CPMNCKA
AKAZEMUJIA
HAYKA U
YMETHOCTH

Openemne
NIMKOBHE M
My3MuuKe
YMETHOCTH

MY3UKOJIOWKH



CPIICKA AKAJIEMHJA HAYKA U YMETHOCTH

HAYYHH CKYIIOBH
Kmwura CXXII
OJEJBEBE JIHKOBHE U MY3HUYKE YMETHOCTHA

Kmnura 6

MY3U4YKU MOJEPHU3AM
— HOBA TYMAYEA

360PHUK PAJJOBA CA HAYYHOI CKVYTIA OPXXAHOI"
O[] 11. 10 13. OKTOBPA 2007.

ITpumsseHo Ha Il ckynmy Onesbera JIHKOBHE H My3HYKE YMETHOCTH
ox 20. jyna 2008, Ha ocHOBY pedepara akaneMuka Jejana [Jecnuha
" Jumumpuja Cmeghanoeuha

YpeaHuIH
Axkanemuk JEJAH JIECIIUH
ap MEJIMTA MUJIUH

BEOI'PA]] 2008

MVY3UKOJIOLIKY UHCTUTYT CAHY



SERBIAN ACADEMY OF SCIENCES AND ARTS

ACADEMIC CONFERENCES
Volume CXXII
DEPARTMENT OF FINE ARTS AND MUSIC
Book 6

RETHINKING MUSICAL
MODERNISM

PROCEEDINGS OF THE INTERNATIONAL CONFERENCE HELD
FROM OCTOBER 11 TO 13, 2007

Accepted at the II meeting of the Department of Fine Arts and Music
of 20 June 2008, on the basis of the reviews presented by Academicians
Dejan Despic¢ and Dimitrije Stefanovic¢

Editors
Academician DEJAN DESPIC
MELITA MILIN, PhD

BELGRADE 2008

INSTITUTE OF MUSICOLOGY



Hznajy
Cpncka akademuja nayxka u
ymemHocmu
H

Mysuxonowxu uncmumym
CAHY

IIpeBoAHOLM H JIEKTOPH
3a EHIJIECKH je3HK
Charles Robertson,
Hean Jankosuh,
Esther Polenezer,
Becna Jaouh-)Kueojunosuh

TexHHYKH ypeaHHK
Topan Jarwuh

Ju3ajH KopHua
ITemap Munuh

Tupax
500

IliTamna
Kpajunarpa¢, beorpan

Published by
Serbian Academy of Sciences
and Arts
and
Institute of Musicology
of SASA

Translators into English
Charles Robertson,
Ivan Jankovié,
Esther Polenezer,
Vesna Dadic-Zivojinovié

Prepared for print by
Goran Janji¢

Cover design
Petar Mini¢

Number of copies
500

Printed by
Krajinagraf, Belgrade



CONTENTS/CAAPXAIJ

Academician Dejan Despié, Introductory AdQress ...............ueuweevvevveeerreeeceene
Axanemuk [lejan Jlecniuh, Ye00na pey Ha HQyUHOM CKYNY ........oveuencvvrennenenne.

Dr Danica Petrovi¢, Director of the Institute of Musicology,
INtroductory Greetings .............ccuvveeeveetsesscsenicssrecsissssensssecssasssessssssessaenes

Hp Hauuua IlerpoBuh, nupextop My3HKOJIOWKOT HHCTHTYTA,
I1030pasHa pey HaA HAYUHOM CKPRY .....ccccuvitiniisesssssessissssssssssssssssssssssssasssses

* Xk k¥

1. Jim SAMSON, EitREr / OF .....eeeeeeeeeeeeeeeeeeeceeccierecsvesensessssesssesessessssesssnsssens
IIum CamcoH, HMnu / unu

2. Vlastimir Trajkovié, Thinking the Rethinking (of the Notion of)
MOodernity (I MUSIC) ..........couvcureueeeeeieerenesrenieneiceneieseseseeseaessessaasssssasesssasses
Bnactumup TpajkoBuh, O npomuwwsarey (nojma) mooephumema

(y my3uyu)

3. Helmut Loos, From the Ideal to the Real. A Paradigm Shifi.......................
XeamyT Jloc, 00 udeannoz 0o peannoez. IIpomena napaduzme

4. Jonathan Cross, Paradise Lost: Neoclassicism and the Melancholia
Of MOAEIISM.........coecneeveeetreeeesecreneeiestrseesrestessesasesesseosssssssasansesssssaseesssans
Llonatan Kpoc, Heoxnacuyuzam u menanxonuja mooeprusma



10.

1.

12.

13.

Max Paddison, Centres and Margins: Shifting Grounds

in the Conceptualization of Modernism ......................cccccvrecrinncnniiininnens 65
Makc ITagucoH, Ljenmpu u mapeune: necucypro mae

3a KOHYenmyanu3ayujy MooepHusma

Katarina Tomasevi¢, Musical Modernism at the ‘Periphery’?

Serbian Music in the First Half of the Twentieth Century .................c......... 83
Karapuna Tomamesuh, My3uuku modepnuszam Ha ,,nepugpepuju *‘?

Cpncka my3uka y npsoj nonosuru XX eexa

Biljana Milanovié¢, Orientalism, Balkanism and Modernism

in Serbian Music of the First Half of the Twentieth Century..................... 103
busbana Munanosuh, Opujenmanuzam, bankanusam

U MOOepHU3aM y CpNCKOj My3uyu npee nonoeutre XX eexa

Nadezda Mosusova, Modernism in Serbian / Yugoslav Music

between Two WOrld Wars...............ceevecevinnicensnsinreniininecssssesesessssnnens 115
Hanexna MocycoBa, Modepruzam y cpnckoj u jyzocnoeenckoj

My3uyu usmelly 0ea céemcka pama

Melita Milin, Musical Modernism in the ‘Agrarian Countries of South-Eastern
Europe’: The Changed Function of Folk Music in the Twentieth Century ....121
Menura Munun, Mysuuku modeprusam y ,, Aepaprnum 3emmama
Jyeoucmoune Eepone “‘: npomena gpynxyuje gponxnopa y XX eexy

Laszl6é Vikarius, A novarum rerum cupidus in Search of Tradition:

Béla Bartok'’s Attitude towards Modernism....................occeeeceveereecunerunnn. 131
Jlacno Bukapujyw, Novarum rerum cupidus y nompa3u 3a mpaduyujom:
ooHoc bene bapmoka npema moOepHusmy

Jarmila Gabrielova, Vitézslav Novadk’s Boute [The Storm] op. 42:

A Central Work in Czech Musical Modernism.....................ouuueeveeruvenn. 155
Japmuna I'abpujenosa, Bypa on. 42 Buhecnasa Hoeaka: yenmpanno

0e/10 YeuKoz My3u4Koz MOOepHu3IMa

Katy Romanou, Total Capitalism versus Total Serialism.......................... 179
Keru Pomany, Tomannu kanumanuzam npomue momanxoz cepujarusma

Vesna Miki¢, Aspects of (Moderate) Modernism in the Serbian Music

OF BRE 19505 ...ttt ettt see s se st s ste e s e ssenaenens 187
Becna Mukuh, Budosu (ymepenoz) mooeprusma y cpnckoj my3uyu
nedecemux 2o0una XX eexa



14.

15.

16.

17.

18.

19.

20.

21.

Ivana Medié, Moderated Modernism in Russian Music after 1953........... 195
Hana Meauh, Ymepenu mooeprusam y pycxoj myzuyu
nocne 1953. 200une

Maria Kostakeva, Problems of Terminology and Verbal Mediation

Of NEW MUSIC ...t see et st senseestesassnsessesessaessssesssesacsnssssssnen 205
Mapuja KocrakeBa, IIpobaemu mepmunonozuje u éepbarna

Meodujayuja Hoee My3uKe

Mirjana Veselinovi¢-Hofman, Revisiting the Serbian Musical

Avant-garde: Aspects of the Change of Reception and of Keeping

History ‘Under CONtrol ..............eeeeeveniensensencensinseneessssessssseeessesssssessass 211
Mupjana Becennnosuh-XodmMan, ITonoeo y cpnckoj mysuukoj

aeanzapou: acneKmu npoMeHe peyenyuje u ,,KOKmpona ucmopuje

Leon Stefanija, Calibrating Modernisms: the Idea(l)s of Musical

Autonomy in Slovenian Contemporary MUsic................oucervvenseecccsirenses 219
Jleon Credanuja, Karubpuparee modepruzama: uoeje / udeanu

My3UyKe aQymoHOMUje y Ca8pemMeHoj C108eHAYKO] My3uyu

Hartmut Krones, Sprachkompositionen in der Musik

des 20. Jahrhunderts, insbesondere am Beispiel Osterreich..................... 231
XaprmyT Kponec, I'osopre komnoszuyuje y mysuyu XX eexa,

Ha npumepuma u3z Aycmpuje

Jelena Jankovié, Structure — Meaning and Implementation

of the Term in Theoretical and 'Musical’ Structuralism ........................... 247
Jenena Jankosuh, Cmpykmypa — 3uaveroa u ynompebe mepmura y
meopujcKoM u ,, My3u4Kom *‘ cmpykmypanusmy

Alastair Williams, Modernism in Germany after 1968:

Kagel, Rihm and Lachenmann .....................c..ocovvuvivunvirivncvcnunvnscsscnensinnes 265
Anecrtep Bunujamc, Mooeprusam y Hemaukoj nocae 1968. 2ooune:

Kazen, Pum u Jlaxenman

Dragana Jeremi¢-Molnar and Aleksandar Molnar, Echoes of Modernism

in Rock Music of the Late Sixties and Early Seventies. The Influence

of Karlheinz Stockhausen on Early Works of the German Group ‘Can’...271
Hparana Jepemuh-Monnap u Anekcanaap Monnap, Odjeyu modepre

Y DOK My3uyu KacHux uiesdecemux u pavux ceoamoecemux 200uHa

XX sexa. Ymuyaj LlImokxay3sena na pane padoee nemauke zpyne ,,Can*



22. Marija Masnikosa, Radical (Modernist) Minimalism between
Neo-Avant-Garde and Postmodernism .....................cccceevecvevnsceuenenennens
Mapuja Macuukoca, Paduxkannu (Mooeprucmuyku)

MuUHUManusam usmehy Heoaeanzapoe u My3u4Ko2 NOCmmMOoOepHUIMA

23. Gorica Pilipovié, The Tradition of Opera and the New Music Stage
Works by Young Serbian COmPOSErs ..............owceeeuvveneecunrericcrinisennesinsesanns
l'opuua Mununosuh, Tpaduyuja onepe u Hoéa My3uuko-cyeHcka
ocmeaperba M1aoux CpncKux KOMno3umopa

24. Roksanda Pejovi¢, Mihailo Vukdragovi¢ and his Attitude toward
the Contemporary Tendencies in Music (1920-1980).........................c......
Pokcanpga IlejoBuh, Muxauno Byxdpazosuh u wez06 00Hoc npema
caspemenoj myzuyu (1920-1980)

* X Xk

INOEES ON CONIPIDULOTS c....eneeeeeeeeeeeeeeireeeseeeerereessrseesesssssssessssesssssesessossansesessssns
Aymopu

INAEX Of NAMES .......cureeeerieercirteceeireeeesee ettt essssnee s staseessasnasanenens



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.
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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 emotional character in the music, 4) an exceptional
command of the apparatus of the orchestra and the human voice. See L. Botstein: ‘Listening to
Shostakovich’ in L. E. Fay (ed.), Shostakovich and His World (Princeton/Oxford: Princeton Uni-
versity Press, 2004), 372.

'* Francis Maes, A History of Russian Music (From Kamarinskaya to Babi Yar), transl. by
A. J. Pomerans and E. Pomerans (Berkeley/Los Angeles/London: University of California Press,
2002), 357-358.



200 Ivana Medi¢

note and serial techniques, but never according to the rules of serial composi-
tion. Shostakovich’s turn to note-rows in the mid-1960s was a somewhat logical
extension of his already chromatic language, and in these works he delineated
the semantic/programmatic field of twelve-note themes, mostly used to sym-
bolise the fearful, obscure, shadowy aspects of human existence.'®

As one of the heirs of the ‘humanist’ symphonic tradition (and Shostako-
vich’s pupil), Boris Tishchenko (b. 1939) tried to communicate an ethical message,
usually by confronting contrasting types of musical utterance having different
‘ethical indices’. Valentina Kholopova branded his expressive urge ‘the universal
outcry’, even claiming that ‘this outburst is stronger and more desperate than the
one produced, for instance, by the (twentieth) century Viennese expressionists.’'’
However, Tishchenko’s prime influences were Prokofiev and Stravinsky, and
his relation to expressionism was to a great degree mediated by Shostakovich.
Although he went on to embrace a whole range of avant-garde procedures, and
even invented some of his own, he always applied them in a typically ‘Russian’
manner, not as abstract ‘meaningless’ techniques, but as symbols, suitable for all
sorts of illustrative and expressive effects; and in doing so he never departed
from Shostakovichian symphonic tradition.

The years of ‘defrosting’ ideological pressures led to the emergence of
the so-called ‘Second avant-garde’. Members of this generation'® felt the urge to
discover ‘new’ sound worlds, whether those of pre-war modernism, post-war
Western avant-garde or their country’s own modernist past — in short, all kinds
of ‘formalist’ music that had been banned for decades. They tried out and
adopted various ‘new’ compositional methods, in a highly idiosyncratic man-
ner."” Both foreign and domestic critics attacked the ‘young composers’: the
Westemers finding this music too ‘Russian’, as they only noticed its ‘historical
lateness’ and ‘stylistic impurity’. On the other hand, Soviet art officials mocked

16 Schmelz argues that Shostakovich employed twelve-note themes in his works from the
1960s as: 1) catalysts of harmonic instability and atonality, 2) condensed “signifiers™ of harmonic
instability or atonality that needed to be quickly “resolved”, 3) a means of creating an effect of
long-term shifting instability, only occasionally landing on semi-stable ground, 4) a clear,
condensed opposition to tonal writing, or 5) a wash of sound, akin to the noise experiments of the
Polish avant-garde. Compare: P. J. Schmelz, ‘Shostakovich’s “Twelve-Tone” Compositions and
the Politics and Practice of Soviet Serialism’, in L. E. Fay (ed.), Shostakovich and His World,
308-309.

17 V. Kholopova: ‘Boris Tishchenko: striking spontaneity against a rationalistic back-
ground’, in Tsenova (ed.), Underground Music from the Former USSR, 51.

'® Notable members of this generation were: Edison Denisov (1929-96), Alfred Schnittke
(1934-98), Sofia Gubaidulina (b. 1931), Arvo Pirt (b. 1935), Valentin Silvestrov (b. 1937) and
many others.

' Schmelz notes that: ‘They desperately wanted to emulate the West [...]. It was only
when they gained fuller access to twelve-tone scores from the West in the 1960s and 1970s that
they realized they had been doing it “incorrectly.”” Schmelz, ‘Andrey Volkonsky and the begin-
nings’.
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the ‘young composers’ for unsuccessfully imitating what the Western avant-
garde had already done.”” One might argue that this ‘local avant-garde’?' actu-
ally belongs to moderated modernism, for both technical and ideological rea-
sons. Firstly, its artistic means were only novel (and ‘shocking’) in the local
environment. It emerged through the process of gradual assimilation of new
technical means, and not through radical and organised artistic revolution. Be-
sides, it never really questioned the entire ideology of Soviet moderated mod-
ernism, which could be described as the defensive-integrationist determination
to open towards Europe and ‘modemise’ and actualise Soviet culture, but not at
the cost of destroying the existing institutions of musical and cultural life, and
without calling for the radical denial of tradition. But although Soviet officials
and foreign audiences had no illusions about the novelty of the young Soviets’
compositions,”> what made them sound ‘avant-garde’ to domestic ears were not
only the (relatively) new techniques they introduced, but even more, the com-
posers’ anti-conformist attitude, ‘unofficial’ status, rebellion a§ainst the estab-
lishment, and the courage to embrace the banned techniques.” Another ‘new’
feature was the fact that they (at least in the beginning) departed from realist
gestures and turned to abstract, ‘non-expressive’, ‘formalist’ compositional
models. So, if we apply only musical criteria, the ‘Second avant-garde’ was yet
another type of defensive integrationism; but in the Soviet context it indeed

2 Reflections of this attitude can be seen even in relatively recent publications. For exam-
ple, Mikhail Tarakanov asserts that: “... the very existence of the avant-garde in Russian music at
the turn of the 1960s could be questioned... [...] All these [Western, avant-garde] trends found
their expression in the music of Soviet ‘avant-gardists’ as mere reverberations, being used in
more than moderate, sometimes even in homeopathic doses. As for the main attraction for the
young composers, their ears and minds were primarily preoccupied with the classical, Schoen-
berg's dodecaphony, which by that time had been a long stage past and gone for Western musi-
cians.” [emphasis mine] Mikhail Tarakanov, ‘A drama of non-recognition: a profile of Nikolai
Karetnikov’s life and work’ in V. Tsenova (ed.), Underground Music from the Former USSR, 102.

2! M. Veselinovi¢-Hofman introduced the notion of ‘local [or pseudo) avant-garde’ to de-
scribe local versions/receptions of European post-war avant-garde(s) in the countries ‘outside’
European artistic ‘centre’ in: M. Veselinovi¢, Stvaralacka prisutnost evropske avangarde u nas
[The Creative Presence of European Avant-Garde in Serbian Music] (Beograd: Univerzitet umet-
nosti, 1983), 33-34.

2 Again, Tarakanov’s writings offer a good example: ‘It did not matter that this music
was often of secondary nature, nor that it merely repeated the composition procedures discovered
by such masters of the foreign cultural centers as Boulez, Nono, Stockhausen, Ligeti, Lutostawski
and other major and minor gods of the avant-garde. The prime value of this music for the West
was due to the very fact that it had been written over there, in snow-white Russia and therefore it
was entitled to indulgence on the part of strict arbiters making allowances for the inevitable
provinciality of the neophytes...’ [emphasis mine]. M. Tarakanov, ‘Vyacheslav Artyomov: in
search of artistic truth’ in V. Tsenova (ed.), Underground Music from the Former USSR, 145-146.

3 Peter J. Schmelz investigated the unofficial status of these composers in: ‘Shostako-
vich’s “Twelve-Tone” Compositions’, 308-353. He observed that ‘The unofficial composers were
not only younger, but politically and musically set apart from other Soviet composers. “Unof-
ficial” is not only a generational distinction, but a political, social, and stylistic one.’ Ibid, 323.
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produced an avant-garde impact and gradually changed the profile of the coun-
try’s musical scene.

The breakthrough of the ‘Second avant-garde’ in the early 1960s was a
major shock, not only for the representatives of the official socialist realist line,
but also for prominent moderated modemists of the older generation, because
they suddenly found themselves old-fashioned and irrelevant to youngsters. A
key example here is Shostakovich himself, and his very personal adoption of
note rows was an attempt to re-bond with the young and become relevant again.

The infatuation with dodecaphony and serialism of young Soviet com-
posers did not last long, as they soon grew dissatisfied with the abstract ap-
proach to composition. As early as the mid-1960s they were trying out the most
divergent compositional devices, and even more so, exploring their potential to
convey meaning and transmit political, philosophical and ethical messages more
directly and expressively. Hence the composers turned to (what else) —
Shostakovichian allusions, quotations, hidden messages craving for hermeneuti-
cal interpretation — only this time around using a variety of contemporary com-
positional techniques, and often superposing them in a deliberately crude man-
ner. Consequently their styles evolved in the direction of re-assessing the entire
traditions of European artistic, liturgical, popular and folk music(s). In 1971
Alfred Schnittke ‘baptised’ the new, eclectic trend as ‘polystylistics’.* As Rich-
ard Taruskin notes, ‘Like so many composers in the 1970s [...] Schnittke aban-
doned serial technique out of a conviction that no single or “pure” manner was
adequate to reflect contemporary reality, and that stylistic eclecticism [...] had
become mandatory.’®® The Soviet polystylistics went on to become a major
trend and a good export product — as its emergence coincided with the shift of
cultural paradigms in the Western societies and the emergence of postmodern-
ism. It is also worth noting that, ever since the mid-1960s and throughout
1970s, the most prominent ‘official modernists’ and ‘unofficial avant-gardists’
(such as Shchedrin and Schnittke respectivelly) were writing rather similar mu-
sic: however, in his public appearances Shchedrin propagated the ideology of
moderateness (and was quickly promoted into the highest ranks of the Compo-
sers’ Union), while Schnittke chose to point to hypocrisies in artistic evaluation,
confront the officials and let his works get premiered in the West — which made
him persona non grata with the officials. The difference between the official
and unofficial composers was predominantly a matter of the ideological position
of the authors, their rhetorics and autopoetics, and the role they chose to play
within the country’s musical community. Still, it was precisely the more ad-
venturous among the ‘official’ composers, such as Shchedrin himself, who ac-

** Al Schnittke, ‘Polystylistic Tendencies in Contemporary Music’ in A. Ivashkin (ed.), 4
Schnittke Reader, transl. by John Goodliffe (Bloomington: Indiana University Press, 2002), 87-90.

%5 R. Taruskin, The Oxford History of Western Music. Vol. V ‘The Late Twentieth Century’
(Oxford/New York: Oxford University Press, 2005), 465.
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tually contributed to the final ‘rehabilitation’ of avant-garde devices in the eyes
of suspicious Soviet cultural officials. In his popular oratorios Poetorio (1968)
and Lenin in Folk’s Heart (1969), Shchedrin proved that it was possible to
combine the advanced Western techniques with Russian folklore and ideologi-
cally ‘correct’ texts. Besides, Hakobian notes that the supposedly ‘non-con-
formist’ Schnittke was not among the victims of the 1960s anti-avant-garde
campaign, and that a good deal of the Soviet intelligentsia regarded him as an
irreproachable representative of their class, ‘who, in the era of overall ethical,
intellectual and spiritual decadence kept on speaking to the public about eternal
matters in a rich, meaningful, and yet fully intelligible language.’®® This is an
almost exact moderated modernist’s position, and in that respect Hakobian
rightly compares the significance of Schnittke for his contemporaries to that of
Shostakovich a couple of decades earlier.

As for the problem of the final evaluation of moderated modernism, it
cannot be addressed here, as that would require examining the emergence of
postmodernism in the West, and the consequences of the changing of political,
cultural and ideological contexts and paradigms on both sides of the Cold War
divide. These changes brought forth the critiques of the avant-garde in the West
and, consequentially, altered the profile of both art music and its criticism and
historiography. In any case, calling someone a moderated modemnist is not such
an insult anymore; one might say today that Russian moderated modernism was
neither good nor bad, or it was both, depending on the ideologies brought to
bear on it which, in turn, determine one’s criteria for evaluation.

Heana Meouh

YMEPEHU MOJIEPHU3AM Y PYCKOJ MY3HULI1
IMNOCIJIE 1953. TOAHUHE

Pesume

HakoH kpahe pacnpaBe 0 MojMy yMepeHOr MOJEpHH3Ma, Y paay ce Kia-
CHOHKYjy pa3MYHTH THUIIOBH PYyCKOT yMepeHor moaepHu3Mma nociue 1953. ro-
JMHE H NIOTOM YKPaTKO aHAJIM3HPajy HEKH O BbHX (HEOKJIaCHIIH3aM, HEOPOMaH-
TH3aM, HEOEKCTIPECHOHH3aM H “‘ipyra aBaHrapaa”). CtasmuHoBa cMpT 1953. ro-
JIMHE 03HaYMJIA je MoUeTaK pa3fnobiba y KOjeM Cy YCIOBH 338 YMETHHYKO CTBapa-
nawTBo Y Pycuju (u untaBom CosjerckoMm CaBe3y) nmoctaiu HEWTO THOepanHu-
JH, Te je — HaKOH rOTOBO JBE ACLEHHjE MOTMYHE H30MalHje O MOAEPHHCTHUKHX

26 . Hakobian, 282.
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nokpera mupoM EBpone — HHHUIHpaH npolec NoOHOBHOr npubimkaBama 3amna-
ny. Mana nekper u3 1958. roauHe (KojuM Cy MpH3HaTe Ipellke 03/10r/alieHe
XnanoribeBe pesonynuje u3 1948. roaMHe) HHje 03HAYHO M HAMyIUTame JOK-
TPHHE COLHjaIHCTHIKOT Peaiu3Ma, jeIHOM 3anodYeT MPOLEC MOAEPHH3alIHje BH-
e Huje 6uiio Moryhe 3aycraBuTH. Beh nodyerkoM me3seceTHx roaHHa npHpe-
MJBEHO j€ TJIO 3a yBol)eme HajcaBpEMEHHjHMX KOMMO3MLMOHUX TeXHHKA. Mely-
THM, BehiHHa PYCKHX KOMIIO3HTOpa CMaTpala je Aa nmoce3ame 3a “HOBHMHaMa’ He
Tpeba 1a 03HAYM M HAMyIITame TPAAHLMOHATHUX GOPMH U M3paKajHHUX Cpea-
CTaBa, Te Ja je MOCTENEHO H KOHTHHYHPAHO YBOleHhe HOBHX TEXHHKA MOXEJb-
HHje 0l pagMKaIHOr packuja ca npouuiomhy. [TocTeneHo, COLHjaTHCTHIKH pe-
aM3aM je eBOJIyHpao y YMEPEHH MOJEPHH3aM — JOBOJbHO “MojepaH” aa adup-
MHIIIE peJaTHBHY OTBOPEHOCT HOBOT PEXHMa, aJlM HEJOBO/LHO PaJHKaJlaH ja
MCTHHCKH Y3/ipMa eTablMpaHH KyJTypHO-yMETHHYKH (M NOJMTHYKH) MOpeax.
3ananHOEBPONICKH KPHTHYapH YTJIaBHOM Cy yO4aBajM HEraTHBHE CTpPaHE yMe-
PEHOT MOAEPHHM3MA, HETOBO “UCTOPHJCKO Kalllibeme” U “CTHIICKY HEYHCTOTY;
MmelyyTHM, carjielaH y KOHTEKCTY COBjETCKE My3HKe Tor 106a, 0Baj “cTuin” je He-
CYMIHBO MMao H NO3HTHBHHX CTpaHa H JOMPHHEO je MOCTENEHOj H3MEHH Mpo-
¢Hna LeNOKyTIHE pyCKe My3HIKE CLICHE.
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