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EDITORIAL

It is a well known that music and musicians have always been mobile,
constantly in touch with other musical environments and traditions. Resea-
rch into the numerous transformations of musical practice caused by those
migrations proves to be inspiring for musicologists. Traces of migrations
can be discovered in music, in the ways it is played and composed, and tho-
se traces can sometimes unveil unusual stories. In choosing musical migra-
tions to be the main theme of this issue we were aware that we would only be
able to focus on a few problems that belong to this immense field of research.

Two ethnomusicological articles attest to the crucial importance of
obtaining a deep acquaintance with the history of migrations in order to
draw valid conclusions in this discipline. The tragedy of forced migrations
of different populations in the 20th century, caused by political events and
wars, often unexpectedly benefited the cultures of the peoples that hosted
them. Such cases are examined in the two articles devoted to the role of the
Russian musical emigration in improving the performing standards on the
Yugoslav opera and ballet stages between the two world wars. The fruitful-
ness of such contacts are further demonstrated in the articles on the activities
of Italian musicians in Greece and Greek musicians in Italy in the 19th cen-
tury. The last contribution in this rubric observes the effects that residence in
the United States had on the outstanding musician Dimitris Mitropoulos.

The authors of the three articles in the Varia rubric deal with contem-
porary music. One article is an analytical presentation of the art of synthesis
�������
	�����������
�����������������	���	
�$�%��
� ���
����
��������
of the artist's 70th birthday. The other articles deal with the term of musical
texture, essential for understanding the music of the last decades, and a
recent work by Adriana Hölzsky. The remaining texts are committed to
church music topics and rethinking socialist realism.

%����������!�����&'����
��������!����������������	������
�
��uis-
hed personality in Serbian and Yugoslav musicology, and a long time mem-
ber of the Musicological Institute, we are publishing a modest hommage.

We had also planned to mark the 80th anniversary of the birth of Dr
���"
���#����	
���������������"�������������!���"��������$�(�����������
the beginning of this year has obliged us to pay her a tribute in an obituary.
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THE HISTORY OF THE THREE-PART
BAGPIPES IN THE LIGHT OF MIGRATIONS

(Summary)

Three-part bagpipes could be designated as multinational musical instruments,
since they are and were found in Serbia, Croatia, Hungary, Slovakia, the Ukraine
and Romania. In order to determine the movement of their circulation in the past, it
is important to investigate the influences that the different cultures had on one
another. The central area of the vast territory where they were used coincides with
the territory of Hungary when it was part of the Austrian Empire. From that fact it
can be deduced that the presence of bagpipes as a common cultural element was the
result of the influence of the Hungarian conquest. Another interpretation is based on
data concerning Serbian migrations. The area where three-part bagpipes are spread
significantly coincides with that of Serbian cultural influences. This finding is
supported by linguistic research. The instrument related to bag-pipes, the double
clarinet ("diple"), a traditional instrument of the Serbs, and the singing "on the bass"
(a vocal counterpart of the harmonical structure of three-part bagpipes), mark the
musical features that are characteristic only of Serbs and Croats, and are not found
among other peoples that use three-part bagpipes. It is a delicate matter to
differentiate the roles of those two peoples because of their common origins and
centuries of close proximity on the territory that has recently gained the status of the
republic of Croatia. However, on the basis of known data it seems that the key-role
was played by Serbs. Such research is important for investigating typologies and
stylistic stratigraphies of Serbian traditional music.
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ABOUT THE MELODIC TYPE OF THE SONG ��� !�� !
AND ABOUT ITS GEOGRAPHICAL DIFFUSION

(Summary)

The paper considers a melodic type which has been recognized in three regions
in Serbia: as a melodic pattern for two spring songs in the region of Crnore)*�
(Eastern Serbia); in a �����������, ������������and in several wedding songs in the
region of Preševo and Bujanovac (Southern Serbia); and in the old town of Prizren
(Metohija region) where the same melodic type has been recorded as the first part of
numerous wedding songs. These groups of variants are similar in the course of the
melody, in their ritual function, monophony and ceremonial character. They differ
on the level of form, meter, ornamentation and, partly, of metric organization
(number of syllables) of the verse.

The similarity of these melodies might be explained by the metanastic streams
from the southern areas to the north. Migrations were permanent throughout the time
of Turkish occupation (from the 15th century onwards). One of the oldest streams,
+�
���������������������
����!�,�����)*������������!��"���
���������
����!�-��	�
and Metohija. The inhabitants from this region migrated both to the North – to
different parts of North and East Serbia – and to the East + to the region of Preševo
and Bujanovac. Also, the region of Preševo, together with two smaller river valleys
(South Morava and Moravica), is considered to be a middle region between the two
big river valleys of Morava and Vardar, significant as directions of migrations
towards the North.

It may be concluded that this melodic type was brought to the North by
migrations as an important and still vital element of the old Southern Serbian ritual
tradition.

On the other hand, there is another group of variants within this melodic type,
diffused in other parts of Serbia, with the function of entertainment and in the
physiognomy of the songs na bas – of newer rural Serbian vocal style. The trace of
these variants should be investigated in the future.

UDK : 784.4 (497.11) : 398.8 (497.11+11/+12)
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Ekaterini Romanou

ITALIAN MUSICIANS IN GREECE
DURING THE NINETEENTH CENTURY

Abstract: In Greece, the monophonic chant of the Orthodox church and its
neumatic notation have been transmitted as a popular tradition up to the first
decades of the 20th century. The transformation of Greek musical tradition to a
Western type of urban culture and the introduction of harmony, staff notation and
western instruments and performance practices in the country, began in the 19th

century. Italian musicians played a central role in that process. A large number of
them lived and worked on the Ionian Islands. Those Italian musicians have left a
considerable number of transcriptions and original compositions. Quite a
different cultural background existed in Athens. Education was in most cases
connected to the church + the institution that during the four centuries of Turkish
occupation kept Greeks united and nationally conscious. The neumatic notation
was used for all music sung by the people, music of both western and eastern
origin. The assimilation of staff notation and harmony was accelerated in the last
quarter of the 19th century. At the beginning of the 20th century in Athens a
violent cultural clash was provoked by the reformers of music education, all of
them belonging to German culture. The clash ended with the displacement of the
Italian and Greek musicians from the Ionian Islands working at the time in
Athens, and the defamation of their fundamental work in music education.

Key-Words: Greek music, Italian music, music education.

A discord of East and West is involved in most Eastern European Ort-
hodox peoples’ search for national identity.

Its effects can hardly be more perplexing than they appear in Greek mu-
sic, where the monophonic chant and its neumatic notation have been han-
ded down (not revived) to this day, parallel with the gradual, unobstructed
assimilation of harmony.

Greek music historians, after the turn of the 20th century, when the
country was definitely oriented towards the West, adopted the principles and
methods of Western music historiography. Involved in a search for national
geniuses and masterpieces, they did not give due attention to many
fascinating manifestations of the transformation of Greek musical traditions
to a Western urban culture. Italians played a central role in that trans-
formation, although remaining undistinguished in Italy. However, their past
may be traced thanks to the catalogues and other reference works produced
recently by Italian musicologists.
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The adventurous Italians coming to Greece confronted the most contra-
dictory and unconventional situations. After all, Christian Greeks lived du-
ring long periods under rulers of very different (arguably opposing) cultures.

The most enduring domination was under the Venetians (since the
thirteenth century) and the Ottoman Turks (since the fourteenth century),
who, but in a few cases succeeded the Venetians (in the seventeenth centu-
ry). Only some of the Ionian Islands (located in the Ionian Sea, south of the
Adriatic) + including Corfù, the largest and most densely populated + were
never dominated by the Ottoman Turks. There, the Venetians were
succeeded by the French; in 1814 the English assumed their "protection" –
as was the term –and in 1864 the Ionian Islands were united with Greece,
liberated after the 1821 Revolution.

The Ionian Islands developed a musical tradition that was distinguished
through the assimilation of harmony by the people, the incorporation of a
western repertory in popular tradition and a most effective public music
education. And yet, this was the only Greek area with a sovereign aristocra-
tic class.

The Serene Democracy of Venice allowed the self declared local mem-
bers of a Corpo di Nobili to adopt for themselves all the privileges they wis-
hed, in a treaty of mutual tolerance.

1
 The Greek Nobili lived as luxuriously

�������������������������������������������������������
" Members of the Corpo di Nobili were educated at Italian Schools founded for the
Venetian settlers in Corfù and the other cities, as well as at Italian Universities especially
in Venice and Padua. The Venetians did not permit the foundation of Greek schools on
the islands. No Venetians lived in the villages, where there were no schools at all.
Consequently, in the cities by the end of the 18th century, the Italian language was both
the formal and the every-day language of all Greeks, but the villagers’ language and
traditions were untouched by Italian influences. Ioannes Capodistrias, a native of Corfù,
the first governor of Greece, former minister of foreign affairs of Alexander II of Russia,
described in those words the Venetian governing policy in a document submitted to the
English Parliament in 1841: "The Venetian government ruled the islands through
corruption. The governors belonged in the class of nobles. [...] Giving privileges and
earth to the nobles, the Venetian government armed this class with the means to buy the
peoples’ conscience turning immorality and corruption into a well working system.
Dreading the superiority of the Greek spirit [...] it never allowed the foundation of public
schools. Only in Venice and the University of Padua [...] they were able to study."
(Quoted in a Greek translation in Tryfon, E. EUANGELIDES, He Paideia epi Turko-
kratias (Education during the Turkish domination), vol. II, Athens, A.P. Chalkiopoulos,
1936, pp. 192+193. The same is published in Spyridon THEOTOKES’ study on
education in the Ionian Islands up to their union with Greece, entitled He Ekpaideusis en
Heptaneso (1453+1864) [Education in the Heptanesos (1453+1864)], Corfù, Kerkyraika
Chronika V, 1956, p.14. See also a comparison with the social conditions of the Greeks
under the Ottomans, in Constantinos SATHAS, To en Zakyntho Archondologion kai oi
Popolaroi [The Nobility and the Populace in Zakynthos], Athens, Th. Gyftakes K.
Kamarinopoulos, 1962, pp. 3+5. Also, in Marios PIERRES, Autobiography, vol. I,
Florence, 1850, p. 19, we read: "In Corfù there was no public education [...] not one
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did the Venetians and participated in all their glittering festivities, 
2
 a fact

that bred and sustained amorality and class antagonism that shocked many
visitors, Greeks and foreigners. The theater was part of their entertainment,
and the San Giacomo theater of Corfù (the first modern Greek theater) was
built in the 1720s.

3
 Regular opera seasons are recorded from 1771 onwards.

4

Thereafter, Italian visiting groups performed in Autumn and Carnival
periods, through the entire 19th century. Procuring a box in the theater was a
matter of family prestige for the Greek nobles, and machinations to that end
are documented in the city’s archives.

5
 Among descriptions of opera perfor-

mances in San Giacomo, the earliest are given by a young Frenchman,
André-Grasset Saint Sauveur, living on Corfù and other islands from 1781
to the 6th year of "la republique française" (that ended on 22 September
1798). He speaks of the impressive San Giacomo hall, lit by candles reflec-
ted in a large number of mirrors,

6
 and of the noisy atmosphere during its

performances, much too similar to contemporary descriptions of opera halls
and performances in Italy.

7
 Sauveur says that the box holders played cards,

���������������������������������������������������������������������������������������������������������������������������

library, not one printing house, not even a bookseller [...] Grammars and dictionaries
were sold at the drugstores..."
2 On Venetian festivities in Corfù, see Alike NICEPHOROU, Demosies teletes sten
Kerkyra kata ten periodo tes Venetikes Kyriarchias. 14os-18os ai. [Public rites in Corfù
during the period of the Venetian domination. 14th-18th c.], Athens, Themelio, 1999.
3 In fact, the building that was transformed into a theatre, a loggia where the noble
Venetians met, was built in 1663+1691 (!). See Laurentios VROKINES, On the con-
struction of the Loggia in the city of Corfù and its transformation to a theater 1667+
1799, Corfù, 1901, republished in L. Vrokine Erga [L. Vorkine’s Wroks], vol II, Corfù,
Kerkyraika Chronika XVII, 1973, pp.263+281.
4 The earliest recorded opera performance was given by an Italian group in 1733. It
was the "drama per musica" Gerone [or Hierone] Tiranno di Siracusa. On the operas
played in San Giacomo before the 19th century, see: "Corfù" in Claudio SARTORI, I
Libretti Italiani a Stampa dalle Origini al 1800, Catalogo Analitico, Con 16 Indici,
Milano, Bertola & Locatelli, 1993; Platon MAVROMOUSTAKOS, "To Italiko Melo-
drama sto Theatro San Tziakomo tes Kerkyras (1733+1798," ["The Italian opera in the
San Giacomo theater of Corfù (1733+1798)"], Parabasis, vol. 1, (Athens 1995), pp.147+
191; Gerasimos CHYTERES, He Opera sto Theatro tou Santgiacomo tes Kerkyras. Enas
makrys Katalogos [The Opera at the San Giacomo Theater of Corfù. A long catalogue],
Corfù, Demosieumata Etaireias Kerkyraikon Spoudon, 1994.
5 See Demetrios KAPADOCHOS’, To Theatro tes Kerkyras sta Mesa tou ��’ aiona,
[The theater of Corfù in the mid 19th century], Athens, 1991, especially pp. 119+120.
6

Voyage Historique, Litteraire et Pittoresque dans les Isles et Possesions ci-devant
Venetiennes du Levant, savoir : Corfou, Paxo, Bucintro, Parga, Prevesa, Vonizza, Sain-
te-Maure, Thiaqui, Cephalonie, Zante, Strophades, Cerico et Cerigotte..., vol. II, Paris,
Tavernier, " an VIII de la republique francaise " [22 Sept. 1799+22 Sept. 1800]), p. 203.
7 See: William BECKFORD, The Travel-Diaries of William Beckford of Fonthill vol. I
(written also in 1781), Cambridge, 1928, pp. 251+253; also, Charles BURNEY’s descrip-
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flirted, ate, and paid visits to each other’s boxes. No one seemed to care for
the performance, but yet they attentively watched certain numbers that were
unanimously accepted as highlights.

8

The Venetian opera tradition, present at the earliest performances in
Corfù,

9
 was fast succeeded by Neapolitan,

10
 Naples becoming the cultural

invader of the islands, especially during the 19th century.

The Greek Cavaliere Nicolaos Manzaros (1795+1872), whose teaching
shaped entire generations of Greek musicians, took his first music lessons
from Stefano Moretti, maestro al cembalo of a Neapolitan group that per-
formed in San Giacomo in 1790,

11
 and from Stefano Pogiaco, who appeared

as composer of a danse intermezzo performed in San Giacomo in the follo-
wing year, 

12
 and whose ballo eroico L’arrivo d’Ulisse alla isola de’Feaci

produced in 1819 is mentioned in certain Greek sources as the first Greek
work performed in San Giacomo,

13
 Pogiaco having been, by then, natu-

ralized as a Greek.

Nicolaos Manzaros was an enlightened aristocrat who devoted his
talents and energy to building a popular music education in Corfù. With a
few other members of the Corpo di Nobili he founded in 1840 Corfù’s
Philharmonic Society, where the majority of the pupils and members of its
wind band were boys from the lowest classes, some completely illiterate and
of the utmost poverty.

14
 The educational program of the Philharmonic

���������������������������������������������������������������������������������������������������������������������������

tion of San Carlo in Naples, in Music, Men and Manners in France and Italy 1770,
London, Eulenburg, 1969, p.192.
8 "La plus grande liberté regnoit dans le théâtre; on y jouoit, on y mangeoit. Tantôt une
partie des loges ressembloit à autant de cabinets de restaurateur ; tantôt à des cabinets de
jeux ; on juge qu’on ne pouvoit jouir du spectacle ; aussi personne ne s’en occupoit guère
qu’ au moment où, dans une pièce, un morceau de musique avoit fait le plus d’impres-
sion." SAUVEUR, ibid., pp. 208+209.
9 Works by Baltassare Galuppi but mainly works on Goldoni’s libretti.
10 Ten operas by Giuseppe Gazzaniga and Giovanni Bertati are reported from 1774 to
1789. See the works referred to in fn.4 and especially Platon MAVROMOUSTAKOS,
ibid., fn. 101, p. 167.
11 The opera by Canesi, on a libretto by Bertati Gli Amanti alla Prova.
12 See Platon MAVROMOUSTAKOS, ibid., p. 182.
13 See: Thomas PAPADOPOULOS, Ionike Bibliographia [Ionian Bibliography], vol I
[1508+1850], Athens, 1998, item 1402; Laurentios VROKINES, ibid, p. 266; Spyros
MOTSENIGOS, Neohellenike Musike, Athens, 1958, p. 187.
14 A press announcement inviting boys to join the society, stating that they would be
instructed reading and writing if needed at the Philharmonic Society, is quoted in Mot-
senigos, 151. The band’s first public performance on 11 August 1841 was given from
behind the philharmonic’s windows, because some of the boys were in rags and barefoot,
and the ensemble’s uniforms were not ready in time. See: Laurentios VROKINES, "Ai
Litaneiai tou Hagiou Spyridonos," ["The Litanies of Saint Spyridon"], in ibid., 301.
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Society’s Music School
15

 was conceived by Manzaros on the model of
Neapolitan conservatorios, having himself perfected his musical training at
the Conservatorio San Pietro a Majella of Naples.

Imbued with national feeling, he was wholly committed to his home-
land’s music education. He taught talented youngsters free of charge, and,
aside from a number of erudite contrapuntal and dramatic works, he compo-
sed music for the people, in the popular traditional forms of both church and
secular music, among which A recchia, is the most common.

16
 A conside-

rable number of his songs he wrote in collaboration with the poet Dionysios
Solomos, one of the greatest Greek poets and one of the first to use in poetry
the people’s language.

17
 The Neapolitan conservatorios’ semi-practical met-

hods, contemptuously referred to by Fetis,
18

 as well as the repertory perfor-
med in Italy’s South (where symphonic and chamber music were excluded)
suited Manzaros’ aims. He adopted them, conscious of what they repre-
sented in relation to Western music,

19
 considering them ideal for a widely

spread music education in Corfù, where improvised harmony was – and still
is – a popular tradition, both in secular and church music, and where social
conditions called for an open air musical life, if the people were to
participate.

�������������������������������������������������������
15 Music was taught previously at the Ionian Academy, the first Greek university,
founded in 1823. Because of its founder count Fr. Guilfford’s cultural policy, only
church music was taught at the Ionian Academy, by Ioannes Areistides, a chanter from
Hepeiros who studied music in Naples. His lessons degraded very soon, because "the
problem was that they did not permit any one with a good voice and talent to attend this
lesson, but they obliged all the church chanters to take it. [...] the lesson had not the least
success" See, Georgios TYPALDOS-IACOVATOS, Historia tes Ionias Academias (A
History of the Ionian Academy) edited by Spyros I. Asdrachas, Athens, Hermes, 1982, p.
47. Concerning the Ionian Academy, see also: Helene ANGELOMATE-TSOUGARA-
KE, He Ionios Academia, To Chroniko tes Hidryses tou protou Hellenikou Panepiste-
miou [The Ionian Academy. The chronicle of the establishment of the first Greek
university.], Athens, O Mikros Romios, 1997. More specifically on the music lessons by
Ioannes Aristeides, see Katy ROMANOU, "Ena archeio ‘Kretikes Musikes’ sten
Philharmonike Etaireia Kerkyras," ("An archive of ‘Cretan music’ in the Philharmonic
Society of Corfù") Musicologia, (12+13, 2000), pp. 175+188.
16

A recchia is a term used also in central Italy for certain two-part songs.
17 Also educated in Italy. Manzaros’ and Solomos’ better known creation is the Hymn
to Liberty (1830), a long work relating critical fights and other events of the Greek libe-
ration struggle; its first stanzas became the Greek national anthem in 1865.
18 "Fenaroli (Fedele)," Biographie Universelle des Musiciens et Bibliographie Générale
de la Musique, (Paris, 1875).
19 Evidence of Manzaros’ broad knowledge can be found in some of his writings, such
as the Rapporto relativo al dono di alcune Opere di Monsigny e Grétry , Corfù, Tipo-
grafia Scheria, 1851, as well as descriptions of his library. See for example: Spyros DE
VIAZES, "Manzaros", Panathenaia, (15+3 July 1905), pp. 129+136.
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Among the Philharmonic Society’s wind band’s conductors and tutors,
many were orchestra musicians of the Italian visiting opera groups, who
chose to stay on the island. Niccola Olivieri, the first flute and piccolo
player of an opera group that performed repeatedly in San Giacomo from
1841, became the band’s director in 1843. Giovanni Ragazzioli,

20
 Francesco

Sirri, Ricardo Boniccioli,
21

 Ugo Avanzolini,
22

 Felice Cocorulo,
23

 Brutto Gian-
nini 

24
 and Ernesto Sasoli

25
 held that post up to the end of the century, alter-

nating with Greek musicians, students of the Philharmonic Society and most
often of the Conservatorio San Pietro a Majella too.

26

The wind band’s conductors have left a considerable number of trans-
criptions and original compositions, some of which, commemorating events
or figures of recent Greek history, became great hits. This was the case with
Boniccioli’s Marco Bozzari a poema dramatico, dedicated to the Philhar-
monic Society, which had its first performance in 1883.

27

In 1893 Boniccioli was invited to Athens by the Friends of Music
Association, in order to create an orchestra. At that time, many other Italians
and Greeks from the Ionian Islands had already settled in that city. A
considerably different music tradition existed there; a culture developed in
Constantinople, the base of the Patriarch,

28
 the center of the Orthodox Faith,

the symbol that had kept the nation united for four centuries.
29

�������������������������������������������������������
20 In 1845. This and the following dates are given in file 576/� of "Spyros Motsenigos’
Archive", kept in the National Library of Athens.
21 July 1861.
22 December 1882.
23 April 1885.
24 June 1886.
25 April 1890.
26 It is remarkable, that, in contrast to the band’s tutors and conductors, most teachers at the
Philharmonic’s music school were Greeks. Typically, the classes of wind instruments as well
as harmony, counterpoint etc. taught by Greeks were attended by many students, while string
instrument classes were much less popular. Giovanni Pallotta, leader of the second violins in
an opera group that performed in San Giacommo in 1834, was the first teacher of the violin
and the viola in 1841. But those classes were soon left without students and it was only in
1884 that measures were taken to activate them again, inviting the Italian Ernesto Centola.
See, Spyridon PAPAGEORGIOU, Ta kata ten Philharmoniken Etaireian apo tes systaseos tes
mechri semeron 1840+1890 [On the Philharmonic Society’s events, from its foundation upo to
this day], Athens, Anestes Constantinides, 1890, p. 9.
27 9/21 February.
28 The political leader of the enslaved Greeks, responsible for their submission to the
ruler, tax paying etc.
29 Steven RUNCIMAN’s The Great Church in Captivity, Cambridge, Cambridge Uni-
versity Press, 1968, is an excellent study of the role played by the Patriarchate of Cons-
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Education in those eras was in most cases connected to the church.
30

Music education consisted in the study of church music and the neumatic
(Byzantine) notation, which under the influence of the Enlightenment, was,
in 1814, simplified and transformed into an easily apprehended system,
known as the "New Method"

31
. The neumatic notation was used for all mu-

sic sung by the people, a large part of which consisted of church melodies,
adapted to secular texts or not, sung at dinners, at work, as well as in the
church.

32
 The rest were Greek folksongs and urban popular songs of Greek,

Turkish, Armenian, Bulgarian, Rumanian, Serbian, Albanian, Russian, or
Western origin.

What can be seen in Example 1 is not a rarity. It comes from an
anthology of music, published in two volumes in Constantinople in 1872
and 1873, containing close to 200 songs on melodies of every possible
origin. Our example is the scene for two sopranos "Mira, o Norma", in the
second act of Bellini’s Norma. Example 2 contains a transcription of exam-
ple 1, written kindly for this paper by Marcos Dragoumis. The divergences
from Bellini’s original music imply that the melody was written down by ear.

In the last third of the 19th century Greek refugees who had become
rich in Russia and the West, settled in Athens.

33
 People of a western culture,

they had both the money and the political connections to contribute to the
westernization of the city. They founded a large number of institutions for
the education and performance of western music, inviting many Greek and
Italian musicians from the Ionian Islands as their staff.

But Ignazzio and Raffaele Parisini – father and son – were pioneers.
Ignazzio

34
 arrived in Athens in 1838, after serving as orchestra director in

���������������������������������������������������������������������������������������������������������������������������

tantinople in keeping Greek national consciousness alive from the fall of Constantinople
(1453) until the outbreak of the War of Independence (1821).
30 In eras under the influence of Constantinople, the church was up to the end of the
nineteenth century as paramount as it had been in the Middle Ages in Western Europe.
31 On the influence of the Enlightenment on the 1814 Reform of music notation, see
Katy ROMANOU, "He Metarhythmise tou 1814" ["The 1814 Reform"] Musicologia, (1,
1985), pp. 7+22.
32 On the subject of the secular functioning of church music – up to the twentieth
century —in the Greek areas under the influence of Constantinople, see Katy ROMA-
NOU, Historia tes Entechnes Neohellenikes Musikes [History of Neohellenic Art Music],
Athens Cultura, 2000, pp. 23+38.
33 "When the kingdom of Greece was established in 1828, the Greeks inhabiting the
Ottoman Empire or dispersed in the West and Russia, much more numerous and much
wealthier than the Greeks of the kingdom, formed the most important part of Hellenism."
says the historian Nikos SVORONOS in Episkopesis tes Neohellenikes Historias
[Compendium of the Neohellenic History], Athens Themelio: 1976, 91.
34 Ignazzio was born in Bologna around 1800. He appears as first violin and orchestra
director in opera productions at the Teatro della Comune di Bologna in 1824-1827, and
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Bologna’s Teatro della Comune, Florence’s Teatro in via della Pergola and
as music director at l’Opera Italien of Paris. Athens at that time, a four year
old capital, was a village around the Acropolis.

35
 Parisini must have felt like

introducing Bellini to the Goliards. It is no wonder that nothing is heard of
him after his arrival.

 His son Raffaele arrived a little later, in 1845, but the capital had
undergone a period of rapid growth and Raffaele’s activities were effective
and regarded as a milestone of the progress of musical life in that city and,
consequently, in Greece.

36

His name appears from 1841, in the programmes of Corfù's San
Giacommo.

37
 He served as first violin and director of the San Giacommo

orchestra until 1844. He had taken his first music lessons in Bologna with
his father, but then became a student of Manzaros in Corfù. In Athens, he
aimed at a music culture similar to that of the Ionian Islands.

He began giving private lessons, and was soon able to form the first
ever polyphonic chorus of Athens, numbering 40 members. A little later he
formed a small orchestra which participated in the performances of Italian
visiting opera groups. Both those ensembles were incorporated in 1871 into
the Philharmonic Society Euterpe, founded that year by Athenians of a

���������������������������������������������������������������������������������������������������������������������������

then in the Imp. e R. Teatro in via della Pergola in 1831. (See Francesco MELISI,
Catalogo dei Libretti per Musica dell’Ottocento (1800+1860), Lucca, Libreria Musicale
Italiana, 1990, p. 346). In 1834+1838 he was musical director of L’Opera Italien in Paris
and next, he accepted an invitation from Athens to teach music (See François-Joseph
FÉTIS, "Parisini (Ignace)," Biographie Universelle des Musiciens et Bibliographie
Générale de la Musique, Paris, 1875.), possibly at Arsakion, a girl’s high school, while
his only opera, La Scimia Riconoscente, was performed that year in Fossano. In Stieger’s
Opernlexikon, this opera appears as his opus 2. For the rest in this lexicon, Ignazzio is
obviously confused with Raffaele, whose birth and death years are given instead (1810+
1875). See Franz STIEGER, "Parisini Ignacio", Opernlexikon, teil II, Komponisten,
Tutzing, Hans Schneider, 1978.

A few instrumental compositions, all in manuscript, are listed in Federico PARISINI,
Catalogo Della Biblioteca del Liceo Musicale di Bologna Compilato da Gaetano
Gaspari, Volume I, Bologna, Libreria Romagnoli dall’ Acqua, 1890, p. 18. They are: 1.
Concertone in Sib magg. a piu strumenti con accompagnamento d’orchestra (1812). 2.
Sinfonia in Do min. per orchestra. 3. Tema con Variazoni obbligate a piu strumenti, con
accompagnamento d’orchestra, (1812). 4. Concerto in Re magg. a violino obbligato, con
orchestra.
35 Athens was proclaimed the capital of Greece on 15 December 1834, because of its
ancient history and monuments. No city existed on the site. Previous short lived capitals
were Nauplion and Aegina.
36 This was the opinion of Theodoros SYNADINOS, the first admirer of the West to
write a history of Greek music. See his Historia tes Neohellenikes Musikes 1824+1919,
Athens, Typos, 1919, pp. 76+77, 211+212.
37 In the collection of libretti donated by Nakes Pierres to the "Anagnostike Etaireia"
["Reading Society"] of Corfù.
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Western culture. He also managed to introduce music as an obligatory
course at the Athens National Technical University and taught the violoncel-
lo and the double bass at the Conservatory of Athens, also founded in 1871.

For his students, he wrote in Greek a small treatise on music theory
entitled Grammar of Music, which is the first to be written in the Greek
language.

But what made Parisini a legendary figure to his contemporary Athe-
nians, were his compositions, and above all his melodrama Arcadi, certainly
the most popular piece during the 1870s in Athens, producing great
excitement each time it was performed. Reports describe the emotion of the
audience, its absolute silence during the performance (which was most
unusual) and the tumultuous applause at the end. The work relates the heroic
holocaust of the monastery Arcadi, during an unsuccessful revolution in 1866 in
Crete, when close to a thousand fighters were killed in an attempt to liberate the
island from the Turks, as well as the adventurous voyages of the ship "Arcadi"
that transported volunteer fighters and ammunition to the island

38
.

The piece was written for one male soloist and chorus, with an instru-
mental ensemble. Most stirring was the last movement, the fifth, where a
sublime responsorial prayer of a solo trombone and the chorus is suddenly
interrupted by a percussive machine gun followed by a flood of wild sounds
as the enemy enters the monastery. At that moment, the brave Father
superior sets fire to the gunpowder and blows up the monastery with a
tremendous explosion of sound. Also moving and patriotically inspiring was
the second movement, entitled "March of the volunteers. Italy and Greece
are two sisters." The title refers to Italian volunteers fighting for the libe-
ration of Crete, but also compares Italy’s unification, recently achieved, with
that of Greece, for which the Cretans were struggling at the time.

In a sense, Parisini also compares the two sisters’ enemies, the Austrians
and the Turks. Indeed, this parallelism seemed quite natural to the Greeks of
the Ionian Islands, who were never under Ottoman rule, who provided
shelter to over 150 Italian fighters during the 19th century,

39
 and who had

always rejected German speaking people and their culture.

�������������������������������������������������������
38 The holocaust of the monastery Arcadi in Crete, where close to one thousand men
women and children were killed in November of 1866, was an event that stirred the
Greeks, who volunteered in the fight for the liberation of the island. Crete was liberated
in 1897. When Parisini’s work was performed the island was still under the Turks. The
events related in Parisini’s work are all true but in inverted order, since the ship "Arcadi"
that transported to the island volunteers and ammunition from Greece, was bought in
1867 and named "Arcadi", to honor the monastery’s holocaust. The ship realized 22 voyages
in 1867, and was also heroically defended when caught by the Turks the same year.
39 About 150 Italians found refuge in Corfù alone. Among them were Manin, Pepe,
Tommaseo and Rigaldi, Zabeccari, Mariani, Nardi and others.
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Dimitris Andronis, who became the director of Corfù’s Philharmonic
Society in 1890 and dared to bring changes to the island’s musical life,
introducing a more serious and more German repertory, had a very bad
ending. He was forced to leave his post in the same year and was seen
thereafter sitting for hours on a bench all by himself, speaking to no one,
looking far out to sea, in a deep melancholy.

But in Athens things were quite different: in around 1900 a number of
reformers of music education appeared, all of German culture, and Wagne-
rians. Raffaele Parisini had died (1875) and the many other Italians and
Greeks from the Ionian Islands who continued his work were disdained and
rapidly completely marginalized. Further Westerners undertook to lead
Greek music to further ... progress!

This paper was presented at the 17th IMS Congress in Leuven in August 2002.
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Christina Vergadou-Mavroudaki

GREEK COMPOSERS OF THE IONIAN ISLANDS IN
ITALIAN MUSICAL LIFE DURING THE 19th CENTURY

Summary During the 19th century most of the Ionian islands played a leading
role in the Greek musical life. The vicinity of the islands with Italy combined
with the Venetian domination were two facts that helped the creation of strong
links between the Ionian islands’ and the Italian cultures.

The phenomenon of the visits of Greek composers to Italy during the 19th century
in order to study at the principal conservatories of the country is one of the most
interesting aspects of the history of Ionian music. The relations of individual
composers with Italian composers, professors and music institutions are consi-
dered together with relevant aspects of Greek and Italian musical ties.

The travelling of Greek composers to Italy for educative purposes is regarded not
only as a historic phenomenon but also as a major step in their career. References
are made regarding their contacts with distinguished Italian composers and
intellectuals.

Furthermore, the success of Greek composers in Italy is an undoubtful fact. A
considerable part of Greek composers’ musical works was performed and publi-
shed in Italy. Facts indicating the success and the effect of Greek composers’
work on the Italian musical life are given with references to primary music and
literary sources.

Key-Words: Greek music, Ionian islands, Italian music

Very little is known about the history of the Ionian islands’ music,
especially, beyond the Greek borders. Few musicologists have been so far
occupied with the research of this period of the Greek music history
although there has been arisen great interest in this field during the last
years. The lack of relevant bibliography combined with the difficulty of con-
fining and approaching primary sources are the main reasons of reaching to
this point. It should also be mentioned the great amount of lost or destroyed,
by various causes, historical documents of this period which is a fact that
deepens the problem.

All sources reveal the growth of a flourishing musical – and not just –
culture in the geographical area of the Ionian islands which reached at its
peak during the 19th century. The running of music institutions – most of
them philharmonic societies following the patterns of Italian music educa-
tion – operatic theatres, music editions, and the large number of composers
who came from the Ionian Islands, a rather narrow territory of Greece, are
evidence of the Ionian musical culture’s blossom.
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The geographical vicinity of the Ionian Islands to Italy was an impor-
tant reason for the development of strong relations between them. Besides,
people of the Ionian Islands had lived together with Italians for many
centuries since the Ionian Islands were under Venetian domination. Con-
sequently, not only were they very well-acquainted with the the culture of
the neighbouring country but also there were strong economic, commercial
and social relations developed between them. In addition, numerous Italian
musicians lived and teached music in Corfu and the other Ionian Islands.

Spyros Motsenigos, a musician and music historian from Corfu, who
wrote one of the first histories on neohellenic music, offer adequate infor-
mation relative to musicians from the Ionian Islands who studied in Italy. In
most cases, a child used to acquire his first music learnings in the Ionian
Islands and afterwards visit Italy, sometimes in a very young age, in order to
carry on with his music studies.

It seems that Greek composers from the Ionian Islands studied prin-
cipally at the Conservatorio San Pietro a Majella di Napoli though many of
them also studied at the Conservatorio Giuseppe Verdi di Milano. We do not
know whether there was a specific reason why this happened or whether it
became a habit. Certainly, these two conservatories were among the leading
music institutions of Italy during the 19th century

1
 and continue to be up to

now. Perhaps the fact that Nikolaos Chalichiopoulos Manzaros, one of the
first and most celebrated Greek composers from Corfu who is also the
composer of the Greek national anthem, studied at the Conservatorio San
Pietro a Majella di Napoli was determinative. Possibly the fact that many
Greek composers of the Ionian Islands took their first music lessons from
Nikolaos Manzaros influenced some of their next choices. It also has to be
mentioned that numerous Italian musicians lived in the Ionian Islands and
worked there as music teachers and music performers.

Dionysios Rodotheatos, to mention one from the great range of Greek
composers, took music lessons in Corfu from Manzaros

2
. According to

Motsenigos, Rodotheatos also studied for seven years at the Conservatorio
di Musica San Pietro a Majella di Napoli and – after staying at Corfu for
some time – he travelled back to Italy in order to continue his studies at the
Conservatorio di Musica Giuseppe Verdi di Milano. There is not any re-
ference to the names of Rodotheatos’s teachers in Italy but, considering an

�������������������������������������������������������
1 According to Mariangela Dona’"The founding of the Milan Conservatory initiated
the founding of a series of conservatories all over Italy […] The conservatory soon
became the most important music school in Italy, attracting such pupils as Puccini and
Catalani to study with professors of the stature of Ponchielli (1880+86)." (DONA’,
Mariangela, Milan, 4. 19th century in The New Grove Dictionary of music and musicians,
London, Macmilan, 1980, v. 12, p. 297)
2 MOTSENIGOS, Spyros, Neohellenike mousike: symbole eis thn istorian tes, Athens,
1958, p. 232.
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information saying that Cavalliere Alberto Mazzucato encouraged him to
stage one of his first operas

3
, we can assume that Alberto Mazzucato, who

served as a music director at the Conservatorio di Musica Giuseppe Verdi di
Milano

4
, was one of his teachers. Unfortunately, because of the fact that

there has not been yet any research carried out from our part in order to
collect documents related to Greek composers from Italian music archives
our facts derive primarily from Greek archives and bibliographic sources.

The Italian libraries’ online catalogue is a very important source of
information for Greek music history of the 19th century. Many Italian
libraries hold musical and theoritical works of Greek composers of this
period + amongst them some manuscripts + while we cannot trace in their
catalogues but few Greek musical works of the 20th century. This fact can be
regarded as a strong indication of the relations been developed between
Italian and Greek composers of the 19th century and of the acceptance the
latter met in Italy. Some of the holdings are music scores, librettos of operas
presented in Italian theatres, and theoretical works, usually on harmony or
counterpoint which, in some cases, are not located in any archive in Greece.

The studies of young Greek composers in Italian conservatories opened
up new prospects both for their musical thought and their careers in the
musical stages of Italy and other European countries. During their studies
they met with significant celebrities of European music and literature and
became acquainted with all the new art movements of that era. Not only did
they have the opportunity to experience new musical ideas in their works
but, in many cases, they themselves took part in the formation of these new
ideas. A typical example of this assumption is Spyros Samaras, a Greek
composer from Corfu whose work met with great success both in Greece
and Italy. Samaras accomplished to combine in his works + many of them
are operas – the elements of ‘verismo’, Leit-motiv with Greek melodies and
music modes. Samaras’s unpublished correspondence proves his friendship
with famous Italian composers, like Puccini and Mascagni, and the fact that
they felt great respect about his work

5
.

Most of Greek composers of the Ionian Islands had the good fortune of
seeing their melodramas produced in famous operatic theatres of Italy, like

�������������������������������������������������������
3 MOTSENIGOS, Spyros, Neohellenike mousike: symbole eis thn istorian tes, Athens,
1958, p. 232.
4

"Dal 1839 insegno’ canto, dal 1851 compos., dal 1852 storia ed estetica mus. e dal
1857 anche strument. al Cons. di Milano del quale fu direttore dal 1872 fino alla morte."
(Dizionario enciclopedico universale della musica e dei musicisti, Torino, UTET, 1994,
Le Biografie, volume quarto, Mazzucato, p.746).
5 George Leotsakos in his commentary for the recording of Samaras’s Rhea (an opera
in 3 acts) presents the facsimiles of two congratulatory letters (the one is Puccini’s and
the other is Mascagni’s) to Spyros Samaras.
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Teatro Carcano of Milan or even Il Teatro alla Scala di Milano. Pavlos
Karrer, or, Karreris – to mention one + is amongst the most celebrated Greek
composers, born in Zante in 1829. Two of his numerous melodramas, Dante
e Bice in 1852 and La rediviva in 1855, had their first representations at the
Teatro Carcano of Milan. Besides, significative of the successful career
which Spyros Samaras – mentioned above + created in Italy is the fact that
six of his operas were represented at the Teatro alla Scala of Milan.

Published music scores of the 19th century prove also to be important
documents for the music history of the Ionian Islands. In general terms,
Greek composers’ works were published by some of the most prominent
publishers of that era. For example, most of Spyros Samaras’s operas were
published by Edoardo Sonzogno, while Ricordi, Lucca and Canti seem to
keep many Greek works in their libraries. Music compositions of Greek
composers published in Trieste possibly reveal some relevance with the
strong economic and commercial relations which, undoubtedly, had been
developed between the famous Italian city and the Ionian Islands, not to
mention the flourish of the Greek community of Trieste.

Valuable information on Greek music is offered by the 19th century’s
extant librettos published in Italy. Considering the lack of primary sources
mentioned (e.g., composers’ manuscripts, music scores, etc.), all these
booklets accompanying the opera performances make a crucial contribution
to musicological research. Names of librettists, performers, places and dates
of first representations together with the synopses of the operas make up an
astonishing picture of the history of opera of this era. Except from the
librettos held both in Italian and Greek archives, there should be mentioned
the compiled catalogues of some libretto collections in Italy, like the
Catalogo dei libretti per musica dell’ Ottocento (1800+1860) of the library
of the Conservatorio San Pietro a Majella di Napoli, edited by Francesco
Melisi

6
, and the Libretti per musica manoscritti e a stampa del fondo Sha-

piro nella collezione Giorgio Fanan, by Laura Ciancio
7
. Both of them inclu-

de some Greek operas.

The strong relations of Greek composers of the Ionian Islands with the
Italian musical life of the 19th century certainly affected them in many ways.
Though their music works have the identity of Greek music there can be
traced many references to Italian music. The fact that they lived and worked
for a long period of their life in Italy forced them to adopt specific com-
positional techniques and musical ideas.

�������������������������������������������������������
6

Biblioteca del Conservatorio di San Pietro a Majella di Napoli : catalogo dei libretti
per musica dell'Ottocento (1800+1860), a cura di Francesco Melisi, Lucca, Libreria mu-
sicale italiana, 1990.
7 Laura CIANCIO, Libretti per musica manoscritti e a stampa del Fondo Shapiro nella
collezione Giorgio Fanan" catalogo e indici, Lucca, Libreria musicale italiana, 1992.
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The composers of the Ionian Islands wrote music on the music genres
employed by the Italian composers of the 19th century. Therefore, many of
them composed sinfonias for piano or orchestra, romanzas, mazurkas, pol-
kas and other small music pieces, arias, vocal music with piano accompani-
ment, melodramas. In the composers’ lists of works operas and piano pieces
hold a special place, to be followed by vocal and choral music.

Being acquainted with the Italian language, because of the Venetian
domination of the Ionian Islands, the Ionian composers quite often used
Italian poetry for their vocal music. Besides, many Greek poets who came
from the Ionian Islands used the Italian language in their poetry. It was
inevitable for Ionian composers to use Italian poetry and librettos since they
made careers in the neighbouring country and they addressed themselves to
the Italian audience. It would be very difficult for a young Greek composer
to have one of his operas produced in an Italian theatre if the libretto was in
the Greek language. In addition some Greek composers had the chance of
working with famous Italian librettists, like Luigi Illica who wrote the
libretto for Samaras’s opera La Martire. There is no proof whether this stand
of Greek composers was a matter of pure choice or not.

Although the Italian influence is obvious in Ionian composers’ music,
they compose Greek and not Italian music. Their music idiom bears a Greek
character traced in their melodies, which in some cases are Greek folk songs, or,
remind us of folk music, as well as in the use of Greek music modes. They
sometimes use the characteristic music metres of Greek folk dances or set
Greek poetry to music. Many Ionian composers use characters or stories of
the Greek history and mythology in their operas, like Karrer’s Marcos
Botsaris, Kyra Frossini, Marathon-Salamis, and others, possibly indicating
some intention for the creation of a Greek national opera. Especially, Karrer
is believed to have attempted the creation of Greek national opera as he tried
to use stories from the history of the Greek Revolution and Greek librettos
for some of his operas.

Most Ionian composers used to return to their motherland after finishing
their studies in Italy but did not interrupt their relations with the Italian musical
life. However, there is no doubt that Corfu and most of the Ionian Islands had a
remarkable musical life. Many Greek and foreign operas were represented at the
famous Corfian theatre Teatro San Giacomo every year. Italian music com-
panies visited Corfu often while it seems that the island’s audience was very
demanding; publications of that time mention that if a new artist was applaused
by the audience of Corfu he would not encounter any problem at the famous
theatres abroad. The extant librettos of these performances are similar to the
Italian ones and most of them are kept in private libraries

8
.

�������������������������������������������������������
8 One of these private libraries is held in the Corfu Reading Society (Anagnostike
Etairia Kerkyras) and belonged to Pierris.
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Eventually, it seems that the Italian music educational system has af-
fected the formation of music education in the Ionian Islands. Philharmonic
societies, which were the main music institutions of the 19th century, were
established one by one in many islands and their music teachers were not
only Greek but also foreign musicians. Many pupils of the Philharmonic
societies were trained to serve as musicians in the islands’ music bands. The
bands held a substantial part in the Ionian Islands’ musical life as they gave
many concerts and usually participated in the churches’ litanies.

Undoubtedly, the study of the musical ties between Greece and Italy
during the 19th century is both demanding and tempting. Exchanges must
have been effected to both parts and are subject to research.

A fascinating game of travelling music without rivals…

This paper was presented at the 17th IMS Congress in Leuven in August 2002.
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Melita Milin

THE RUSSIAN MUSICAL EMIGRATION
IN YUGOSLAVIA AFTER 1917

Abstract: Around forty thousand Russian emigrants settled in Yugoslavia
running away from the terror of the 1917 Revolution. A high percentage of them
were writers, artists, musicians and ballet dancers. Their greatest contribution to
Yugoslav musical culture consists in the important acceleration they brought to
the development of the domestic scene. Especially valuable were the activities of
opera singers and directors, ballet dancers and choreographers, scenery designers,
conductors of church choirs and music pedagogues.

Key-Words: Russian emigration, Yugoslav music, Serbian music, Russian music,
Russian ballet.

The topic of the Russian emigration was more or less a prohibited the-
me in USSR and the East-European countries during the communist rule.
Since the beginning of the 1990’s a noticeable increase of interest for resear-
ching the role of the Russian musical and other emigration in Yugoslavia in
the period between the two world wars has been observed. Two congresses have
been organized, their proceedings published, as well as many books and articles.
Researches have been undertaken not only by historians of culture, arts and
music, but also by individuals – amateurs, usually of Russian descent.

The terror and bloodshed of the Russian October revolution and the
civil war that followed (1917+20) brought a considerable number of Russian
emigrants into Yugoslavia, as well as to many other countries of Europe and
America. Driven by fear and despair around 2 million Russians chose the
uncertain emigrant fate hoping that their exile would not last long. Some
40000 of them

1
 stayed in Yugoslavia, while a certain number of them stayed

in the country only for a short time, on their way to Central and Western
Europe. There were some Russian emigrants who arrived even before 1918,
after South Russia had been evacuated. The biggest group, so-called "Cri-
mea emigration" arrived later.

2

�������������������������������������������������������
1 Cf. Miodrag Sibinovi��� �����"�#��$������%��	��������&&
���'(��)���	�
����
%���%����
� %�	�)�
����� in: Ruska emigracija u srpskoj kulturi XX veka, ed. by M.
�
�
��	
���%�	��$�����������.//0�� $�'$������
����	�1�	���	
���Doseljavanje ruskih izbe-
glica u Kraljevinu SHS 1919+1924, Beograd, 1996, 163+186.
2

������	��#����	
��� ����	%�����%�
�)����	#������"�(�)����������%������, in:
Ruska emigracija u srpskoj kulturi XX veka (op. cit.), II vol., p. 172
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 The majority of the Russians that decided to stay in Yugoslavia were
educated people

3
 who were painfully lacking in Serbia after the terrible

World War I in which 60% of the male population found death. As soon as
the war was over (1918), a new state was founded, that united south Slav
peoples: The Kingdom of the Serbs, Croats and Slovenes (later Yugoslavia).
Compassion for the tragic fate of the Russian people for whom Serbs had
always felt affection and closeness, was the main reason why most of the
Russian emigrants found their new homes in the kingdom of the South
Slavs. Rare instances of tension between the local population and the emi-
grants can be explained by social circumstances : those were hard postwar
times and the young state was confronted with the task of harmonising
different, often conflicting interests of the nations that constituted it.

 4
 Serbs

were aware that in the past foreigners had been more than once invited to
help building cultural institutions and this time they especially appreciated
that those foreigners were Russians.

5
 The languages were related, the ortho-

dox religion influencing close relations particularly with the Serbs (Croats
and Slovenes being catholics), so that the majority of those Russians settled in
the eastern – Serbian + part of the country. Aleksandar I, king of Yugoslavia,
was a great protector of Russian emigrants

6
 and was strongly opposed to

creating diplomatic relations with the Soviet Union (Yugoslavia decided to
exchange diplomats with the USSR as late as in 1940, six years after his death).

Russian musical emigration arrived in Yugoslavia at the time of the
founding of the Yugoslav state. It was the time for the different constituting
nations belonging to different traditions to get adapted to each others. The
Russians fitted very well into the new multicultural surroundings and it
could be assumed that they felt less foreigners therevthan in France or
Czechoslovakia – the two other countries that were very hospitable to them.
France was certainly a more engaging ambience for musicians than could be
Yugoslavia but the latter country should not be underestimated as can be
proved by numerous performing artists who were based in Yugoslavia but
were often invited on tours abroad.

Migrations played an important role in Serbian history. Between the
15th century when the Serbs lost their state in the wars against the Turks, and
�������������������������������������������������������
3 According to the 1922 polls, 75% of Russian emigrants had high school or university
�
 ��"��2�$��
�
��	
���� $��
�$�� $�34$
4

M.�
�
��	
���� $��
���  $�5+/$��������6����*��7� 
���Delovanje pozorišnih umetnika
ruske emigracije u Narodnom pozorištu u Beogradu 1918+1941, Beograd, 1992, p. 176
(m.a. thesis kept at the Faculty of Dramatic Arts in Belgrade), p.41.
5

8������ ������
��� ��6��
�9��#�	��	
��� Institucionalizovanje Opere (i Baleta) u Na-
rodnom pozorištu u Beogradu i ruski umetnici, in : Ruska emigracija u srpskoj kulturi
XX veka (op. cit.), II vol., p. 161.
6 Zinaida Gipius, "Letter on Yugoslavia", publ. in the Russian emigrants’ newspaper in
:���+6���$��$��
�
��	
���� $��
�$��  $.0+15.
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the 19th century, when their new state was founded, the majority of Serbs
lived in the frame of the Turkish empire. The Serbian population that
inhabited the neighbouring Austrian Empire, more precisely its Hungarian
part, grew constantly in number mostly because they had to flee brutal
treatment of the Turk oppressors. Among several waves of those emigra-
tions most notable were the so-called "Great migration" (1690) and the
migration of 1740, both led by the patriarchs. For the cultural history of the
Serb people those events proved to be of an enormous importance for the
process of modernization/westernization in which they were engaged and
which they transmitted little by little to fellow-Serbs that had stayed in the
Turkish empire and also later to Serbs that founded an independent state
south of the Danube (autonomy in 1830, independence in 1878). An instan-
ce of it was the assimilation by the Serb population in Austria of the dome-
stic models of musical life and organisation, like choral societies associated
��������������2����!
�����������
������������
����+��!�������
��#��)�	�
in 1838). That model was soon adopted by the young bourgeoisie in Serbia
(The Belgrade Singing Society, 1853). The role of Czech musicians who
were often Kapelmeister (conductors and composers) and music teachers in
such societies for the building of Serbian musical culture of the Western
type cannot be underestimated. Czech musicians came to work in Serbia in
the second half of the 19th century partly because they couldn’t find a job in
Austria-Hungary, partly driven by the spirit of Slav solidarity. The role of
those Czechs could be compared – toute proportion gardée – with the role of
Flemish composers who settled in Italy during the 16th century. The Czechs
that came to Serbia were certainly not internationally renowned, but their
solid musicianship was exactly what the Serbian musical culture needed at
that early stage of its development when the European standards had to be
��������;�
�9��$�,�" ���� �
9���"����������	��<9�+�����������	������
able to do as much as those modest musicians because the gap between their
aspirations and the needs of the environment would have been too deep.

Several decades later, in the 1920’s, musicians from another Slav country
gave one more vital impetus to the development of Serbian music. Yugosla-
via became then a part of the "Russia outside its borders" (zagranichnaya
Rus) and its 8 million inhabitants, its Church and Army (rests of the so-
called White Guard), political, professional and artistic associations. In addi-
tion to that, Russian emigrants in Yugoslavia had a separate educational sys-
tem.

7
 All that testifies not only to their strong wish and need to cultivate

�������������������������������������������������������
7

See: Dr Ostoja Djuri��� Ruska literarna Srbija, 1920+1941, Gornji Milanovac i
���������.//=�2� ��
�������� ����%4>�?*���������
"
���Rusko školstvo u Kraljevini Ju-
goslaviji 
�6� ��9��"�@
)9�� �"
����
*�� AA� 	�9�� 2� $� �
�$4� %�� B5+50; Branislav Gligo-
�
*�	
���Ruska pravoslavna crkva u Jugoslaviji izmedju dva rata, ibid, 52+59; Uglješa
��*)�	
��� �����"����$��"�#�����)���	
���(��#�)������*�������������+������("����
dva rata, ibid, 98+106.
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their national traditions and ideas, but also to the hope they never abandoned
that the bolsheviks’ regime would be soon over and that they would be able
to return to their homeland.

8

As is well known, the beginning of the 20th century was a magnificent
period of Russian art and music. Some authors even call the period 1903+15
"the most glittering period of Russian music. Though short-lived, it might
still be termed a Third Russian Musical Renaissance, equal to the second
which developed under the aegis of M. Balakirev, and the first in the times
of the Novgorod and Moscow masters of the early seventeenth century."

9

Many European metropoles had the opportunity to see and enjoy those
masterpieces even before World War I and that fact made it easier to
Russian emigrant artists to be accepted in Western countries, especially in
France. The fate of I. Stravinski and S. Diaghilev’s "Ballets Russes" are fine
cases of evidence.

Russian writers, artists and musicians that settled in Yugoslavia – like
their compatriots in other countries – wished to "show that here also, outside
the borders of our Russian homeland, art still exists and that the source of
inspiration has not dried out, but on the contrary, has become stronger due to
sufferings and bitter tears." 

10

Russian musicians enriched musical life both in cities like Belgrade and
Novi Sad and in the province where so-called Russian concerts were orga-
nised with piano playing, singing, balalaika orchestras, male choirs and folk
dancing. The performers were soloists and ordinary members of ex-tsarist
Russian operas and theatres, conservatories, ballet schools, even restaurants
with gypsy music.

11

Only three names of composers belonging to the Russian emigration in
Yugoslavia can be cited: Vladimir Nelidov, author of incidental music and a
lost opera on a historico-legendary theme from the Serbian Middle Ages,
,�������	-����	����	-�����#	
���

12
; Oleg Grebenshchikov, composer

�������������������������������������������������������
8

����!����C�" ��6��$�1�	���	
���� $��
�$��D/'+312.
9 Alfred J. Swan, Russian Music and its sources in chant and folk-song, London, 1973,
155; �������6��������$�����	���Russian Emigration – Tradition and Avantgarde, in:
Russische Avantgarde. Musikavantgarde im Osten Europas, Dokumentation-Kongressbe-
richt, Heidelberg, 1992, p.175.
10 Magazine Meduza, Beograd, 1923, No.1 + quoted from : Aleksandar Arsenjev, Ruska
inteligencija u Vojvodini, in : Ruska emigracija u srpskoj kulturi XX veka (op. cit.), I
vol., p. 80. The author designates the text from which this fragment is taken as "a kind of
a manifest of Russian artists".
11 A. Arsenjev, op. cit., p. 81.
12 A. Arsenjev, ./	��(���"	 �� � 	
��� �����	 �(� #����$� !��������� ��
� "	�
stvaranja…", Ruski umetnici u Kraljevini Jugoslaviji, Zbornik Matice srpske za scenske
umetnosti i muziku, 15, 1994, p.197. Slobodan Turlakov states that V. Nelidov was the
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of incidental music (also a ballet dancer) and Yuri Arbatski, composer,
organist and musicologist who was a choir master in Leskovac, a small town
in south Serbia, and after 1935 organist at the Belgrade roman-catholic
cathedral church. Arbatsky composed several symphonies among other mu-
sic and collected around 4000 folk melodies, mostly Albanian and
Macedonian, but all of his phono recordings were destroyed in the
bombardments of Belgrade during World War II.

13
 Unfortunately, we don’t

have any document on those composers. The absence of more composers
among Russian emigrants in Yugoslavia can be explained easily: First of all
they were not so numerous in the whole Russian emigrant body; second, it
was natural that those few who left Russia would choose a country with
much richer possibilities for their careers (cases of Stravinski, Prokofiev,
Rachmaninov…).

On the other hand, performing artists among whom there were first-rate
individuals (especially among ballet dancers and choreographers), came in
considerable number. They appeared on the Belgrade stage first time in the
season 1920+21. According to the statistics, in the next season the Belgrade
Opera already had 12 Russian solo opera singers out of 29, 3 repetiteurs –
all Russians, 3 Russian ballet dancers out of 6, 20 members of the Opera
choir out of 41, and several among the 30our of 41 foreigneres who played
in the orchestra. To sum up, foreigners (most of whom were Russians) were
more numerous than Serbs.

14

We shall examine now the presence and role of Russian emigrants in
different branches of musical performing arts: opera singing, opera direc-
tion, conducting, ballet dancing, choreography, ballet training, opera and
ballet scenery and costumes, church singing.

���������������������������������������������������������������������������������������������������������������������������

first artist among Russian emigrants who was engaged in the Belgrade National Theatre
(as repetiteur). See: S. Turlakov, Ruski umetnici u Beogradskoj operi, Teatron, 84/85/86,
1994, p.125. Nelidov was born in St. Peterburg in 1887 and died in Paris in 1978. He
stayed in Belgrade from 1920+29. On the occasion of the centenary of his birth an article
about him was published in Russkaya misl, Paris, no. 3678, 19 June 1987. We owe A.
Arsenjev gratefulness for drawing our attention to the latter article.
13 All the facts about those three composers are taken from: A. Arsenjev, "Pokaza-
��"	0.� p. 206.
14

8������������
��� ��6��$�#�	��	
���� $��
�$��.'5$�,!$��$�7� 
���� $��
�$�� $�.B.��+��
states that "In 1922 the Opera had 126 members, the third of which were certainly artists
belonging to the Russian emigration." S. Turlakov asserts that the Russians made at least
����
����!�����E �������
������������������ ��
���2� $��
�$�� $.D4$�#��������
��F�	
�����
G
eves that Russians made sometimes even a half of the Opera choir (Rusi u Beogradskoj
Operi��
�6���������������*
"��././+1920, Beograd, 1980, p.139).
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Opera singing

The Opera department of the Belgrade National Theatre, that had a very
short history behind it

15
, would not have achieved its great successes in the

1920’s and 1930’s without the valuable contribution of Russian opera sin-
gers, directors and scenographers. The Serbian National Theatre in Novi Sad
obtained its own Opera department in 1920 thanks to the successful concerts
given by Russian opera singers from Moscow, St. Peterburg, Kiev and
Odessa who carried the whole repertoire afterwards.

16
 A relatively small

number of Russian singers settled in Zagreb and Ljubljana, although Petar
Konjovi�, the director of the Croatian National Theatre privileged the Rus-
sian opera repertoire.

17

The first appearances of Russian singers on the Belgrade stage took
place in June 1920: Evgeni Mariashets in the role of Prince Gremin in Evge-
ni Onegin and Ada Poliakova as Tatiana in Evgeni Onegin and Mimi in La
Bohême. Among other singers should be mentioned also : Xenia Rogovska
(later married (�
�
�4�� �� �
�� ������*�� H�
�	���I?
�� #� �	�G-���kash,
Georgi Yurenev, Pavel Holodkov, Vasili Shumski, and others.

There are no records of any conflict between domestic singers in the
Belgrade National Theatre and the Russians whose professional skills were
such that it was only natural that they should be given almost all the main
roles in the opera productions. Russian singers were ready to teach their less
experienced hosts how to solve great amount of problems arising in the
course of opera production preparations.

18
 The results were soon evident, as

+
������ ���� ������ J�����	� 
����� ����
*�� ���
G(���
�� +��� ���� ��
several important European opera stages: it was her opinion that whereas
operas performed in Belgrade at the beginning of the 1920’s had not yet
been at the level of the Vienna Opera, several years later differences were
almost non-existent.

19

There were, however, some polemics in newspapers concerning the
performing qualities of the Russian singers and the difficulties the Russians
had in learning to sing in Serbian

20
. Wishing to shed some light on those

�������������������������������������������������������
15

Comic operas and operettas had been performed since the 1880’s. The singers had
not professional training and were just actors gifted with musicality. The first staged
����
���� ����+�� ��!��"���
��������������6�����
��	��
�
)9
K�Na uranku (1903).
16 A. Arsenjev, op. cit., p. 81. In the article are given the names of those Russian
soloists.
17 N. Mosusova,  �����"����)���"�#��$����"�(�)�	%	(	��*�����#	���
����("����
dva svetska rata, Ruska emigracija u srpskoj kulturi XX veka (op. cit.), II, p.141.
18

#$��
��F�	
��� $��
��� $.00��.0'$
19
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���� $��
�$�� $�.3D$
20 See: #$��
��F�	
���� $��
�$�� $�.B3$
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discussions, Theophan Pavlovski, opera singer and director, wrote an article
from which we shall quote some fragments: "The management of the Opera
knows that we (i.e. the Russians) are the most suitable building material, at
the same time experienced and cheap (…) and that the moment of self-
defense (for Serbian singers) has not been reached yet."

21
 Pavlovski was

certainly right: Russian singers were accepted basically as a temporary
solution, to provide a firm ground for creating a strong domestic body of
singers in the future. At the same time, most of the Russians also viewed
their own position as a provisional one, hoping either to return to Russia or
to move to some Western capital.

As to the quality of the Russian singers, judging by numerous accounts,
it can be assumed that the majority of them belonged to a high class. Their
reputation was repeatedly confirmed by their periodical tours abroad. Many
of them left Yugoslavia at the end of the 1920’s in order to try their chances
abroad, like Yurenev who became member of the Russian Opera in Paris

22

but they returned from time to time as guest soloists. Some important
singers decided to stay, among whom were Pavel Holodkov, "the pillar of
the Opera", and the young Olga Oldekop,

23
 so that, although the number of

Russians was constantly decreasing, opera performances without any Rus-
sian opera artist were rare during the whole period between the two world
wars.

24
 It is interesting that whereas the number of Russian singers decrea-

sed during the 1930’s (either their careers were over or they left Yugo-
slavia), the number of Russian ballet dancers increased in the same period,
due to the growing in age of a second generations in the ballet emigrant
community.

25

Russian singers were sometimes reproached for giving priority to
singing over acting, that being put into account on their "Italian-style" idea
of the opera and that must have been true. It was also true that the Russians
brought to Yugoslavia their Italian school of singing, different from the
German school introduced by domestic singers that had been educated
abroad.

26

�������������������������������������������������������
21 Teofan Pavlovski, /������	��(
���	%������	#����, Gluma, no. 7, 1922, p.10.
22 See: N. Mosusova, !%��������������.%�������%	(	��*��.�("�����
��
���������
i Beogradska opera, 
�6�#���*���� �@��
F�������
�������������./.0$����
�����������
����!
 � �������������.//B��.3=$��������6��$�7� 
���� $��
�$�� $�.&3$
23 See: N. Mosusova,  �����"����)���"�#��$���0�op. cit., p. 145.
24 S. 7� 
��� $�.BD$�,�""���
������������
����
����������" �����
��*���
��*�	
�����
important figure in Belgrade musical life of the times, wrote that "Thanks to the
Russians, we have our opera and at the same time we don’t have it." (Rusi i "opersko
pitanje" u nas, Politika, no.4712, p.3).
25 N. Mosusova,  �����"����)���"�#��$���0�pp. 145, 148.
26 Ibid, p. 144.
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Among important events of the period between the two world wars in
Yugoslavia should be counted the world premieres of the opera Vanka the
Keykeeper (1933) by Nikolai Cherepnin in Belgrade. The composer lived as
emigrant in Paris in close relations with Ana Pavlova and taught at the
Russian Conservatory. During his stay in Belgrade he also conducted a
ballet of his own, The Secret of the Pyramid. The ballet had had its Belgrade
premiere a year before. In Ljubljana he was present at the representation of
his ballet The Enchanted Bird (the choreography was by Peter Golovin).

27

Cherepnin’s son Aleksandar, composer and pianist, joined his father
and gave concerts of his own music in Belgrade and Zagreb.

28
 In Ljubljana

he was present at the Yugoslav premiere of his opera Ol-Ol 
29

 that was
performed in the same evening with his father’s ballet The Enchanted Bird.

Opera (Stage) Direction

In the first seasons after World War I opera performances were staged
by Serbian and Russian opera singers, as there were no specially trained
opera stage-directors. Evgeni Mariashets prepared several operas for the
Belgrade National Theatre, but the first Russian opera in Belgrade – Evgeni
Onegin – was staged by Michail Zatskoi (first performance on May 8,
1920). Zatskoi stayed only for a short time in Belgrade, but another Russian
left a more durable inprint: Theophan Pavlovski who stayed in Belgrade
from 1921+1928, and afterwards signed a contract with the Lithuanian State
Opera in Kaunas. After he had finished his studies at the Moscow Con-
servatory and at the Law faculty, he was engaged by the Imperial Theatre
and private theatres in Moscow for 14 years. When he arrived in Belgrade,
he first sang the main roles in Rigoletto and Onegin but then decided to
work exclusively as stage director. During his seven years in the Belgrade
National Theatre he staged some 30 operas.

30
 Some other Russians also tried

their hands at opera stageing, among others: Margarita Froman (dancer and
choreographer from Zagreb, member of the Belgrade National Theatre from
1928+31), Michail Karakash and Aleksandar Uluchanov (both singers). An
important contribution to the development of the Belgrade Opera was given
by Yuri Rakitin, who was primarily a spoken-drama stage-director, active in
Belgrade from 1920+41 and 1945+47, afterwards in Novi Sad (1947+52). In

�������������������������������������������������������
27 S. Osterc, Muzika u zemlji. Ljubljana, Zvuk 1933, November,1, 23+25.
28 Al. Cherepnin got affirmative critiques from Emil Hajek, a distinguished piano peda-
gogue of Czech origin. Hajek wrote an appreciative critique of his concert in Belgrade
2L	�9����	$.�� ./BB�� .54�� �������9��7�*)�	
��+����� �������� ��
�
;��� �!� �
� �������� 
�
Zagreb (same journal, pp.18+23)..
29 S. Osterc, Zvuk 1933, Nov.1, 23+25.
30
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Russia he was known as a gifted actor, pupil of Stanislavski and very much
appreciated by him, also active as stage director in imperial theatres in St.
Peterburg.

31

Although there were articles in the Belgrade press where views were
exposed that Russians were too traditionally orientated, their ideas stereo-
typed, that the repertory was at least 30 years lagging behind the European

32
,

the reception of Russian artists was very positive in general. Some of those
�����9�+���� �
"��� 
�� !���� ��� ���	���(�
�
��� ���� �
������� �!� ����E ����� �
they were a part of intrigues that are not rare in the opera milieu. Today it is
taken as a firm fact that Russian emigrants that staged operas gave vital
impetus to opera performances in Belgrade because they came from Russia
with a rich and multifarious experience. They were reproached by Serbian
historians that they lacked a special opera-staging training, but it is a fact
that there were no such educational institutions at the time.

Conducting

When the Belgrade Opera engaged the Russian emigrant Ilia Slatin as
��������������	���(�
�
��+������������ �����������������������
��������!
the Opera was happy to be able to share his duties with him. The orchestra
itself improved its quality of playing by employing a number of Russians,
but also other foreigners (Czechs, Austrians, Germans)

33
. It is also worth

mentioning that Slatin who played the piano and his brothers Vladimir (viol)
and Aleksandar (violoncello) founded the Russian Trio, later also the quartet
Zorko-Slatin, engaging thus in rich concert activities.

Ballet dancing

The "invasion of Russian emigrants", as was put by Milan Grol
34

, the
director of the National Theatre in Belgrade – whose merit it was that the
emigrants were invited to that theatre + had an especially beneficial effect on
the domestic art of ballet, that was at its beginnings in Serbia after World
War I. It was paradoxical that modern dance – the so-called plastic ballet +
had been introduced in Serbia prior to classical ballet. It was propagated

���� ���� ./.=K� ��� ���������G����� ����@
��	
��� +��� ����  ��	
����
followed the courses of Emile Jaques-Dalcroze and Mary Wigman in
Germany. Among the Russian emigrants Klavdia Isachenko was the only

�������������������������������������������������������
31
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34 Milan Grol, Iz pozorišta predratne Srbije, Beograd, 1952, 258.
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one who was an adherent of " plastic ballet ". After having spent five years
in Belgrade as dancer and pedagogue (1918+23) she left, probably because
she was aware that in Belgrade there was much more interest in classic than
in plastic ballet.

35
 It is worth mentioning that together with Yelena Polia-

kova she choreographed an experimental ballet-grotesque – Le balais du
valet (1923), �������"�
������
��*���
��*�	
�$

The first Russian name we encounter on the programmes of the
National Theatre in Belgrade in the season 1919/20 was that of Maria
Bologovska. Ballet numbers were first danced in opera performances, later
in ballet divertissements. Already in 1920 ballet courses in the National The-
atre were organised with Russian ballet dancers as teachers. Those efforts
bore fruit very soon: In 1922 there already existed a nucleus of a ballet
ensemble with one ballet stage director and 6 ballet dancers.

36
 The most

important figures in this early stage of the development of Serbian ballet
was Yelena Poliakova who had been a distinguished ballet dancer in the
Mariinski Theatre in St. Peterburg. Before settling in Belgrade in 1922 she
had spent some time in Ljubljana as first dancer and choreographer of the
National Theatre and teacher of choreography, mime and plastic ballet at the
Conservatory.

37
 In Belgrade she taught ballet at the School of Acting and

Ballet. Another important personality was Aleksandar Fortunato,who came
from Lvov via Bucharest, and staged and choreographed the first evening-
long ballet in Belgrade: Coppelia (June 11, 1924). Fortunato was the first
director of the Belgrade Ballet and its first dancer from 1923+26.

Another important personality among the Russian emigrants was Nina
Kirsanova, first dancer (1923+26), stage director (1931+34) and pedagogue.
She was engaged by the Opera Colon in Buenos Aires (1927), then by Ana
Pavlova (1926+31). Afterwards she became dancer and choreographer in the
Opera of Monte Carlo (1935+37) and in the National Theatre in Kaunas
(1937+38). She returned to Yugoslavia, her "second fatherland" at the first
announcements of World War II.

38
 The activities of Anatoli Zhukovski,

dancer and choreographer, also deserve mentioning. He was a danceur noble
of the Belgrade Ballet and choreographer who continued Fortunato’s re-
search of folk dancing traditions in the Balkans.

The excellent Russian ballet school showed its outstanding results very
soon. The ballet ensemble and the soloists of the Belgrade National Theatre
were able to perform great ballets from the international and domestic
�������������������������������������������������������
35 A certain� �
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2000, 374+379.
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repertoires. Until the breakout of World War II in Yugoslavia (April 1941),
43 ballets from the international repertoire were staged and 5 ballets by
domestic composers. Especially valuable were the efforts of the Russians to
stage Diaghilev’s ballets in Belgrade (Poliakova, Froman)

39
 as well as the

staging of the ballet Man and Fate on the music of Chaikovski’s V
Symphony (1934) only one year after the Monte Carlo premiere of
Massine’s ballet Les Présages that inspired it .

40
 Among important events in

the history of Yugoslav ballet should be mentioned the staging of Chai-
kovski’s Sleeping Beauty (1927) by Fiodor Vasiliev who came from Paris,
and the staging of three short ballets (Tamara, The Ballerina and Bandits,
Bolero, 1939) by Boris Romanov who had danced in Diaghilev’s troop, then
was director of The Russian Romantic Ballet in Berlin and danced for some
time in Ana Pavlova’s troop.

41

The Croatian National Theatre in Zagreb also benefited a lot from the
Russian emigration. Margarita Froman was the star of that Theatre from
1921 on, active as first dancer, choreographer, ballet and opera stage direc-
tor and pedagogue. She was educated at the Ballet Department of the
Imperial theatrical school, then became member of the corps de ballet of the
Bolshoi Theatre (before 1913 and 1917+19) and in 1913 she was engaged by
Diaghilev for his "Ballets Russes" company. For a certain time she danced
also in Ana Pavlova’s troup. Two of her brothers, Maksimilian and Valentin,
were dancers too, while the third brother, Pavel, was a scenographer and
their sister Olga was a pianist. Margarita Froman arrived in Zagreb with her
own troup that simply continued to work under the roof of the Croatian
National Theatre.

Among the most important Russian contributions to the Yugoslav ballet
stage should be counted their efforts to produce folk ballets, that is to create
choreographies that would include elements found in traditional folk dances.
In order to achieve that, they either relied on their previous knowledge and

���
�
���� �
9�� ������
��� N��"��� 2
�� -��F
"
�� ������	
�K� Gingerbread
Heart, L�������./D0>�����
����������"����
��#�����-��*�	
�K�� ����The
Prince of Zeta and Koštana, Belgrade, 1929 and 1931 resp. ) or they under-
took serious research in villages, like Aleksandar Fortunato (Kosovo and
South Serbia, 1924) and Anatoli Zhukovski (South Serbia and especially the
region of Ohrid, for several years). 

42
� N��������� 
� 
�������	���(�
�
�� ��

create The Legend of Ohrid (1933, 1947), the first Serbian evening-length

�������������������������������������������������������
39

N. Mosusova, op. cit., p. 146.
40

Ibid, 148.
41

N. Mosusova, !%��������������.%�������%	(	��*��.�("�����
��
���������0, p.
160.
42

See: N. Mosusova, Are Folkloric Ballets an Anachronism Today? in: Dance as
Intangible Heritage, ed. by Alkis Raffis, Corfu, 2002, 111.
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ballet.
43

 The choreographer was Nina Kirsanova who was generously helped
by Anatoli Zhukovski.

Russian emigrants continued their rich activities after World War II.
Maria Olenina is considered to be the founder of the ballet company in Novi
Sad in 1949.

Scenery and costume design

In the first seasons after WW I an outstanding Serbian painter, Jovan
�
*��
���+�� �����������������������"����
����� 
�� �������
�����7������
in Belgrade. His responsibilities were reduced with the arrival of two
Russian emigrants, the married couple Leonid and Rimena-Rima Brailovski
who stayed in Belgrade 3 years (1921+24). Leonid Brailovski, who had
worked in Russian imperial theatres, was one of the pleyade of great
Russian scene and costume designers whose fame had begun before the war:
Bakst, Benois…

44
. He and his wife worked in all three departments of the

National Theatre: Drama, Opera and Ballet. Their work did not receive
unanimous praise, the critics sometimes reacting negatively to "a somewhat
banal disposition for parade and colourfulness"

45
 or to "overcrowded stages".

46

Among other Russian artists some other deserve to be mentioned: Anani
Verbitski, pupil of Roerich, Bilibin and Sudeikin in St. Peterburg, Vladimir
Zagorodnyuk who had studied in Odessa and Paris, Vladimir Zhedrinski and
Pavel Froman (1921+23 in Zagreb, then 1924+29 in Belgrade).

47

In recent times opinions can be heard that it was a pity that only expo-
nents of the "World of Art" linked to Diaghilev’s "Ballets Russes" came to
Yugoslavia and no Russian avantgarde artists.

48
 But it should be born in

mind that from the historical point of view the Brailovski couple and the
other Russian artists in Yugoslavia, who no doubt belonged to a high
international class, advanced domestic theatrical performances in a fascina-
ting way. It is also questionable whether the Serbian and Yugoslav audience

�������������������������������������������������������
43 N. Mosusova, �(
	�� ���%���$��� .!������� ��#����. +��
���1��������Muzikološki
zbornik XXV, Ljubljana, 1989.
44
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�, Beogradska scenografija i kostimografija 1868+1941, Beograd,
1983, p. 195.
45 Ibid, p. 201.
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more about Russian scenery design on Yugoslav stages in: N. Mosusova, +�%���"�(�)��
scena (125 godina Narodnog pozorišta), 
�6��� 9��"�@
)9����������������.//'��.3+
17, and the article ���	 �����	
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published in the present volume.
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48 Cf. N. Mosusova,  �����"����)���"�#��$���0, p. 144.
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would have welcomed scenery and costume designs as could have been
imagined by avantgarde artists.

Music pedagogues, concert managers

We shall probably never know the exact number of Russian pedagogues
in the fields of opera singing and stage-direction, ballet dancing and choreo-
graphy, scenery and costume design, playing piano and other instruments.
Yugoslav music culture owes them a great deal because all those professions
had been very modestly represented at the time the Russian emigrants arri-
ved, not only in the province, but also in bigger towns.

49

A Russian emigrant, Evgeni Zhukov, had the merit of creating the first
Yugoslav concert agency, "Yugokoncert". Thanks to his personal acqu-
aintances among Russian emigrant artists throughout the world, Belgrade
and other cities had the chance to see on their stages great artists of the
times: Fedor Shaliapin (1935), Arthur Rubinstein, Alfred Corteau, Nikolai
Orlov, Serghei Prokofiev.

50
 It should be added that other Russian emigrants,

especially those active in the field of ballet, also helped organizing guest
performances, exclusively of internationally renowned Russian artists like
Ana Pavlova (1927), Tamara Karsavina (1928) , Clotilde and Aleksandar
Sacharov (1930, 1937, 1940).

Church music

The Russian church in Yugoslavia had a high rank: there was a
Metropolitan diocese in the old little town Sremski Karlovci near Novi Sad.
Some theologists of world renown taught at the Theological school in the
����������+���!��
���*�2%	��O1�������	���P��������1�	�����9
"�	
�

51
).

The number of Russian emigrants engaged as choir masters in churches and
choral societies in Yugoslavia is not known, but it is assumed that there
were a lot of them. Novi Sad offered hospitality to some 2500 Russians and
such a large community was given a chapel in the Bishop’s palace. Already
in 1922 a male choir called "Russian singing society Vasili Grigorin and
Kuzma Peregruda" was founded and existed until the late 1950’s. Two more
choirs were later founded in the same city.

52
 All those choral societies were

�������������������������������������������������������
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See: N. Mosusova, ibid, p. 140.
50

See more about Zhukov in: A. Arsenjev, ./	��(���"	0.� p. 207.
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enthusiastically received by the citizens of Novi Sad. The Russian choir at
the Royal Court in Belgrade also deserves to be mentioned.

On the average those choir masters did not possess professional musical
education, but they managed to be up to their tasks. Many of them were
intellectuals of different professions, members of Kozak units or students of
military schools.

53
 The names of those amateur musicians should not be for-

gotten, for instance that of Serghei Muratov, the conductor of the Kozak
Choir in the Military School (of the "White Guard") in Sremski Karlovci,
who also conducted the choir of the elite Gymnasium in the same town.

54

Pavel Figurovski, who had been lieutenant of the Russian Imperial army,
was one of the most distinguished choir conductor in Novi Sad.

55
 Russian

emigrants liked singing in church choirs, not only in Russian ones, but also
in Serbian orthodox churches.

***

The greatest contribution of the Russian musical emigration to Yugo-
slav musical culture consists in the important acceleration they brought to
the development of the domestic musical scene. Russians came in the most
appropriate moment, when their knowledge and experience could be readily
and easily assimilated. Had they come several decades earlier, the level of
the Serbian musical development would not have been able to absorb what
they could offer. Two cultures and two traditions that had common roots
met and the fruits were rich and abundant because both parts – the more
developed newcomers and the residents + were ready and happy to work
together. Thanks for the great part to the Russians, Yugoslavia got its place
on the musical map of Europe of the times.

Russian emigrants brought concepts of opera and ballet performances that
were dominant in Europe and Russia. It was important that they were interested
to introduce new ideas, not just stick to the old and established. Their
professionalism was the best example they could offer to their young domestic
colleagues and it enabled the achievement of high performing standards that
inspired domestic composers to write elaborate opera and ballet scores.

The rise of professionalism on Yugoslav stages in which the Russian
emigrants played an outstanding role, inspired domestic composers to create
some important operas and ballets, such as the ballets The Legend of Ohrid

�������������������������������������������������������
53 A. Arsenjev, ./	��(���"	…", p. 197.
54 The informations was kindly��
	��������������������#��!$���*�������9�	
�$
55 Boris Arsenjev, himself a distinguished choir conductor in Novi Sad, wrote down a
list of Russian choir conductors in Belgrade, Zemun and Novi Sad. Arsenjev’s manu-
scripts are kept in the Institute of Musicology in Belgrade.
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also to the work of Yugoslav composers.

It is painful that after World War II, when Yugoslavia became a com-
munist country, Russian emigrants and among them some artists and
musicians who still owned Russian pre-communist citizenship, had to leave
their "second homeland" and start a new life elsewhere (like Zagorodnyuk
who went to Australia, Poliakova to Chile, Zhukovski to the USA, Zhedrin-
ski first to Marocco, then France).

56
 The contribution of them all – of those

who stayed for a long or short time in Yugoslavia and those who went fur-
ther becoming emigrants for the second time in their lives + is not forgotten.

This paper was presented at the 17th IMS Congress in Leuven in August 2002.
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THE WORK OF THE COUPLE BRAILOWSKY
IN THE MIRROR OF SERBIAN CRITIQUES

(Summary)

Leonid (1867-1937) and Rimma (1877-1959) Brailowsky brought to Belgrade
National theatre (together with other Russian emigrated stage and costume desig-
ners) the spirit of the World of Art (Mir Iskusstva), making décor and costumes for
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&" Michel Parouty, Bons baisers du Kirov, Diapason, Paris, Jan. "�#�"*�
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18 performances during the period of 1921-1924. Les romanesques by Edmond
Rostand, Le malade imaginaire by Molière, Shakespeare’s Richard III, Merchant of
Venice and King Lear and two Serbian dramas, Offenbach’s Hoffmann’s Tales,
Faust by Gounod, Smetana’s Bartered Bride, Bizet’s Carmen, Onegin and Queen of
Spades by Tchaikovsky, Massenet’s Manon, The Tsar’s Bride by Rimsky-Korsakov,
The Wedding of Milosh by Petar Konjovich, the Serbian opera composer, two
ballets, Sheherazade and Nutcracker. The artists, husband and wife, were praised for
their modernization of the Belgrade scene, for their vivid realization of sets and
costumes, for their novelties, especially in Serbian historical dramas by Branislav

 

O�?�� and 

 

�������������� and Shakespeare as well. In operas and ballets they were
also respected in some extent, but the pictorial, sometimes independent value of
their scenic work, although inspired by music, arouse opposing questions among the
musical critics, who could not accept their too bright colors which once conquered
Paris in the scenic interpretation of Leon Bakst or Nikolai Roerich. To avoid
resistance of Belgrade critics the couple decided to leave Yugoslav capital for Italy
where they continued successfully their artistic career.

UDK: 75. 071.1 Brailovskij: 75. 054. 036 (=82: 497. 1): 792. 021/. 024/ 497. 1)
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Anastasia Siopsi

A CRITICAL REVIEW OF THE MOST IMPORTANT
SOURCES ON DIMITRIS MITROPOULOS (1896�1960)

Abstract: As most important books on Dimitris Mitropoulos should be mentioned
those by Apostolos Kostios, William R. Trotter and Takis Kalogeropoulos. Two
other editions are also valuable: the correspondence Mitropoulos – Katy Katsoya-
nis, and the selected texts of the artist. Mitropoulos had difficult relations with his
Greek colleagues, especially after his emigration to the United States of America
in 1939. At the time when the most important Greek composers strove to create a
national school of music, he made it clear that he did not like the idea of national
music. He developed a neutral or even indifferent attitude towards musical activi-
ties in Greece and rarely included Greek compositions in his repertoire.

Key-Words: Dimitris Mitropoulos, Greek music, national music, music perfor-
ming artists.

At best, all the thousands of musicians I had met could leave the world
their music. Mitropoulos had left the world his soul.

1

The life and artistic work of Dimitris Mitropoulos cannot be reduced to
the collection of reminiscences remembered at anniversaries of the artist.

2

�������������������������������������������������������
1 David Amram, Vibrations: The Adventures and Musical Times of David Amram,
New York: Macmillan Publishing Co., 1968; Greenwood Press, 1980: 381+382. This
review was published in Greek, under the same title, in the musicological journal
Mousikos Logos, n.2, vol. A’, Autumn 2000: 209+219; here it is written with quite a few
alterations and additions.
2 Dimitris Mitropoulos (Athens, 1896 +�Milan, 1960), a conductor of world renown,
began his career in Athens as conductor at the Symphonic Orchestra of the Greek
Conservatoire (1924+25), the Orchestra of the Association of Concerts (1925+27) and the
Symphonic Orchestra of the Athens Conservatoire (1927+37). He served as director of
the Symphony Orchestra of Boston (1936+1938). In 1938, he got a permanent post as a
conductor of the Symphonic Orchestra of Minneapolis (1938+1949). In 1949, Mitro-
poulos was appointed co-conductor (with Leopold Stokowski as the other conductor) of
the New York Philharmonic Orchestra, where he was promoted, in 1951, to become
artistic director and chief conductor (1951+1957). Until his death, he divided his
activities between conducting the New York Philharmonic Orchestra, The New York
Chamber Ensemble, the Metropolitan Opera in New York and various first-rate
orchestras in Europe. Significant of Mitropoulos was that apart from being an
outstanding conductor, he was also a pianist of the same quality. He often conducted his
orchestra while performing on the piano. He composed a number of musical works,
including an opera, a concerto grosso, chamber and instrumental music and songs.
Mitropoulos had a vibrant personality, both on and off the podium. He died on 2/11/1960
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Beyond the unquestionable value of Mitropoulos’s contribution to music is
the allure of becoming further acquainted with this great artist because of his
unique humanitarian profile.

When reviewing some of the most important and meaningful texts
written about him, the reader cannot avoid being touched by the feelings and
ideas radiated by the intensely idealistic physiognomy of Dimitris Mitropou-
los, an artist who throughout his life took for his role model Saint Francisco
of Assisi. The learned reader, aiming for objectivity in his dialogue with the
artist’s texts, has to read with particular attention in order to treat these texts
as more or less reliable sources and not as an + almost vanished + humanita-
rian voice of a man who served through his life and work the ideal of an
utopian democracy and who finally materialized this ideal within the orche-
stral environment, in his consciously created world, especially after his emi-
gration to America in 1939.

Many aspects of Dimitris Mitropoulos have been studied, such as his
life and work (i.e. Prokopiou, 1966, Christopoulou, 1971, Kostios, 1985,
Trotter, 1995), and his personality and his adaptation to the wider artistic
environment (i.e. Christopoulou, 1971, Kostios, 1985, Trotter, 1995). Texts
were written on the occasions marking the artist’s life (i.e. Kalogeropoulos,
1990), while others focused on more specific issues (i.e. Kostios, 1997 (B)).
A catalogue of his works was written by Kostios (1996) and some of
Mitropoulos’s few remaining texts were edited (Mitropoulos, 1996, Kostios,
1997 Q�� Q� 4$�(�+�	�������
��./33�� ����� 
�� 
C�������!�����
"
��
��
���pou-
los’s death, no one in Greece had published a comprehensive study of his
life and work.

The first lengthy text on Dimitris Mitropoulos in Greek bibliography
was written by Stavros Prokopiou (Prokopiou, 1966). Joseph Grekas intro-
duces this study of the "idiosyncratic spiritual man, writer and composer
Stavros Prokopiou" (ibid.6), by presenting a brief biography of Mitropoulos
and urging that his memory be honored through the writing of a compre-
hensive history (see ibid.: 7).

Idiosyncratic in tone, Prokopiou’s record of his ex-schoolmate Mitropo-
ulos (‘the jungle boy’, according to one of Mitropoulos’s self-characte-
rizations), gives moralizing hints as to the context of the larger social
environment and provides information about the musical life in Athens.
Particularly characteristic and anachronistically deceptive are Prokopiou’s
references to the ‘Great Nation’ of America (ibid.: 23), referring to Mitro-
poulos’s emigration there in 1939, describing the "nightmarish dominion of
contemporary decadence" [of America], which "coincides with atonality"
(see ibid.: 24) and distorts classic masterpieces into "rumba and mambo and

���������������������������������������������������������������������������������������������������������������������������

from a heart attack while he was rehearsing Gustav Mahler’s Third Symphony in the
Scala of Milan, Italy.
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other vulgar rococo [pieces]" (ibid.: 24). The central aim of this study,
which sets out to present the ‘objective truth’ about Mitropoulos, becomes a
condemnation and critique of the artist according to fanatic nationalistic
beliefs. Focusing on Mitropoulos’s attitude towards Greece, Prokopiou
provides as evidence for the artist’s supposed ‘anti-Greek’ attitude excerpts
from Greek journals and newspapers of the period 1946+1956. According to
the author, Mitropoulos can be considered as a capable orchestral conductor,
but is blameworthy due to his excessively selfish character and his thoug-
htless contempt of his country and its music. Prokopiou’s study, despite
being subjective, contradictory, amateurish and uninformed, is a good
source for the study of Mitropoulos’s reception and, as such, has to be taken
seriously by scholars.

The second extensive study on Mitropoulos, which marks the first
attempt at a biography of the artist, was written by Maria Christodoulou
(Christodoulou, 1971). The author, once a student of Mitropoulos, states in
the prologue that the biography is the realization of an old wish; explaining
that she undertook the responsibility of such a task because she felt the
obligation to provide the readers with "an explanation, as complete as
possible, of the phenomenon named ‘Dimitris Mitropoulos’" (ibid.: 5). The
study is based on sources which the author took pains to collect from the
Conservatory of Athens; also, in a special chapter entitled "Memories and
Judgments", the author includes texts written by Mitropoulos’s colleagues
from Europe and America (ibid.: 191+238). Christodoulou avoids excessive
commentary in her presentation of the texts and information because, she
argues, she wants to be as objective as possible (see ibid.: 6). However, in
this way, Mitropoulos’s biography is presented as a patchwork of narratives
and testimonies, wherein the critiques of the foreign press are juxtaposed
one after another, without any unifying insight made by the author (see, for
example, ibid.: 30+45, 51+57 etc). When addressing Mitropoulos’s musical
activities in Greece, Christodoulou includes the programmes from all of his
concerts and provides a table of statistics representing concert programmes
in Greece (1927+1939) (ibid.: 60+72). Finally, she dedicates a dispropor-
tionate section of the book to the artist’s death and the honorary distinctions
awarded to him (ibid.: 162+173 and 175+189, respectively). Although the
book is hardly more than a chronological patchwork of information, the
collection of testimonies and range of sources on Mitropoulos are notable;
additionally, the work stands as the first biographical presentation of the
artist on such a large scale.

The most exhaustive biography of Mitropoulos in Greek bibliography
was written by a Greek musicologist and professor at the Music Department
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of Athens University, Apostolos Kostios (Kostios, 1985).
3
 By emphasizing

the difficulties of obtaining material on Mitropoulos, due to (1) the absence
of sufficient written material by the artist himself, (2) the destruction of
archives, (3) the death of the artist’s close friends, and so forth, Kostios
underlines the importance of a text written by Mitropoulos’s close friend,
Katy Katsoyanis, citing it as a reliable source that stands apart from other
works whose reliability must be verified by cross-referencing (see ibid.: 10+
15). Kostios was primarily interested in the role of Mitropoulos as an
orchestral conductor and, secondly, his roles as pianist, composer and tutor.
He views his work not as a conclusive study of the artist but rather as an
opening for further research by other scholars (see ibid.: 15). It must be
noted that the revisions to the first edition of this biography made by Kostios
himself are a case in point – for the author’s study was not final even for
himself. Each of the successive revisions contains elements of self-criticism
and reflection on earlier positions, thus it can be said that his contribution to
research in this field creates in itself a historical dimension that remains
open to future research (for example, Kostios 1996, Kostios 1997 (A),
Kostios 1997 (B)).

4

A particularly important and insightful work on the life and work of
Mitropoulos is the large-scale biography of the artist written by the writer,
editor, and music-critic William R.Trotter (Trotter,1995). The international-
ly known musicologist Oliver Daniel, who died in 1990, had done the
majority of research for this work although he died before he was able to
finish writing it. The study focuses on the contribution the artist made to the
music world and his role in the wider cultural environment of America,
where Mitropoulos lived for twenty-one of the (possibly) most creative
years of his life (1939+1960). Consequently, a particularly valuable aspect
of this biography is the detailed and substantial information concerning the
life of Mitropoulos in America – his relations, activities and writings, along
with pieces written about him, and the criticism and reception of the
concerts, etc. The tone of the work is detached, keeping a distance from the
myth surrounding the artist, constantly reminding us of his mortal substance,
if nothing else. However, it is especially important to underline the fact that,

�������������������������������������������������������
3 Kostios’s book has been translated and published in Italy with additions: a more
detailed reference to music performance/interpretation and one chapter on Mitropoulos as
a composer. (A.Kostios, Dimitris Mitropoulos, Milan, Florence: Aletheia, 1992).
4 In the present review it would not be possible to present all of Apostolos Kostios’s
published studies of Dimitris Mitropoulos. However, we indicate here two other works of
his: (1) D.Mitropoulos -Leben und Werk, Exhibition catalogue (Vienna: Konzerthaus,
���� .//'46� �$-��
��� Mitropoulos-Mahler, pp. 51+63 and Uraufführungen unter
D.Mitropoulos, pp. V+%A���������.//'�� 2D4�Dimitris Mitropoulos- A Dedication to his
compositional work (Afieromasto sinthetiko tou ergo), Program notes for the concert,
(Athens: Music Megaron of Athens), 2, 3.5.1996: A. Kostios, The composer Dimitris
Mitropoulos, pp. 12+26 and Works catalogue, pp. 27+28, Athens, 1996.
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even without idealizing the persona of Mitropoulos, he remains an outstan-
ding artist, characterized by his rare sensitivity, talent and sparks of genius.

On the occasion marking thirty years after the artist’s death, the State
Orchestra of Athens published a programme dedicated to the artist, in which
the majority of the texts were written and edited by Takis Kalogeropoulos
(Kalogeropoulos, 1990). This dedicated work contains brief biographical
notes of the artist (ibid.: 11+25), two texts on the last moments of his life
and his death in Milan in which the idealization of Mitropoulos as a man and
an artist becomes apparent (ibid.: 27+28 and 31+37), the reminiscences of
three conductors who had personal contacts with the artist (ibid.: 39+43) and
one brief entry on Mitropoulos as a composer (ibid.: 47+53).
Kalogeropoulos claims in his references to the compositions that criteria for the
artist’s works should not coincide with the "ordinary norms which are the
rule for other composers", rather Mitropoulos’s compositions should be
compared to those of the elite composers, which, nevertheless, does not
work in favor of his music (see ibid.: 48).

5
 At the same time, he underlines

the necessity of a more careful study of Mitropoulos’s compositions (ibid.:
49) which still await further assessment (ibid.: 53). This same leaflet includes a
catalogue of the composer’s most important works, the concert programme
that was played by the orchestra for that particular anniversary + with
references and explanations for each of these works, as well as photographs

6

and references to the artist’s thoughts and reflections written about him by
other learned men.

A special, interesting study on the theatrical aspects of Mitropoulos was
written by the musicologist mentioned earlier Apostolos Kostios (Kostios,
.//&�2�44$

7
 Kostios centers his study of the artist on a definition of theatri-

cality wherein the poetic deed involves three attributes: those of the poet-
dramatist (composer), of the poet of morals (actor-interpreter) and of the
perceiver-listener. On the grounds of these attributes, the poetic can be

�������������������������������������������������������
5 Trotter would certainly disagree with Kalogeropoulos about the ability of Mitropou-
los to write music; by presenting brief analyses of some of Mitropoulos’s most important
works, Trotter expresses positive views on their originality, their explosive conception
and their pioneering nature. According to this author, these compositions articulate a
brilliant and highly original music style (Trotter: 42+43 (Eine Griechische Sonate
(1920)), 62+63 (Burial (Taphi) (1915), The Burial (1925), Ostinata (1927), 10 Inventions
with K. Kavaphis’s poetry (1927), Concerto Grosso (1928)). Trotter claims that the
works representing Mitropoulos’s personal style are Concerto Grosso, Ostinata and the
10 Inventions with Kavaphis’s poetry.
6 The illustrations are mostly unpublished photographs from Mitropoulos’s private life,
printed with the kind permission of the conductors M.Karidis and A.Simeonidis.
7 Motivation for researching Mitropoulos’s relation to the theatre was given to the author
through his participation at a conference in Volos (1996), organized by the Centre of Mu-
sic Theatre of Volos, Greece; the book is dedicated to the organizers of the conference.
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experienced through a catharsis of "mercy and fear", which provides art its
moral content and purpose. Kositos argues that such traits form the
idiosyncratic characteristic of Mitropoulos’s personality and, as a result, can
be traced in all the facets of his diverse artistic life (ibid.: 15).

Kostios very thoroughly and clearly presents Mitropoulos’s compo-
sitions in a systematic catalogue of the artist’s works (Kostios, 1996). The
works are first classified according to whether they are instrumental or vocal
works and secondly according to the gender, genre and execution of the
performance. This brief catalogue of the genres numbers and lists the works
they comprised. Where possible, the entry written for each work contains
valuable references to texts written by Mitropoulos, in addition to infor-
mation regarding copies, editions, performances, recordings, bibliographical
references and personal observations made by the author. The thorough
approach attempts to provide the reader with a critical, yet conclusive
presentation of the works. Finally, excerpts from reviews of the premieres of
most of the works are included. The reviews include the opinions of critics
from both the Greek and foreign press, and were excerpted in addition to
other references to the performances. Included is a bibliography of reviews,
which all together creates an extremely useful handbook for the study of
how Mitropoulos’s compositions were received by audiences; this feature of
the catalogue was, of course, made possible thanks to the diverse and
thorough knowledge which Kostios has accumulated regarding the artistic
contribution made by the great composer.

Among the published texts written by Mitropoulos to be published so
far, special attention should be given to two particular editions: (1) the
correspondence of the artist with his close friend Katy Katsoyanis, with a
prologue by the Greek poet George Seferis (Mitropoulos, 1966) and (2) the edi-
tion of selected texts of the artist by Apostolos Kostios (Kostios, 1997 (B)).

The Mitropoulos-Katsoyanis correspondence, as his close friend claims,
can be understood as the artist’s autobiography (see Mitropoulos, 1966: 11).
It covers a period of thirty years, which is actually the duration of their
friendship, which was interrupted by the artist’s death (1929+1960).

8
 In

contrast to Maria Miltiadou Negreponti, also a close friend of Mitropoulos,
who decided to destroy her correspondence with Mitropoulos before her death,
Katy Katsoyanis, perhaps the closest friend of Mitropoulos, understood the
publication of his letters as an act of homage + along with as many of hers that
an educated reader would need to shed additional light on Mitropoulos’s letters
and contribute to a further understanding of the man and artist (see ibid.: 13).
These letters, with all their intimacy and substantiality, are an important

�������������������������������������������������������
8 The Mitropoulos-Katsoyanis correspondence has also been translated into English as
Dimitri Mitropoulos and Katy Katsoyanis, A Correspondence:1930+1960, New York:
Martin Dale, 1973.
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resource for reconstructing the personality of the artist colored by its daily
changes, ideas and fears, and the artist’s attitude towards art and life.

The edition of selected texts by Kostios, based on the single criterion of
their importance + each selection being accompanied by the author’s com-
ments, represents, in the words of the author himself, a "selective re-writing
�!����
���� �����!� �������
�� 2���-��
���.//&� 2�46�.B4$�7���+��9� 
����
inherently bound to the first biography of Mitropoulos written by the same
author (Kostios, 1985) which is considered, in this study, "with the perspe-
ctive of the experience gained thus far" (ibid.: 13). The intention of the book
is not to "complete the synthesis [of the image of Mitropoulos] but to re-
interpret it" (ibid.: 14). According to Kostios, the Mitropoulos-Katsoyanis
correspondence, the author’s first biography of Mitropoulos and this study
are parts of an almost uninterrupted continuity: in other words, they compri-
se a trilogy (see ibid.: 14). The texts are classified according to either chro-
nology or content (see ibid.: 15). The author supplies each of the texts with
background information and comments, extending backwards and forwards
in time, subsequently creating conceptual units in which the diachronicity
and evolution of Mitropoulos’s ideas are confirmed, or the contradictions
and inconsistencies of these ideas are revealed.

In order to pay homage to Mitropoulos, whose important artistic contri-
bution, mainly as an orchestral conductor, plays an essential role in music
history, according to popular conception, we would like to articulate our
thoughts on his work and life, in the form of an epilogue.

Mitropoulos contributed, as no other orchestral conductor had before, to the
promotion of both modern music and music written by earlier composers who
had not yet gained the acclaim they deserved. A characteristic example of the
above is Mitropoulos’s favorite composer, Gustav Mahler, whose works have
since become known and, consequently, become popular among the listening
audience in America due to the systematically brilliant performances made
possible by the conducting genius of Mitropoulos. Mahler’s first symphony, for
example, became known to Americans for the first time through the pioneer
recording made by the Symphonic Orchestra of Minneapolis, with Mitropoulos
as conductor, which recorded phenomenal sales. The supreme artistic
contribution made by this artist justifies the characterization of the period in
which he was the conductor of the Greek Orchestra in Athens as "Mitropoulos’s
golden period" (see Kostios, 1985: 40+41). Similarly in America, the era from
1910 to the mid+1950s was characterized as the "Golden Age of Orchestral
Conducting", during which the so-called titans had taken over the orchestral
podium, such as Stokowski, Toscanini, Koussevitzky and Mitropoulos.
Mitropoulos’s conducting faithfully depicted the movements of music more
than any other conductor in the world (see Trotter, 165+176).

In spite of, and possibly because of, his important artistic value,
Mitropoulos was faced with the jealousy and hostility of many of his collea-
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gues. It is worthwhile to mention that Mitropoulos did not face antagonism
only in Greece, mainly by representatives of the so-called "National School
of Music", but also in America by conductors such as Leonard Bernstein
(see, i.e., Trotter: 83+5, 408+9), Koussevitzky (see Trotter: 160) and Eugene
Ormandy (Philadelphia Symphonic Orchestra, see Trotter: 163).

In our attempt to understand the relationship of Mitropoulos with the
musical life in Greece, we do not, however, consider hostilities, antagonisms
and pettiness among musicians in Greece, but information pertaining to the
wider cultural life in Greece. The climate of this cultural life was respon-
sible, to a large extent, for the development of the so-called "Greek National
School of Music" and for the marginalization of composers who did not
belong to this School, as was the case of Mitropoulos.

9

What, then is the element that separates Mitropoulos’s idealism from that
of the "National School of Music" led by Manolis Kalomiris (1883–1962)?
Both proponents considered music to be a language with ‘soul’; the artist’s duty
was to initiate people into this music not only through performances but also by
means of the artist’s exemplary stature as artist and man. The two schools of
thought also purported a ‘belief’ in the evolutionary process of humanity
towards an ideal (a utopia). It was Mitropoulos’s international idealism that
marked his ‘fateful’ point of departure, something that brought him closer to the
�N���9!���K� ������� �!� 7�������� 2���� !��� �C�" ����-��
�� .//&� 2�460'+46)
than to the decisive support of the Greek tradition forwarded by the "National
School of Music". It was precisely his internationalism, his belief that the artist
and his work do not belong to a nation but to the whole of humanity, that was so
bitterly attacked by his opponents. Mitropoulos himself was not fond of the idea
of ‘national music’ (see, for example, Trotter: 208), which was only used as
further support for the attacks made against him.

Thus it was music that created a gap between Mitropoulos and the
music elite in Greece, where music stands as both a language (a modern
language in the case of Mitropoulos’s works) and an expression of ideas. In
the era between the two World Wars, dogmatism dominated musical life in
Greece due to amateurism and the subservience of music’s role to the wider
cultural environment. This marginalized artists of an international stature
such as Mitropoulos and Nikos Skalkotas. Marginalization took place due to
the imposition of dominant cultural criteria, which were mainly directed
towards conceptualizing the notion of ‘Hellenism’ in art. Subsequently,
artistic works were judged and criticized on ideological grounds, thus

�������������������������������������������������������
9 For more details on the ideas of the "Greek National School of Music" and their relation to the
wider cultural environment in Greece see Siopsi Anastasia, Aspects of Ideology: Analyzing the
Influence of Greek Spiritual Tradition on the 'Modern Greek National School of Music' (1910+
1940), New Sound (International Magazine for Music), n.16, Autumn 2000: 105+115.
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rejecting Mitropoulos’s modernism and internationalism, without meeting
any resistance on behalf of the artist due to his low profile.

10

Considering the above we can thus claim that Mitropoulos developed
his resistance through a neutral or even indifferent attitude towards musical
activities in Greece, especially after his emigration to America. Support for
our argument (not yet explored in depth due to a lack of sufficient evidence)
is the fact that Mitropoulos rarely included Greek compositions in his
orchestra’s repertoire once he was abroad (performances including Greek
works include: Minneapolis 1939 (two parts from Manolis Kalomiris’s Greek
(Romeiki) Suite, George Sklavos’s Symphonic poem Eagle (Aetos), and
three parts from Nikos Skalkotas’s Greek Dances, see Kostios, 1985: 285),
New York, 1948, 1950, 1954 (see Trotter: 230) and New York 1958 (Geor-
ge Sisilianos’s 1st symphony, see Trotter: 425)). However, there are many
possible explanations of this evidence, which may have had more to do with
the quality of modern Greek music (it is worth mentioning that the reception
of these compositions in America, apart from Skalkotas’s Four Greek
Dances, was not very positive) or the problem of harmonizing with the then
current compositional trends in Europe and America.

In conclusion to this brief highlight of the most important texts written
about Mitropoulos, we will refer to the aspect of loneliness that pervaded his
personality. The artist’s melancholy was generated by his philosophical
approach to the world, consequently coloring his personality, which, thro-
ughout his life, was highly vulnerable and romantic. A very characteristic
phrase of Mitropoulos was articulated in a letter to his close friend Katso-
yanis, two years after his emigration to America (7/6/1940):

…I came to this place too mature, and it is completely impossible for me…to
relate myself to the environment and to the people. 2�
��� ������./336�5=4

In spite of the fact that Mitropoulos here refers to his life in America,
this phrase, in our opinion, characterizes in a laconic and substantial manner
the artist’s attitude to life.

One of the main reasons Mitropoulos found refuge in loneliness was his
gradually deeper experience of the gap between his humanistic vision and
life. However, the most important reason, in our opinion, is the almost
complete affinity of his vision with that to which he devoted his life: the
orchestra. The ideals of "…cooperation, co-responsibility, unforced contri-
bution and collectivity…" (see Kostios, 1985), that is, the ideals of
Democracy, which in its highest form of expression is, according to the
artist, creation, were realized in Mitropoulos’s relationship as conductor
with the orchestra (see Kostios, 1985: 225+240). Gradually, from 1930 on-

�������������������������������������������������������
10 Mitropoulos did not look to be promoted, on the contrary, he did not care about it;
this is why we have a few texts written by him addressing his work and life (see, for
example, Kostios, 1985: 11).
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wards, the orchestra seems to represent the only medium through which the
artist was able to express himself (see Kostios, 1985: 253). Thus the devoti-
on of this artist’s life to the work of conducting an orchestra + with an
almost hierophantic zeal + does not hint at a painful loneliness so much as it
reveals the feeling of contentment of an idealist who watches his dreams
come true with the dawn of every new day, in a domain that is no longer an
illusion but the life of the artist.
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Jean-Yves Bosseur

TEXTURE ET MATÉRIAU DANS LA PENSÉE
MUSICALE CONTEMPORAINE

Résumé: Le mot texture désigne, selon la définition du dictionnaire Robert, la di-
sposition des fils d'une chose tissée, s'appliquant tout naturellement aux principes
du tissage et, par extension, peut concerner l'arrangement d' éléments sonores.

Dans le vocabulaire musical, le terme "texture" est peu fréquent et le plus souvent
ignoré par les dictionnaires spécialisés; cette notion occupe pourtant une place
déterminante dans la réflexion d'un grand nombre de compositeurs depuis les
années cinquante. Permettant d'envisager notamment sous un angle nouveau les
questions du timbre et la conception de l'écriture orchestrale, elle sera envisagée
successivement dans des œuvres de Ligeti, Lutoslawski, Brown, Carter, Feldman
et à travers la démarche électro-acoustique.

Mots-cl$s: texture, structure, György Ligeti, Elliott Carter, Morton Feldman

Signalons tout d'abord que ce terme vient du verbe désignant l'action de
tisser (au XVe siècle) et que, initialement utilisé à propos des "tissus" orga-
niques, il s'étend par analogie (au XVIIIe siècle, selon le dictionnaire
Robert), à l'arrangement, à la disposition des éléments. Par métaphore, on
parle, dans le contexte narratif, de "tisser une intrigue" et, plus généra-
lement, ce mot s'applique volontiers à l'agencement des parties d'une œuvre,
à la manière de les lier entre elles. A noter également que peut lui être
rattaché le terme "tessiture", qui concerne l'espace de registre correspondant
aux facultés d'une voix ou d'un instrument.

Dans le vocabulaire musical, le mot "texture" est peu fréquent et le plus
souvent ignoré par les dictionnaires musicaux, comme le souligne Reginald
Smith-Brindle (Serial Composition, Oxford University Press, 1966, p. 136) :

"Texture, en un sens, peut être définie comme structure, ou 'arran-
gement des parties constituantes'. Toutefois, bien que l'on puisse parler de
'texture contrapuntique', le genre précis ou la nature du contrepoint ne peut
être décrit par une telle terminologie. On se réfère au caractère général du
son, plutôt qu'au type précis de construction. La définition alternative de
texture comme "grain, réseau, surface ou nappe" est plus juste. Elle définit le
"sentiment" extérieur de la musique, plutôt que la structure interne. Les adjectifs
habituellement utilisés en relation avec la 'texture' musicale confirment cette
définition + rude, lisse, épais, fin, chaud, froid, lourd, riche, maigre, léger,
soyeux, velouté, dentelé + toutes décrivent des sensations extérieures".
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Et Smith-Brindle poursuit : "Notre conscience de la texture extérieure
est immédiate, tandis que notre reconnaissance de la structure intérieure est
plus lente".

Cette notion occupe une place très importante dans la démarche
analytique de Wallace Berry, qui lui consacre un chapitre entier dans son
ouvrage Structural Functions in Music (Dover Publications, New York). A
partir d'exemples musicaux couvrant une très large étendue historique (de-
puis Josquin jusqu'à Krenek et Carter), l'auteur envisage différents cas de
progression, récession et variation de texture en tant que facteurs structurels
et démontre dans quelle mesure cette problématique s'applique aussi bien au
rythme qu'à l'espace, à la densité, à la délinéation de la forme, voire au style.
Plus généralement, W. Berry considère que la texture de la musique "est en
partie conditionnée par le nombre de ses composants intervenant simul-
tanément ou de manière consécutive, ses qualités étant déterminées par les
interactions, interrelations" (p. 184) ainsi mises en jeu. Il instaure par aille-
urs une distinction entre l'aspect quantitatif de la texture, induit par la
densité des événements (le nombre des éléments et leur inscription dans un
intervalle donné) et son aspect qualitatif, engendré par la nature des inter-
actions entre les divers composants. La pertinence de la notion de texture,
aussi bien pour l'écriture tonale que pour des recherches contemporaines où
la dimension du timbre apparaît prédominante est également soulignée par
Joel Lester dans Analytic Approaches to Twentieth-Century Music (W.W.
Norton & Company, New York, 1989).

Dans une telle hypothèse, parler de texture pourrait permettre de s'écar-
ter de l'approche trop schématique du son selon les paramètres classiques de
hauteur, intensité, durée, timbre et conduire à envisager plus globalement le
phénomène acoustique comme un lieu d'entrecroisements concernant conjo-
intement les caractéristiques de densité, couleur instrumentale, mouvement
dans l'espace, configuration rythmique, registre...

On peut dès lors le mettre en relation avec la question de la morpho-
logie de l'objet sonore et nous servir à ce propos de la terminologie avancée
par Pierre Schaeffer, en particulier lorsque celui-ci souligne l'intrication du
couple forme/matière en distinguant sept critères d'évaluation : masse, tim-
bre harmonique, dynamique, grain, allure, profil mélodique, profil de masse.

Texture et micro-polyphonie chez György Ligeti

György Ligeti apporte à cet égard la contribution la plus claire à cette
problématique lorsqu'il déclare : "Tandisqu'il faut comprendre par 'structure'
une constitution plus différenciée dont les éléments peuvent être discernés
les uns des autres et qui est à considérer comme le produit des rapports mu-
tuels de ses détails, on entend par 'texture' un complexe plus homogène, moins
articulé, dans lequel les éléments constitutifs se dissolvent presque complè-
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tement. Une structure peut être analysée d'après ses composantes; une texture
doit plutôt être décrite d'après ses caractéristiques globales, statistiques".

L'apport le plus notable de ses expérimentations au studio de Cologne à
l'époque de la réalisation d'Artikulation était d'ailleurs, selon lui, "la mani-
pulation de textures claires et troubles". C'est un aspect qui sera développé
ultérieurement, de manière décisive, dans ses oeuvres pour orchestre.

Dès ses premières partitions orchestrales, G. Ligeti tente en effet d'éla-
borer un nouveau style polyphonique qu'il nomme "micropolyphonique" à
partir de textures extrêmement serrées, technique qui lui permet de préserver
l'autonomie de chaque ligne. Pour lui, la composition ne consiste pas à
appliquer des normes harmoniques ou mélodiques transmises par l'histoire,
ni à adopter un style musical, mais bien à laisser la matière sonore décider
de sa propre forme d'expression. Chaque œuvre exige une approche formelle
différente et détermine une démarche qui dépasse parfois toute règle établie,
toute définition possible. A propos d'Apparitions (1958+59), G. Ligeti note
que "l'ouvrage est caractérisé par l'absence de notion d'intonation et d'inter-
valle. Il n'y a donc ni mélodie ni harmonie, mais en revanche, des sonorités
complexes qui ne sont ni vraiment des sons, ni vraiment des bruits". Face à
cette "imprécision", la fonction de l'interprète sera de "tisser" des combi-
naisons sonores, de faire en sorte que l'on ne puisse discerner à l'écoute
aucune voix séparée, celle-ci disparaissant dans la complexité sonore géné-
rale puisque "c'est précisément cette dissolution des voix qui engendre des
valeurs sonores proprement inouïes".

Par là même, G.Ligeti tend à estomper les dualités qui jalonnent l'his-
toire de la composition musicale et que la nouvelle musique accuse d'une
certaine manière dans son insistance à s'opposer aux systèmes préexistants.
A partir des années 60, il pense l'harmonie indépendamment de tout systè-
me, tonal ou atonal, la pose au-delà de l'antagonisme historique. "Les har-
monies ne changent pas soudainement mais mûrissent les unes dans les
autres...Une combinaison d'intervalles clairement audibles s'efface peu à peu
et à partir de brouillage, une nouvelle combinaison d'intervalles se cris-
tallise". Ligeti renforce sa conception harmonique par des transformations
lentes et progressives de clusters et par le souci de faire régner une sorte
d'équilibre d'importance entre les parties instrumentales. Dans Atmosphères
(1961), chaque instrument a une identité propre, chaque instrumentiste de
l'orchestre étant "individualisé", au lieu de se trouver dans l'alternative
classique soli/tutti. Sa musique donne, de ce fait, une sensation de flou,
d'informel; pourtant, contrairement à K.Penderecki qui se sert dans ses
œuvres pour grands ensembles instrumentaux, comme Thrènes, d'une écri-
ture très "schématique", réduite à quelques signes, et donne à ses œuvres un
aspect plus dynamique tout en contrastes, G. Ligeti conserve la notation
classique et fixe avec minutie chaque détail de l'instrumentation.
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Lontano (1967) pour grand orchestre apparaît comme l'élaboration fina-
le d'un cheminement vers une nouvelle construction "harmonique-polypho-
nique". Lontano, comme Atmosphères ou Volumina (1962) pour orgue, appar-
tient "au type de la continuité", fait partie des compositions "en réseaux
statiques" ou en "textures" pour lesquelles l'auditeur est amené à suivre de
façon ininterrompue un ou plusieurs groupes, et à se concentrer sur la micro-
polyphonie.

Dans Lontano, la structure canonique s'entremêle ainsi avec une texture
de longs sons tenus sur une, deux ou trois hauteurs simultanément : "La
principale différence entre la texture canonique et ce type autonome de sons
tenus, au niveau de la dynamique, repose sur le fait que, dans le premier cas,
les nombreuses entrées des hauteurs structurelles importantes sont douces et
presqu'imperceptibles, tandis que, dans l'autre cas, les entrées individuelles
sont claires et distinctes" (Robert L. Rollin, Ligeti's Lontano : Traditional
Canonic Technique in a New Guise, Music Review, 1980, p. 294).

Mais si Lontano se rapproche des deux autres œuvres quant à la con-
struction où "des transformations harmonie-polyphonie prennent l'aspect de
modifications de couleurs", techniquement cependant, elle correspond en
fait à l'aboutissement du processus amorcé dans le Requiem (1963+65) et
dans Lux aeterna (1966) pour 16 voix solistes, où G. Ligeti se "dirige vers
les régions jusqu'alors inexplorées de l'harmonie". Sans revenir à l'harmonie
traditionnelle, il imagine une technique où "ce ne sont pas tant les principes
de relation ou d'évolution qui importent, qu'une sorte de croissance, d'un
étage harmonique à un autre".

Pierre Michel insiste sur les aspects dynamiques de l'écriture en "tra-
mes" que l'on peut par exemple observer dans le premier mouvement du
Concerto de chambre (69/70) :

"Le compositeur utilise ces trames selon différentes textures; elles ser-
vent à la fois de matériau mélodique pour les parties instrumentales (traitées
en contrepoint le plus souvent) et de matériau harmonique pour les superpo-
sitions verticales (clusters ou autres). Les textures peuvent être très variées,
cela grâce aux multiples possibilités de l'écriture; plusieurs éléments con-
courent à leur différenciation : l'ambitus, la fusion ou l'individualisation des
parties instrumentales et le degré de mouvement, d'agitation. De ce point de
vue, deux grandes familles de textures se dégagent à l'audition : l'une, carac-
téristique de la première partie, faite de lignes instrumentales savamment
mêlées au point qu'il est souvent impossible de distinguer les timbres
individuels (même lorsqu'il y a peu d'instruments); l'autre, caractéristique de
la seconde partie, représentée par des textures beaucoup plus éclatées et
agitées où les instruments ressortent nettement de l'ensemble (mais le plus
souvent de façon très ponctuelle)."
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Texture et discontinuité

A partir du moment où les compositeurs se sont efforcés de se dégager
d'une discontinuité généralisée, on peut pressentir l'émergence d'une réfle-
xion sur la structure qui inclut la problématique de la texture, réintroduisant
du même coup certains types de repère pour la perception. On pourrait
même avancer que, pour les musiciens issus de la pensée sérielle, cette
préoccupation apparaît au moment où la technique des groupes tendrait à se
substituer au ponctualisme des débuts du sérialisme généralisé. Comparer
les premier et second Cahiers de Structures de Pierre Boulez, ou bien l'écri-
ture orchestrale de Punkte par rapport à Gruppen de Karlheinz Stockhausen
serait éloquent à cet égard.

Même s'ils n'ont pas explicitement recours au terme de texture, on peut
considérer que, au moyen de procédures de composition très diversifiées,
nombreux sont les compositeurs qui, tels Xenakis, Penderecki et les "sono-
ristes" polonais, ont cherché à mettre en place, à partir des années soixante,
de tels phénomènes susceptibles de remettre en question l'expérimentation
cloisonnée des paramètres musicaux afin d'envisager plus globalement, plus
organiquement aussi, les faits acoustiques. Comme nous l'avons constaté
chez Ligeti, l'approche électro-acoustique a certainement constitué, pour
beaucoup, un catalyseur très fécond en ce sens.

La texture peut par ailleurs permettre d'envisager une séquence sonore
de manière plus flexible que lorsque l'on conçoit une structure où les
rapports entre les sons sont étroitement déterminés. C'est ainsi que les
notions d'ad libitum, d'"aléatoire contrôlé" mises au point par Lutoslawski,
par exemple dans son Quatuor à cordes, a très fréquemment pour con-
séquence l'émergence de textures qui, pour le compositeur, constituent des
événements dotés de caractéristiques clairement identifiables et dynamiques
afin d'éviter le risque d'indifférenciation susceptible de surgir de l'applica-
tion des principes de mobilité ou d'indétermination dans l'écriture.

"L'oeuvre contient un certain nombre de sections longues, qui durent
chacune plusieurs minutes et impliquent de grandes différences d'une exé-
cution à l'autre. [...] Je voudrais souligner que je n'ai pas visé spécifiquement
cette variabilité à l'intérieur des sections longues. Je voulais seulement
relâcher les rapports de temps et parvenir à une texture spécifique, que l'on
pourrait qualifier de "fluide" (Kaczynski, Tadeusz, Conversations with Luto-
slawski, Chester, Londres, 1984, p. 12).

Cette possibilité de confronter, au sein d'une forme ouverte, plusieurs
textures en préservant une large part de variabilité au moment de l'exécution
se retrouve dans des œuvres orchestrales de Earle Brown comme les
Available Forms I et II; dans ce cas également, on peut considérer que la
mise en place de caractères généraux pour chacune, sans répondre pour
autant pas à une fixation note à note dans la durée, est un des aspects qui
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distingue l'attitude de Brown de celle de John Cage, lorsque ce dernier prône
la démarche plus radicale de l'indétermination.

Texture et temporalité chez Elliott Carter

Certains compositeurs, tel Elliott Carter expriment toutefois une rela-
tive méfiance vis-à-vis de la notion de texture, dans la mesure où celle-ci
risque de sous-entendre une attention trop manifeste à la mise en œuvre de
matières sonores où les effets s'imposeraient comme prédominants, au
détriment de la dimension temporelle, préoccupation essentielle pour lui :
"J'ai tout à coup compris, du moins en ce qui concerne ma propre éduca-
tion," déclare Carter à la suite de constats qu'il avait faits vers le milieu des
années quarante, "que les gens ne s'étaient préoccupés consciemment que de
telle ou telle combinaison rythmique, texture sonore ou nouveauté musicale
particulière en oubliant que l'aspect intéressant par excellence dans la mu-
sique était le temps + la façon dont il s'écoule. J'ai de surcroît été frappé de
constater qu'en dépit de la nouveauté et de la variété du vocabulaire musical
post-tonal, la plupart des pièces modernes "suivaient en général leur cours"
d'une manière par trop uniforme dans les niveaux architectoniques supéri-
eurs. En d'autres termes, alors que nous avions entendu toute les combi-
naisons imaginables d'harmonies et de timbres et qu'il y avait eu, jusqu'à un
certain point, une innovation rythmique au niveau local dans la musique de
Stravinsky, Bartok, Varèse et Ives en particulier, il me semblait néanmoins
que la façon dont tout cela se mariait à chacun des niveaux rythmiques
supérieurs se cantonnait dans une sphère qui avait commencé à m'apparaître
comme la routine rythmique plutôt limitée de la musique occidentale
antérieure" (Elliott Carter, La dimension du temps, Contrechamps, Genève,
1998, p. 172).

Carter reprend pourtant à son compte la notion de texture, lorsque celle-
ci s'avère à même de canaliser les énergies sonores qu'il déploie et d'offrir
les jalons nécessaires à la perception auditive, aux prises avec une construc-
tion formelle d'une haute complexité.

"Le fait de se préoccuper de réduire les idées musicales à leur terme le
plus simple devint une tendance formelle générale de plusieurs de mes
œuvres. Ainsi, l'adagio de mon premier Quatuor à cordes, avec sa forte
opposition entre la musique étouffée des deux violons et le récitatif sonore
vigoureux de l'alto et du violoncelle, constitue la présentation dans leurs
termes les plus simples des oppositions de rythme, de thème et de caractère
qui sont typiques de l'œuvre entière, alors que l'allegro scorrevole est une
réduction de la texture typiquement diversifiée à un flux de doubles croches
avec un thème de sept notes fragmenté en petites parties diversifiées qui
forment une mosaïque en constant changement. L'une des caractéristiques
de cette section est sa tendance à être interrompue puis à repartir. L'une des
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interruptions est formée par la pause habituellement placée entre deux
mouvements" (Elliott Carter, ibid.).

Carter dit "improviser à partir d'un matériau de base réunissant les
différents éléments qui vont être joués" (ibid., p. 118), ne répétant donc
jamais un même thème. "Parfois sont répétées certaines vitesses et textures
qui dominent plusieurs sections dont le caractère (changements subits de
forte à piano, par exemple) peut réapparaître; la forme, pourtant, est une
forme dépourvue de répétitions littérales et repose uniquement sur une
répétition constante d'un principe général" (ibid.).

L'exploration de textures va donc, chez lui, dans le sens d'une particula-
risation, volontiers dramatique, des matériaux qu'il distille dans la partition.
Ce qui le conduit à déclarer à propos du deuxième Quatuor : "En tentant de
traiter cette idée de façon viable, j'ai utilisé de nombreuses méthodes diffé-
rentes + notamment la production d'une texture de strates ou de flux musi-
caux, à progression lente pour l'un et rapide pour l'autre, ou à progression
très irrégulière d'une part et très continue d'autre part, etc. En fait, la notion
entière de la pièce est parfois directement dérivée de cette idée de conti-
nuités de caractères hétérogènes en interaction simultanée".

Texture et pattern chez Morton Feldman

Même s'il n'utilise que peu le terme "texture", la manière dont Morton
Feldman envisage, plus particulièrement pour ses œuvres des années soixan-
te-dix et quatre-vingt, l'agencement de ses "patterns" révèle une orientation
en définitive très proche de l'acception ancienne du mot, en tant que dériva-
tion du procédé de tissage.

Dans Three Clarinets, Cello, and Piano (1971), l'organisation compo-
sitionnelle repose notamment sur la distinction entre les sons d'attaque fran-
che (piano, violoncelle en pizzicato) et les sons d'attaque douce (les
clarinettes, le violoncelle arco); le violoncelle devient ainsi une sorte de
dénominateur commun entre ces deux catégories; après avoir évolué dans
les registres moyens, l'œuvre se déploie dans des registres tour à tour dilatés
et contractés, jusqu'à se réduire parfois à des zones très étroites, ce qui crée
des sortes d'orientations latentes pour l'écoute. Une fois encore, Feldman
introduit subrepticement, au sein de textures qui n'évoluent souvent que très
peu, des repères qui ne s'affirment jamais comme tels, mais permettent de
rompre avec l'impression d'une omniprésente uniformité entraînant à la lon-
gue une simple indifférenciation pour la perception.

Routine Investigations (1976) pour hautbois, trompette, piano, alto, vio-
loncelle et contrebasse est, pour E. de Visscher, une "courte étude (ou inve-
stigation) sur la surface et la profondeur"; le matériau est principalement
constitué de deux éléments qui interviennent de manière complémentaire: des
sons tenus dont la dynamique se transforme plus ou moins insensiblement,
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et une texture pointilliste. La partition s'achève sur un motif répété de quatre
notes confié successivement au hautbois, à la trompette, à l'alto et au piano,
dont les interventions s'apparentaient jusque là à des sortes de ponctuations.

La partition de Piano est constituée de trois parties rythmiquement écri-
tes de manière précise, qui se superposent. La partition correspond à son
intérêt croissant pour les tapis turcs anciens, qui l'amène à une conception
originale de la notion de "pattern", que l'on retrouve dans Chosroes pour
violon et piano (1977) et Why Patterns? (1978). Le texte "Crippled sym-
metry" rend parfaitement compte du jeu entre principes symétriques et
procédés d'altérations, irrégulatités (notamment en ce qui concerne les rap-
ports de durée) qu'explore Feldman dans sa musique à partir de cette épo-
que. C'est ainsi qu'il déclare à la pianiste Paula Kopstick Ames ": "J'introduis
un matériau, et à nouveau se pose le problème du décalage entre le fait
d'analyser ce qu'est le matériau et de le séparer des idées (compositionnelles)
[...] On ne réalise pas suffisamment que, lorsque j'agis ainsi (en introduisant
un nouveau matériau), ce n'est pas différent de ce que fait Beethoven
lorsqu'il ajoute une mélodie ou quoi que ce soit dans un mouvement. Il
n'était pas intéressé par les idées compositionnelles; il écoutait ce foutu
machin et quelque chose le rendait capable de traiter l'idée; "passons à une
autre!", même si elle n'a pas de précédent. "Mettons une autre mélodie ici".
Voilà comme je travaille. Je me dis, O.K., nous échafaudons une sorte de
similarité de texture ou quelque chose de ce genre. Apportons quelque chose
d'un peu...(silence). Ou bien resserrons-le et rendons-le un peu plus sévère;
ou encore étalons-le et rendons-le un peu plus sensuel; ou bien ajoutons-lui
quelque autre type d'accord. C'est çà le matériau. Bien qu'il ne s'agisse pas
d'idées compositionnelles. Les gens ne comprennent pas cela."

En introduction à la partition de Coptic Light (1985) pour orchestre,
Feldman écrit : "Ayant un intérêt avide pour toutes les variétés de tissages
du Moyen Orient, j'ai récemment contemplé les étonnants tissus coptes
anciens à l'exposition permanente du Louvre. Ce qui m'a frappé dans ces
fragments d'étoffes colorées, c'est la façon dont ils transmettent l'atmosphère
essentielle de leur civilisation. Transposant cette idée dans un autre do-
maine, je me suis demandé quels aspects de la musique depuis Monteverdi
pourraient restituer leur atmosphère, si on les écoutait dans deux mille ans.
Selon moi, l'analogie serait une des figures instrumentales de la musique
occidentale. Un aspect technique important de la composition fut déclenché
par l'observation de Sibelius selon laquelle l'orchestre diffère principalement
du piano en ce qu'il n'a pas de pédale. Dans cet esprit, je me suis attaché à
créer une pédale orchestrale, constamment variée dans ses nuances. Ce
"clair obscur" est à la fois le centre d'intérêt compositionnel et instrumental
de Coptic Light." L'effectif orchestral de l'oeuvre est très important : vents
par quatre, tuba, quatre percussions, timbales, deux harpes, deux pianos, 18
�������������������������������������������������������
1

In DeLio, Thomas, op. cit., p. 101.
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premiers violons, 16 seconds violons, 12 altos, 12 violoncelles, 10 contre-
basses. La texture est exceptionnellement serrée, toutes les familles instru-
mentales jouant tout le long de la partition. On peut observer de multiples
jeux de symétrie et de fausse symétrie, ainsi que de miroir, soit à l'intérieur
d'un ensemble instrumental (par exemple au sein des vents, ce qui s'impose
de manière tout à fait explicite dans l'organisation visuelle de la partition),
soit entre des couples de parties (en particulier des vents et des violons) :
une ligne présente une succession de hauteurs, tandis qu'une autre ligne
expose ce même groupe, mais sous forme inversée et rythmiquement
décalée, car aussi bien aux niveaux des rythmes que des motifs de hauteur,
la partition ne semble pas répondre à quelque procédé simplement méca-
nique. L'écriture tend ainsi vers une imbrication d'entrelacs particulièrement
intriqués dans lequels se dissolvent fréquemment les couleurs instrumentales
spécifiques, accomplissant ainsi l'effet de pédale évoqué par Feldman. A
cette impression contribuent notamment les accords arpégés des pianos qui
entrecroisent leurs résonances avec les sonorités des vibraphones et des
harpes. La complexité chromatique de l'ensemble est comme contrebalancée
par la polarisation sur certains intervalles (par exemple la quinte la-mi
alternée par les violons et les flûtes dans l'aigu, qui domine pendant les
soixante premières mesures et réapparaît pendant une vingtaine de mesures,
seulement par les violons, vers la fin, des intervalles de septième, de quarte
et de neuvième); la seule indication dynamique est le ppp indiqué au début.
Toutefois, au cours des cinquante dernières mesures, des attaques brèves,
synchrones, des vents, en tutti ou par groupes, viennent altérer l'aspect de
fluidité et de flexibilité qui avait prévalu jusque là. Plusieurs fois, peu après
le premier quart de l'oeuvre, viennent s'inscrire des reprises de groupes de
quatre à huit mesures dont l'appréhension est comme obscurcie par la
complexité globale de ce qui est donné à entendre. L'oeuvre apparaît ainsi
comme une sorte de bloc apparemment monolithique, mais à l'intérieur
duquel se propagent toutes sortes de mouvements qui produisent de multi-
ples effets de miroitement. L'orchestre devient comme un seul instrument
dont le caractère d'unification est rendu possible par la conjonction de toutes
les couleurs de timbre subtilement mises en jeu et mélangées. Plus encore
peut-être que dans ses oeuvres pour des effectifs plus réduits, Feldman
parvient à se rapprocher de l'impression émanant des tapis et textiles qu'il
décrit notamment dans "Crippled Symmetry", et cette parenté transparaît
aussi bien à l'écoute qu'à la lecture "visualisée" de la partition.

Texture et matériau sonore

Le terme "texture" est peu utilisé par les électro-acousticiens (à la diffé-
rence de "trame", par exemple). Reprenant l'analyse des fonctions struc-
turelles élaborées par Stéphane Roy, qui envisage la texture dans une des ca-
tégories concernant les fonctions relationnelles désignée sous le qualificatif
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de stratification (relations simultanées dans des contextes de textures + par
exemple, fond, figure, premier plan), Denis Smalley considère que la notion
de texture "suppose la stabilité temporelle (par opposition à la notion de
geste) et l'emploi d'une métaphore comportementale" ("Etablissement de
cadres relationnels pour l'analyse de la musique postschaefférienne", Ouïr,
Buchet/Chastel, INA/GRM, 1999, p. 208). Il cite, dans une acception rejoi-
gnant en définitive son hypothèse, le travail de Lasse Thoresen (Layers and
Their Functions, Oslo, Norwegian State Academy of Music, 1983), qui
prend en compte les relations de texture dans la musique tonale et s'occupe
également de stratification.

Comme on a pu le constater, le mot texture implique généralement plus,
pour les compositeurs qui emploient ce terme, que la définition d'un ma-
tériau possédant des caractéristiques aptes à le faire percevoir comme une
entité distincte pendant un laps de temps donné. Ce n'est pas seulement
l'articulation des sons entre eux qui conduit à produire un semblable effet,
mais peut-être plus encore le fait que les propriétés acoustiques sont "tis-
sées" les unes par rapport aux autres de telle sorte que l'on assiste à une
interaction effective de ses diverses composantes et à une sorte de brouillage
des critères d'analyse et segmentations catégorielles auxquels étaient soumis
l'écriture musicale jusque là. L'approche de la notion de timbre s'en trouve
considérablement élargie, ce qui transparaît notamment dans les œuvres de
la mouvance "spectrale". Il semblerait à ce propos que les compositeurs de
cette tendance aient ressenti, dans un premier temps, quelque réticence à
utiliser le mot "texture", par trop attaché à la recherche de matériaux nou-
veaux. Sans doute l'approche organique d'une telle notion qu'avance Ligeti
dans les partitions précédemment citées ainsi que leur pratique du couplage
entre l'instrumental et l'électro-acoustique ont-t-elles pu amener des compo-
siteurs comme Tristan Murail ou Gérard Grisey à la reconsidérer en tant que
facteur d'organisation susceptible de favoriser l'émergence de modèles iné-
dits, à la fois pour la conception créatrice et la perception.
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Ivana Jankovi�

�?��������E���E�%R�����J�7(H�IC ART"

(Summary)

In the course of his artistic career, which has lasted for more than fifty years
now, Vladan Radovanovi��2�$�����������./BD4�has created works in the domains of
electroacoustic music, mixed electronics, metamusic, visual arts, artifugal projects,
tactile art, literature, drawings of dreams, polymedial and vocovisual projects, as
well as art theory. Central to his poetics is the theme of synthesic art. Based on a
synthesis of the arts and a fusion of media, the flow of his opus disturbs the
limitations of art. His synthesis of media-lines is neither a product of rational
decision, nor is it inspired by the works of other artists. Its initial form appears in the
mind of the artist as a sensation or a representation that emerges from sleep and
dream, or from his exploration of the mysteries of his inner being. In an attempt to
create a classification of the arts that would suit his understanding of the nature of
���������	���	
�����������������
���
	

���
����
����G"��
������"���
G"��
�
arts. Single-media arts include music, poetry and painting, whereas the remaining
arts belong to the multi-media group. The latter contains works created by an expan-
sion of mixed forms such as theatre, opera and ballet, but in which the media
involved accomplish greater integrity – mixedmedia (for example: happening, fluxus
etc), multimedia (opera, film, environment) and intermedia (a term which posesses
two meanings: a new media that is in-between media, or a new media in which all
the elements are �;��������
���������4$�����	���	
�� ��!�������������"���
�������
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he uses the term polymedia for such works. This term is analogous to polyphony,
�����������	���	
������
"��������������� ���"��
��!��"�
��+�
���� ������"��
�
lines would be treated in counterpoint, in order to remain complementary and
"�������� �� ������$� %�� ./'&�� ����	���	
�� ������ ��� 9����� �
� �������
���� ���
�
initiated by his concrete artistic output. Although he had distinguished his diverse
artistic output according to formal and designative characteristics, later he subordi-
nated his work to the term synthesic art$�������
������
��������
����������	���	
��
one of the models of multi-medial arts.

:����	�������@�������+��9��!������������	���	
���+�
������
������������
to the category of synthesic art, on many levels. First of all we tried to locate his
opus in the context of Serbian and Europian art. ����	���	
����	���G������ ���
�
was born in the context of Serbian art in the second half of the 20th century, which
was dominated by 'moderate modernism'. His works did not fit into the existing
world of art, and therefore were marginalized and underestimated. Despite his
innovative spirit, hunger for novelty, and aim to transcend the materiality of mate-
rials, which ���� ���� ���������
�
�� �!� �
��G"������ �	���G������  ���
��� ����	���	
�
claims autonomy. His latest works do not fit into the current world of art either, because
he does not want to place his poetics in the domain of contemporary post-modern poetics
and theories. His intentional evasion of fashionable currents is a product of his
conscience, which asks that he remain faithful to himself and his inner artistic vision.

Another theoretical challenge when addressing the works of this artist was to
locate his synthesic art within the larger historical and contemporary manifestations
of the total world of art, especially where his works compare with Richard Wagner's
Gesamtkunstwerk$�����	���	
�����
�	��������
������ ���!������
������
�
"
���
to Gesamtkunstwerk, but in no way equal. Therefore, we have examined all the
controversies about the usage of the term Gesamtkunstwerk, as well as different
theoretical approaches to this concept and its evolution; then, we have analyzed it in
terms of the theoretical and practical realization of synthesic art. By formulating in
����
�� �
� ������� �!� �����
�� ����� ����	���	
�� ��� �
	��� �� �� 9��� !��� ���� �����G
standing and analysis of his works of art. For example, we have analyzed several of
his earlier multi-media works (Dreams, vocovisual works Desert (Pustolina), Poly-
aedar, Ball, Change and Vocovisual omages, and polymedia projects Electrovideo-
audio, Building of Rooms-Signs, The Great Sounding Tactyzone, Polim 2, Polim 3,
video-work Variations for TV) as well as one of his latest synthesic works, Constel-
lations, in order to describe the practical realization of his theory, and to demon-
������ ��+� �
�  ���
�� "����� 
� �;������  ���
�� ���� !��C
���$� ����	���	
�� ����
realizes and recognizes his artistic output and theoretical thought as a united
product, as they were both created in his synthesic mind.

UDK : 78.071.1 Radovanovi�V. : 781.5 (497.1) "19"
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"DIE ANWESENHEIT DES ABWESENDEN
SCHMERZLICH ZU MACHEN..."

Adriana Hölzsky: Tragödia – unsichtbarer Raum

Abstract: Adriana Hölzskys Bühnenwerk Tragödie – unsichtbarer Raum (1997),
das kennt keine Handlung, keinen Gesang unf keine Bühnenfiguren, kann als ein
radikales Experiment, eine eigenartige Metaoper bezeichnet werden. Anstelle der
echten Darsteller werden Klang-Figuren und –Requisiten, Gefühle, Gesten und
Gebärde erzeugt. Das Vorhaben der Komponistin war "die Komplexität und
Ausdruckskraft einer Oper ohne Semantik auszuprobieren". Das Werk erscheint
als eine Totalität von heterogenen Schichten ab, in welcher Zeiten und Räume,
Reales und Phantastisches, Poetisches und Surrealistisches verschmelzen.

Schlüsselwörter: Adriana Hölzsky, Jean Genet, Oper, Postmoderne Musik.

"Man spürt permanent die Abwesenheit von Figuren, ist immer in
Erwartung, dass jemand erscheint; aber diese Erwartung wird bis zum

Schluss hingehalten – und schließlich nicht erfüllt".
1

Adriana Hölzsky

In seinem Buch "Aura und Exzeß" beschreibt Peter Eisenmann eine für
die postmoderne Kunst typische Erscheinung, die sich nicht direkt artikuli-
eren lässt: Man spürt die Anwesenheit von "etwas anderem, das uns ans-
pricht". Dieses gestaltlose Andere bezeichnet der amerikanische Architekt
als Aura, als "höchste Präsenz der Absenz". Das ist "eine Kategorie der
Erfahrung, keine Gegenstandsqualität. Die Nichtdarstellbarkeit des Anderen
konstituiert das Auratische als ein Moment des Überschreitens, nicht des
Vorhandenseins."

2

Dieses für die Kunst am Ende des 20. Jahrhunderts ziemlich auffällige
Phänomen, ist vermutlich in jeder Epoche präsent + wenn auch verborgen,
denn es legitimiert das Wesen der Kunst überhaupt als geistige Erscheinung.
In seinem 1913 geschriebenen Monodrama Die Erwartung macht Arnold
Schönberg die Atmosphäre der Angst und des Schreckens von der neurotis-
chen Erwartung des Unheimlichen zum Gegenstand der Musik. Das Sug-
gerieren dieser Vorahnungen wirkt dabei viel stärker als das Unheimliche

�������������������������������������������������������
1 Adriana Hölzsky im Gespräch mit Hartmut Möller, in Adriana Hölzsky, Hrg. von
Eva-Maria Houben, Saabrücken 2000, S. 14.
2 Peter Eisenmann: Aura und Exzeß. Wien 1995, S.31.
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selbst. Am Ende weißt man nach wie vor immer noch nicht, was mit dem
Geliebten der Protagonistin passiert ist. Ist er tatsächlich tot oder spielt sich
sein Tod als Halluzination in ihrer eigenen Phantasie ab?

Das Warten auf das gestaltlose Andere als "höchste Präsenz der Ab-
senz" prägt das gesamte Schaffen Samuel Becketts: man wartet auf etwas
was nicht kommt, wobei man fast körperlich wahrnehmen kann, worum es
geht. Die Realität ist quasi da, die Figuren unterhalten unter sich, alles ist
aber von Inhalt entleert, außer das "Andere, das uns anspricht". Die zwies-
pältige Schwankung zwischen wahren und fiktiven Ereignissen, zwischen
Realität und (Alp)Traum bei dieser eigenartigen Strategie der Abwesenheit
wird von dem französischen Philosophen Jean Baudrillard im Kontext der
postmodernen Epoche thematisiert: "Wir schwanken zwischen einer Illusion
und einer Wahrheit, die beide gleichermaßen unerträglich sind. Aber
vielleicht ist die Wahrheit noch unerträglicher und wir wollen schlußendlich
die Illusion der Welt, selbst wenn wir alle Waffen der Wahrheit, der
Wissenschaft und der Metaphysik gegen sie richten?"

3

Eine Form der Strategie der Abwesenheit zeigt sich auch bei einigen
Komponisten, die von der Avantgarde der 50er Jahre geprägt sind. "Die
Reduktion des Kompositionsvorgangs auf charakteristische (...) Rahmenbes-
timmungen"

4
 liegt z.B. Helmut Lachenmanns "verweigerten Strukturen"

zugrunde. Diese ästhetische und technologische Reduzierung des Kompo-
sitionsverfahrens bezieht sich vor allem auf der Verzicht auf Tradition und
klassische Denkarten und +systeme. Es wird nach einer neuen Syntax
gesucht, frei von Assoziationen, bekannten Normen und Denk-Klichées.
"Aura, als Reich der Assoziationen, der Erinnerungen, der archetypischen,
magischen Vorausbestimmungen (...) wird nicht einfach meß- und regu-
lierbar, es wird sperrig und komplex", schreibt Lachenmann

5
. So kann man

sich die meta-theatralische Visualität seiner Oper Das Mädchen mit den
Schwefelhölzern erklären, in welcher die wichtigsten Komponente dieser
Gattung – Handlung, Figuren, theatralische Konflikten – fehlen. Die Gat-
tung erscheint als Metapher, als Etwas, das man kennt, das aber abwesend
ist. Auch das Märchen Andersens erscheint als Aura: es wird nicht durch
seinen konkreten Inhalt, sondern durch seine tiefsten existentiellen Schich-
ten und verborgenen Botschaften wahrgenommen.

Im Jahre 1997 erscheint Adriana Hölzskys Bühnenwerk Tragödia-un-
sichtbarer Raum

6
 für 18-köpfiges Instrumentalensemble, achtkanaliges Ton-

band und Live-Elektronik. Das radikale Experiment für Bühnenbild und
�������������������������������������������������������
3 Jean Baudrillard, Das perfekte Verbrechen, München 1996, S. 22.
4 Helmut Lachenmann: Musik als existentielle Erfahrung, Wiesbaden 1996, S. 46
5 Helmut Lachenmann: Musik als existentielle Erfahrung, Wiesbaden 1996, S. 88.
6 Uraufgeführt am 29 Mai 1997, Bonn (Dirigent Alexander Winterson, Regie Wolf
Münzner).
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Orchester mit der Dauer von einer Stunde kennt keine Handlung, keinen
Gesang und keine Bühnenfiguren. Es gibt ein Libretto (Thomas Körner), das
aber nicht veröffentlicht ist. Der Begriff "Musiktheater" als Gattungsbes-
chreibung für ihr Werk wird von der Komponistin vermieden. Statt dessen
spricht sie von "musikalischen Räumen, die wie Requisiten im Theater
funktionieren".

7
 Das Theatralische agiert auf der Ebene des Klangs. Die

überdimensional großen, sürrealistisch wirkenden Bilder und Requisiten aus
dem Alltagsleben in der Regie von Wolf Münzner suggerieren eine rätsel-
hafte menschliche Tragödie, die aber unenthüllt und anonym bleibt. Prota-
gonisten fehlen. Anstelle von Menschen sprechen Dinge. Das blutige Drama
ist in einem für den Zuschauer unzugänglichen Raum schon passiert. Es
bleiben nur die davon hinterlassenen Spuren.

Vier Jahre später wird diese eigenartige Metaoper im Berliner Hebbel-
Theater

8
 aufgeführt. Diesmal gibt es kaum noch Bühnenbild und –Requi-

siten mehr. Oder doch? Das Saal ist gespenstisch dunkel und leer, während
auf der Bühne 70 Zuschauer auf Liegen plaziert sind. Der von akustischen
(klassischen und exotischen ostasiatischen) Instrumenten im Orchester-
graben produzierte Klang wird durch Live-Elektronik manipuliert, vom
Computer bearbeitet und durch die auf die Bühne gestellten Lautssprecher
übertragen. Die in einem Zustand des Halbtraums liegenden

9
 menschlichen

Körper in der Rolle der Bühnenfiguren, – Konstellationen und des Bühnen-
bilds schaffen eine seltsame Hyperrealität, die aber irreal wirkt.

10
 Diese irre-

ale Atmosphäre entsteht auch dadurch, das der reale Klang mit Traum und
Alptraum vermischt wird, während die künstlich erzeugte Klangmaterie
realistisch wirkt. Der Hörer wird zum Protagonist seiner eigenen Phantasie,
die in diesem unsichtbaren Raum auch eigene Handlung nach verschiedenen
virtuellen Szenarien schafft.

�������������������������������������������������������
7 Adriana Hölzsky im Gespräch mit Frank Kämpfer, NZfM 158 (1997), Heft 4, S. 12.
8 Die Premiere findet statt am 13. November 2001 (Dirigent Rüdiger Bohn, Regie
Sabrina Hölzer, Bühnenbild Mirella Weingarten).
9 Es ist physiologisch erforscht, wie die Assoziationsfähigkeiten sich durch die
Wechsel der Körperhaltung verändert. Siehe das Programm zur Uraufführung der
Tragödia. 27. November 2001, Berlin.
10 "Alles, was an Spannung noch bleibt, ist die Frage, wie weit die Welt sich
entrealisieren kann, bevor sie ihrem Mangel an Realität erliegt; oder umgekehrt, wie weit
sie sich hyperrealisieren kann, bevor sie ihrem Überschuß an Realität erliegt" (Siehe
Baudrillard, Ebd., S. 15.)
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Eine bemerkenswerte Leere hat mehr Präsenz als die
dichteste Fülle11

"Das Objekt, das keines ist, hört nicht auf, uns durch seine leere und
immaterielle Anwesenheit zu belästigen."

12

So wird die Gattung Oper zur Illusion ihrer selbst. Ihre wichtigste
Treibkraft – die Sänger als Medium des Dramas werden in Frage gestellt.
Die Identifikationsbeziehung Sänger – Stimme – Figur wird abgeschafft.
"Sänger und Handlung sind nicht unbedingt notwendig für das Musikthe-
ater, aber Figuren" – meint die Autorin. Das ist ein spielerisches Verfahren
mit einer imaginären Tradition, mit etwas, das nicht mehr existiert. "Es gibt
theatralische Räume. Etwas könnte darin stattfinden, aber es findet nicht
statt. "Es entsteht etwas, das normalerweise nicht gibt".

 13
 Die Abwesenheit

von Sängern und Opernhandlung bezeichnet Hölzsky als "eine theatralische
Situation pur, ohne die ganze teure Maschinerie der Institution".

 14

Diese Stellung, bei der die Dinge als Illusion ihrer selbst erscheinen,
erinnert wieder an die Theorie Baudrillards über die totale Simulation der
Welt

15
, um so mehr als er verlangt, "die Dinge in ihrem Schlaf zu erfahren

oder in jedem anderen Zustand, in dem sie von sich selbst abwesend sind.
(...) Es gibt etwas, das stärker ist als die Leidenschaft: die Illusion."

16
 So

wird die Strategie der Abwesenheit durch das Spiel des Scheins in der
totalen Leere definiert. "Die Abwesenheit der Dinge von sich selbst, die
Tatsache, dass sie nicht stattfinden, obwohl sie so tun als ob, die Tatsache,
dass alles sich hinter seinen eigenen Schein zurückzieht und deshalb nie mit
sich selbst identisch ist, darin liegt die materielle Illusion der Welt."

 17

Gerade diesen Zustand der Abwesenheit der Zuschauer von sich selbst
versucht Hölzsky in ihrer Tragödia zu erreichen. Anstelle der echten Dar-
steller im imaginären musiktheatralischen Raum werden Klang-Figuren und
–Requisiten, Gefühle, Gesten und Gebärde erzeugt. Die reale Beziehung
Zeit-Raum

18
 wird aufgehoben: "Eigentlich ist es kaum zusammenbringen,

�������������������������������������������������������
11 Jean Genet, Briefe an Roger Blin, Gifkendorf, Merlin Verlag, 1996, S. 9.
12  (Siehe Baudrillard, S. 17+18).
13 Hölzsky im Gespräch mit Frank Kämpfer, S. 12.
14 Ebd.
15 "Die Welt existiert nur aufgrund dieser definitiven Illusion: das Spiel des Scheins –
Ort des unaufhörlichen Verschwindens aller Bedeutung und aller Finalität." (Siehe Jean
Baudrillard, Das perfekte Verbrechen, S. 21.)
16 Ebd. J. Baudrillard, S. 18.
17 Siehe J. Baudrillard, Das perfekte Verbrechen, S. 13.
18 "Die Arbeit mit Raum-Zeit-Dimensionen und deren Verschränkung beschäftigt (die
Komponistin) sehr. In Tragödia ist sie bis zum Extremen getrieben. Bestimmend ist hier
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diese Gleichzeitigkeit unterschiedlicher Erlebniszeiten zum selben Zeitpunkt
– aber genau diesen Gewirr verschiedener Zeiten, dieser schwindelerregende
Wechsel der Perspektiven, betrifft im Kern mein Komponieren. Komponi-
eren ist nicht primär Konstruieren bzw. Dekonstruieren, sondern Verwe-
sung, Vernichtung und Wiederentstehenlassen an einem anderen Ort. Ja,
Verwesung ist wichtig!

19

Das Aufheben der zeitlich-räumlichen Konstellationen verändert grün-
dlich die gewöhnlichen Rezeptionsmodalitäten: Die Vorstellungen von
Höhe – Tiefe, Nähe – Weit, außen – innen, breit – eng zerfließen ineinander.
Die externe Orientierung verschiebt sich nach innen. ("Der Raum öffnet sich
nach innen"

20
) Die liegende Position des Körpers ruft ein intensiviertes asso-

ziatives Denken mit seltsamen Visionen und manchmal sogar Hallu-
zinationen hervor, deren Unruhe, Angst, Wirkungen ohne Ursachen, Verlust
an Orientierung zugrunde liegen. Gegenstände, Figuren, Aktionen von den
synthetisch erzeugten Klangfeldern kommen in die physische Realität der
Zuschauer, gleichzeitig verwandeln sich die subjektiven Erlebnisse in
medialen Ereignissen. Das Produzieren des Unbewußten wird zum Gegen-
stand der Musik: Subjekt und Objekt verschmelzen zusammen und der Sinn
verliert an Bedeutung. "Der Sinn besteht darin, dass keinen Sinn gibt"

 21
,

behauptet der französische Schriftsteller Jean Genet, nach dessen Stück Die
Wände die gleichnamige Oper Hölzsky entstand). Ähnlich wie Jean Genet
verwendet die Komponistin "die Techniken des mythischen Bewußtseins:
das mythische Denken kennt keinen festen Unterschied zwischen Traum
und Wachen, zwischen Tod und Leben. Beide sind homogene Teile ein und
desselben Seins."

22

Das Rhizom

Das Beziehen auf das mythische Bewußtsein und auf den Traum
23

erklärt das Prinzip der Unschlüssigkeit und der Desorientierung
24

 in der

���������������������������������������������������������������������������������������������������������������������������

die Unterscheidung von mindestens zwei Zeitebenen am selben Ort. (...) Also der Gegen-
satz von irdischer und kosmischer Zeit." (Siehe Hölzsky im Gespräch mit Hartmut
Möller, S. 14; Siehe auch Klangportraits, Bd 1, hrsg. Beatrix Borchard, Berlin 1991, S. 7.
19 Adriana Hölzsky im Gespräch mit Frank Kämpfer, S.12.
20 Siehe Klangportraits, S. 7.
21 Siehe Jean Genet, Briefe an Roger Blin, Gifkendorf, Merlin Verlag, 1996, S. 9.
22 Siehe Werner Ziegler: Jean Genet, Metaphern der Vergeblichkeit. Bonn 1981, S.118.
23 "Im Traum ist das strenge Schema von Vergangenheit, Gegenwart und Zukunft auf-
gehoben, alles ist gleichzeitig, in ihm ist das "kollektive Unbewußte" anwesend, (...) alle
Geschichts- und Kulturräume sind im Gehirn des einzelnen Menschen versammelt" – so
beschreibt W. Rothe die Rolle des mythischen Bewußtsein und des Traums in der mo-
dernen Epoche. (Siehe Wolfgang Rothe: James Joyce, Wiesbaden 1957, S. 99.
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Tragödia und die für die moderne Kunst prägenden rhizom-labyrinthischen
Konstellationen. "Die Kunst kehrt endlich zu den zurück, was sie innerlich
bewegt und was ihr Tun begründet, sie kehrt zurück an ihren eigentlichen
Ort, das Labyrinth – verstanden als ‚Arbeit im Inneren’. (...) In diesem Sinne
repräsentiert das Labyrinth die tragende Struktur des modernen Denkens,
den unbefangenen Ort des Nomadismus, der keine Richtungen kennt, weil er
nicht an die Möglichkeit des Zentrums glaubt."

25
 So schreibt der Kunsthi-

storiker Achille Bonito Oliva, der geistige Ideologe der italienischen Trans-
Avantgarde in den 80er Jahren. Das Rhizom-Labyrinth beschäftigt auch
Gilles Deleuze und Félix Guattari: sie definieren es als "eine erweiterte
Totalität", als "eine verborgene Einheit", als ein "System, das je zerstück-
elter, um so totaler wirkt"

26
. Zwei wichtige Merkmale des Rhizoms werden

von den beiden Autoren weiterhin genannt: das Prinzip der Vielheit und des
assignifikativen Bruches. "Ein Rhizom kann ab jeder beliebigen Stelle
gebrochen und zerstört werden. (...) es rekonstruiert sich auch dann noch,
wenn es schon größtenteils zerstört ist."

27

Beide Prinzipien haben ihre analogen Erscheinungen in allen Bereichen
der Kunst, bzw. der Musik in der zweiten Hälfte des 20. Jahrhunderts. Das
Prinzip der Vielheit entspricht der Textur

28
, verstanden als ein komplexes,

übergeordnetes und unartikuliertes Ganzes in der Musik der Avantgarde und
Postavantgarde. Das Prinzip des assignifikativen Bruches ("cut-up" und
"ready-made" Prinzip) bezieht sich auf die Collage- und Montage-Technik –
ein durch brisanten Wechsel der Perspektive und das Spiel der kulturellen
und musikgeschichtlichen Kontexte entstehende polivalentes Verfahren, das
auf der Automonie und Heterogenität der einzelnen simultan ablaufenden
Schichten beruht.

Die rhizomatischen Konstellationen, die auf Grund der Komplexität der
übergeordneten Texturen und Klangkörper entstehen, bilden sich im gesam-
ten Aufbau der Tragödia ab. Der Klangraum ist durch ein Netz von ambi-
valenten Beziehungen (Höhe-Tiefe, Nah-Fern, Dichte-Düne, Hell-Dunkel,
laut-leise, intensiv-nicht intensiv) fein artikuliert. Klangfarben und –massen
���������������������������������������������������������������������������������������������������������������������������
24 Die Desorientierung ist die "kontinuierliche Verschiebung der Möglichkeit der Weit-
ererkennung", die in der modernen Kunst durch das Spiel der Mutation entsteht. (Siehe
Achille Bonito Oliva, Im Labyrinth der Kunst, Berlin 1982, S.42)
25 Achille Bonito Oliva, ebd., S. 54, S. 42+44.
26 Gilles Deleuse,Félix Guattari: Rhizom, Berlin 1977, S. 9.
27 Deleuze, ebd. S. 16.
28 "Während unter ‚Struktur’ ein mehr differenziertes Gefüge zu verstehen ist, dessen
Bestandteile unterscheidbar sind, (...) ist mit ‚Textur’ ein homogenerer, weniger artiku-
lierter Komplex gemeint, in welchem die konstituierenden Elemente fast völlig aufgehen.
Eine Struktur kann gemäß ihren Komponenten analysiert werden; eine Textur ist besser
durch globale, statistische Merkmale zu beschreiben." (Siehe Geörgy Ligeti: Wandlungen
der musikalischen Form, in: die reihe, Wien 1960, S. 13.)
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aller Art werden konfrontiert. Horizontale und vertikale Schichten, zarte
melodische Gebärden, stockende, klirrende, klappernde, schneidende, puls-
ierende Klangkörper, rhythmisch artikulierte und improvisationsartige Ab-
läufe – dies alles prägt das pulverisierte, puzzelartige Gewebe des Stückes.
Es entfaltet sich als eine fließende Ganzheit, in welcher Theatralisches und
Klangliches

29
, Form und Material kaum zu unterscheiden sind.

Das Material als Form

Das Vorhaben der Komponistin in Tragödia war, "die Komplexität und
Ausdruckskraft einer Oper ohne Semantik auszuprobieren:"

30
 Denn die

Opernsemantik und –handlung sind für Hölzsky dasselbe wie die Wörter für
Genet: "Leere Behältnisse, die keinen feststehenden Sinn aufweisen, solange
sie nicht symbolisch oder allegorisch gefaßte Zeichen sind. Sie verlieren
ihre konventionelle Bedeutung und machen somit eine Kommunikation
unmöglich. Als "Signifikant" wird für sich allein das Material betrachtet, mit
dem der Schriftsteller arbeitet. Die einzige Realität, auf die sich die Wörter
beziehen, ist ihre eigene Materialität."

31
 Wichtig in diesem Sinne für

Hölzsky war die Syntax des Librettotextes als Grundlage und Modell für
den Aufbau des Ganzen und der einzelnen musikalischen Einheiten. Das
Werk ist in 14 Tutti-Abschnitte und 13 übergeordnete Ensemble/Soli-Ab-
schnitte organisiert. Durch die mehrfache und unterschiedliche Gliederung
entstehen immer neue Überlagerungen der Simultanszenen. Es gibt auch
Säulen, "Reprisen", Unterbrechungen, extreme Kontraste. Charakteristisch
für Tragödia sind auch die vorprogrammierten Zitate aus dem früheren
Schaffen der Komponistin, die als Halluzinationen, als Erinnerungen, ganz
kurz "wie ein Blitz" erscheinen. "Es sind Bezüge, die früher im Theater
durch Wörter entstanden sind. Hier eben entstehen sie durch Klänge,
klangliche Gebilde, Klangzellen."

32
 Diese "flüchtigen Visionen" – Tonhöhe-

schwankungen, Tonrepetitionen – die eigenartigen Erinnerungen "an etwas,
was anderswo fest geformt war", werden wieder in den "Zustand des Ma-
terials, in den Ausgangszustand"

33
 gebracht.

Solche eine Beschreibung des Zitatverfahrens scheint ein Versuch zu
sein, die Klangmaterie anders zu definieren. Hölzsky erwähnt verschiedene
von ihr schon in anderen Werken verwendete Techniken, wie z.B. ein
�������������������������������������������������������
29 Nach Hölszkys Auffassung ist der Klang selbst der Träger des Theatralischen. "Jede
Musik hat ein theatralisches Element. Schon wenn man eine Fermate macht mit dem
Bogen ist das doch eine Choreographie." (Kämpfer, S. 12.)
30 A. Hölzsky, in: Tut, was verboten ist! Rheinischer Merkur, Nr. 243, 6. Juni 1997
31 Siehe Werner Ziegler: Jean Genet, Metaphern der Vergeblichkeit, Bonn 1981, S. 129.
32 Kämpfer, S. 12.
33 Ebd., Kämpfer, S. 12.
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"langes, breites Vibrato, das wie Tonhöhenschwankungen klingt", das schon
in ihrem Stück Händebrücken auftaucht. Die Arbeit mit dem im voraus
vorbereiteten Klangmaterial, zu dem Faktur, Klangfarbe, Geräusche und
Kompositionstechnik im Allgemeinen gehören, vergleicht die Komponistin
mit dem Modellieren in der Bildhauerei: Klänge und Geste betrachtet sie als
elementare Primärzustände in den abstrakt erfunden Strukturkomplexen, die
durch Kontrast, Verschmelzung oder Übergehen von Klangfarben konfi-
guriert werden. So erscheinen die vorkomponierten theatralischen Gebärden
und Aktionen, Rhythmus und Geräusch in ihrer Gesamtheit als synthetische
Klangmixturen. Auch die einzelnen Parameter wie Dauer, Dichte, Dynamik,
Rhythmus, Klangfarbe werden vorstrukturiert. Diese musikalischen "Mate-
rialien" bekommen im imaginären Musiktheater Hölzskys die Funktion der
theatralischen Figuren, die sich in eine stetige Modifikation befinden.

Bei diesem Verfahren der Fragmentierung und Isolierung des Materials
bekommen einzelne Komponenten und Details eine relative Souveränität im
gesamten Aufbau. Die äußerst artikulierte und fragmentarische Ganzheits-
form entsteht durch die Collage ("vertikale Expansion nichtidentischer
Figuren von Mischfarben, Gleichzeitigkeit von heterogenen Mustern"

34
) und

Montage ("Überlagerungen mehrerer Kreisläufe, Verkettung von diskonti-
nuierlich im Raum springenden Klangpunkten"

35
 von fließenden und sprö-

den Gebilden, einzelnen Fetzen, Klangzellen, sprunghaften Fluchtlinien;
auch visuelle Suggestionen wie Farben, Punkten, Signale, Figuren sind
wahrnehmbar. ("Die Kleinigkeiten sind nicht das Detail, sondern die
Bausteine, was früher die Harmonie war."

36
) Eine wesentliche Rolle spielt

"die Idee des Bruchs", die Hölzsky als "Sprünge ohne Kontinuität"
 37

 ver-
steht: "es gibt immer neue Schnitte, die ein Kontinuum unterbrechen. Und
eine Spannung zwischen tutti und solo, zwischen der Menge also und dem
Individuum. Es gibt Segmente, die wie in einem Rohzustand sind, und
solch, die ganz stark definiert, ganz detailliert sind."

38

Eine Komposition ist wie ein Lebewesen: einzigartig

Bei der Umformung und Vervielfältigung der klingenden Materie,
ähnlich wie in der organischen Welt entstehen in verschiedenen Parametern
Energiefelder. "Es geht um die Kräfte, die unter der Erscheinungsform
liegen. Durch Analyse kann man das nicht begründen (...) Sicher ist, dass

�������������������������������������������������������
34 A. Hölzsky im Gespräch mit Hartmut Möller, in A. Hölzsky, hrg. von Eva-Maria
Houben, Saabrücken 2000, S. 10.
35 Ebd., Hölzsky im Gespräch mit Hartmut Möller, S. 10.
36 Hölzsky im Gespräch mit Fr.Kämpfer, S. 12.
37 Hölzsky im Gespräch mit Hartmut Möller, S. 11.
38 Hölzsky im Gespräch mit Fr.Kämpfer, S. 12.
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etwas organisches neues nicht durch bloße Addition von Materialien ent-
steht. (...) Wenn die Grenze des Materials überschritten ist, wenn nicht
Addition regiert, sondern organisches Wachsen, Verschmelzen.."

39
 Meistens

sind diese Energiefelder Ergebnis von Klangtransformationen bei den
fließenden Übergängen ("lineare Klangwanderung, Raumrotationen oder
Kreisläufe unterschiedlicher Komplexität"

40
 oder, im Gegenteil, bei den

"Sprüngen ohne Kontinuität" + extremer Wechsel der Klangkörper, Klang-
farben, Spiel- und Artikulationsarten, bei welchen "die einzelnen Details
eine überdimensionale Bedeutung bekommen"

41
.

Energiefelder entstehen auch zwischen Menschen und Klängen, zwi-
schen Instrumenten und Geräuschen. Sowohl jeder Interpret als auch das
gesamte Ensemble erweisen sich als totale Klangkörper im klingenden
Raum. Neben den wenig bekannten Instrumenten aus der ost- und fernosta-
siatischen Volkspraktik

42
 werden ganz ungewöhnliche Spiel- und erweiterte

Vokaltechniken erfunden, bei denen Instrumentalklang, Singen, Sprechen,
rhythmische Artikulation und Geräuschfarbe eine neue Klangqualität bilden.
(Die Bläser müssen z.B. ins Instrument mit Zungentremollo (mit oder ohne
angegebene Tonhöhe) oder mit Pfeifgeräusch singen; es wird Kombination
von Sprech- und Pfeif-, oder Sprechgesang- und Flüsterimpulse verwendet;
Streicher produzieren perkussive Geräusche (am Korpus des Instruments
trommeln, wie ein Tastenspiel); es wird intensiv auch mit der Stimme, den
Lippen und Finger gearbeitet: schnalzen, knarren, gaumen, zupfen, reiben.
So werden Instrumente verfremdet, Geräusche musikalisiert, die Grenzen
zwischen Instrumenmtal- und Vokalmusik werden aufgelöst. Dazu kommt
auch die Computermanipulation, die Instrument, Gestik, Sprachintonation,
Rhythmus und Geräusche in eine monolithisches Ganze verbindet. Das
komplexe Ausgangsmaterial und die Energiefelder, die bei Klangwanderung
entstehen, erinnert an ein organisch-energetisches, selbstproduzierbares Sys-
tem. Es zeichnet sich eine Totalität von heterogenen Schichten ab, in
welcher Zeiten und Räume, Reales und Phantastisches, Poetisches und
Surrealistisches verschmelzen.

�������������������������������������������������������
39 Hölzsky im Gespräch mit Hartmut Möller, S. 12.
40 Hölzsky im Gespräch mit Hartmut Möller, S. 10.
41 Hölzsky im Gespräch mit Hartmut Möller, S. 10.
42 Es werden folgende Volksinstrumente zu den klassischen in der Partitur zusätzlich
eingeführt: Fl.: Maracas, Rollschellen; Ob.: Caxixi, Rakatak; Kl.: Anklung, Wassamba-
Rassel; Tp.: Cabaza, Stielkasatanetten; 2 Pos: Stabpanderetsa, Fruchtschalenrassel,
Guero, Woodblock: Tb.: Woodeschimes, Kl.: Kalimba oder Marimbula, Tamburin mit
Schellen; Gitarre: indischer Schellenbund; Akkordeon: Metallrassel; Kb.: chinesische
Rasseltrommel, Stielkastanetten; Schlz.: Waldteufel oder Tamburin, Metallrassel, Reco
Reco, Kolanußshaker antike Zimbel, Gong Thai u.a.
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Es entstehen verwirrende Fragen: Was ist primär – das Theatralische
oder das Klangliche, der elektronische oder der instrumentale Klang, der
Mensch oder die Maschine? Wo liegt die Grenze zwischen der physischen
(Klang-)Realität und ihrer Computersimulation? Kann das künstlich erze-
ugte Material ein Mittel des künstlerischen Selbsterkenntnis sein? Lässt sich
die künstlerische Identität heute noch artikulieren? Diese Fragen kennen
keine Antworten in der postmodernen Epoche. "Vielleicht ist es die Welt,
die mit Hilfe der Technik ihr Spiel mit uns treibt: das Objekt, das uns mit
Hilfe der Illusion verführt, wir könnten es beherrschen. Eine schwindelerre-
gende Hypothese: die Rationalität, die in der technischen Virtualität gipfelt,
wäre die neueste List der Unvernunft –dieses Willens zur Illusion, dessen
Wille zur Wahrheit nach Nietzsche nur Umweg und Fehlgriff ist."

 43

Hölzsky, die durch ihre Musik die Spannung und die Wechselwirkung
"zwischen einer kosmischen Zeitempfindung und einer Art Ameisen Zei-
tempfindung" gut zu spüren kann, bleibt fest auf der Erde: "Für den
Komponisten ist die Zeit wie ein Berg für den Bergsteiger: Der Berg gehört
dem Bergsteiger nicht."

44
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43 Siehe Baudrillard, Ebd., S. 16.
44 Hölzsky im Gespräch mit Hartmut Möller, S. 13.
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Marina Frolova-Walker

FROM MODERNISM TO SOCIALIST
REALISM IN FOUR YEARS:

MYASKOVSKY AND ASAFYEV

Abstract: Two outstanding personalities of the Soviet musical life in the 1920’s, the
composer Nikolay Myaskovsky and the musicologist Boris Asafyev, both exponents
of modernism, made volte-faces towards traditionalism at the beginning of the next
decade. Myaskovsky’s Symphony no. 12 (1931) and Asafyev’s ballet The Flames of
Paris (1932) became models for Socialist Realism in music. The letters exchanged
between the two men testify to the former’s uneasiniess at the great success of those
of his works he considered not valuable enough, whereas the latter was quite satisfied
with his new career as composer. The examples of Myaskovsky and Asafyev show
that early Soviet modernists made their move away from avantgarde creativity well
before they faced any real danger from the bureacracy.

Key-Words: Socialist Realism, Nikolay Myaskovsky, Boris Asafyev

From 1929 to 1932, Stalin’s shock-workers were fuelled by the slogan,
"Fulfil the Five-Year Plan in four years!" The years of foreign invasions and
White reaction had devastated Russia’s economy; now from a base of almost
nothing, Stalin set out to transform the Soviet Union into a new industrial great
power. Alongside industrialization and collectivisation, the field of culture also
underwent a transformation, from the pluralistic ferment of experimentation of
the post-revolutionary decade to the semi-desert of Socialist Realism. First the
self-proclaimed "proletarian" cultural organisations were used to bludgeon other
groups out of existence. Then the same proletarian organisations were
themselves dissolved in favour of state unions of writers, painters and com-
posers. Initially, artists were expected to realise vague slogans and principles in
their work, and gradually, as a body of officially approved precedents was built
up in each art, the details of style and content were filled in. By the time the
process was completed, many composers were producing work that bore scant
resemblance to their output of the previous decade.

The establishment of Socialist Realism in music should not be con-
sidered as a victory of the proletarianists over the modernists. Assotsiatsiya
sovremennoy muzïki (Association for Contemporary Music, hereafter ASM)
was the body which had contained most of the modernists during the 1920s
(although it was by no means exclusively modernist).

1
 And yet Socialist

�������������������������������������������������������
1 The Moscow ASM included Anatoly Aleksandrov, Samuil Feinberg, Dmitry Kaba-
levsky, Nikolai Myaskovsky, Leonid Polovinkin, Nikolai Roslavets, Vissarion Shebalin,
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Realism in music was now spearheaded by former modernists who had
directed ASM, or had their music propagated by it or who were otherwise
associated with it. The critic Boris Asafyev, for example, was the effective
leadership of ASM for much of its existence, and he had won himself the
reputation of an ardent champion of modernism; but in 1931, he reinvented
himself as a traditionalist composer in his ballet, The Flames of Paris, which
was very soon hailed as a model for the new style. Nikolai Myaskovsky’s
symphonies had constituted the core of the ASM symphonic repertoire, but
in 1931 his Twelfth Symphony likewise became a model for Socialist
Realist symphonic music. In 1936, the same Myaskovsky was one of the
first contributors to the new genre of musical panegyrics to Stalin; his song
was received warmly by the officials and again served as a model for others.
And Prokofiev, who had formerly been ASM’s guiding light, returned to
Russia and joined with his old friends Myaskovsky and Asafyev in glo-
rifying the Great Leader. And so the list continues.

The present essay seeks to explain why these volte-faces occurred. It
will also address the issue of moral judgement that has so often arisen in
discussion of both the music and the composers. In the 1930s, the change
had been described as a rite of passage from the erring ways of decadent
modernism to a new socialist consciousness. Today, the period is usually
viewed through a Fall narrative, and individual composers are regarded as
hypocritical opportunists or tragic victims. This essay will, through the de-
tails of individual cases, argue that the events seldom allow such broad-
brushed moral judgements.

Socialist Realist music was not written by the bureaucracy, nor did the
bureaucracy even produce any practical guidelines for Socialist Realist com-
position. It was left to critics and composers to arrive at an understanding of
what Socialist Realism meant for music, a debate which occupied the second
half of the 30s. The debate was not a free-for-all, of course. The con-
tributions of critics who were known to be close to senior figures in the
bureaucracy were given correspondingly greater weight. There were also
certain works from the early 30s which carried the bureaucracy’s seal of
approval, transmitted through such critics. We shall take two of these model
works as our starting point, both from 1931, before Socialist Realism had
been brought into existence: these were Nikolai Myaskovsky’s 12th Sym-
phony and Boris Asafyev’s ballet, The Flames of Paris. But what is this?
Myaskovsky and Asafyev had been leading figures in ASM during the 20s,
and yet they both managed to compose Socialist Realist music avant la
lettre? But it was not so much that Myaskovsky and Asafyev were
considered to be more ideologically reliable than all other composers;

���������������������������������������������������������������������������������������������������������������������������

and Yuri Shaporin; the much less stable Leningrad ASM at various stages included
Vladimir Deshevov, Gavriil Popov, Vladimir Shcherbachov, Dmitry Shostakovich,
Maksimilian Shteinberg, Yuliya Veisberg, Alexei Zhivotov, and Iosif Schillinger.
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instead, the works themselves offered two features attractive to the bu-
reaucracy: they were stylistically conservative, and featured worthy subject
matter – Myaskovsky’s symphony was initially entitled Kolkhoznaya (The
Collective Farm) and Asafyev’s ballet was about the French Revolution.
How did it come about that these eminent ASMovtsï turned their backs on
their former convictions so quickly, even before ASM was formally dis-
banded? What was going on in their minds during this period of radical
change? Did they themselves suspect that they would never again be able to
espouse modernism? And, setting aside our dearest prejudices, did they even
consider this to be a tragic loss?

Let us begin with Asafyev. During the 20s, he was ASM’s leading
polemicist, a tireless champion of musical modernism. Even at the close of
the 20s, not long before his Socialist Realist ballet, there are still no signs of
any ambivalence, as demonstrated by the following passage to be found in his
"Letters from Paris" of 1928+9. Having closely followed the twists and turns of
Stravinsky’s modernism, he now warns that some of Stravinsky’s recent
practices compromise the modernist character of his neo-classicist project:

Stravinsky is stubbornly sincere in striving to simplify his style; he
takes deliberately simplified material, but binds its separate ele-
ments according to the "new syntax". … It has to be said that many
times in his Apollo, Stravinsky very wittily takes up the position of
a reactionary in relation to himself. He achieves the desired
simplicity by selecting the most naïve chords, as it seems, in order
reassure ears which long for the familiar. But by combining such
familiar chords in an unfamiliar way, he immediately turns himself
into an innovator. These are happy paradoxes! It is quite another
matter however, when in search for even greater simplicity, he
happens to fall into some well-worn progressions, and, unawares, he
works such common-or-garden elements into his fabric, up to
"neologisms" of the Wagnerian variety. Then one begins to feel sorry
for this great contemporary composer. Nearly all of Apollo’s music is
born from a deliberate attempt to weave new fabric from old thread.
This fabric is very uneven, for in some places the ear chances upon
regrettable cheap patches, which spoil the effect. No matter how
elegant the orchestration, these patches cannot be ripped off and the
listener cannot help but feel that the composer has chosen a
dangerous path for himself. 

2
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2 Asafyev, "Pis’ma iz Parizha" Letters from Paris, 1928/9 (first published posthu-
mously in 1954, but originally intended for public consumption). See B.Asafye’v, O
balete: stat’yi, retsenzii, vospominaniya (Leningrad: Muzïka, 1974), 160+175 (165+166).
English translations throughout this article by Jonathan Walker and Marina Frolova-
Walker.
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And yet the same man who sees fit to police the modernism of Europe’s
most fashionable composer, produces, a couple of years later, a neo-classical
ballet which knows nothing of modernism – it is purest pastiche throughout,
and could as easily have been written around 1800. What happened during
this short period to bring about such a volte-face?

Now we must introduce the other main player in the drama, Russian
Association of Proletarian Musicians (hereafter RAPM). This organisation
had begun life in 1923 as a group of young musicians whose polemics were
notable more for their vigour than their sophistication. From these modest
beginnings, RAPM developed over the next five years into an extremely
powerful network that spanned all the principal musical institutions: radio,
the Conservatoires, and the state music publishers. This swift rise to power
was due largely to RAPM’s acquisition of some very skilled operators, such
as Yuri Keldïsh, who knew how to win the favour of the bureaucracy. By the
late 20s, in the final stage of Stalin’s consolidation of power, the sudden
leftward turn in official rhetoric meant that RAPM’s time had come. ASM had
never enjoyed friendly relations with RAPM, and now they faced censorship
and intimidation in a music world that was now shaped by their rivals.

Most of the prominent ASMovtsï were accordingly displaced from
their positions and lost their customary sources of income during this
period. Among them was Asafyev, who found that his writings could no
longer be published. Rather than despair, he abandoned his career as a
critic and musicologist, and instead turned his hand to composition. He did
not lack experience, for in the years prior to the Revolution, he had
worked as a hack composer, writing routine ballet scores for the Ma-
riinsky. On his return to composition, he decided to put his musicological
researches into practice by writing an historical ballet. The result was the
Flames of Paris, on the first French Revolution; and Asafyev used con-
temporary or near contemporary pieces from Gossec, and Mehul as well as
quoting revolutionary songs such as the Marseillaise, Ca ira and the
Carmagnole; he also drew from earlier French composers, such as Lully
and Marais. All of this pre-fabricated music was held together with Asa-
fyev’s own pastiches in the same styles.

It should be clear that Asafyev was in no way attempting to compose a
neoclassicist work in the manner of Stravinsky, otherwise the ballet would
have been an outrageous artistic crime according to his own strictures; as he
readily admitted, "when I took a fragment of an existing work, I changed
nothing in it". Still, he felt the need to justify the work by the standards of
the day; for example:

The melodic and rhythmic content of the Third Estate’s music was
in part transformed from "feudal material" rooted in everyday life,
and in part freshly created and nurtured by the French revo-
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lutionary bourgeoisie; it contains all the best, "fireproof", "non-
decadent" elements that nourished 19th-century European music.

3

This is a melange of his own "intonation theory", and the particular
style of Marxian aesthetics current at the time. The chosen material was
"revolutionary" and therefore resonated with the present day; furthermore,
Asafyev claimed to have embodied the past "in clear images, full of the
ideological and emotional influence of our reality".

4
 Thus, his ballet was

historical in form, and contemporary in content; this fitted well with
Socialist Realism, when it was formulated a few years later, for according to
this aesthetic, the content – the subject matter – must be progressive, but the
form – the style of music employed, must keep clear of the supposedly
progressive music of the declining bourgeoisie.

Does this ballet simply fall outside the scope of the modernist princi-
ples found in Asafyev’s critical writings of the 20s? This could have been
argued if Asafyev presented the work as an historical excavation, an exer-
cise in applied musicology rather than an artistic achievement. But instead
he wanted to have his cake and eat it. When connoisseur-critics such as
Sollertinsky said that no one could take this patchwork of pastiche and
prefabricated chunks to be a serious artwork, Asafyev would claim that the
ballet was merely a musicological project.

5
 But at the same time, he did not

disclose the sources of music he had used, and he took offence when his
peers in the Composers’ Union prevented him from voting alongside them,
and sent him back to the musicologists’ section. He claimed to be a genuine
composer, and The Flames of Paris was his ballet. In the end, the ballet was
indeed the starting point for Asafyev’s new career as a Socialist Realist
composer, and a liberation from the modernist standards which he was not
capable of upholding as a composer, and which in any case were of no use
to him in these changed times.

The Flames of Paris was given its premiere in Leningrad, in the autumn
of 1932; its Moscow premiere came in the following spring, followed by a
triumphant tour of the provinces. In spite of the "connoisseurs"’ scorn, the
ballet was a great success with the public and won the approval of the
bureaucracy. Asafyev’s next ballet, The Fountain of Bakhchisarai, was
based on a story by Pushkin; accordingly, it was written in the Russian style
of the generation before Glinka. The new ballet was singled out for praise by

�������������������������������������������������������
3 B.V. Asaf’yev, "Muzïka tret’yego sosloviya", in B.V. Asaf’yev, Yu.N. Kharlamov,
S.N. Bogoyavlenskiy, Plamya Parizha (Leningrad: Leningradskiy Gosudarstvennïy
Akademicheskiy Teatr Operï i Baleta", 1934, 6+11.
4 Ibid.
5 See Derzhanovsky’s letter to Asafyev of 22 Apr 1930, RGALI, fond 2658, opis’ 2,
delo 45.
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none less than Kirov, head of the Leningrad Party Committee. This is how
Asafyev reported it later:

It is interesting that one of our country’s great outstanding figures,
in a conversation with me about The Fountain of Bakhchisarai,
remarked sensitively upon the rightness of my starting point
(aspects of the 18th century) and of the deeply romantic feel of the
music: "and yet you breathe our emotions". He could not have
known my thoughts, but he came to express the above himself. 

6

This was the birth of the so-called "romantic ballet theatre", which
came to flourish in the Soviet Union; in the West, the genre is known chiefly
through Khachaturian’s Spartacus. This development signalled the legitimi-
sation of escapist popular entertainment with high-art trimmings (or kitsch, as
some would say), a characteristic feature of the Stalinist era. Asafyev soon
abandoned his historicist excuses and continued to write simple and comfortable
traditionalist scores as a composer, rather than as a musicologist. And, in due
course, his example was followed by many of his Composers’ Union
colleagues, including those who had been scornful in the beginning.

Now let us turn to the story of Myaskovsky’s Twelfth Symphony and
his conversion to Socialist Realism, a story that unfolds in his correspon-
dence with Asafyev, who was a lifelong friend. They adopt a confessional tone
and eloquently witness to the human aspect of these institutional battles.

Myaskovsky had never been an ultra-modernist, but this applied equally to
the bulk of ASM’s membership. During the 1920s, he devoted most of his
creative energies to a series of five symphonies, largely in a dark, expressionist
vein. Most of these symphonies were accorded a premiere at ASM concerts, and
enthusiastic previews appeared in the ASM journal, Sovremennaya Muzïka –
written by the chief reviewer, Asafyev, or by Viktor Belyayev, complete with
detailed "thematic analyses".

7
 We would be wrong, therefore, to imagine that

these symphonies were perceived as conservative within ASM; they were in the
mainstream of ASM’s activities, while the music of someone like Alexander
Mosolov was on the ultra-modernist fringe.

Myaskovsky’s letters to Asafyev
8
 document in some detail the changes

in his outlook during the period of RAPM’s attacks on ASM. In May 1929,
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6 Asafyev, O balete, 253.
7 See Igor Glebov, Myaskovskiy kak simfonist", Sovremennaya muzïka, No 3 (1924).
66+77; V. Belyayev, "Russkaya simfoniya i simfonicheskoye tvorchestvo N.Ya. Myas-
kovskogo, same issue, 77+86; Belyayev, "Myaskovskiy, Gedike, Aleksandrov", Sovre-
mennaya myzïka, No.5 (1925), 17+29; Igor Glebov, "Stroitel’stvo sovremennoy
simfonii", same issue, 29+32; V. Belyayev, "Devyataya simfoniya Myaskovskogo",
Sovremennaya muzïka, No.15+16 (1928), 109+113.
8 Myaskovsky’s letters to Asafyev, Rossiyskiy Gosudarstvennïy Arkhiv Literaturï i
Iskusstva (RGALI), fond 2658 (Asafyev), opis’ 1, ed. khr. 641+642; opis’ 2, delo 51. At
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Myaskovsky is still confident, denying that RAPM has any real power to
back up its threats; he tries to allay Asafyev’s fears, and says there is no
point in arguing back. His tactics seems to be to withdraw and wait until
RAPM is exposed (this must have been a policy of many at the time). In
December 1929, he mentions that RAPM has now started calling ASM
"social-fascists" – the standard Stalinist epithet for Social Democrats, who
were now to be shunned by Communist parties in the West, by order of
Moscow. In April 1930, Myaskovsky has clearly become worried: he
implores Asafyev not to defend Prokofiev against RAPM’s attacks, since
this would be too dangerous; he also states plainly that ASM seems to be
losing support among the bureaucracy. Later in the same month, he reflects
upon the news of Mayakovsky’s suicide; the papers had presented the act as
a result of illness, or some purely personal travail, but as Myaskovsky sees
it, a man of principle sold out, then found himself unable to live with the
consequences. The suicide was a watershed for both musicians: Myas-
kovsky’s asks "Was Mayakovsky right?" and Asafyev’s even goes so far as
to say "Well done Mayakovsky";

9
 it seems that they felt they were now on

the same slippery slope. In May, Myaskovsky reports that RAPM has
grabbed the most important positions in various musical institutions. We
now see the first signs that he is trying to ingratiate himself with his
tormentors: he confesses that he has written a couple of military marches as
a member of a composer’s brigade, and he also gives his report on a RAPM
concert to which he was "for some reason" invited. In September 1930, he
jokingly imagines Asafyev changing sides. Finally, in October 1931, he
accepts that the battle is lost and that RAPM has managed to destroy ASM.
A period of withdrawal now begins, during which Myaskovsky sets to work
on his 12th Symphony. Here is how he related the history of its conception in
his official autobiography:

When the first appeals for the collectivisation of peasant
agriculture were heard, this idea exerted a great fascination upon
me – it seemed especially revolutionary to me in its consequences.
At one of the Muzgiz meetings, Marian Koval’ suggested that I
might take up a subject for a composition in connection with this,
namely "The Sowing".

10
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the time of research, access was unfortunalely not granted to Asafyev’s replies to Myas-
kovsky, held in the archive of the Glinka Museum in Moscow.
9 See Derzhanovsky’s letter to Asafyev of 22 Apr 1930, RGALI, fond 2658, opis’ 2,
delo 45.
10 N.Ya. Myaskovsky, "Avtobiograficheskiye zametki o tvorcheskom puti", in N.Ya.
Myaskovsky: Sobraniye materialov in 2 vols, (Moscow: Muzïka, 1964). Vol. 2, 5+20
(18).
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It is hard to confirm or challenge Myaskovsky’s claim to have been
"fascinated" by the idea of collectivisation, but the mention of Koval’ as a
source of inspiration rings true. Although Koval’ was a prominent member
of RAPM, he was also a former student of Myaskovsky’s, and the two were
by no means on hostile terms. Commenting on the ever declining quality of
RAPM’s musical produce, Myaskovsky says that " Koval’ is still holding
on, thanks to his temperament and spontaneity, but he too slips up every
now and again". In other words, he is talented but erring in his ways. It is
quite another matter after RAPM triumphs over ASM; then Myaskovsky is
prepared to follow the lead of the younger generation, who are better attuned
to the times. And so he came to write his 12th Symphony, using the favourite
narrative scheme of the time: we pass from the suffering of a village in pre-
revolutionary times, then through the struggle of collectivisation, and finally
emerge in the joyous victory of the collective farm. The symphony was, of
course, far removed from the expressionism of his symphonies of the 20s,
but it can hardly be denied that the work is dignified and well-crafted. The
RAPMovtsï rejoiced and immediately began to promote the symphony. On
6 April 1932, Myaskovsky writes: "I am doing my best to sabotage the
performance of my 12th symphony, which they want to turn into an ‘event’
… For me, the 12th symphony is a compromise, and in private I’m ashamed
of it, in the same way I used to be ashamed of the 5th. Perhaps this touch of
banality will later grant it the kind of life that has been refused to my best
symphonies."

Just two weeks later, RAPM was disbanded on the orders of the
bureaucracy

11
; but while the organisation was destroyed, its individual

members were not in any trouble, and most RAPM’s active members were
able to find comfortable jobs in the restructured musical institutions. In
1933, Myaskovsky was still complaining about the "scum" and "riff-raff"
around him, and continued to absent himself from most public activities.
While the 12th symphony went from success to success, he embarked on the
composition of his 13th; this, however, was much closer in spirit to the
darker works of the 20s, and Myaskovsky was shocked to receive a harsh
reprimand from Asafyev for issuing a work that was so far out of step with
the ideological climate. Myaskovsky replied in a manner that appears ironic
on the surface, but on closer reading, I believe it reveals that Myaskovsky
was himself in turmoil at the time. Myaskovsky seems unsure whether he
should defend his work, or admit to a wrongdoing, as if he is already
imagining himself in front of a disciplinary hearing. In the end, he tells
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11 The resolution of the Politbureau of the Party Central Committee of 23 April 1932
was entitled "On the Reconstruction of Literary and Artistic Organizations"; ironically,
the abbreviation RAPM was misspelled there and in the follow-up documents as RAMP
– a sign of the much lesser importance assigned to "proletarian musicians" in comparison
to their powerful literary counterparts.
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Asafyev that he is only a curious observer of the new reality, not a real
participant. But if this was still true in 1933, we find that he is much more
engaged three years later, and has evidently absorbed all the rhetoric of
Socialist Realism. Expressing his support for Asafyev’s music he says:

When, from time to time, I consider the reception accorded to your
music by our "connoisseurs", I am amazed how people just don’t
know how to listen. Well, I can understand Prokofiev or some
modernist, who need constant jabbing, a repeated and deliberate
violation of the momentum (even if there is nothing to justify it),
and who avoid any kind of sentiment like the plague, not even
letting a tiny bit peep out. But the majority is not like that! …

Increasingly, I find myself convinced that music which might not
seem technically complicated still needs to be given more than one
listening, and then its significance emerges. … It is important that
music which is good and true receives its proper recognition from
simple listeners.

This passage signals that Myaskovsky has now completed his journey
from modernism to Socialist Realism. Certainly he may have wanted to
flatter Asafyev, who has now become an ultra-conservative composer, but
this did not require him to launch into a criticism of Prokofiev as a
modernist – at the time, the returning prodigal had not yet fully adjusted to
Socialist Realism, and he showed no relish for the kind of music
Myaskovsky was now writing.

12
 Myaskovsky, in this private letter, uses the

same rhetoric that we hear from the critics in Pravda or Sovetskaya Musïka.

But what was Myaskovsky’s attitude to his own work as a composer?
Here are some fragments from his diary and letters of the 1930s and 40s;
first, some disappointments:

31 Jan 1930
I tried to write music of the "broad type" – doesn’t work. 

13

21 Jul 1933
I completed the finale [of the 14th symphony] – it came out all wrong
and in the minor …
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12 There is a hint of bitterness in Myaskovsky’s letter of 10 Dec 1937 to Asafyev (same
collection), "he [Prokofiev] no more than tolerates my music, and although this does not deter-
mine our relationship for me, but still it creates a kind of glass wall [between us]". Prokofiev,
for his part, complained to Asafyev that Myaskovsky did not want show him his 15th Sympho-
ny; Myaskovsky had pretended that the work was still unfinished, but Prokofiev guessed at the
reason: "Perhaps this is [revenge] for the 14th, since I’d been rude to its finale" (Prokofiev’s
letter to Asafyev of 12 July 1934, RGALI, fond 2658 (Asafyev), opis’ 1, yed. khr. 674.
13 Fragment from Myaskovsky’s diary reproduced in V. Ya. Men’shikova, "Tvorche-
skaya letopis’ N.Ya. Myaskovskogo", in N.Ya. Myaskovsky: Sobraniye materialov, 443.
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23 Jul 1933
Decided to write another finale, in the major …

14

25 May 1934
I put together a vile chorus (a cappella) about the Chelyuskin
heroes…

15

12. Sep 1935
I composed a rather weak romance "Autumn on the Collective
Farm"…

16

12 Mar 1936
I wrote a song for the 1st of May – it seems none too good …

17

8 Jan 1940
[T]he C-major overture for Stalin’s 60’s birthday didn’t come out well:
it is somewhat repetitiously solemn, and monotonous in its sonority.
The worst thing is its lyricism – because of my hurry, it came out soun-
ding dull. 

18

4 Jan 1946
For four days I’ve been labouring on the [national] anthem. For some
reason it comes out really badly; the text is rather wooden, without any
emotion.

19

But there were also moments of great satisfaction, and it is interesting
to see what now fired Myaskovsky with enthusiasm:

Then I suddenly rushed to compose a new symphony (in the Russian
style)… there is much in it that is interesting for me, things that I
hadn’t tried before. I wonder whether it has something of Glinka’s
idea (when he was dreaming of a Russian symphony). I tried to
neither aesthetisize nor formalize… but to keep the fire going.

Now this is already the second quartet in which I feel I have found
my own style of quartet writing – it’s also not bad in terms of
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14 Ibid., 444.
15 Ibid., 445.
16 Ibid., 446.
17 Ibid., 447.
18 Myaskovsky’s letter to Asafyev of 8 Jan 1940, RGALI, fond 2658, opis’ 2, delo 51.
19 N.Ya. Myaskovsky: Sobraniye materialov, 457.
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sound, it seems. I should try again. There are no musical disco-
veries there, only lyrical outpourings…

Thus, Myaskovsky by no means turned into a mere hack. Yes, hack-
work was required of him, as it was of all his colleagues, but he still had
plenty of scope for producing work that gave him pleasure. He still set
himself certain creative tasks that fuelled his imagination, only these
were rather different from those of the 20s: now he was trying to solve
the problem of nationalist symphony, or searching for the perfect quartet
textures. "Lyrical outpourings" may have now occupied the place of
"musical discoveries", but they were as important to Myaskovsky now as
the search for novelty had been in the past. Can we really say that his
creative vision was brutally undercut by the demands of the Soviet
regime, when he was busy changing with the times and, able to respond
to change earlier than most of his colleagues? At times, it is true, he felt
squeamish about his own Soviet success, which, in his own words,
"wasn’t bought with currency that I would consider my own or to be
valuable". But this was little different from what he had said in the
1920s, when, for example, he lamented the fact that his relatively
conventional Fifth Symphony was the best loved by the public.

What can we say of Asafyev in this respect? In the modernist climate of
the 1920s, he would never have dared to indulge himself as a composer,
since he was not capable of meeting the modernist challenge that he pressed
on others. The changes in the years around 1930 certainly put an end to his
influence as a critic, but it opened a new avenue for his musical abilities, the
composition of ballet scores on scenarios of his own choosing; even those
who greeted his new career with scorn soon had to show him respect, and
even emulated his example. He earned himself fame and a comfortable life
for doing something that he thoroughly enjoyed. If Socialist Realism served
anyone well, it was Asafyev.

Did any of the other ASM modernists prove more willing to hold
fast to the principles they had espoused in the 20s? If we pay attention
only to the words and actions of the organisation, it appears that ASM
was unyielding to the end. After all, the same manifesto, with its
vigorous commitment to artistic experiment, remained in place until
ASM’s dissolution; and as late as 1930, the organisation subjected
traditionalist composers to heavy criticism in the pages of its journal. But
this is misleading. When we turn to the membership of ASM, we find
that their individual behaviour was quite different from their collective
pronouncements. The careers of Asafyev and Myaskovsky were not at all
exceptional: even Alexander Mosolov, the most radical of all the ASM
modernists, was already eager to make light of his modernist credentials
in order to pick up an opera commission:
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Now on the music: let not my terrible notoriety as a "leftist mo-
dernist" frighten the administrators and theatre directors; I will do
my best to make my opera "accessible" and singable. 

20

And so a year before ASM collectively criticised the traditionalists,
their star modernist was rushing to transform himself into a traditionalist.

In conclusion, I have rejected two narratives of modernism’s demise in
the Soviet Union. On the one hand, there is the popular romanticised
account which tells us that a tragedy unfolded, a tragedy of courageous,
pioneering artists who were broken on the wheel of Stalinism, to face a
lifetime of humiliation in the composition of music beneath their dignity. On
the other hand, there is the now much less popular account of those who
retain some degree sympathy for Stalinism, according to which our
composers were saved from the decadence of bourgeois modernism and
learnt to see the true dignity of Socialist Realist art, through the wise counsel
of Stalin. The Cold War is long over; and new demons have at last been
found to replace communism. It is surely time, therefore, to set aside the
vestiges of Cold War rhetoric, and examine this period as historians, not as
polemicists. The early Soviet modernists made their move well before they
faced any real danger; the changes in their music were certainly due to
political circumstances not of their choosing, but then much the same could
be said of their modernism in the decade following the Revolution. And
most of them enjoyed a degree of privilege unknown to most Soviet citizens,
with official and public respect, and a comfortable and secure life. Even the
stormiest episode in their careers, the Zhdanovshchina of 1948, was very
tame compared to the travails their colleagues in the literary arts had to
suffer; this is not surprising: wishful thinking aside, it is much easier to
unsettle a paranoid dictator through a novel or drama, than through a piece
of music. If Soviet composers are to be compared to any other group of
artists, it is surely the monumental sculptors and painters – there we find
much the same kind of busy routine, leavened with imaginative work inside
carefully circumscribed limits; and we have the same guarantee of constant
employment, relative privilege and respect.

Myaskovsky’s letters to Asafyev, RGALI fond 2658
(Asafyev): opis’ 1, ed. khr. 6415642; op.2, delo 51. Transl.
Jonathan Walker and Marina Frolova-Walker

13 May 1929

My dear Boris Vladimirovich, how you always amaze and even asto-
nish me! Some less-than-civil upstart suffering from clogged-up bile
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20 Mosolov’s letter to Asafyev of 27 Jan 1929, RGALI , fond 2658 (Asafyev), opis’.1,
ye. khr. 633.
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ducts only has to blabber out something about you, and you are panick-
ing already: persecution, asafyevshchina, and so on and so forth. As if
everyone is a Lebedinsky or a Keldïsh… It comes down to a particular
clique of people who are not very ceremonious, granted, but who are
themselves not without sin; they are not as influential as you imagine.
True, Lebedinsky hangs around in Glaviskusstvo, and the fellow is
undoubtedly very insolent – but this is plain for others to see, and after
our Conservatoire story did the rounds (its sources did not remain
entirely secret), the clique has lost its status, not least among the more
serious and influential circles. …
Argue with them? But with whom exactly, and about what? Can you
dispute with the barking of dogs? What can you say in reply to these
people, when … perpetual scoffing characterises their behaviour? Had
you been very shrewd and declared only the orthodox line – their line –
it would have still been no good, because they deliberately close their
ears to anything that doesn’t issue from their swamp. They can only be
caught in the act, or subjected to mockery etc., but are you really capa-
ble of that? In short, I cannot accept all your moaning and groaning…

1 December 1929

After Prokofiev left, the fuss started here – the ASM are social-fascists
and so on. So much revolting scum rises to the surface at a time like this!

8 April 1930

On no account agree to give a talk about Sergei [Prokofiev]. This will
do nothing for you. People argue at cross-purposes. How will you prove
that Sergei’s music is acceptable because it is good, when they will
reply that it’s not good because it’s not acceptable? … Why assume the
role of a Don Quixote – as if you are not suffering enough oppression
already? And Derzhanovsky always goes too far when he thinks he has
support; the problem is that he always exaggerates the amount of sup-
port he has, so when he gets into a mess, he drags all his associates with
him. This is not a good time for speaking in support of Prokofiev – it is
better to say the same things over and over again, than to tilt at wind-
mills. Prokofiev will prevail [in the end] and triumph over them all.

29 (?) April 1930

Ah how tired I am of all this fuss! Was Mayakovsky right? I don’t
know. Spiteful gossip has it that if only he could have seen just how he
was to be buried, he would have held back from shooting himself. It
seems that he came to feel a great emptiness inside – [hence his farce,]
The Bathhouse – and like a "true Russian", he was naturally in conflict
with himself, his conscience troubled. His fate was clear to me already



-� 
�����
�� 3�B��//3 Musicology

�"�

when I met him at Meyerhold’s last autumn – the look on his face was
too alert and inquisitive, as if were searching for something.

17 May 1930

I’m still … poring over my vile military marches – how fed up I am
with them! There is nothing more boring and joyless than military
orchestration (not in the abstract, but in the practical sense – no
resources whatsoever). …

Your enemies, the VAPMovtsï (in fact they are your friends, only showing
it in their own way!), have gradually executed a complete takeover of our
Muzsektor. And since this will help to satisfy their hunger (in the direct
sense of the word) to some extent, they should by and large quieten down
over time, especially since they are becoming obsolete in front of their own
eyes. What they are writing now is unimaginable. Now we have also got all
kinds of competitions, shockworkers’ brigades of composers (I was writing
my marches also as a shockworker, as a member of a brigade!), and it is
here that their water-supply productivity on the one hand and the
decreasing quality on the other hand become obvious. The last pokaz, to
which I was invited for some reason, was truly pitiful – the worst was
Davidenko, who has begun simply to write vulgarities. Koval’ is still
holding on, owing to his temperament and spontaneity, but he slips up
every now and again as well. Belïy is a very gifted and independent-
minded musician, but in this context, he is like a cow in the saddle: an
emotionalist, a Romantic, delivering a chastushka with Tristanesque music.
This is not a laughing matter – it’s tragic. Chemberdzhi is becoming pettier
from one opus to the next. And so on. In the end, Lunacharsky is right
when he says that proletarian music is not yet out of high school. Of
course, all of them are gifted to varying degrees, but still half-educated
schoolboys, in spite of the fact that the bulk of them have graduated from
the Conservatoire. …

15 September 1930

Why are you still whining? Read the last Proletarian Musician (No. 5)
– for you will find there almost admiring recognition of your writerly
persona in an article by the same Keldïsh, with a dose of grimaces and
reservations, granted, but nevertheless complete recognition. Just wait –
they will soon entice you to join their Proletarian camp! Though what
you are going to do there is not entirely clear to me, since they still have
no need for the "essence" of music. …

22 October 1931

Indeed your circumstances must have been quite appalling, but now this
is the fate of any ideologue with real brains, talent and a world-view.
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The present time is for hacks and time-servers, who thrive on
cannibalism … Gunzburgs and Grubers can’t create anything, they can
only pick somebody else’s pockets. It’s good that you are working on
music – at least you are producing something that can be taken or not
taken, but which at least cannot be used dishonestly for the feeding of
various scoundrels. Here [in Moscow] the activity of various ideologues
was directed mainly towards grabbing the cushy jobs (Muzgiz, the Arts
Academy, and now also the Radio) and the destruction of the Asso-
ciation for Contemporary Music. Now they’ve achieved everything, and
Derzhanovsky, for example, is again without a job. As for me, I had
kept my distance from all of this, but now I’m withdrawing completely:
I’m only nominally still at the Conservatoire, but I’ve abandoned
teaching classes until spring; I practically never go to Muzgiz – I
remained only a consultant, having resigned from editing. Still, this has
a lot to do with my illness, which I still haven’t overcome …

6 April 1932

… I am doing my best to sabotage the performance of my 12th sympho-
ny, which they want to make an "event" … For me, the 12th symphony
is a compromise, and in private I’m ashamed of it, in the same way I
used to be ashamed of the 5th. Perhaps this touch of banality will later
grant it the kind of life that has been refused to my best symphonies.

18 September 1933

We are getting pettier and pettier every day – there is too much riff-raff
in all our musical-social depths. And the real "musicians" are getting
older and stay in hiding. If I’m upset, then it’s only on my own account,
for I feel my loneliness more and more in spite of having lots of friends.

The filth that is pouring out of Sovetskaya Muzïka (it’s even hard to
work out just what it is – deliberate filth or just dim-wittedness and
stupidity) is characteristic of the whole tone of our musical life today,
which is being poisoned by Chelyapovs, Gorodinskys, Gusmans and
the like – small fry…

I am now doing my best not to show my face anywhere – I avoid the
activities at both the Union and the Radio, where I’ve been stuck for
nearly a year; I’m avoiding even Muzgiz – it has also become so very
petty…

24 December 1933

Dear Boris Vladimirovich, I have been trying to gather my thoughts in
order to reply to your letter. I am still puzzled by the impression my 13th

Symphony made on you. [Your reaction] is strange and incomprehensible
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to me, and in fact I am terrified by it. What is the matter? Does it mean that
there are certain forces in us which act contrary to our will and
consciousness? In this era, which ought, in principle, be so bright and
exciting, I think it a tragedy that a work should appear that contradicts its
author’s aims. Where does this stupid sickness and ulcerousness come
from, suddenly gushing forth and poisoning anyone who’s around? What is
this? An unintentional revelation of the true essence of things or only the
overcoming of all the scum of the past, a self-liberation? I was especially
struck by the fact that you were so affected by all this, while I myself had a
strangely masterful approach to this work: I was "making" it on the basis of
some very rigid premises of a more-or-less technical sort that I found very
valuable. The musical ideas that were laid in the foundations of this work,
were probably full of some pus which poisoned the whole work and gave
such a destructive and denunciatory colour to it.

But what if all our brightness and excitement is only a fascination with the
process of achieving, and upon "achievement", when we begin to live "pro-
sperously", and probably free of trouble, we will be confronted yet again
by an "idealist" emptiness, and what now seems to be a throwback, will
then reveal its more significant meaning? – although I am more inclined to
think of myself as someone who is obsolete, someone for whom all these
excited achievings can only be the object of sympathetic observation,
rather than a personal matter. Worst of all, in spite of the long period that
has passed since the composition of the 13th symphony and the pitiful echo
born of its momentum, the 14th symphony, I still feel quite empty...

In your letter I still managed to find some attempts at cheerfulness – in
relation to yourself – which I was very glad to see in compensation for
my defeat. I am deeply pleased that you have firmly and ardently
decided to struggle for your right to create. I had a feeling that your
Fountain [of Bakhchisarai]1 would be given if not an openly hostile
reception, then one with a dose of impudence. "For pity’s sake, what
can be difficult about it? Everything is as simple as pie to us". Here is
how I understand the pitiful psychology of these petty people: since
there is nothing there to rack your brains over, and everything seems
clear, then it cannot be such a simple matter: "the author wants to
deceive us and palm off some rubbish to us, but we are smarter than
this, we have seen through his ploy and … remained dissatisfied". The
initiated public and the so-called "connoisseurs" are always the same:
one needs to astonish them with incomprehensibility or insolence (as
Shostakovich does with his vulgarities).

19 November 1936

When, from time to time, I consider the reception accorded to your
music by our "connoisseurs", I am amazed how people just don’t know
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how to listen. Well, I can understand Prokofiev or some modernist, who
need constant jabbing, a repeated and deliberate violation of the mo-
mentum (even if there is nothing to justify it), and who avoid any kind
of sentiment like the plague, not even letting a tiny bit peep out. But the
majority is not like that! …

Increasingly, I find myself convinced that music which might not seem
technically complicated still needs to be given more than one listening,
and then it’s significance emerges. … It is important that music which
is good and true receives its proper recognition from simple listeners...

The [16th] symphony has had a stormy success here; some naïve per-
sons were even saying "at last I had managed to write a true symp-
hony"! It is true that the symphony sounds excellent. It is energetic,
very clear and melodic, and the 3rd movement is openly emotional in a
grandiose way, while the ending of the finale is extremely effective in
its humble simplicity and softness. But the content, the effects, the
technique, the harmony – all of this is very much second-hand! Is that
what does the trick?! In any case, to me this success seems quite
undeserved and for this reason it cannot please or stimulate me.

10 December 1937

You are writing about recognition for me, and all that. I do not believe
in it, and do not value it, because it wasn’t bought with currency that I
would consider my own or to be valuable. … The only works of mine
to enjoy success are those which I cannot possibly consider to be my
best. Neither the 16th symphony (accessible, to an extent impressive,
but on the whole eclectic), nor the new 18th (which is, in effect, only a
cheerfully clear trifle, totally problemless) are dear to me, or valuable.
As for the new 17th, which in my opinion is more integrated, goal-
oriented and richer in content than the others, this is still somehow
being kept at arm’s length; but it is this symphony that I feel is more
significant and responsive to the present moment, not through song and
dance [chastushki i poplyasushki], but instead through serious thought
and intensity of emotion. But hey, it makes no difference. In any case I
am trying not to make use of this "recognition", as far as possible not to
notice it – I have absolutely no intention to shoulder any obligation to
produce exaggerated expressions of something that isn’t me.

8 January 1940

… the C-major overture for Stalin’s 60’s birthday didn’t come out well:
it is somewhat repetitiously solemn, and monotonous in its sonority.
The worst thing is its lyricism – because of my hurry, it came out
sounding dull.
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18 February 1940

Now this is already the second quartet in which I feel I have found my
own style of quartet writing – it’s also not bad in terms of sound, it
seems. I should try again.

Regarding Asafyev’s Cantata-Song about Stalin; I’ve got it I like the
introduction but the rest is cold; as regards warmth, my Stalin overture
didn’t come out either …
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Vesna Peno

ON THE ORTHODOX CHURCH "MELOS"–
A CONTRIBUTION TO THE TYPOLOGY OF CHURCH CHANT

(Summary)

Many unresolved questions related to post-Byzantine church chanting present
obstacles to understanding some aspects of church music since the 19th century. One
of those problems concerns the need for strict definitions of criteria according to
which a church melody is classified as "melos" (Serb., napev). In this article the
actual classifications of new Greek and Serbian chants are given. The most impor-
tant Greek theoretical sources (theoretikon) are taken into consideration, as well as
writings in which Serbian theoreticians and chanters explain the classification of
hymns in Serbian church singing. The terminology related to "melos" in Greek and
Serbian church chanting practice is critically examined. Attention is also drawn to
elements common to new Greek (neumatic) and Serbian (staff notation) "melos".
This article is an introduction to more detailed research whose aim will be to
establish similarities and distinctions between the two church singing traditions that
have the same origins in Byzantine church music.

UDK : 783.24.087.6 (=774=861)
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RETRO-GARDE, DAZZLEMENT, AND ISOLATION:
SEARCHING FOR MUSICAL IDENTITIES

Conference on musical identities held in August 2002 in Amsterdam

The twentieth century saw a development in the arts that had never occurred
before in history. Producers and recipients of art grew totally apart. Traditionally,
the production of art had always been dependent on commissions and public.
Around 1900, production began to precede the interest of potential commissioners,
spectators and audiences. In music, the gap was wider than in the pictorial arts: it did
not take the museums more than a few decades to catch up with the cubists, the
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surrealists, and the other painters who took leave from traditional depiction based on
the rules of central perspective. But the composers who challenged the rules of the
musical equivalent of central perspective, ‘central tonality’, suffered a different fate.
Even today, a symphony orchestra runs the risk of not attracting enough listeners
when putting too much Schoenberg or Webern on the programme. Should that be a
reason to restrict the diet of the audiences to Bach, Mozart and Mahler? Almost any
professional in music will resist this. So will any government agency responsible for
the creation and diffusion of artistic products. But here, we face a paradox: since
political decisions on the funding for the orchestra may depend on the immediate
attractiveness of the programmes for the audience, political demands for specific
quota of new music on the programme create a tension between introducing ‘new’
music to the concert audience (and the label neue Musik continues to be used here and
there for music dating from before the Second World War) and the very conditions for
the survival of the musical body required to bring any new music to life.

The situation at the beginning of the twenty-first century seems to be different,
in some significant respects, from the situation one hundred years ago. Today, we
cannot point at a clearly identifiable avant-garde that breaks the rules (which rules
are still to be broken?) in order to develop new styles (which styles have recently
been established?). How will music history eventually identify the compositions
created in the present decade?

We are even confronted with what might be called a musical ‘retro-garde’:
composers seeking to reach back behind the innovations of old-fashioned modernism,
and re-installing forms of tonality influenced by Debussy, Cage and minimal music
rather than by dodecaphony and serialism. Some of these composers reject the Vienna
School in outright terms: ‘Schoenberg was for me the filthy, rotten dirt damp of the
twentieth century.’

1

In the summer of 2002, the University of Amsterdam organised a
conference entitled Redefining musical identities. This conference aimed at
clarifying some of the questions connected with these changes in styles and
circumstances, and at exchanging ideas and experiences concerning how to cope
with them. Several of our guests represented music life in major European
cities: Peter Davison, the artistic consultant to the Bridgewater Hall in
Manchester

2
; Leo Samama, the artistic leader of the Residence Orchestra in The

Hague, and Wolfram Wagner, organiser of musical projects in Vienna. Samama
and Wagner both face a very divergent potential audience in their cities –
including many who have not been rooted in western European cities, and bring
the creative memories of their earlier dwelling places with them. These are
being integrated in today’s music life – they have to be, in order for the city to
form a community in which different ethnic groups feel at home. Vienna may
have been, in comparison with any individual other place, the city with the
greatest share in the development of the most classical of classical music, today
it is also the scene of experimental music ensembles exploring new styles as
well as reaching back to pre-modern styles. This is also characteristic of music

�������������������������������������������������������
1 John Tavener, The Music of Silence, a composer’s testament, New York, 1999, p. 14.
2 Several of our speakers explained their views in a book edited by Peter Davison: Re-
viving the Muse: Essays on Music After Modernism, Brinkworth , 2001.



-� 
�����
�� 3�B��//3 Musicology

�1�

life in the Netherlands, where there has been a fruitful co-operation during the
past decades between the stimulation of contemporary music and the flourishing
practice of Early Baroque ensembles. Samama made the issue mentioned in our
introduction poignantly clear: his city government compels him to introduce
new music and to attract new audiences, including recent immigrants. Future
funding of the Orchestra depends on the results in these targets. But potentially
new audiences do not particularly care for new music, and the suggestion for
new money is not particularly popular with the city government ....
Nevertheless, the Residence Orchestra has shown great ingenuity in attracting
new target groups, for instance when it gathered 1,700 of the city’s young
Turkish inhabitants for a performance of both contemporary serious Turkish
music and Turkish popular music. Davison discussed the role of the concert hall
as the spiritual centre of the community. He referred to Nietzsche’s ‘post-
religious’ philosophy in order to emphasise that music ‘transfigures a region in
whose chords of delight dissonance as well as the terrible image of the world
charmingly fade away’.

3
 The decay of traditional religion enhances the

‘transformational’ value of music, and Davison claimed that concert halls such
as Bridgewater are ‘symbols of the transformation of our troubled Victorian
cities, providing a spiritual core and a source of identity’.

This line of approach offered a connection to the contribution by Dutch
musicologist Sander van Maas, who turned to the musico-religious project of
Olivier Messiaen. Messiaen himself had declared that he composed music in
order to ‘illuminate the theological truths of the Catholic faith’; he believes his
music to be able, by means of a synaesthetic mixture of sound and colour, to
bring the listener into a state of éblouissement or ‘dazzlement’, described as ‘a
breakthrough towards the beyond, towards the invisible and unspeakable’.

4

Basing on Nietzsche’s followers in ‘post-secular’ philosophies, authors like
Derrida, Marion and Nancy, Van Maas pleads for a reconsideration of the
revelatory potential of music.

Messiaen’s music also played a role in a contribution by Roger Scruton, who is
best known as the leading conservative English philosopher, but who is also a
composer and the author of an impressive book on music aesthetics.

5
 In a

remarkably well-documented lecture, with a lot of musical illustrations from serious
music as well as from several sources of pop music, Scruton compared two ways in
which rhythm forms part of a musical composition. It may be added to a piece of
music ‘from outside’, like a beat produced by a drumkit, or be an organic part of the
music itself. It was in this sense that Scruton contrasted the indifferent sound
complexes produced by Stockhausen and his followers with the living rhythm in
Messiaen’s Turangalila Symphony, in which the barline ‘is the effect, and not the
cause, of the rhythmical order’.

Another composer mentioned by Scruton as an example of those who allow
rhythm to grow organically into their music was David Matthews, who was also
personally present in Amsterdam to present his views on tradition and innovation.

�������������������������������������������������������
3 Friedrich Nietzsche, The Birth of Tragedy, ch. 25.
4 See Olivier Messiaen, Conférence de Notre-Dame, Paris, 1978.
5 Roger Scruton, The Aesthetics of Music, Oxford, 1997.
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Matthews focused on Benjamin Britten, whose assistant he was at Aldeburgh, and
on Michael Tippett. These two composers convinced him of the continuing validity
of tonality, and of traditional forms such as the symphony and string quartet. Like
Stravinsky’s and Bartók’s, their music clings to the tradition of folk music.
Matthews illustrated how his own compositorial practice was influenced by
traditional forms from both the popular and the classical repertoire by playing a
tango and a chaconne from his own works.

Dutch composer Klaas de Vries testified to the confusing situation that has
come about now that the avant-garde of the last century has not asserted itself as a
guiding light for the present generation; modernism has become a historical project,
that calls for preservation as an endangered species rather than celebration for
having overthrown earlier and more traditional styles. On the other hand, some
composers of the present generation, John Adams for one, prove that it is still
possible to reach a wider audience for contemporary music.

My own contribution went back further in history to focus on a few earlier
moments in which the music world tried to escape its present condition in order
to bring about significant changes. Can theoretical positions, apart from the
actual development of compositorial practice, really influence the further course
of music history? Turning back to the Ars Nova and the Florentine Camerata, I
believe this is indeed the case. Music history is man-made, and this implies that,
at any given moment, it is history in the making – steered by what was achieved
in the music of earlier periods as well as by new insights and intentions which
influence music but have a non-musical origin. Each individual piece of music
was, once upon a time, the latest product of music history; concert-goers would
be well-advised to listen to each composition as a developing forma formans
rather than as a completed forma formata. The other organiser of the conference,
Amsterdam musicology professor Rokus de Groot, pointed to the reorientation
in a geographical sense that took hold of western composers such as Karlheinz
Stockhausen and Ton de Leeuw in the seventies. In this process, oriental musics
and literary sources, from Byzantine liturgical chant to Javanese gamelan, made
their way into western compositorial practice. De Groot showed, starting from
Lully’s Le bourgeois-gentilhomme, that this musical invasion from the east was
not new; but although the sources are eastern, the conceptions of these sources
are western, and subject to the changes in western thinking. This certainly goes
for the constructions of spirituality which many western composers focused
their attention on.

A very concrete case of geographical reorientation was finally provided by
Serbian hoboist Borislav S
)�	�)9
, who has lived and worked in Amsterdam for
�	��� �� ������$� S
)�	�)9
� "���� �� ������ ���� !��� ���� ���� �
��� �!� ����
��� "�
�
outside Serbia. He reminded his audience that the Wind Quintet� ���?*��
������
�
had already met with a successful performance in Amsterdam in 1933, long before
she developed into the éminence distinguée of Serbian composing, and long before
S
)�	�)9
��
"��!� I�+
����
�Barka foundation – organised a concert of her chamber
works, again in Amsterdam. He illustrated how political isolation has caused an
important set-back for the reception of Serbian music, up until the present day. But there

��� �6�%
�����T����*��K�!�����  �������!�"�������������"����������������!������
+��"�+����"�� 
�� ���������������� *��� ��?*��
������
������ �	���������� ���$�7�
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programme of the chamber music concert that formed part of the meeting, together with
?���1��<)�9��������:������������������" ����#���������������7����?��	��die.

The full proceedings of the conference will be made available at a later date.

Albert van der Schoot

Albert van der Schoot is a Dutch philosopher and musicologist who
organised, together with Rokus de Groot, this conference about the

shifts in several dimensions of European music life at the outset of the
21st century.
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1959

1. ��!��3��� � !���� .���� ���������  (���  � ��%���
 ��������B
��
 
��
�), �����
�, 1959.

1961

2. O "prirodnoj" i "neprirodnoj" muzici, ������� ������ :���� 5�����
(Walker) Aesthetics versus acoustics 
 ��
�� The Language of Music
'��
�� ,��� (Deryck Cooke), Zvuk 49/50, 1961, 579, 580.

1963

3. Eric Emery, La gamme et le language musical, Paris, 1961, Zvuk 56, 1963,
117-119.

4. Najnovije delo Petra ;	��	
��� - opera "!��������", Zvuk, 58, Sarajevo,
1963, 367-373.

1966

5. "Ohridska legenda" Stevana 1�������, Zvuk, 66, Beograd, 1966, 96-115.

6. ���� �� ������ "���� �! :���", � ��������  � ����
���� ,����
B
6��� ����� � @���� 4���, 1966.

7. ���� �� ������ "���� �! :���", Pro Musica, 19, 1966, 32, 33. (8��B
=�������, ����6���, 
  ��������  � ����
���� � @���� 4���, 1966.)

1967

8. "Lirika" Petra ;	��	
���, Zvuk, Sarajevo, 75/76, 1967, 1-10.
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9. H� � %������ �����13� � �������;��� .���� ��1���	�,
�� �
���, 4/5, H������, 1967, 77-81.

1968

10. +��
����� �(��
�)�� (�
	� � ��)� � /���� ;	��	
�� � ����� !������ , Zvuk,
85/86, Sarajevo, 1968, 261-275.

11. %������� ��!���2�� ����! � )�2�, Pro Musica, 37, (������, 1968, 26-28.

12. .������ .���� ��1���	�, Pro Musica, 37, (������, 1968, 4-6.

13. Petar ;	��	
�� na sceni Beogradske opere, Scena 6, Novi Sad, 1968, 622-636.

1970

14. Uticaj folklornih elemenata na strukturu romantizma u srpskoj muzici,
disertacija, Ljubljana 1970 (rukopis). �� 
�� �
�����	
�� �9���?�� ��
����������� 
 ��������� �� 
�� � Muzikološkom zborniku VIII, Ljublja-
na, 1972, 114-116, 
 �� ��������� �� 
�� � Bulletin scientifique 1-3, Beo-
grad, 1973, sect. B – Science humaines, tome 9 (18), 13, 14.

15. .���� ��1���	 - In memoriam, Pro Musica, 50, 1970, 29.

16. Chopin in Serbien, Chopin-Jahrbuch, Wien, 1970, 183-195.

1971

17. .���� ��1���	 - In memoriam. 8� ��
=�� ������� 1, (������ 1971,
49-50.

18. 8 "Koštani" Petra ;	��	
���, Arti Musices, 2, Zagreb, 1971, 153-166.

19. .��&���� ����9� .���� ��1���	� � *������� 8�����	�, H9���
�
-��
	� ������  � ��
%������ 
 ��������, ��. XIX ��. 1, @��
 4��,
1971, 153-169.

20. ����� %������ �����13� ��9� ��3������� ;����� ����&���
������, H9���
� ������ � 4������ -�����	�, 4:@A, (������, 1971,
111-135.

21. Vielseitigkeit der Ausdrucksmittel schauspielerischer und gesanglicher Art in
den russischen Opern des 19. Jahrhunderts, Bericht über den Internationalen
musikwissenschaftlichen Kongress, Bonn, Kassel, 1971, 515-517.

22. (
9�
�����
�� ������ 8���� ,����
6�, 4�����
	� �����6���
����
����� ����� 8���� ,����
6�, 4:@A, (������, 1971.

1972

23. �� ����� 0������ � )������� 1971, 8� ��
=�� �������, 1, (��B
����, 1972, 53,54.

24. -������ � %�3��� �, 8� ��
=�� �������, 1, (������, 1972, 54.

25. /����;	��	
�� (
 ����� ���
�
	�), Enciklopedijski leksikon - Mozaik znanja
I���@
)9���"����������������./&D��D&DGD&0$

26. ���	�����	��
������$���
�����)�	#����, Zvuk, 124/125, Sarajevo, 1972, 138-141.
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1973

27. .����� ��3������ ������ � %����� �����1�3, �� �
���, 2, H�B
�����, 1973, 76-79.

28. ��� �������� %�������	� � ����������, 4����� �� 
�� ��� 
������, (������, 1973, 185-191. (�� ������� 
 ����	����� �� 
��)

29. !%���<����/����;	��	
��’ im Lichte von ����)��� dramatischer Prinzipien
und der Sprechgesangtheorie, (Colloquium “Musik und Wort”, Brno, 1969),
Musikwissenschaftliches Kolloqium der internationalen Musikfestspiele, Brno,
1973, 259-261.

30. Savremena muzika na televiziji, Zvuk, 2, 1973, 213, 214.

1975

31. Rhapsodische Inspiration als schöpferisches Prinzip in der instrumentalen Musik
des 19. und 20. Jahrhundert. Report of the Eleventh Congress Copenhagen 1972 of
the International Musicological Society, Copenhagen, 1975, v. II, 561-563.

1976

32. ������� M��������2 (25. IX 1906-9. VIII 1975) - In memoriam,
!��
=��� 4:@A LXXXII (1975), 1976, 202-203.

33. /����;	��	
���%�	���".;	*����., �9���?��� ��� Koštana u operi,
Teatron, 7, 1976, 89-91.

1977

34. Das balkanische Element in der südslawischen Kunstmusik, Balcanica, VIII,
1977, 779-790.

35. Milan Vlajin (1912-1976) - In memoriam, Zvuk, 3, 1977, 63-64 (�� ����
���
8�����
6).

1978

36. The Influence of French Impressionism and Symbolism on Russian Opera and
Ballet Staging in the early 20th Century, SIBMAS Congress, Wien, 1978, 85-92.

1979

37. The Position of Music Theatre and Concert Activities in Yugoslav Contem-
porary Culture, Institutionen des Musiklebens in Europa, Wien-München,
1979, 61-65.

38. �	�2�
�� Vladimir (���
�
	a), Leksikon pisaca Jugoslavije, Novi Sad, 1979,
tom II, 45.

1980

39. Richard Wagner und die russische Romantik, Bericht über den internationalen
musikwissenschaftlichen Kongress, Berlin, 1974, Berlin, 1980, 392-394.
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1981

40. %����� �����1�3 � �� ���������� � ����&���� ����3� (�� 
����=B
�
 ���� � @����
��, 1980; ����� ����
��� �� III �������� ���
�-
(������� 1981.).

41. .����� ��3������ ������ � %����� �����1�3, Pro Musica, 9���
�����6�� -�����	�, ����9�� 
 ����, 1981, 15-17.

42. ��� ���� 4�����, !����� �� ��������� ������� ���, Pro Musica,
110, 1981, 15.

43. "��2�� ���& "�������� %�������	 � 1� ��� !���", Pro Musica, 110,
1981, 30.

44. Operski opus Stanojla  ���)���, Muzikološki zbornik, XII/2, (K���=�
��
�����6�� ��������� M�����), Ljubljana, 1981, 85-100.

1982

45. The Staging of Film and Television Opera, SIBMAS, Beograd, 1982, 58-61.

46. Drame Ivana Cankara na operskoj sceni, Slovenska opera u evropskom okviru
( 9���
� ������), Ljubljana, 1982, 143-152.

47. Stogodišnjica Petra ;	��	
���, E����Y��*�, Sarajevo, 11. XII 1982, 78.

1983

48. .���� ��1���	 � 1� ��� !�� (�� 
����=�
 ���� � @����
��,
1983), �9���?��� ��� �������� ���&������ ������� �������2��
���������� Pro Musica, 116, 1983, 16-18.

49. %������� �������, ���  �!��� �! ��9�1� ���&������� .����
��1���	�, H��
���, 279, 1983, 27.

50. .;	*����. /���� ;	��	
���, ����
�
��� ����
�� �  ������� ����� ���
�����, PGP, Beograd, 1983. (����� ����
�� 
 �
9���� �� �������,
��������� 
 �������� �� 
��).

51. 8&����� ������1� .���� ��1���	�, ����� �9���?�� � ��������  �
����
���� "���F9
��" � (�������, @������ �� ��
=��, 1983.

52. "8��U����" .���� ��1���	�, Pro Musica, 120, 1983, 14-16.

53. Influence of Stage Design on Music Drama, Performing Arts Resources, New
York, 1983, 49-54.

1984

54. K hudobnej situacii ����=$� Slovanov v Rakousko-Uhorsku v poslednom desatro)�
Haydnoveho ��
	��, Josef Haydn a hudba jeho doby, Bratislava, 1984, 120-123.

55. ;	��	
�� Petar, Alojz Kalauz (
 ����� ���
�
	�), Leksikon jugoslovenske
muzike, Zagreb, 1984, tom I, 446-448.

56. 8��������  � ����� 
 ���� ��
�� %����� �����1�3 8���� ,���B
�
6�, -��
	� ������, @��
 4��, 1984.

57. XIX �����12��� !���, Pro Musica, l984, 31,32.
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1985

58. Die Renaissanceidee in der Musik der Südslawen im XIX und XX Jahrhundert,
Jakob Gallus in njegov )�, Ljubljana, 1985, 162-168.

59. %��&����� "����� /��� � 1� ��� �����" � X��,��� 23-25. ��&���

���, 1985, Pro Musica, 29.

60. Serbische Musik zwischen "Jenufa" und "Totenhaus",(Colloquium “Dvorak,
1���)�9 und ihre Zeit”, Brno 1985), Brno, 1985, 133-137.

61. %����� G�����	 (� ������
=�
	
 ��)���), Pro Musica, 125, 1985, 14-15.

62. %3����� ����9�1� ".����� &� ������" ������ %���������� )���, Pro
Musica, 127/128, 1985, 24.

1986

63. The documentary Value of Theatrical Collections for Staging Classical and/or
Historical Plays by Yugoslav Authors, Proceedings of the SIBMAS Congress,
London, 1986, 81-84.

64. Mesto Miloja ���	��
��� u srpskoj i jugoslovenskoj muzici, Miloje �
��*�	
�,
kompozitor i muzikolog . 9���
��������0#�Beograd, 1986, 39-59.

65. %�!��!���� &��  �!��� ".���  ����2�", Pro Musica, 131, 1986, 38-39.

66. ��!�������� !�� -���3� ����� (K���	 >
�� in memoriam), Pro
Musica, 132-133, 1986, 18.

1987

67. Stravinsky's “Petruschka”: from Street Entertainments to Diaghilev's Seasons,
Maske und Kothurn, Heft 1-2, Wien-Köln, 1987, 151-157.

68. Folklor i kompozitor, Folklor i njegova �"���
)9� transpozicija, ( 9���
�
������), Beograd, 1987, FMU, 141-146.

1988

69. The Heritage of Ballet Russse in Yugoslavia between two World Wars, Pro-
ceedings, Society of Dance History Scholars, Riverside, 1988, 111-120.

70. Die modale Harmonik in den Werken jugoslawischen Komponisten, (Colloqu-
ium “Probleme der Modalität”, Brno, 1988), Brno 1994, 95-99.

1989

71. Interpretacija narodne pesme u operskoj muzici, Aspekti interpretacije ( 9��B
�
� ������), Beograd, 1989, 105-111.

72. %����� ��������3��� .���� ��1���	�, J
��� 
 ���� 8���� ,�B
���
6� ( 9���
� ������), 4:@A, (������, 1989, 39-44.

73. "8���!��� � ��!�" %������ G�����	� (Féerie, folklore et Fin-de-sièc-
le), K������ 
 ������ �����
��� ������� 
	
��, ( 9���
� ������),
(������, K-A, 1989, 289-301.
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74. Izvori inspiracije "Ohridske legende" Stevana 1�������, Muzikološki zbornik
XXV, Ljubljana, 1989, 67-79.

75. Die serbische Musikszene in Vergangenheit und Gegenwart, Balcanica XX,
(������, 1989, 159-167.

76. "��� ��������� - In memoriam, Pro Musica, 140, 1989, 23.

77. Das Problem der beschleunigten Entwicklung der Musik bei den slawischen
Völkern im 19. Jahrhundert (Colloquium "Hudba versus vedy", Brno, 1981),
Brno 1989, 303-309.

1990

78. "Slowakische Lieder" von Vitezslav Novak und "Mein Land" von Petar Konjo-

��, (II Novakovi dani, Brno, 1989), Zpravy � ���)���
 Vitezslava Novaka,
19, Brno 1990, 18-22.

79. The Importance of the Archives of the Belgrade Musicological Institute in
Historical Research into Musical Theatre, Theatre Colections and the Public,
SIBMAS Congress, Mannheim, 1990, 160-163.

80. "The Legend of Ochrid" by Stevan 1������, (Féerie, folklore et Fin-de-siècle),
Folklor and Its Artistic Transposition, Belgrade, FMU, 1990, 161-172.

1991

81. ����� %������ G�����	� � �� ���������� � ����&���� ����3�, J
���

 ���� 4������ ;�
��
6� ( 9���
� ������), 4:@A, (������, 1991, 1-7.

82. Nationalism as an Aesthetic Cathegory in Slavonic and Balkan Music Cultures,
Folklor i njegova �"���
)9� transpozicija, Beograd, FMU,1991, 241-246.

1992

83. The Art of Acting Singer - Illustrated by  ���)��'s TV Opera "Diary of a
Madman", (18th International Congress of the SIBMAS: Records and Image of
the Art of the Performer, Stockholm, 1990), Stockholm, 1992, 89-91.

84. $���1�� ����#�� � %��������, Pro Musica, 147, 1992, 10, 11.

85. %�0��� ������, – In memoriam, Pro Musica, 147, 1992, 30.

86. Russian Emigration: Tradition and Avantgarde, Musikavantgarde im Osten
Europas, Heidelberg, 1992, 172-182.

87. Ideja jugoslovenstva i /	��)�
� "Majka ��#	
���" (simpozijum "���	���)9�
muzika u prošlosti i sadašnjosti", Ljubljana, 1988), Ljubljana 1992, 233-238.

88. Romantik als Stilbegriff oder Weltanschauung (Colloquium „Romantik und
Musik”, Brno, 1987). Brno 1992, 25-27.

89. American Dance Abroad: A View From Yugoslavia, Proceedings, Society of
Dance History Scholars, Riverside CA, 1992, 123-132.

1993

90. Nationalism as an Aesthetic Cathegory in Slavonic and Balkan Music Cultures,
History of European Ideas, vol. XVI/4-6 jan. (USA) 1993, 709-712.
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91. Symbolismus als Ausdrucksweise oder Stil in der Kunst, Literatur und Musik
um die Jahrhundertwende, (Brno, 1985, Colloquium "An der Epochen und
Stilwende”) Brno, 1993, 31-36.

92. .���� ��1���	, 100 ��� �����
�
�
� 4�9�, (������, 1993, 524-528.

93. %����� G�����	, 100 ��� �����
�
�
� 4�9�, (������, 1993, 535-538.

94. "Christ recrucified" by Nikos Kazantsakis and Bohuslav Martinu (Colloquium
“Bohuslav Martinu: His pupils, friends and contemporaries”, Brno, 1990),
Brno, 1993, 116-119.

95. "%�����!�" ������� )���	�, ����&� ����U�	� � %������ ����

2�	� (��� ���
�� �� (��
6���� ��)��� 
 ��������� ���
�� �� ������B
�� ���
�
6��� �����), Pro Musica 150, 1993, 11, 12.

96. 8&����� � ������� "&�����	� &�����;��" ����9� !�� ������� ��

�� � ��� ��!��� O&���, 8�����6� �� ��
=�� ���%
�� � 4�9� �� 1944.
���
��, ( 9���
� ������), 8� ��
=�
 �� ��, (������, 1993, 159-165.

1994

97. Ludwig van Beethovens Kompositionswidmungen zwischen 1800 und 18l5 als
Spiegelung der politischen und sozialen Geschehnissen in Europa, (Collo-
quium “Musica ac societas 1740-1815“, Brno, 1989), Brno l994, 47-51.

98. Stanojlo  ���)��, "Simonida" (���
�
	�), Pipers Enzyclopädie des Musikthe-
aters 5, Werke Piccinni - Spontini, Münhen-Zürich, 1994, 153, 154.

99. %�&��� ����2�� �3��� � &��;���� � ��!�;1����, Pro Musica, 152,
1994, 8-10

100. ����� ������2�� ��� ��3��� � ����2�� &�����;�� � �� �������
����9� !�� ������� ����. ����� ��
���	
�� � ������� ������
 XX
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