

so says the old Jack.

V kazajce a pruhovanych
spodkéch jako marifidk

In his vest and striped breeches,
he has the ways of mariners,

*! Translation by Supraphon records.
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v plachtach seda nadouvanych,

sits about 'midst the hoisted sails,

Utone. . .k¥iZ dé&la Zak.

vidél ho tam stary Zak. the old Jack saw him there.

Rad ma lidi, plavci décka He’s fond of men, and sailors’ children

uhy¢kava, sklénku viak will gladly lull to their night’s sleep,

nad stvofeni kocha viecka, yet most of all he likes his drink,

pravé jako stary Zak. just like the old Jack.

A kde skoupy na vycepky And where the cask is empty , holds

soudek proti, tu cpe si vak nothing

a prach lodni stira s trepky, to offer him, there he packs up,

na to dikazy ma Zak. and wipes the ship’s dust off his feet,
as old Jack knows all too well.

Hleda lep3i sobé bydlo, He’s off, looking for a better place,

ale s lodi amen pak: too bad for the boat:

Zkaza seda na kormidlo. for doom sets ’pon its rudder,

down it goes...and Jack says Amen.

ve hvizdu lan.

Pode mnou lod se
kolisa divé

po vodnich oft

bé&lavé hfive,

stéZefi praska holy,

ja vsak ve vrcholi:
lalalalala, la la la la!

PISEN PLAVCIKA V KOSINA | SONG OF A SHIP BOY AT THE
STOZARU MASTHEAD

SOPRAN SOLO SOPRANO SOLO

V kosiku vysoko Set at the masthead

v hnizdé co ptak like a bird in its nest,
vysilam Siroko into the wide open
bedlivy zrak. I cast a watchful eye.
Otec mij korab, The ship and the ocean
voda ma matka, are my mother and father,
plachty mé sestry, the sails my sisters,
stéZeft ma chatka, the mast is my home,
veselé jsem hose, I’m cheerful and merry,
prozpévuju z kose: and here’s my song;:

la lala la la, la la la la! la lala la, la la la la!

V jiny se vykrada The ship’s guardian spirit
lodni duch stan, is stealing away,

boufe lod’ ovlada storm reigns supreme,

gale whistles in the rigging.

Deep down the board

is wildly rocking,

riding the crest

of the white frothy waves,

until the bare mast snaps and collapses,
yet up at the masthead, here’s how I go:
lalalala, lalalala!

Pod nohou stozar mi
chvi se jak déd,

Under my feet the mast
like an old man does tremble,
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a bleskt poZar mi and lightnings like so many fires
zaliva hled. dazzle my eyes.

Nech stézeii praska! Let the mast snap, though!

V mokrém tom hrob¢ For down in the wet grave,

voda men, matka, water, my mother,

pfituli k sobé& will hold me so tender
krystalnymi lokty, in her crystalline arms,

a vin Septnou klokty: and the waves will just whisper:
lalalala, lalalala! lalala la, la la la la!

PISEN JINOCHA POD SONG OF A YOUNG MAN UNDER
STOZAREM THE MAST

TENOR SOLO TENOR SOLO

Jak ten obraz bozské Panny As the Holy Virgin’s picture

v Sedy stézné kmen, in the grey body of the mast,

obrazek mi pfelibezny
v srdce zasazen.

so the sweetest charming portrait
is set within my heart.

A jak tuto pod obrazem And as here under the picture

lampa mziké tmou, the lamp flickers in the dark,

lasky hvézdicka se miha so does my love’s little star

tmavou dudi mou. twinkle in my pained soul.

Za hory jsem strmé zaSel, I travelled far beyond high mountains,

hlubé za mofte,
viak mé srdce zustalo tam
v chatce nahofe.

across the deep wide sea,
yet my heart I did leave behind
in the cottage amongst the trees

Uvidél jsem dalnych lest
divukrasny kvét,

ale krasné;si je prece
divéinky mé ret.

In faraway exotic forests

I saw many a wondrous bloom,
yet lovelier than any of them
are the lips of my love true.

Nespatfil jsem hvézdy také
v nebi celiCkém,

jaka rybaice mé zlaté

sviti pod vickem.

Nor did I ever come to see

amongst all the stars in the sky

a pair as bright as those which shine
under my sweetheart’s brow.

Za poklady obesel jsem

cizich zemi lem,

v§ak ten poklad ve tvém, divko,
srdci rozmilém.

Hunting for treasures I travelled far,
and many lands I saw,

yet the sole treasure that’s here to stay,
my love, I found in your heart.

Kné&zko nebes, ochrafi zmaru
Sedou stézné hrud’

a dvou srdci v&rné lasce
milostiva bud’!

Heavenly Princess, do save from doom
the grey body of the mast,

send your mercy and your grace

upon a pair of loving hearts!

SMISENY SBOR

MIXED CHORUS

Knézko nebes...

Heavenly Princess...
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Hvézdo moiska! Star of the ocean!
(Andante rubato) (Andante rubato)
(Con fuoco, ben accentuato) (Con fuoco, ben accentuato)
DIVKA A CERNOCH V KAJUTE | A MAID AND A NEGRO IN THE
SOPRAN SOLO CABIN
SOPRANO SOLO

Bojim se t&, muj otroku!
Silenstvi ti hara v oku!

You frighten me, my slave!
There’s madness in your eyes!

spi, mé pani, spi!

Ja jsem Cerny, ty jsi bila,
muselin t& obestyla,
jako perut’ mhy,

spi, mé pand, spi!

BARYTON SOLO BARITONE SOLO
Spi, méa mlada, spi, ma pani, Sleep, my young one, sleep, my
ve velkého ducha dlani, mistress,

in the palm of the great spirit’s hand,
sleep, mistress of mine, sleep now!

I am black and you are white,

in muslin you are enwrapped,

as in the wings of mist,

sleep, mistress of mine, sleep now!

Spi, mé pani, v boute ruchu,
perly blyskaji ti v uchu
jako hvézdicky.

Ty jsi svétl4, ja jsem tmavy,
v luzném vlase plapolavy
diadém ti tkvi,

spi, mé pani, spi!

Sleep, my mistress, in the storm’s rage,
pearls glitter in your ears

like a pair of tiny stars.

You are fair and [ am dark,

in your soft hair a glowing

diadem is set,

sleep, mistress of mine, sleep now!

Spi, ma mlada, spi, ma pani,
ve velkého ducha dlani,
spi, ma pand, spi!

Sleep, my young one, sleep my mistress,
in the palm of the great spirit’s hand,
sleep, mistress of mine, sleep now!

Brzy budem bili oba, Soon you and I will both be white,
jasnymi nas vodni koba covered by the cupola of waters bright,
spoji prsteny, bound by rings which unite,

spi, ma pani, spi! sleep, mistress of mine, sleep now!
SOPRAN SOLO SOPRANO SOLO

Slysis, sly$i$ mij otroku, Do you hear now, my slave,

jak to praska v lodi boku? the cracking sound in the ship’s side?
BARYTON SOLO BARITONE SOLO

Ja nejsem otrok, viak slavny jsem
kral!

Pted ¢asem Sudan se pé&sti mé bal,
zlaty kruh okolo lytka mi plal,

ve vlase perly, ba, slavny jsem kral!

I am no slave, a noble king am I!

There was a time when Sudan feared my
fist,

a shining ring of gold circled my thigh,
my hair studded with pearls, a noble
king am I!
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Spi, ma pani, korab leti
cizim bfehtim do objeti,
na ném okov zni,
spi, ma pani, spi!

Sleep, my mistress, the ship is flying
into the alien shores’ embrace,

on board the chains are ringing,
sleep, mistress of mine, sleep now!

Ba, nejsem otrok, jsem veliky kral,
jemuZ plast tygfi kol ramenou vlal!

No slave am I, a noble king
whose shoulders wore a tiger’s skin!

Spi, ma pani, dolar zvoni,
pod bi¢em se ze zad roni
krve potoky,

spi, ma pani, spi!

Sleep, my mistress, gold coins are
ringing,

blows of the whip would rain upon my
back,

blood spurted out in streams,

sleep, mistress of mine, sleep now!

Ale ted’ znovu jsem veliky kral.
Slys rachot bitevni, zvoni cimbal...

Here stand I now, again as king.
Hear the roar of battle, the cymbals’
din...

BARYTON A SOPRAN SOLO | BARITONE AND SOPRANO SOLO
Nespi, draha moje milko, ... Sleep not now, my tender lover, ...
Nech mne, Satan ve tvém oku, ... | Leave me alone, for I spy Satan in your
.. zulibam ti bilé ¢&ilko, ... gaze, ...
... udusi$ mne, ... ... your fair brow I'll kiss all over, ...
... kordlové rty, ... ... you are stifling me, ...
... z lodi boku voda vplyva, ... ... your lips ruby red, ...
.. milko, ... ... the ship’s side is open, the sea storms

... zhynem v toku, ...
... milko, neusni! ...
.. pro Jezi3e, mij otroku!

in, ...

... my tender lover, ...

... we shall perish in this stream, ...

... my tender lover, fall not asleep! ...
... for the love of Jesus, slave, this is no
dream!

(Animato) (Animato)
KUCHTIK, KAPITAN A THE SHIP’S SCULLION, SKIPPER
LODNICI NA PALUBE V BOURI | AND CREW ON BOARD IN THE
SOPRAN A BAS SOLO, STORM
MUZSKY SBOR SOPRANO AND BASS SOLO, MALE
KUCHTIK CHORUS

SCULLION
Pod palubou vody jako v Zump¢! It’s wet like in a cesspool down below!
LODNICI MEMBERS OF THE CREW
Vyvalime soudky, bratfi! Let’s roll out the barrels, mates!
KAPITAN SKIPPER

K pumpé!

All hands to pump!
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LODNICI MEMBERS OF THE CREW

Ha, ha, ha! Ha, ha, ha!

KAPITAN SKIPPER

Vam k smichu? V3ak si ticho You laugh at me? The cat-o0’-nine-tails
zjednam bi¢em! will shut you up!

LODNICI MEMBERS OF THE CREW

Rozpafme mu bticho! Let’s rip his belly open!

Ptivazme ho k stéZni, nechat’ patti

Let’s tie him to the mast, and let him

na fadéni nase! watch
Dobfe, bratti! our rioting!

There, mates!
JINOCH POD STOZAREM THE YOUNG MAN UNDER THE
TENOR SOLO MAST

TENOR SOLO
Knézko nebes, ochrail zmaru Heavenly Princess, do save from doom
$edou stéZzné hrud’, the grey body of the mast,
a dvou srdci vémné lasce send your mercy and your grace
milostiva bud’! upon a pair of loving hearts!
LODNICI MEMBERS OF THE CREW
(vyvalujice soudek na palubu) (rolling out a barrel)
MUZSKY SBOR MALE CHORUS

Plnyt cely, ani $plechu,
vSak ti dopomiizem k dechu,

Full to the brim, won’t make a sound,
just wait for us, we’ll help you out,

0, slityj se, hle, pod nohama
ndm otvira se mofe tlama

a kolem rozsapana liza.

O, hriiza!

jen co vyjdes na palubu, soon as you’re up there on the deck,
kapitan ti zacpal hubu, the skipper meant to have you gagged,
lakomy, ha ha ha, lakomy! old miser, ha ha ha, old miser!

Z KAJUTY KRIK SHOUTS FROM THE CABIN
SOPRAN SOLO SOPRANO SOLO

Pro JeZi$e, mij otroku! For the love of Jesus, slave!

ZENSKY SBOR FEMALE CHORUS

O, Marie, shlédni na nas shiry, Oh, Mary, do look upon us from above,
a rozptyl hvézdnym plastém dispel our fears with your star-bright
chmury. robe.

Ty, jezto nebe$tani kiru You who stand out in the heavenly
roni§ pablesk hvézdny choir,

skrze chmuru ¢ bezdny, ending a shiny beam of hope

through the great void,

oh, have mercy upon us, for lo, under
our feet

the ocean’s cruel mouth is opening,
and mauled wretched corpses whirl all
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around.

Oh, horror of horrors!
SBOR OPILYCH LODNIKU DRUNKEN MEMBERS OF THE
MUZSKY SBOR CREW

MALE CHORUS

Hezky, hezky, do koletka
to¢ se, brachu, beze strachu,

Hop along, turn around,
join the dance, mate, lay fear aside,

kdo se boji, ten je becka, for who’s afraid is good-for-nothing,
le- ple- ple- plesniva becka. 1 say, no-no-no-no-nothing.
Kdo se modli, ten je be¢ka, He who prays is good-for-nothing,

ple- ple- ple- plesniva becka.
Cely svét je be- be- becka,
ple- ple- ple- plesniva be¢ka!

I say, no-no-no-no-nothing.

The whole wide world’s good-for-
nothing,

I say, no-no-no-no-nothing!

(Stozar se fiti s désnym praskotem.)

(The mast collapses with a terrible

crash.)
HLAS ZE STOZARU VOICE FROM THE MAST
SOPRAN SOLO SOPRANO SOLO

Lalala, la la la la!

Lalala, la la la la!

(Tempestoso, ma non troppo

(Tempestoso, ma non troppo presto)

presto)

DVA POBREZNI LOUPEZNICI | TWO COASTAL ROBBERS

BASY SOLO BASSES SOLO

(1.) Nu, co’s ulovil? (1) Well then, what have you got?

(2.) Hoch v pisku bledy, (2) There’s a youth lying in the sand, all
znamych taht. pale,

(1.) U svatého Bedy! seems familiar to me.

Aj, tot’ naSeho je biehu dité. (1) By Bede!

Mival dévée, na sklanim kde $tité
tamo chaloupka se miha v 3eru.
Odplul kdysi, v dalku obemzenou,
jeji prsten sebou nes’,

(2.) a véru s jinou také nevratil se
cenou.

(1.) Prstynek mu nech a v mofe
zpatky

ponof jej ...

(2.) Hled', se skaly ten vratky
divky skok! Jiz bilé vznasi dlané
zvin ...

(1.) Tot ona! Pomodlem’ se za n¢&!

Why, he’s a child of our own shore.
Used to go out with a girl, from up the
cliff,

as you can see that cottage through the
dark.

He sailed off one day, into the misty
distance,

carrying along a ring from her.

(2) I say, he has brought back no other
trophy.

(1) Let him keep the ring and send him
back

into the waves ...

(2) Look there, a girl’s frail body,
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hurlong herself off the cliff! Her white
hands

are now carried by the waves ...

(1) That’s her! Let’s pray for them!

ZASTUP RYBARU PRED KAPLI
SMISENY SBOR

FISHERMEN CROWDING IN FRONT
OF THE CHAPEL. MIXED CHORUS

0, hvézdo motsk4, kotvo nadgje,
posvatnou dalni uhlad’ peteje,
svit’ libé vodnim zédvojem

tém, co tam spé&ji s pokojem,

6, hvézdo moft'ska!

Oh, star of the ocean, anchor of hope,
smooth down the rapids with your holy
hand,

send out the tender light of your aquatic
veil

towards those who are bound there in
peace,

Oh, star of the ocean!

O, hvézdo motska4, zdroji Zivota,
nech boufe zla i korab ztroskota,
ty na dné€ pustém novou chy$

z téch trosek lasce vystavis,

6, hvézdo motska!

Oh, star of the ocean, source of life,
wherever a ship sinks due to evil storm,
on the bare ocean-bed a new house you
will build,

from what has remained of the wreck,
for love to dwell in,

Oh, star of the ocean!

O, hvézdo motsk4, dejz, by upadem
kral boute sklonil mraény diadém

a z trosek lasce, hlas nas sly§,

tam na dn¢ vé&nou vystav chys,

0, hvézdo motska!

Oh, star of the ocean, pray make the
king of storm,

lay down his merciless dark diadem,

and hear our pleas to you to build down
there for love,

from what has remained of the wreck, an
eternal house, Oh, star of the ocean!

Laska, boZe, 1dska (slovensk4
lidov4)

Love, oh God, Love (Slovak folk
poetry)”

Laska, boze, laska!
Kde t'a 'udia beri?
Na hore nerasties,
v poli ta neseju.

Love, oh God, love!

Where do people find you?
You don’t grow up in woods;
One doesn’t plant you in fields.

*2 Translation jg.
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Japmuna I'abpujenosea

EYPA BURECJIIABA HOBAKA
— HEHTPAJIHO AEJIO YELIKOI' MY3HUYKOI'
MOJEPHU3MA

PeszumMme

Buhecnas Hosak (5. 12. 1870, Kamennue Haa Jiunoy — 18. 7. 1949, Cky-
Teq) OHO je jeqaH O HajyTHLAjHHjHX H HajIOLITOBAHHjHX YEHIKHX KOMIIO3HTO-
pa H meaarora cBor BpeMeHa. IberoBo meno — caja NpHIMYHO 3aHEMapeHO H
cKopo 3a60paBJbEHO — HEKa/la Ce CMaTpaJio MapaJiurMoM YeILKOr My3HYKOT MO-
nepHu3Ma. Moj pan je pacnpaBa o HoBakoBHM Haj3HayajHHjUM HHCTPYMEHTa-
HMM KOMIO3HLHjaMa u3 roguHa 1900-1912, mehy kojuma cy merose cuM¢o-
Hujcke noeme V Tatrdch [V Tampama), O vécné touze [O eeunoj ueaxncru), To-
man a lesni panna [Toman u wymcka euna)] v Pan [I1an]. IloToM ce ycpeacpe-
hyjeM Ha HBEeroBo BPXYHCKO J€JIO U3 TOT NMEPHOIa, MOHYMEHTATIHY CHM(OHH)y-
KaHTaty Boure [bypa] u3 1910.



TOTAL CAPITALISM AGAINST
TOTAL SERIALISM

KATY ROMANOU

TEACHING the history of Greek art music, I face complex situations
concerning the perception of progress and advancement in musical styles by young
generations. Recently, in a test, a girl comparing a twelve-tone composition by
Nikos Skalkottas (1904-1949) and a tonal piano piece by Manos Chatzidakis
(1925-1994), pointed out the latter as more ‘advanced’ because, she said, ‘it is
closer to us’.

At that moment, [ said something like ‘Usually, the closer to us a piece
sounds, the less advanced we consider it to be’. The discussion took the usual tum:
me defending originality and my young debater failing to understand its value.
Things became even more problematic when I had to disclose that in fact the
second piece was written three decades after the first and, finally, an impasse was
reached when I went on to explain that the second piece does not represent meta-
modernism (a return to tonality) because it is the work of a composer of light music,
which did not go through modernism and did not have to regress...

I avowed to the girl the volatility of my credo and went home to write for
this conference on modernism.

I tried, looking through history, to disentangle my own perplexing ques-
tions concerning past and present modernisms, past and present divisions of
music and past and present music historiography. The following is an outline of
the outcome.

During the Cold War, the Western front, already dominated by Ameri-
cans, led to forced experimentalism in music,' and to the adoption of experi-

! The link between avant-garde music and the Cold War politics of the United States has
been demonstrated in a number of well documented studies, such as: R. Willet, The Americaniza-
tion of Germany, 1945-1949 (London and New York: Routledge, 1989); F. Stonor Saunders, Who
paid the piper? The CIA and the Cultural Cold War (London: Granta Books, 1999); A. C. Beal,
‘Negotiating Cultural Allies: American Music in Darmstadt 1946-1956°, Journal of the American
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ment in the Academy. In that phase, the ideas originating from the 19th century
sanctifying the work of art and its integrity, reached their peak. A work of art
became so important that it was considered fit for the university only and was
deliberately disconnected from society.

With the end of the Cold War, tonality, which was fully applied through-
out the twentieth century in Western light and cinema music, as well as in west-
ernized traditional music all over the world,? was restored in serious Western
music circles, because the antithesis to the restrictions imposed on Soviet music
no longer needed to be projected. And the long support of avant-garde music
ceased.

With the beginning of the twenty first century, the so called serious music
which was certainly linked to Western European culture followed the decline of
Western Europe. Art music is underrated, ephemeral music overrated and their
distinction blunted.

The events linked to the inclusion and seclusion of composition (rather,
of totally serial composition) in the University, occurred in the United States at
the end of the 1950’s.

In the summer of 1959 on the initiative of Paul Fromm of the Fromm
Music Foundation, an American seminar ‘alla Darmstadt’ was organized in Prince-
ton University. Paul Fromm decided on the seminar when, after a talk with
American musicians on Darmstadt and Donaueschingen, he became convinced
‘that Americans need no longer depend upon Europe for their resources’.?

Roger Sessions, Milton Babbitt, Edward T. Cone, Robert Craft and Ernst
Kfenek led the seminar, with guest speakers Elliot Carter, Aaron Copland, Allen
Forte, Felix Greissle, John Tukey, Vladimir Ussachevsky and Edgar Varése.
Igor Stravinsky also paid an informal visit.

Six of the papers presented at the seminar were published in the conser-
vative Musical Quarterly in the following year. They were introduced by Paul
Henry Lang with a very critical and irate text scattered with middle age Latin
quotations about the qualities of the music which the other writers disparaged.*

Musicological Society, 53/1 (Spring 2000), 105-139; 1. Wellens, Music on the Frontline. Nicolas
Nabokov's struggle against Communism and Middlebrow Culture (Aldershot: Ashgate, 2002).
See also, R. Taruskin, The Oxford History of Western Music, Vol. 5 (Oxford and New York: Ox-
ford University Press, 2005), 6-22.

2 On the phenomenon of world music westernization in the twentieth century, see B.
Nettl, ‘World Music in the Twentieth Century: A Survey of Research on Western Influence’, Acta
Musicologica, 58 (1986), 360-373.

3 P. Fromm, ‘Preface’, in P. H. Lang (ed.), The Princeton Seminar in Advanced Musical
Studies. Problems of Modern Music (New York: The Norton Library, 1962), 17-20.

* All the texts, including the introduction, are also published in: P. H. Lang (ed.), The
Princeton Seminar in Advanced Musical Studies.
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Some of the speakers, such as Roger Sessions for instance, were not fully
convinced that tradition should be completely effaced, and used old fashioned
words such as ‘creative imagination’, ‘expression’ and so on.

The sessions posed a basic question. He says:

The principle of the so-called ‘total organization’ raises many questions
and answers none, even in theory. First of all, what is being organized, and ac-
cording to what criterion? Is it not rather a matter of organizing, not music itself,
but various facets of music, each independently and on its own terms or at best
according to a set of arbitrarily conceived and ultimately quite irrelevant rules of
association?’

Allen Forte, well known for having established the ‘pitch-class sets’
method of analysis, contributed to the division of Béla Barték’s work with his
speech ‘Bartok’s “serial” composition’.’ He showed serial treatment in the third
movement of Bartok’s String Quartet No. 4, as well as the evaluative depend-
ence of twentieth-century music aesthetics from the new trends projected on the
Western side of the iron curtain.

In his paper, ‘Extents and limits of serial techniques’’, Ernst K¥enek ap-
peared totally liberated from romanticism and expressionism. To some he even
sounded cynical.

His remark on the problem of chance, the unpredictable result of serialism,
which transforms the act of composition into an automaton is significant. After a
description of his oratorio Spiritus intelligentiae, sanctus, he goes on to say:

while the preparation and the layout of the material, as well as the opera-
tions performed therein, are the consequence of serial premeditation, the audible
results of these procedures were not visualized as the purpose of the procedures.
Seen from this angle, the results are incidental; they are also practically unpre-
dictable...

Then, comparing past concepts of composition to new, he values the
work higher than the composer, saying that inspiration is conditioned by recol-
lection, tradition, training and experience and that the contemporary composer,
wishing to be liberated from all that, ‘prefers to set up an impersonal mecha-
nism which will furnish, according to premeditated patterns, unpredictable
situations. [...]"

Finally, he arrogantly states that modern composers are totally indifferent
to communicating: ‘If a serial composer’, he says, ‘were concerned with this

3 Ibidem, 31.

S Ibidem, 95-107. Nikos Skalkottas' music has also been affected by Cold War aesthetics,
his tonal compositions having been long undervalued. Indeed, the catalogue of his works sepa-
rates atonal and twelve-tone compositions from tonal.

” Ibidem, 72-94.

8 Ibidem, 90.
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problem, he would have to set up a series of “moods” or “ideas”, or something
of this sort, to begin with, and then let the other parameters fall in line. It so
happens’, he concludes, ‘that serial composers do not think in such terms.’’

The most effective acts for the inclusion and seclusion of totally serial
composition in Princeton University were initiated two years earlier by Milton
Babbitt. Babbitt, who considered himself wronged because his early contribu-
tion to total serialism was not recognized by European avant-garde musicians, '’
proposed to Princeton University the foundation of a doctoral degree in compo-
sition, since, he argued, composing requires as much research as musicology
(where doctoral degrees were granted).

The mutual antipathy which existed between Babbitt and the cream of
European avant-garde composers was linked to the image of the contemporary
composer. He considered their innovations non scientific and arbitrary. They
considered him too academic, especially when they became acquainted with
John Cage, who, in fact, described Babbitt to Boulez with the contemptuous ‘He
looks like a musicologist’."

Babbitt presented his arguments on the necessity of founding a doctoral
degree in composition, in a speech made in Tanglewood in 1957. It was pub-
lished in High Fidelity,'? not with Babbitt’s title (‘The Composer as Specialist’),
but with the editor’s: ‘Who cares if you listen?’, a title which gave Babbitt the
fame he had so far been deprived of and which faithfully depicted the article’s
contents.

In his speech at the Princeton Seminar, entitled ‘Twelve-tone invariants
as compositional determinants’,'’ Babbitt relates composition to science. He
comments snobbishly on the average listener and says that since it is natural to
expect the average person not to understand anything from a speech on a new
mathematical theory, thus, it should also be natural for the average music lover
not to understand anything from new music which develops in a similar way to
scientific research.

Every work of new music, he says, follows its own laws, which is the
cause of every work’s great originality. In order to understand its originality the
listener should be instructed in contemporary analytical theory. He then com-
plains that although not understanding science augments the scientist’s prestige,
in the composer’s case, it has the opposite result. He proposes a solution to this

° Ibidem, 93.

1 Babbitt serially calculated the duration of notes in his 3 Compositions for Piano, written
in 1947, i.e. two years before Messiaen wrote his Mode de valeurs et d'intensités, considered by
the European avant-garde as the earliest serial composition not limited to pitch series.

'"'R. Taruskin, The Oxford History of Western Music, 154.

'> The editor of which, Roland Gelatt, happened to be in the audience when his speech
was made.

'3 P. H. Lang (ed.), The Princeton Seminar in Advanced Musical Studies,108-121.
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injustice to scientifically creating composers with the prophetic wish that “all
public and social aspects of musical composition’ cease to exist, and that the
composer withdraws totally from the public world, protected under the roof of
the university.

The doctoral degree in musical composition (more accurately: in serial
music composition) was established in Princeton in 1961 and in most American
universities within the same decade. Among the seven first Doctoral graduates
of Princeton, only one (Mark de Voto) appears as a composer in the Dictionary
of 20th Century Music."

Secluded in the university the composer and the work of art reached the
peak of their prestige (as Babbitt wished). Thereafter began their decline as a
natural consequence of the fact itself, aided by the end of the Cold War, the
domination of the United States and the prevalence of total capitalism as the
unique model for growth throughout the globe.

The final cadence is postponed because of existing institutions (profes-
sional, educational, commercial) which during the two previous centuries have
been promulgated to world communities. They are gradually adapted to the cur-
rent conditions through the constant creation of new branches, among which
light music prevails. It is in fact this protective mechanism of embranchment
which also contributes to the final dissolution.

What is disappearing today was shaped in Europe under the economic
and political situations which favored humanism, particularity (communal and
individual), faith (religious and secular), and creativity.

Notions such as ‘work of art’ were shaped together with those situations.
Before, music praxis was not connected with such meanings. "

The fact that these notions are again today disconnected from musical
praxis is naturally linked to the present political and economic situation. This
situation is referred to by the French economist, Jean Peyrelevade, as total
capitalism.'® According to him this is the unique model for the organization of
the world economy today.

Total capitalism today is like a gigantic anonymous company of some
thousand anonymous shareholders, who control the world Stock Exchange
capital. More than half of them are located in the United States.

'4 John Vinton, editor (Thames and Hudson, 1974).

15 Nicolaus Listenius is credited with the introduction of the notion of the ‘work of art’. In
his Musica, of 1537, he writes, based on Aristotle's’ Poetics: ‘...when some music or musical song
is written by someone, the goal of this action is the consummated and completed work. For it
consists of making or fabricating something, that is, in a kind of labor that leaves behind itself,
even after the artist dies, a perfect and completed work’. Quoted by Claude Palisca in ‘Foreword
by the Series Editor’, in: J. Burmeister, Musical Poetics, translated and annotated by B. Rivera
(Music Theory Translation Series), (New Haven and London: Yale University Press, 1993), vii.

16 J. Peyrelevade, Le capitalisme total (Paris: Seuil, 2005).
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The United States differ from previous world leaders in that they are its
(the world’s) first proprietor.

The laws of total capitalism are autonomous, i.e. absolutely independent
of the society’s needs. The European model which seeks to harmonize eco-
nomic dynamism with social progress is disappearing, and the social compro-
mises made in the period of reconstruction and growth after the Second World
War have lost all meaning.

Social classes have been succeeded by the juxtaposition between the per-
petrators of globalization and those remaining faithful to an obsolete, local ap-
proach, who are nevertheless trapped in the mechanisms of total capitalism be-
cause they are the only guarantor of growth. The world is thus guided by an
anonymous authoritarianism.'’

The capital circulates with the laws and motivations of the game. The
game is also a new consumer product applied in innumerable daily activities; it
is propagated to tomorrow’s citizens of the globe through those electronic
games which uniformly shape millions of tender thumbs and minds. Countless
persons with the same movements and obviously the same thoughts have the
illusion of an individual fight, while participating in a massive act. A huge con-
suming mass of isolated individuals.

The ethos of the game contributes to the homogenisation of individuals
and communities and the depreciation of human life and all the values which
make up the value of human life.

Politics and syndicalism, faith and ideologies, humanism and democracy,
history and nations, are all ridiculed. And the best mockery is that the mecha-
nisms of total capitalism are indispensable to all.

Western Europe’s decline is evident in (and greatly accelerated by) the
new historiography methods and all the circulating ideas which have replaced
the older thesis about the end of history with that proclaiming the end of na-
tional mythologies and the beginning of one global true history. The acceptance
of this thesis means that at last, today, the world has reached the peak of human
wisdom; for the first time in history (or in mythology) humanity has attained the
maturity to face the truth!

As a rule, old mythologies were contrived by indigenous writers in lan-
guages read by indigenous readers. New history is written by writers from the
international community (i.e. ruler), in English, which is read universally.

New history sees the world with its owner’s vision. But what is interest-
ing to note, is that with the potency of propaganda and the automatic circulation
of ideas around the world, this vision is also adopted within the properties. Un-
der such conditions, citizens loose their ability (or at least, their inclination)
both to create and to perceive what is different.

' Ibidem, 7-10.



TOTAL CAPITALISM AGAINST TOTAL SERIALISM 185

If you try to record Beethoven’s Symphony No. 5, first movement, in one
of the new sound storage systems, I-pods, it will take up the space of close to 20
songs. Those I-pods which circulated in 2001, advertised as enabling everyone
to put ‘1.000 songs in their pocket’ are universally sold in great numbers (over
110,000,000 up to September 2007, a record in world consumption). They are
the sound machines which authentically represent the twenty-first century,
gradually replacing the CDs, which were planned on the basis of western classi-
cal music.

It should be remembered, that the criterion for the size of the CD, was the
slowest interpretation of Beethoven’s Symphony No. 9 on a LP record.'®

I suspect that to most of us here, the music of all 1,000 songs in our
pockets sounds similar, homogenized.

It was not my intention to dramatize events; as a matter of fact, music
history teaches that many of the changes perceived in the course of time as
positive, were considered as qualitative decline when they first appeared be-
cause changes are felt initially by the values they abrogate. Hopefully, we have
not yet perceived the new values. Or, perhaps, total capitalism will, like total
serialism, reach its peak and then begin its decline.

Kemu Pomany

TOTAJIHU KAITUTAJIN3AM ITPOTHUB
TOTAJIHOI' CEPUJAJIN3MA

Pe3zunme

Ogaj pan npeacrasba NOKYLIaj pa3yMeBakwa 0HOca H3Mel)y neliaBamwa y
my3uuH XX 1 XXI Beka H pa3BojHHX TeHAeHUHMja Tor fo6a y cdepama nonurTH-
K€ H €KOHOMHje. AyTopKa cariesaBa yBoljemhe TOTATHOr CepHjajiu3Ma Ha JIOK-
Topcke ctyauje y CjeanmeHuM AMepudkaM J[pxkaBaMa neaeceTux roauHa npo-
nUlor BeKa, Kaja Cy aMepH4YKa XereMoHHja W XnaaHu pat OMIH Ha BPXYHLY,
Kao HaMEpHO O/Bajalke MY3HYKOr CTBapama O ApywuTBa. Ca 3aBpIIETKOM
XyagHor pata TOHaJHOCT, Koja je TokoM uenor XX Beka Guna npucyTHa y 3a-
NaJHoj MOMyJapHOj My3HLIH, Ka0 H Y YMETHHYKOj My3uuu HUctoanor Gnoka, 06-
HOBJbEHA j€ Y 3HAYajHUM 3anaJHMM MY3HYKHM KpPyrOBHMa jep BHILE HHje OHI0

'8 The 12 cm. diameter and 74 minute duration of the CD was decided towards the end of
the 1970s by the technicians of Philips and of Sony, in order to enclose the slowest interpretation
of Beethoven's Ninth Symphony on an LP. (A Wilhelm Furtwingler interpretation recorded in
1951). CDs circulated in Europe and Japan in 1982, and in the United States, in 1983.
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noTpeOHO Aa ce rpaay aHTHTE3a MpeMa MY3HIH C HAMETHYTHM OrpaHHYeHhHMa
y COLHjaJTHCTHYKHM 3eMJbaMa. [IpecTana je ¥ noapiika aBaHrapaHoOj My3HIIH.

HcroBpemeHo, yMETHHYKa My3HKa, KOja je NPOH3BOJ MOJUTHYKOT H ApY-
INTBEHOT HanpeTKa 3anaJHOeBpOICKE LIMBHIIH3aLHje, N0YeNa je Aa AeNH CyaoH-
Hy TE HCTE LMBHJIH3aliMje, TaKO Ja Ce 3amnaka MOCTENEeHO ONnaJame HheHor 3Hadaja.
Hanac, y Bpeme nomuHauuje CjenumeHnx AMeprukux Jlp>kaBa v npeosiaaaBa-
Hba TOTAIHOI KalHTaIXM3Ma Kao jEAHHOr MoJeja pa3Boja Ha LIENoj IUIAHETH,
yMETHHYKa My3HKa je NOTHewhEeHa, 10K edemMepHa nomynapHa My3nka nobuja Ha
3Ha4ajy, NpH 4eMy ce BbHX0Be MelycoOHe pasiuke NoCTENeHo HUBEHPA]y.

Aj-nonosH (I-pods), kojH nocTeneHo 3aMemwyjy KOMNAKT JUCKOBE, OHIIH
Cy NpBOOMTHO HAMECHEHH YMETHHYKO] My3Huu. OHH HaM omoryhaBajy aa ap-
XKHMO ,,XHJbady NecaMa y CBOM Leny* M MpeACTaB/bajy jenaH oA O3HaYHTesba
HOBE XOMOT€HH30BaHe My3HYKe KYJTYype.



ASPECTS OF (MODERATE) MODERNISM
IN THE SERBIAN MUSIC OF THE 1950s

VESNA MIKIC

THE brackets which separate the notion of ‘moderate’ in the title of this
paper could serve as a starting point for the discussion of modernism in the Ser-
bian music of the *50s. They are there as much as to point out the fact that the
modernism we are dealing with here, while not a radical brand, is still modern-
ism, as to indicate the possibility of applying a kind of ‘umbrella’ term in the
interpretation of the Serbian music of the fifties. This kind of approach could
possibly, in our opinion: a) overcome often tacit but none the less sharp Dalhau-
sian divides between ‘history’s winners and history’s losers’'; b) connect more
firmly pre- and post Second World War compositional practices, thus ensuring
the further re-contextualization of these periodsz; c) facilitate understanding of
very complicated neo/isms terminology and d) once again accentuate the im-
portance of the fifties in the context of modernism-postmodernism relations in
the later development of Serbian music.

All this can be feasible only if we constantly keep in mind the specific
cultural (political, historical, social) context in which Serbian composers have
worked and in which the divide into pre- and postwar periods must be respected
primarily due to the fact that between these two the radical change of the politi-
cal system from monarchy to socialism happened in Serbia, then Yugoslavia.
This change established the country’s strong connections with the USSR, i.e.
socialist realism aesthetics. If we accept the notion that ‘modemnism (also)
challenges the boundaries between art and (...) culture’® after the political rup-
ture with the USSR in 1948, followed by the gradual abandonment of socialist
realism aesthetics, the only possible modemnistic challenge that Serbian artists

' D. Albright (ed.), Modernism and Music. An Anthology of Sources (Chicago: The
University of Chicago Press, 2004), 11.

2P. Wood (ed.), Varieties of Modernism (London: Yale University Press, 2004), 1-11.

3 D. Albright (ed.), Modernism and Music, 12.
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could make in relation to the culture and its ‘prescribed’ aesthetic norms was a
moderate modernism. Different circumstances in the development of the Euro-
pean postwar high modernism and moderate modernism in socialist societies as
Serbia then was, (also called socialist modernism by some prominent art theo-
reticians, for instance Suvakovié and Denegri) should not be forgotten. ‘After
the Second World War in the USSR, Eastern Europe and the Balkans, in the
countries of real socialism, with the decay of socialist realism ideology and the
development of the middle class bureaucratic, technocratic and humanistic in-
telligence, the moderate modernism developed as a ideologically neutral and
aesthetized art that enabled compromise between the ideological demands of
revolutionary government (or ideology) and the aesthetic interests of the post-
revolutionary technobureaucratic classes.’

The term, like its definition is borrowed here from art history and theory
in which, as early as the fifties (as in the field of literary criticism and theory)
feverish polemics where made along the lines of the modemnism-realism debate.
Since less turmoil (with a few major exceptions concerning the historical con-
cert of 1954, which we shall set aside for some future occasion) was caused in
the field of music/musicology of the period, thanks to the nature of music itself;,
the praxis of denoting different phenomena with style/movements signifiers was
devised and nourished, deriving almost exclusively from the music analysis of
the technical and expressive means used. This, on the one hand could lead to the
unavoidable although somewhat disguised valorization that favored either the
‘progressive’ pieces, or ‘conventional’ ones, while on the other, it gave way to
the attrition of the production to the numerous neo- movements that coexisted in
the music of the fifties.” Since this kind of coexistence is not unusual for musi-
cal modernism in a European context, as well as in the contexts of individual
author’s (like Stravinsky or Schoenberg) outputs, in our effort to shift the focus
from the valorization of the music production based on attributing certain style
characteristics, to the cultural context from which it originates, we introduce the
notion of ‘moderate modernism’. Besides the fact that the adjective at first re-
flects the ‘pacific’ position of the composer in respect to socio-historical con-
text, it could however, in a more general sense, serve as a guide to the detection
of some distinct choices in the realm of musical expression. If we accept the
statement that ‘Modernism is a testing of the limits of aesthetic construction’®
that could, in the case of the Serbian composers of the fifties, mean distinct
modes of subverting socialist realism ideology/aesthetic construction (that often

* M. Suvakovi¢, ‘Umjereni modemnizam’ in Pojmovnik suvremene umjetnosti [Terms of
the Contemporary Art] (Zagreb: Horetzky, Ghent: Vlees & Beton, 2005), 644.

3 We should mention here, however, that one of the prominent Serbian musicologist, Rok-
sanda Pejovi¢, in her enormous output, often insists on term ‘moderately contemporary’, trying to
overcome the neo/isms confusion.

® D. Albright, Modernism and Music, 11.
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coincide with local and international canonical ones), as well as of personal po-
etic/aesthetic constructions. The results of these testings were different answers
to typical modemnistic questions of making a balance between tradition and in-
novation, national and international, autonomy and engagement, elitism and
communication... In the case of Serbian arts and music, moderate modernism
combines in various ways the traditions of prewar modemisms, both high (ex-
pressionism), moderate (neoclassicism) and folklore.

Now we will try to identify some aspects of the moderate modernism in
the Serbian music of the decade in three pieces by the famous Prague group
composers. We also regard those radical modernists of the interwar period as
crucial figures for establishing the moderate modernism of the postwar times.
By then mature and institutionally established authors — Milan Risti¢ (1908—
1982), Ljubica Mari¢ (1909-2003) and Stanojlo Raji¢i¢ (1910-2000) with their
pieces in the fifties created individual modernistic breakthroughs in the cultural
climate that still echoed the sounds of socialist realism. Since the pieces we
have chosen are commonly regarded as examples of neo-romanticism, neoclas-
sicism and neo-expressionism we will try to transpose and interpret them in the
explained contextualization of moderate modernism. The pieces, composed in
1951 and 1956, differ in genre, they differ thematically and, as already men-
tioned in the choice of musical means. Yet, besides the fact that they stand close
in time and that they were made by authors of a seemingly similar musical
‘background’’ they share the common feature of testing the limits of imposed
(from 1948 maybe tacitly) aesthetic constructions. Thus, the song cycle for
baritone and orchestra Na Liparu (1951) by Stanojlo Raji¢i¢, Second Symphony
(1951) by Milan Risti¢ and Pesme prostora (Songs of Spaces 1956) by Ljubica
Mari¢ can now be discussed together as symptoms/aspects of moderate mod-
ernism in the Serbian music of the fifties.

The year 1951 was ‘the year’ for the establishment of Serbian postwar
(moderate) modernism in the arts. Although Mica Popovi¢ held his famous ex-
hibition in late 1950, it could be understood as a symptom of the great break-
through of the year 1951 in which Petar Lubarda had his own, Dobrica Cosi¢
wrote Daleko je sunce, Milan Risti¢ composed his Second symphony and Ra-
Jji¢i¢ his song cycle. Although this all may seem like a positivistic gathering of
the facts aimed at designing some kind of canonic formation, the real issue here
is not only why this all happened in 1951, but rather the ‘way’ it happened. By
comparison with the solutions that literature and art histories offer, it should be
said that if Lubarda’s and Cosié’s works were observed as modern ones (due to
the fact that in these arts it was easier to observe the realism — modernism colli-
sion) the effort could be made to regard Risti¢’s and Raji¢ié’s pieces in the same

7 For the detailed discussion of differences emerging from evidently very similar back-
grounds, see: M. Veselinovié-Hofman, Stvaralacka prisutnost evropske avangarde u nas [The
Creative Presence of European Avant-Garde in Serbia] (Beograd: Univerzitet umetnosti, 1983).
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way, considering their possible apprehension as various kinds of drift from the
(socialist) realism demands upon music.

The moderate nature of the postwar modernism could perhaps be imme-
diately perceived in Raji¢i¢’s choice of the poetry for his song cycles of the 50s.
While in the interwar period his musical radicalism was confirmed also in the
choice of contemporary poetry dealing with subjects from contemporary life, in
the 50s the composer turned to the classics of Serbian romantic poetry — Branko
Radiéevi¢ and Djura Jaksic, this time showing respect for the tradition of the
Serbian national lied of the Marinkovi¢-Milojevi¢-Konjovi¢ kind. Certainly,
even if only partly, what we are dealing with here is a very ‘safe’ kind of
choice, turning to the values that no one would question, so the composer would
not find himself in the position to explain and elaborate on his choice of sub-
ject.® However, Na Liparu as a song cycle set to Serbian romantic poetry could
be contextualized as a proof of Raji¢i¢’s reconciliation with the demands of the
epoch as well as a proof of the typically romantic gateway from reality through
the subversion of conventional subject matter. Maybe Raji€i¢’s choice of poetry
could be interpreted as a kind of ‘historicist modernism’® in Frisch’s sense,
where the use of Jak$i¢’s verses would proclaim a ‘call to order’ and provoke a
‘healing” effect on, in the sense of thematic subjects, ‘squalid’ Serbian music
production.

Maybe it is possible to interpret in the same way Raji¢i¢’s choice of
genre, only with the additional touch of an elitist approach. Raji¢i¢’s cycle is the
first song cycle in the history of Serbian music with an orchestral accompani-
ment. Generally speaking, Raji¢i¢’s thirst for ‘filling the gaps’ in Serbian music
literature with first examples of until then nonexistent genres (e.g. concertos for
various instruments) actually reinforces the hypothesis of the elitist and
‘enlightening’ effect and meaning of his modernism. Naturally, in the period
between the two wars, the institutional conditions for the development of this
kind of lied hardly existed, and quite frankly speaking, the genre itself rarely
provoked the attention of Serbian composers. In some way it turned out to be
quite elitist and /ied was usually composed by the most prominent and academi-
cally oriented Serbian authors.

Anyhow, if we focus our attention now on the choice of genre in the era
of socialist realism, we must understand Raji¢i¢’s decision to turn to symphonic
lied as partly (moderately?) subversive, something like: it is vocal-instrumental
music, it uses a generally known and understandable text, but it is far from be-

& However, even the classics like Radi¢evi¢ could come into question, as in the case of
earlier Raji¢i¢’s song on Branko’s verses. This even more confirms the inconsistency of socialist
realism’s critique. See: V. Periti¢, Stvaralacki put Stanojla Rajic¢ica [The Creative Path of
Stanojlo Rajici¢], (Beograd: Univerzitet umetnosti, 1978).

% See, W. Frisch, German Modernism. Music and the Arts (Berkeley and Los Angeles:
University of California Press, 2005), 138-186.



ASPECTS OF (MODERATE) MODERNISM 191

ing music meant for everybody/anyone. Raji¢i¢ ensured the possibility of acting
from such an elitist position by leaning on the tradition of Serbian lied, espe-
cially Konjovié’s which, to put it shortly in musical terms and in Raji€i¢’s case
meant: using a combination of tonal/modal harmonies, structuring the melody
according to the spoken word flexions, form shaping in accordance to the poet-
ics, rudimentary leitmotif technique in the last and most elaborate fifth song,
and finally, reflecting symphonic cyclical form in the five-movement layout of
his song cycle. If it is possible to conceive Jaksi¢ as a ‘healer’ then it is possible
to think of Konjovi¢ in the same terms in the realm of Serbian music. So, this
‘return to Konjovi¢’ that implies a return to the basics of (Slavic) romantic na-
tional lied, as well as Raji¢i¢’s preparations for the composition of (national)
opera, paradoxically at the beginning of the 50°s performed a kind of drift from
leading aesthetics and provided Raji¢i¢ with a stable answer to its demands.

Ristié’s moderately modernistic choice is different and maybe more
firmly positioned in the sphere of moderate modernism as neoclassicism. He
conceived his Symphony as a simple and pure, almost exemplary piece of neo-
classicism, much in the same fashion as Prokofiev did in 1918 with his Classi-
cal one. Simulation, as the predominant neoclassical procedure, reveals itself in
several aspects in what would be otherwise perceived as a typical classical sym-
phonic creation. Although it could perhaps be questioned in the case of the for-
mal solution for the final movement (Fugue), simulation is totally confirmed in
certain harmony, metrical, thematic and orchestration procedures that, however
gently, testify to the ‘real time’ of the piece’s production. Thus, the tonal rela-
tion of the principal and secondary subjects in the first movement (the latter os-
cillating between F and C major), the mixed meters of the third (5/8 and 7/8 as a
simulation of traditional music), the chromatic melodic movement of the theme
of the second movement, as well as it’s orchestration (for clarinet with a trum-
pet/bassoons accompaniment) all drift away from ‘classical’ solutions/procedu-
res thus, in effect confirming the simulation procedure.

Furthermore, the final fugue, if not a typical classical choice for a final
movement, could be examined from the, let us call it the ‘Hindemith’s perspec-
tive’ which is again very close to the ‘Back to Bach’ movement —one which,
again, could be thought of from the angle of ‘historicist modernism’ and the
supposed ‘healing powers’ of Bach’s music. On the other hand, the simulated
folklore solution of the third movement could also be ambivalently interpreted:
as a kind of connivance with the not yet forgotten demands of socialist realism,
and also as a call to the ‘great masters’ of Serbian music, such as Konjovié
and/or Hristi¢ (thanks to its predominantly brassy sound) of much the same ilk
as the abovementioned call to Bach.

Yet, the real modemist power of the Symphony can be revealed even more
strongly if we reverse the perspective and look on the piece from the point of view
of the then still present socialist realism. By tumning to the classical symphonic
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cycle Risti¢ actually rejects two crucial prerogatives of socialist realism’s aesthetic
— the vocal-instrumental genre, and subject matter from the war and/or the country’s
reconstruction. The only obvious way to handle this is in almost exactly in the way
that Risti¢ did. By choosing the purest possible form of symphonic expression his
priorities were to keep it simple and relatively short, with a touch of folklore (with
which the audience at home and abroad could identify) on the one hand, and a
touch of unquestionable (musical) values on the other. Hence, in one ingenious
move, he tumed aside all possible objections from the governing (musical) elite
while at the same time subverting the obligatory ingredients of ‘correct’ music
making. These are the reasons why the Symphony should be understood as a piece
of moderate modernism. On the surface it retains a neutral ideological position,
while actually subverting some of its corner-stones.

And finally, from the angle of testing the aesthetic norms and limits Lju-
bica Mari¢’s Pesme prostora at once clashes with these, and yet, we think still
in a moderately modernistic way because we are dealing here with cantata — one
of the favorite genres of socialist realism. However, the subject is a strong re-
jection of the preferred themes of socialist realism in favor of human and
‘transnational’ subject matter — death. The choice of the epitaph texts by ano-
nym Mediaeval authors of whom we know only the way their lives ended en-
ables the composer to achieve a kind of omnitemporal /omnihistorical/ omnis-
patial positioning of the piece. The same goes for music in which the simulation
of the ‘transnational’, primeval features of traditional music (in horizontal lines
shaped using small intervals, simulating traditional heterophony, based almost
exclusively on metro-rhythmic variations) is in accordance with the archaicity
of the lyrics that primarily in a vertical aspect and through orchestration,
achieves unexpected sound results.

Although we understood the rejection of the vocal-instrumental genre in
the case of Risti¢ as a symptom of modernistic subversion, we could say that
Marié’s decision to stay ‘in it’ and the way she stays in, result in more radical
offence to the aesthetic norms. However, this radicalism should be thought of
primarily in a local context. If the piece seriously subverts the norms and is
radical in local terms,'® one may wonder is it can still be termed moderate mod-
ernism, since we have linked it exclusively with the local context? We must
here make a kind of inversion in search of the elements in which Pesme pros-
tora corresponds with the norms. We can then think again in terms of genre
choice but now as Mari¢ ‘playing safe’. Also, we can interpret the choice of
subject as quite ‘neutral’ i.e. acceptable for the aesthetics of decaying socialist
realism. Finally, in one more general sense Pesme prostora are by their musical
means the product of the multilayered relation with tradition, starting with

' This kind of insight of the peculiarities of Serbian music Serbian musicology owes to
Mirjana Veselinovi¢-Hofman. See: M. Veselinovi¢-Hofman, Stvaralacka prisutnost evropske avan-
garde u nas.
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folklore (although a simulated),the baroque (in the choice of genre), and the ca-
nonic modern (Igor Stravinsky) which is, as we pointed out earlier, typical for
the Eastern kind of moderate modernisms.

Bearing in mind the suggested recontextualization of the Prague group
composers’ pieces of the fifties we actually introduce (moderate) modernism
into the rethinking of the terms neoromanticism, neoclassicism and neoexpres-
sionism. This rethinking should on some future occasion turn to the activities of
other Prague group members, as well as to the authors that began their careers
in the fifties, realizing yet another important aspect of modernism that deals
with the relations between high and low art. Also, the history of reception
should be considered and maybe all of this would open up further possibilities
for different new contextualization and interpretation of the modernism-post-
modernism relation, and hence maybe the whole of postwar, or twentieth-cen-
tury Serbian music, too.

Becna Muxuh

BUJOBU (YMEPEHOI') MOOEPHU3MA V¥ CPIICKOJ
MY3ULU IIEAECETUX TOJUHA XX BEKA

Pe3zunme

Paa nonasu on npernocTaBke Aa cy ce neaecete roquHe XX Beka y npo-
OYKLHjH yMeTHHYKe My3Hke Y CpOHjH OUTHKOBa/IE CIMMHHM HICOJIOLIKO-Kpea-
THBHHM MPETNOCTaBKaMa Kao H MPOAYKLHKja y APYTHM YMETHHYKHM JHCLHILIH-
HaMa (JINKOBHO] YMETHOCTH H KIbH)KEBHOCTH), K0joj ce Beh Oyro mpHmmucyje
yMepeHO MOJEPHHCTHYKH KapakTep. OTyaa ce 3aMHcao 0 0COGEHOM CoLMjaTH-
CTHYKOM €CTETH3MY, OAHOCHO YMEPEHOM MOJEPHH3MY, MOXIAa M COLHjasH-
CTHYKOM MOJEPHH3MY, pa3MaTpa Ha NMpPUMEpPY 3Ha4YajHHX OCTBapema CPICKHX
KOMIO3HTOpa M3 oBor nepuoza. Ilopea Tora mTo ce AUCKYTYyje O NpeXHOCTHMaA
M HeJoCTallMMa THX MOjMOBa, Y paay ce mocBehyje noce6Ha naxma KOMIO3H-
LHjaMa Tpoje NpeiacTaBHUKa npawke zpyne. HapaBHO, HEOKJIACHYHH mpocene
HEKHMX Ol BbHX Y MOTIYHOCTH C€ ,,yKJIana‘“ y MoJesl yMEPEHOr MOJEpHH3Ma, alli
ce M0CTaB/ba MMTalbE Ha KOjH Ha4MH M Ja /M HeKa Jefa Koja Cy paHHje Tymade-
Ha Kao ,,HEOPOMaHTHYapCKa* HJIH ,,HEOEKCIIPECHOHHCTHYKA, Ta4uHHje ca npea-
3HalLMMa Ha3a[HOT HJH NPOrPECHBHOr, KOHCTHTYHMILY YMEPEHO MOJAEPHHCTHY-
KH je3HK KojH he HECyMIbHBO H 10 IaHAC OCTATH jeAHO 0Jf OMHJbEHHX KOMIO3H-
TOPCKHX ,,CKJIOHHIITA". [TocTaB/ba ce u nUTame aa 11 61 yBoheweM ,,yMepeHor
MoaepHH3Ma“ 6110 Moryhe pemiuTH ¥ 3a6yHY O 3Hauyajy W JOMETHMa Jie1a Koja
npunaaajy pa3iH4HTHM HEO-NPaBIHMa y CPNCKOj MY3HIIH NMEAECETHX roAHHa?
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MODERATED MODERNISM IN RUSSIAN MUSIC
AFTER 1953

IVANA MEDIC

MODERATED modernism' has been a largely underestimated and
misunderstood phenomenon. To call someone a moderated modernist thirty
years ago would have been an insult, since the premises of musical criticism
were built on the basis of modemnist notions of progress and evolution. Al-
though moderated modernism can be identified in various periods before and
after the Second World War, throughout Europe, I will focus on Soviet (and
more specifically, Russian) music after 1953,” and try to identify the political
and artistic ideologies which surrounded it.’

' It was Theodor W. Adorno who introduced this oxymoron (gemdissigte Moderne in Ger-
man). His attitude towards the ‘style’ was clearly negative, as he called it ‘ominous’, ‘detestable’,
etc. Adorno argues that all the works created on the basis of ‘old’ means are false, conformist,
regressive. He emphasises the truth-telling power of dissonance and argues that tonal music can
no longer reflect social relations because it is worn out, empty and banal, hence it contributes to
preserving the social order. Compare: T. W. Adorno, ‘The Ageing of New Music’, in R. Leppert
(ed.), Essays on Music (Berkeley/Los Angeles/London: University of California Press, 2002),
197-198.

? None of the authors who produced seminal histories of Soviet post-war music defined
the term moderate(d) modernism, although they did mention it en passant. Levon Hakobian
devotes a chapter to ‘several “moderates” and “middle-roads* (Aleksandr Lokshin, Andrey
Eshpay, Nikolay Sidel'nikov, Sergey Slonimsky, Rodion Shchedrin, Yuriy Falik and Yuriy
Butzko) [emphasis mine). L. Hakobian, Music of the Soviet Age 1917-1987 (Stockholm: Melos,
1998), 314.

3 The creation of avant-garde mythology and underestimation of moderated modernism
had a strong political dimension in the context of the Cold War divide. Several American
scholars, such as Richard Taruskin, Peter J. Schmelz, Danielle Fosler-Lussier et al., have
investigated this matter in the recent years. For example, Danielle Fosler-Lussier stresses that the
polarisation of judgments about what was valuable in the arts was an immediate product of this
divide, as ‘the dominant discourse in the West since mid-1940s equated difficult music with the
idea of political freedom, and consonance with subservience and collaboration’. Compare: D.
Fosler-Lussier, ‘“Multiplication by Minus One”: Musical Values in East-West Engagement’,
Slavonica Vol. 10 No. 2 (2004), 125-138.
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The oxymoron ‘moderated modernism’* denotes a socially acceptable, non-
avant-garde, non-challenging form of modernism, whose main feature is the artists’
desire to make peace between modemnist and traditional ideas and ideals, as well as
between regional and international ones. Composers who adopt moderated mod-
ernism are interested in approaching the dominant streams of international modern-
ism; however, its most radical variants are alien to them.” Levon Hakobian de-
scribes the composers he dubs ‘moderates’ and ‘middle-roads’ in these terms: ‘In
regard to their stylistic preferences, none of them could be considered “conserva-
tive” i.e. indifferent to the innovatory tendencies coming from the West; on the
other hand, none is really “advanced” in the same sense as those who are habitually
referred to as the “avant-garde”. Consequently, after the early 1950s not one among
them was subjected to ideologically coloured critique.’®

Russia had a powerful modemist movement in the first two decades of
the twentieth century. However, one product of the Soviet ‘cultural policy’ in
the mid-1930s was a ban placed upon the works of Russia’s own most promi-
nent modernists, and at the same time, a deliberate and complete isolation from
modernist movements throughout Europe.” After Stalin’s death in 1953, the be-
ginning of ‘the Thaw’ in the domain of arts and in Soviet society as a whole
made the technical and ideological conditions for artistic creation slightly less
repressive, which in turn initiated the processes of de-Zhdanovisation and re-
approachment to the West. The 1958 decree acknowledging errors in the notori-
ous resolution of 1948 confirmed the loosening of socialist realist dogma, al-
though it did not imply rehabilitation of formalism. Nevertheless, once started,
the process of modemisation and catching up with the rest of Europe could not
be stopped, and by the early 1960s the soil was already prepared for the intro-
duction of the Western avant-garde techniques.

4 Although ‘moderated modernism’ with various grammatical sub-variants is the term
most commonly used to describe this type of artistic discourse, many other more-or-less
synonyms have been in use. These range from descriptive to pejorative, depending on the
scholars’ theoretical and ideological positions. Some of them are: moderate mainstream,
moderately contemporary language, ostensibly moderate idiom, socialist aestheticism, academic
modernism, tempered modernism, middle-of-the-road, humanistic tradition, tonal music with false
notes, conservative-modern music, officially approved modernism, normal state of art, well-
adjusted art, etc. Compare: 1. Medi¢, ‘The Ideology of Moderated Modernism in Serbian Music
and Musicology’, Muzikologija No. 7 (2008), 279-294.

5 Compare: M. Suvakovié, Pojmovnik moderne i postmoderne likovne umetnosti i teorije
posle 1950. [Dictionary of Notions of Modern and Postmodern Visual Arts and Theory After
1950] (Belgrade/Novi Sad: SANU/Prometej, 1999), 194.

% L. Hakobian, 314.

7 In the course of 1930s and 1940s this isolationist policy did not do much harm to the
place of Soviet music in the broader context, since that was the period of consolidation and ‘mod-
eration’ of modemnist means throughout Europe. However, the first post-war decade witnessed a
radical turnover in the West-European artistic policy and ideology, and the occurrence of a gap
between Western and Eastern artistic ideals.



MODERATED MODERNISM IN RUSSIAN MUSIC AFTER 1953 197

However, what triggered moderated modernism most decisively was the
fact that the entire country’s policy in the periods of Khrushchev’s and
Brezhnev’s rule shifted from Stalinist offensive integrationism and isolationism
to defensive integrationism.® The state bureaucracy and artists ‘agreed’ on a
corresponding goal: to end isolation, leave behind backwardness and import and
‘domesticate’ Western economic and cultural knowledge.

So, the Thaw had begun, but most composers were unsure how to pro-
ceed from there, since the canon of Socialist Realism was still officially en-
throned, and remained so for the next two decades. Although the officials found
art music generally unharmful because of its ambiguous and abstract nature
(and therefore could tolerate excesses much easier than in more obviously mi-
metic arts such as film or literature), any attempt to establish continuity with the
pre-war avant-garde, or even ‘worse’, to explore the European avant-garde of
the time, was strongly discouraged. The general opinion among senior music
professionals was that composers should seek novelty, but without discarding
the traditional artistic means; also, that the gradual and continuous introduction
of new techniques’ was more desirable than an abrupt break with the past.'

¥ The terms introduced by G. Peteri: ‘A state socialist regime is characterized by isolation-
ism when its dominant discourses, policies, and institutions are geared to minimize interaction
with the outside world, especially with their systemic Other. [...] the period of Zhdanovschina
until the early 1950s is certainly characterized by offensive isolationism, discourses of Soviet
systemic and Russian national superiority asserted themselves [...]. Conversely, a state socialist
regime is rightly described as integrationist when its dominant discourses, policies and institu-
tions are geared to engaging in interaction with the outside world with a view to systemic expan-
sion or/and to learning and catching up. Offensive integrationism is probably the right charac-
terisation of Soviet expansion into East Central Europe from 1947 to 1952, and it went hand in
hand with an offensive isolationism manifest to their relation to the US and towards ‘Marshal-
lized’ Western Europe. [...] Finally, defensive integrationism was the dominant pattern, for exam-
ple, in Hungary’s (but also Poland’s and the USSR’s) cultural and academic relations with the
West during most of the 1960s.’ [emphasis mine] G Peteri, ‘Transnational and Transsystemic
Tendencies in the Cultural Life of State-Socialist Russia and East-Central Europe, Slavonica Vol.
10 No. 2 (2004), 119-121.

® The term ‘new” here has relative meaning, since in the USSR even neo-classicism could
be new, because that style had been labeled ‘formalist’ and bitterly suppressed beforehand. As
Yuri Kholopov noted, ‘The word “neoclassicism” is paramount nowadays to “conservatism”.
Back in the 1950s it was an ideological scarecrow, a sort of “formalism”. For at that time such
neo-classical Western composers as Hindemith and Stravinsky were forbidden and considered to
be dangerous.’ Y. Kholopov, ‘Andrei Volkonsky — the initiator: a profile of his life and work’ in V.
Tsenova (ed.), Underground Music from the Former USSR (Amsterdam: Harwood Academic
Publishers, 1997), 4.

' For example, David Fanning notes that Shostakovich *... tried to face both ways, even
in his public statements, welcoming and encouraging the new freedoms in general terms, but
warning against any rush to adopt new styles. [...] Shostakovich himself could no longer be
considered to be at the cutting edge of musical progressivism, even in his stylistically retarded
homeland. Rather, he was in the middle of the road, the one side of which had unexpectedly
shifted.” D. Fanning, Shostakovich's Eighth Quartet (Aldershot: Ashgate, 2004), 30 [emphasis
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Gradually, socialist realism evolved into moderated modemism — modemist
enough to promote the country’s relative openness towards world, but not radi-
cal enough to criticise and disturb the established order. As for the young
generation of ‘unofficial’ composers, as P. Schmelz notes, it ‘... became a matter
of catching up — trying to absorb and master “new” techniques that already had
established pedigrees in Europe and America. This generation was plagued by
the doubts of newcomers, an inferiority complex that affected both the composi-
tion and the reception of its music’.'' This attitude is very characteristic of
defensive integrationism. '

The existing literature rarely offers descriptions of the stylistic features of
moderated modemism, not just in Russia. Amold Whittall identifies three typi-
cal features of the works belonging to the ‘moderate mainstream’: 1) the dis-
tinction between consonance and dissonance (even though this is not an abso-
lute), 2) the identifiable presence of motivic or thematic statement and devel-
opment, and 3) the consistent use of rhythmic, metric regularity.'> However
relevant, this description is too simplified: not only did moderated modernism
comprise several, relatively independent, sub-styles, but it also evolved in the
course of two decades (especially since, after the demise of Khrushchev in 1964
and the beginning of Brezhnev’s détente, the conditions for music creation be-
came more liberal). Since these various types of moderated modemism in Rus-
sia overlapped, the categorisation is only provisional:

* neo-classicism;

* neo-romanticism;

* neo-expressionism;

* ‘polystylistics’;

» official serialism, ‘socialist realist serialism’;

« neo-folkloristic wave;

* neo-primitivism,;

* neo-religious/mystical wave.

Due to the limited scope of this paper, I will offer only a brief account on
some of these tendencies.

The first style to be rehabilitated after the Thaw was neoclassicism. Al-
though the anti-romanticism, detachment, irony and general anti-expressiveness
of neoclassicism were ‘ideologically’ opposed to the bombastic rhetorics of so-

mine]. See also: B. Schwarz , Music and Musical Life in Soviet Russia, Enlarged Edition 1917-
1981 (Bloomington: Indiana University Press, 1983), 340.

'''P. J. Schmelz, ‘Andrey Volkonsky and the Beginnings’.

12 About the Western reception of East-European moderated modernism, and various
streams of criticism directed towards it, see: 1. Medi¢, ‘The Ideology of Moderated Modernism’.

'* Whittall also claims that the works belonging to ‘moderate mainstream’ should refer
not only to tonality but also to the established genres of tonal composition. A. Whittall: ‘Individu-
alism and Accessibility: The Moderate Mainstream, 1945-1975" in N. Cook and A. Pople (eds.),
The Cambridge History of Twentieth Century Music (Cambridge University Press, 2004), 375.
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cialist realism, in comparison to other, more radical (dissonant, atonal) ‘formal-
ist’ trends, neoclassicism was perceived as relatively accessible. That is why
both Prokofiev and Shostakovich in the years preceding the Thaw, often ven-
tured into neoclassicism, despite the ban. As soon as Stravinsky, Prokofiev,
Bartok and Hindemith were ‘rehabilitated’ in the USSR, they emerged as con-
venient models for ‘modemising’ the realist idiom, and yet remaining accessible
and upbeat. In general, this line of moderated modernism, whose most notable
representative is Rodion Shchedrin (b. 1932) can be discerned in others (espe-
cially the, formally quite similar, polystylistic) by its generally cheerful and op-
timistic character (although not as bombastic as socialist realism), unpreten-
tious, ‘unserious’ and somewhat anarchic approach to music making, eclectic
assimilation of heterogeneous music(s) and the generally listener-friendly char-
acter of the music.

Within the neo-romantic stream, two relatively separate influences may
be distinguished: one of them originating from the German-Austrian late ro-
mantic symphonic tradition, most notably from Mahler, the other from the Rus-
sian symphonic music of the Belyaev circle. As early as the 1930s, Mahler be-
came one of the models for Soviet symphonism. As the dogma of socialist real-
ism spread all over the music community, Shostakovich discovered in Mahler a
prototype for a new symphonic model, which enabled him to keep things tonal,
accessible, rhetorical, and yet remain credible.'* Small wonder, then, that in
1953 Shostakovich reverted to a Mahlerian model and produced his first sym-
phony in eight years. The resulting piece, Tenth Symphony, is the first (the
only) considerable symphonic work written in the early Thaw years. Since the
process of modernisation had only just begun at that moment, the Tenth is quite
‘moderate’. Francis Maes believes the work to offer ‘the re-affirmation of offi-
cial aesthetics’, a ‘return to the model of heroic classicism’.'* However, al-
though the eclectic musical language of the symphony is by no means daring,
the complexity of symphonic process, the dense web of allusions and refer-
ences, and the avoidance of straightforward affirmation, made the work soundly
modern/ist enough to provoke fierce debate and challenge the cultural criteria.

The neo-expressionist stream developed as the composers who adhered to
neo-romanticism began to ‘sharpen’ the emotional tone of their works towards
expressionist tensions. Later on some of them introduced elements of twelve-

'* The following aspects of Mahler’s oeuvre served as models for Soviet/Russian
symphonism: 1) great philosophical-ethical Pathos, 2) grounding the symphony on song, 3)
linking expression at all costs to a distinctive emotio<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>