VIK  78.091(497.1)"1920/1940"(093.2)
78.071.1(=161.1)(497.1)"1920/1940"(093.2)

DOI  https://doi.org/10.31212/tokovi.2023.3.g01.85-108
OpuryHanau Hayunu pap/Original scientific paper
IMpummpen/Received: 1. 9. 2023.

ITpuxsahen/Accepted: 15. 11. 2023.

Marija GOLUBOVIC
Institute of Musicology SASA, Belgrade
marija.golubovic@music.sanu.ac.rs

Soviet Music in Interwar Yugoslavia*

Abstract: This paper will present the presence of Soviet music on
the musical scene of the Kingdom of SCS/Yugoslavia. Analysis
of newspaper articles and critiques, texts from music magazines,
and other writings about Soviet music will demonstrate that it was
present on concert stages, even though the Kingdom of Yugoslavia
refrained from establishing relations with the Soviet Union until
June 1940.

Keywords: Soviet music, Kingdom of SCS/Yugoslavia, interwar
period, Yugoslav-Soviet relations, Dmitri Shostakovich, Alexander
Mosolov

The interwar period was characterized by efforts to rebuild after un-
precedented wartime destruction. The October Revolution and Civil War trans-
formed Russia into the world’s first socialist state, altering its foreign policy and
generating new international relations and influences. This also applied to the
official policy towards the Balkans. The Yugoslav political elite perceived Soviet
Russia as a threat, fearing the spread of revolution to the kingdoms territory. The
presence of numerous Russian refugees and their activities within Yugoslavia,
ideological differences, political apprehensions, and anti-state actions by Yugo-
slav communists aimed at societal change all contributed to a two-decade break
in diplomatic relations between the Kingdom of Yugoslavia and Soviet Russia.'

*  This article is the result of research conducted within the Institute of Musicology of the
Serbian Academy of Sciences and Arts, funded by the Ministry of Science, Technological
Development and Innovations of the Republic of Serbia (RS-200176).

1 Anexcangap XXusotnuh, Jyeocnosercxo-cosjemcxu oonocu 1939-1941, (beorpan: ®Pumnn
Buwuh, 2016), 8.
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In interwar Yugoslavia, music culture flourished due to the establish-
ment of various musical institutions and societies, driven by the efforts of both
domestic and foreign musical enthusiasts who diligently worked and aided the
rise of the musical culture. This process was significantly influenced by the white
émigrés, who contributed greatly to introducing Yugoslav audiences to Rus-
sian and Soviet music. Emigrants were exceptionally interested in events taking
place in the Soviet Union. An example is the unique publication throughout
Russia Abroad, a bimonthly magazine for Russia’s politics, culture, and econ-
omy — Ruski arhiv (1928-1937). This magazine was published by the Scientif-
ic Section of the Belgrade Zemgor to objectively and impartially report on the
events in Soviet Russia. Moreover, emigrant theatre troupes included pieces
from Russian, contemporary world, and Soviet authors in their repertoire. A
prominent researcher of Russian emigration, Alexey Arsenyev, distinguishes
“Russian” and “Soviet” to separate authors who worked in pre-revolutionary
Russia and then in emigration from those who stayed and created in the Sovi-
et Union.? We will use such an approach as well in this paper.

Zinaida Grigoryevna Grickat, a piano pedagogue at the Belgrade Mu-
sic School “Stankovi¢” and music writer, dedicated several texts to the musical
life in the Soviet Union during the 1930s in the magazines Muzicki Glasnik®
and Zvuk* around which the musical left-wing was formed.’ Interest in con-
temporary music was present throughout the interwar period, but during the
1930s, there was a noticeable increase in interest in Soviet music, primarily
due to socio-political reasons. During that period, the Yugoslav musical left-
wing program was formulated, initially relying on experiences and knowledge
gained in Czechoslovakia, while from the mid-1930s, it sought inspiration in
the Soviet Union. Such a shift was prompted by the actions of the Commu-
nist Party of Yugoslavia, which aimed to define its artistic program based on
the Soviet model.®

2 Arexceit ApceHbeB, ,Pycckas nuactiopa B YOrocnasun”, Pycckas smuepayust 6 Ozocnasuu,
coct. Anexceit Apcenbes, Onbra Kupnnnosa, Muoznpar Cubunosny, (Mocksa: VIHapuK,
1996), 57.

3 3wunanpa I'punxar, ,O pycKoj My3suIu HOCTeABYX ToAuHa”, Mysuuku enacHux 11/1934,
222-225; 3unanpa Ipuixkar, ,,CrpeM/bersa caBpeMeHe pycke Mysuke”, My3uuku enacHux
5-6/1940, 78-85.

4 Zinaida Grickat, ,Opera u dana$njoj Rusiji”, Zvuk 6/1934, 212-217; Zinaida Grickat,
»Muzicki Zivot Lenjingrada”, Zvuk 8-9/1935, 337-341.

5  ViBana Becuh, Koncmpyucarwe cpncke mysuuke mpaouyuje y nepuody usmehy 06éa ceemcka
pama, (Beorpan: Mysukonomxku nacturyr CAHY, 2018), 99.

6  Becuh, Koncmpyucare cpncxe mysuuxe mpaouyuje, 171.
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Within the Serbian community, Soviet music was greatly promoted by
the Association of Friends of Slavic Music [Ygpy>keme npujaTe/ba c1aBeHCKe
mysuke, 1939-1941]. They regularly organised concerts featuring Yugoslav,
Czech, Polish, Russian” and Soviet music. These concert events were ac-
companied by relevant introductory lectures presented by distinguished in-
tellectuals such as Petar Konjovi¢, Mihovil Logar, Isidora Sekuli¢, Vojislav
Vuckovi¢, and Predrag Milo$evi¢.® The Association also decided to launch
its journal, Slavenska muzika (1939-1941),° in which articles about contem-
porary Russian and Soviet music were published. This initiative was likely
influenced by Vojislav Vuckovi¢,"” who was a student of Czech musicologist
and member of the Czechoslovak Communist party, Zdenék Nejedly. As the
musicologist Ivana Vesi¢ observed, the cooperative spirit of liberal and radi-
cal-left artists and intellectuals was vividly displayed within the Association
of Friends of Slavic Music. Alongside liberal representatives from Western
Europe and Slavic regions, the group included advocates of the “leftist mu-
sical front”. The “Slavic platform” acted as a unifying force, successfully pro-
moting contemporary Soviet musical trends and the modernism of Slavic
composers from various backgrounds."

After the October Revolution, the USSR implemented a distinctive
propaganda mechanism, leading historians to characterise it as a “propagan-
da state”!? Cultural diplomacy was part of that mechanism, also directed to-
wards foreign countries. As early as 1921, Mir iskusstva participated in interna-
tional exhibitions such as “Russian Art in Paris’, while new paintings by Marc

7 This refers to Russian pre-revolutionary composers of the older generation, such as
Tchaikovsky and Taneyev.

8  Mapuja Kopen, ,,I'paba 3a 6norpadujy Bojucnasa Byukosuha”, Bojucnas Byukosuh
yMemHUK u 6opay: nux, ceharwa, céedouarcmaa, (beorpan: Homur, 1968), 69.

9  Anexcanpap Bacuh, ,Yacomnnc ‘CnaBeHcka mysuka’ (1939-1941) y ucropuju cprcke
My3uuKe nepuoauke”, Mysuxonozuja 29/2020, 121-147. A comprehensive bibliography
of the journal is provided at the end of this article. Anexcanpap Bacuh, ,,Mapkcnsam u
APYIITBEHONOMUTIYKM aHTaKMaH y CPIICKOj My3M4KOj IIepuoani usmeby fBa ceercka
para”, Filozofija i drustvo 3/2013, 212-235. In the article, the author delves into the
prevalence of Marxism and its related sociopolitical engagement in national interwar
music periodicals.

10  Vojislav Vuckovi¢ (1910-1942) was a Serbian musicologist, composer, and conductor.
From 1933 on, he was a member of the Communist Party of Yugoslavia, and in 1934, he
obtained his doctorate from Charles University in Prague with a thesis titled Music as a
Propaganda Medium [Muzika kao sredstvo propagande].

11 Becuh, Koncmpyucare cpncke mysuuxe mpaouyuje, 184.

12 Peter Kenez, The Birth of the Propaganda State: Soviet Methods of Mass Mobilisation 1917~
1929, (Cambridge University Press, 1985), 4.
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Chagall were presented in Berlin. In 1923, musical advocates attempted to re-
establish connections with the outside world."” The Association for Contem-
porary Music [Acconmanysi coBpemeHnHoit My3biku] was founded in Moscow
as a branch of the International Society for Contemporary Music the follow-
ing year. Its task was to promote the music of contemporary Soviet compos-
ers and to introduce new works of foreign music.' Interestingly, Russian com-
posers whose music they endeavoured to promote included Igor Fyodorovich
Stravinsky and Sergei Sergeyevich Prokofiev," the former of whom never re-
turned to the homeland after the October Revolution, while the latter did so
only in 1936. The association existed only from 1924 to 1931, when its activ-
ity was suspended.'® One of the main characteristics of Soviet cultural diplo-
macy in the 1930s was incorporating classical artistic achievements to propa-
gate culture within the framework of “socialist realism”. Since Russian music
attracted immense attention from audiences in the West, Moscow subtly in-
cluded the works of Soviet composers in concert programs. In doing so, they
leveraged their interest in the pre-revolutionary musical heritage to promote
the “new” music."”

By the late 1930s, intermittent but increasingly noticeable cultural in-
fluences from Soviet Russia were observed in interwar Yugoslavia. Primarily,
this phenomenon pertained to books and extended to artistic works and even
films. However, unlike in film, where it’s simpler to draw a line on what consti-
tutes a Soviet film, this isn’t as straightforward in music. This is because many
composers had started creating music before World War I, and their musical
style had primarily been established earlier. Hence, it is necessary to differen-
tiate between music that emerged in the Soviet Union due to political circum-
stances and “new” Soviet music, particularly considering that the “old” musical
heritage was utilised for propagandistic purposes. In this sense, we can initial-

13 Anexcaupp Bragummposud Fony6es, Bragumup Anexcanpgposny Hesexun, Popmuposarue
o6pasa Cosemckoii Poccuu 6 okpysaiouem mupe cpedcrneamu KynvmypHoi Ounaomamuu:
1920-e - nepsas nonosuna 1940-x ze., (Mocksa: VIHcTutyT poccuiickoit ucropuu PAH,
2016), 66.

14 0. B. Kengpi, ,,Accolianyst COBpeMeHHOI My3bIKI, My3vikanvHas snyuxnoneous, 1,
A-Tomr, (Mocksa: CoBerckas sHImKIoneans, CoBeTCKMit KOMIIO3UTOP, 1973), 239-240.

15 Tony6es, HeBexxun, Popmuposarue obpasa Cosemckoii Poccuu, 66.

16  Yugoslavia also had its own section within the International Society for Contemporary
Music, which was disbanded due to a lack of interest from its leading members: MuneHko
JKusxosuh, ,,MehynaponHo ApymTBo 3a caBpeMeHy My3uKy (JJOKyMeHT o HeycIieroM
HOKYIlIajy OCHNUBaMa jyrOCTIOBEHCKe HallMOHAMHe cekuuje)”, Mysuuku enacHuk 10/1932,
265.

17  Tony6es, Hepexxun, Popmuposarnue obpasa Cosemckoii Poccuu, 86-87.
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ly discuss composers born in the early 20th century, such as Alexander Vasi-
lyevich Mosolov and Dmitri Dmitrievich Shostakovich, who underwent cre-
ative growth and development throughout the 1920s, reaching a certain level
of artistic maturity by the 1930s.

News about Soviet music was primarily conveyed to the Kingdom of
SCS/Yugoslavia through music magazines. Articles about art in the USSR could
be found in both cultural and social issue magazines. A significant article by
Ivan Solertinsky titled Art in the USSR [YmetHocT y CCCP-y] was published
in 1929 in the Zagreb magazine Nova Evropa, where, alongside discussions of
dramaturgy, theatre, and painting, music was also covered.'® Interestingly, the
article points out that, beyond striving to create music that would resonate with
the lives of the masses, young composers were characterised by their efforts to
embrace and creatively develop contemporary Western musical cultures and
techniques. This article is unique in drawing attention to the new trend among
most Soviet composers and musicians, which used folk songs, ethnography,
and folklore, especially from national minorities (Caucasus, Turkestan, Siberia,
etc.).”” However, the question arises as to why, in texts and reviews, we more
frequently encounter the term “contemporary Russian music” rather than “So-
viet” when discussing music originating in the Soviet Union. Was this a form
of protest or denial of the new societal order in Russia, and was the term “So-
viet” undesirable? Or perhaps they considered “Russian” and “Soviet” as syno-
nyms because they mostly wrote about music in Soviet Russia, excluding Sovi-
et music of various other countries and minorities? Could it be that they didn't
differentiate between Soviet music and Russian music that emerged in emigra-
tion? These several questions should be answered.

The preference for the term “contemporary Russian music” over “So-
viet” in texts and reviews discussing music from the Soviet Union in the King-
dom of Yugoslavia could be attributed to various factors. One possible (and the
most probable) explanation is that the term “Soviet” may carry political con-
notations and associations with the Soviet regime, which could have been sen-
sitive or unfavourable in certain contexts. Using the broader term “contempo-
rary Russian music” might have been a way to maintain a focus on the artistic
and cultural aspects while avoiding potential political implications and strict

18 U[Ban ViBanoBuu| ConeptuHcky, ,YMernoct y CCCP-y”, Nova Evropa 6/1929, 169-
177.
19 Ibid, 175.
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censorship.” The likelihood of considering “Russian” and “Soviet” as synonyms
due to a predominant focus on music within Soviet Russia while ignoring mu-
sical contributions from diverse regions and minority groups within the broad-
er Soviet Union is deemed unlikely, especially in light of the previously men-
tioned censorship constraints. With the establishment of diplomatic relations
in 1940, there was a visible change in the policy of the Kingdom of Yugoslavia
towards the Soviet Union, considering that until that moment, censorship had
been extremely strict. This is evident in the seventh art* and the music sphere,
where the adjective “Soviet” openly becomes present on the concert stage and
in reviews and articles.*?

Zinaida Grigoryevna Grickat wrote in the mid-1930s that “Russian
music remains one, despite the circumstances that have divided the Russian
people into two parts”? Political and ideological divisions among the people
raised the question of whether there was a division in the arts. This question
was also explored by musicologist Richard Taruskin in the book Russian Mu-
sic at Home and Abroad, particularly in the essay “Is there a ‘Russia Abroad’
in Music?”* Taruskin cites Arthur Louriés® perspective in the Parisian jour-
nal La Revue Musicale in 1931, stating that Russian music had left Russia and
that what was being created in the homeland was no longer genuinely Russian
music.” Therefore, we need to underscore that there were various opinions
in emigration. While Grickat believes that Russian music is unique regardless
of the political situation, Lurié expresses that Russian music is no longer be-

20  For more about the censorship, see Ivana Dobrivojevi¢, ,,Cenzura u doba $estojanuarskog
reZima kralja Aleksandra”, Istorija 20. veka 2/2005, 51-68.

21  Muwnana JXKuBanosuh, ,Cosjercku ¢punmMoBy Ha 610CKOIICKOM perieproapy y Kpapesunu
CXC/Jyrocnasuju”, Toxosu ucmopuje 1/2016, 128-129.

22 For example, the title of a music review, “Evening of Soviet Music at the University”
(AHOHMM, ,,Beue coBjercke My3uke Ha YHuBepsurery , [lonumuxa, 13. 6. 1940, 19) or the
text by Reinhold Glier “Decade of Soviet Music” (P.[ajuxong] 'nuep, ,,[lekana coBjeTcke
rnas6e”, Cnasencka mysuka 1-2/1941, 2-6).

23 Tpumxar, ,O pycKoj My3uuy Mocaefmbux roguta’, 223.

24  Richard Taruskin, Russian Music at Home and Abroad, (Oakland: University of California
Press, 2016), 140-161.

25  Arthur-Vincent Lourié (born Naum Izrailevich Luria, 1892-1966) was a Russian-American
composer, music writer, theorist, and critic. He was one of the most active proponents of
musical futurism and the Russian avant-garde during the first decades of the 20th century.
He went to exile in 1922.

26  Taruskin, Russian Music at Home and Abroad, 141. Full reference of Lourié’s article: Arthur
Lourié, ,,Perspectives de I'Ecole Russe”, La revue musicale 12, nos. 117-18 (July-August
1931), 160-65.
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ing created in the homeland, indicating emigration as the inheritor of Russian
musical heritage.

Drawing a parallel between Stravinsky, who, in emigration, abandoned
nationalism and turned to neoclassicism as a formal Western canon on the one
hand, and contemporary Russia, which was creating a new culture that was not
national but universal on the other, Taruskin demonstrates that both shifts were
“from the national toward the cosmopolitan or universal: universalist aesthet-
ics on the one hand and universalist politics on the other” Yet, Soviet music
had not escaped unharmed. The musicians of Soviet Russia faced severe iso-
lation from contemporary Western life, which led their music, already lack-
ing certainty in authenticity due to German influence, to regress into a less ad-
vanced state. According to Lourié, “Russian music has once more returned to
the provincial position it formerly occupied when it crawled along in the rear
of Western music”?

Furthermore, it is necessary to discuss the term contemporary, as it was
used in the press and periodicals of that time for Russian music. Miloje Milo-
jevi¢, a composer and notable music critic, considered the music composed in
the spirit of modern musical expression under this term. This is evident in the
review of a concert, in which he designates Julius Conus, Fritz Kreisler, Sergei
Rachmaninoff, and Max d’Ollone as the names of “from before”* It is signifi-
cant to mention that Conus and Rachmaninoft emigrated from the USSR after
the October Revolution. Consequently, what did musicians consider the term
modern? In Russian music studies, that term primarily refers to the period of
Russian modernism, also known as the Silver Age of Russian culture. In con-
trast, the term contemporary encompasses music that emerges in that moment,
regardless of its stylistic characteristics. Therefore, this concept also included
post-Romantic music based on The Mighty Five’s legacy.*® As an illustration of
this argument, we can consider the chamber concert held in 1929 at the Music
School “Stankovi¢”, organised by the Russian Music Society. This event, titled
“An Evening of Contemporary Russian Composers”, featured works by Vasily

27  Taruskin, Russian Music at Home and Abroad, 144.

28  Ibid, 144.

29  Muwuoje Munojesuh, ,,Konuepr r. Bragummpa Cnaruna’, Ilonumuxa, 19. 11. 1928, 7.

30 The Five or the Mighty Five was a group of Russian composers that emerged in the late
1850s-early 1860s. They consider themselves successors to the tradition of Mikhail Ivanovich
Glinka, aiming to embody the Russian national idea in music. This group consisted of Mily
Alexeyevich Balakirev, Modest Petrovich Mussorgsky, Alexander Porfiryevich Borodin,
Nikolai Andreyevich Rimsky-Korsakov, and César Antonovich Cui.
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Andreyevich Zolotaryov,®* Alexander Tikhonovich Gretchaninov, Sergei Vasi-
lyevich Rachmaninoff, and Ivan Alexandrovich Persiyani*.*> Within Serbian
criticism, the term modern refers to avant-garde paths in the development of
music. Dragutin Coli¢ (1907-1987), an avant-garde composer of the “Prague
Group’, wrote about Mosolov’s The Iron Foundry that it was “an excellent work,
which can entirely represent contemporary Russian modern [italicised by M.
G.] music”** The periodisation of musical modernism supports this, accord-
ing to which the middle or “classical” modernism encompasses the period be-
tween the two World Wars. Sergei Prokofiev, Igor Stravinsky, Paul Hindemith,
and Arnold Schoenberg are the composers who marked that era.”
Interestingly, the Czech musicologist Zdenék Nejedly also used the
term contemporary Russian music in the title of his article “Trends of mod-
ern Russian music” [CTpem/persa caBpeMeHe cpiicke Mysuke| published in
the Belgrade journal Slavenska muzika.** Writing about composers educated
in pre-revolutionary Russian traditions who worked on constructing the new
Soviet music, Nejedly mentions avant-garde composers Nikolai Andreyevich
Roslavets and Alexander Vasilyevich Mosolov. He draws particular attention
to Mosolov’s most famous orchestral composition, The Foundry, which wildly
succeeded in music centres worldwide. He designates Shostakovich as a rep-
resentative of modern Russian music. Readers could also learn about the ba-
sic details of the composer group ProKoll’” from Nejedly’s article. According
to Lourié, the most characteristic Soviet composers were the Moscow Prole-
tarians, associated with organisations like RAPM?*® or ProKoll.* However, Ne-

31 Vasily Andreyevich Zolotaryov (1872-1964) was a Russian and Soviet composer and music
teacher. He studied music at the Saint Petersburg Conservatory under the direction of Mily
Balakirev and Nikolai Rimsky-Korsakov.

32 Ivan Alexandrovich Persiyani (1872-1930) was a Russian diplomat who relocated from
Rome to Belgrade in 1927. Upon arriving in Belgrade, he was an active member of the
Russian Musical Society until his death. He was a student of Anatoly Konstantinovich
Lyadov at the Saint Petersburg Conservatory.

33 TII[erap].]. Kpctuh, ,,Bede caBpemenux pyckux kommosuropa’, [Ipasda, 27. 2. 1929, 6.

34 [[paryrun]. Yonuh, ,Cumdonnckn konuepr beorpajcke punxapmoHnje moBojom
IPOC/IaBe JiBajleCeTIeTOrOAMIIbIIE YMETHIYKOT paja I. ViBana Bpesosiueka”, IIpasda,
27.4.1934,9.

35 Memuta MunnH, ,,ETane MofepHusMa y cprickoj Mysuum”, Mysuxonozuja 6/2006, 99.

36 3newex Hejenmm ,CTpemsbera caBpeMeHe pycke Mysuke”, Craserncka mysuxa 2/1939,
12-15; 3pemwex Hejemnm ,,CTpem/berba caBpeMeHe pycke Mysuke”, CraseHcka my3uka
3/1940, 21-23.

37  Proizvodstvennyj kollektiv studentov-kompozitorov Moskovskoj konservatorii.

38 Rossijskad Associacid Proletarskih Muzykantov.

39  Taruskin, Russian Music at Home and Abroad, 144.
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jedly’s article contains factual errors, raising questions about the accuracy of
information (for example, Rimsky-Korsakov did not emigrate (he passed away
in 1908),* and the ProKoll group was founded in 1925, not 1927, as stated in
the text).*! Time has shown that many of the composers he mentions as signif-
icant have been forgotten. Still, he doesn’t mention those who have emerged
as prominent representatives of Soviet music, such as Aram Ilyich Khachatu-
rian and Dmitri Borisovich Kabalevsky. According to our information, their
works were not performed in interwar Yugoslavia.

The Zagreb daily newspaper Hrvatski dnevnik published an article ti-
tled “Decade of Soviet Music” [[lexapa coBjercke rimazbe] by Soviet composer
Reinhold Moritsevich Gliére, which was reprinted in the first issue of Slaven-
ska muzika for the year 1941.*2 The article is about autumn music festivals that
were held as part of the Decades of National Art* and their significance for
the musical art of the Soviet Union. The Decade of 1940 and previous music
festivals introduced many new names and works, prompting Gliere to men-
tion Lev Konstantinovich Knipper, Nikolai Petrovich Rakov,* Dmitri Boriso-
vich Kabalevsky, Vissarion Yakovlevich Shebalin, Georgy Gustavovich Kreit-
ner, Vladimir Robertovich Enke, and Vladimir Mikhailovich Yurovsky. He
writes: “The new Soviet music is filled with optimism and vitality. There is no
trace of pessimism, fatigue, or disillusionment in it. Moreover, it is not intru-
sive but rather rich in serious content. Composers strive to uncover humans’
most diverse emotions and feelings through music. This aspiration is particu-
larly evident in new operatic works”.* I have no doubts that this description
was why the editorial board decided to publish this article to promote the re-
ceptivity of Soviet music. Except for Nikolai Myaskovsky, Yugoslav audiences
had the opportunity to become acquainted with the works of these composers
only after The Second World War.

If we single out the names of Russian/Soviet musicians who were ac-
tively creating music during the interwar period from Letopis muzickog Zivo-

40  Hejemmu, ,,Ctpembema caBpeMeHe pycke Mysuke”, Crasercka mysuxa 2/1939, 13.

41  Hejemmu, ,,Ctpembema caBpeMeHe pycke Mysuke”, Crasercka mysuxa 3/1940, 21.

42 Tnuep, ,Jlexana coBjercke rmasbe”, 2-6.

43 About Decades of National Art see: V1. M. Amnonbckuit, I1. H. Konnosa, ,,Jlekambl
HaIlMIOHA/IBHOTO MCKYCCTBA , My3vikanvHas sHyuknoneous, 2, Tongonbepa—Kopcos,
(Mocksa: CoBerckas sHIuKIonenusa, COBETCKMIl KOMIIO3UTOP, 1974), 186-187.

44  In the article (page 4), there is an error where ,Drakow” is mistakenly written instead of
»Rakov”.

45 T'numep, ,Jexapna cosjercke rnasbe”, 5.
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ta u Beogradu [Chronicle of Music Life in Belgrade],* they can be categorised
into three groups: (1) Russian émigré composers (A. T. Gretchaninov, A. K.
Glazunov, N. N. Tcherepnin, S. V. Rachmaninoft, N. K. Medtner, L. E. Stravin-
sky); (2) elderly generation composers active in the USSR (N. Y. Myaskovsky,
M. M. Ipolitov-Ivanov, V. A. Zolotaryov, R. M. Gliére, P. G. Chesnokov); (3)
younger generation composers pioneering “new” music in the USSR (A. V. Mo-
solov and D. D. Shostakovich). Sergei Sergeyevich Prokofiev is an exception;
after initially residing in the West following the October Revolution, he even-
tually returned to the Soviet Union with his family in 1936.*

According to the mentioned Letopis, Glasnik Muzickog drustva “Stank-
ovi¢”,*® which documented events and concerts in the country, as well as oth-
er music magazines and daily newspapers, we can conclude that the repertoire
primarily featured the first, generationally and creatively diverse, group of com-
posers. Among them, the works of I. F. Stravinsky and S. S. Prokofiev were fre-
quently performed, encompassing pieces for solo instruments to stage works
such as ballets and operas.* Piano compositions by the mentioned compos-
ers were frequently featured in the repertoire of prominent pianists who per-
formed in Yugoslav cities. Among them were Russian emigrant pianists Alex-
ander Borovsky and Nikolai Orlov. However, based on the reviewed materials,
it appears that visiting musicians didn’t perform Soviet music but rather con-
temporary Russian music that was emerging in the West.

The Croatian National Theatre in Zagreb (HNK Zagreb) boldly kept
pace with the times, directing the latest theatrical works. As early as 1928, they
were preparing the jazz opera Jonny spielt auf by Ernst Krenek, composed in
1927. A year prior, with great success, they premiered the ballets Pulcinella
(1920) by Igor Stravinsky and Chout (1915/1921) by Sergei Prokofiev.” These
were initially composed on commission for the renowned Russian impresario
in Paris, Sergei Diaghilev, and his troupe, the Ballets Russes. In the same sea-
son (1927-1928), the Opera of the National Theater in Ljubljana staged Love

46  Cnobopan Typnakos, /lemonuc mysuuxoe susoma y Beoepady (1840-1941), (beorpap:
Mysej nosopuiite ymerHoctyu Cpbuje, 1994).

47  Daniel Jafté, Sergey Prokofiev, (London: Phaidon Press, 1998), 116-138.

48  Glasnik Muzickog drustva ,,Stankovi¢” (1928-1934, 1938-1941). In January 1931, the name
was changed to Muzicki glasnik.

49  Sergei Prokofiev performed on January 15, 1935, at the hall of the Croatian Music Institute
in Zagreb, and on January 16 of the same year, he held a piano recital in the Grand Hall
of Kolarac People’s University. He presented his piano compositions.

50 Lujo Safranek-Kavi¢, ,Ji3 Mysuukor xuBoTa. JyrociaBuja u cioBeHcke 3embe. Omepa.
Zagreb”, Mysuxa 2/1928, 50-51.
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for the Three Oranges by Sergei Prokofiev, which, contrary to all expectations,
achieved incredible success with the audience. The Ljubljana Opera triumphed
with this performance in Zagreb and Belgrade as well. Slovenian composer
Slavko Osterc considered the production of Love for the Three Oranges “the
most outstanding achievement of all time”. Up to that point, the opera had only
been performed in five theatres, so the audience could largely credit the direc-
tor and conductor of the opera for bringing such a work to them.”* During that
season, Prokofiev’s opera took the spotlight with the highest number of perfor-
mances among all Yugoslav opera houses — 14 times. Comparing the statistics
of the Belgrade and Ljubljana operas in that season, no opera was performed
as often. Petar Krsti¢’s opera Zuluméar came in second place.” On the other
hand, Belgrade could not boast of modern Russian/Soviet opera until the pre-
miere of Vanka the Housekeeper by Nikolai Tcherepnin in 1933 and Katerina
Izmailova (Lady Macbeth of the Mtsensk District) by Dmitri Shostakovich in
1937.% During the same season, the Belgrade Ballet staged three Russian bal-

lets among six new productions — The Firebird and Petrushka by Stravinsky and
Raymonda by Glazunov.** In an article, Dragutinovi¢ wrote on this occasion
that “the staging of Stravinsky’s ballets The Firebird and Petrushka means not
only the culmination of the season but also a significant contribution of the
National Theater to the idea of promoting and popularising modern music”*
The program of the 10th anniversary celebration of the Zagreb Philhar-

monic Orchestra can exemplify modern music’s presence in orchestras’ reper-
toire in interwar Yugoslavia. Alongside works by composers like Leo$ Janacek,
Josef Suk, Claude Debussy, Maurice Ravel, and Béla Bartdk, the repertoire fea-
tured pieces by Igor Stravinsky (Fireworks) and Nikolai Myaskovsky (Sixth

51  Slavko Osterc, ,,Kratek pregled operne in koncertne sezone v Ljubljani”, Mysuxa 8-9/1928,
247.

52  Puxapp lIBapu, ,,J13 onepcke cratucruke”, Mysuxa 8-9/1928, 255-259.

53 Nadezda Mosusova, “Vanka the Housekeeper by Nikolay Tcherepnin and Lady Macbeth
by Dmitry Shostakovich: Contemporary Russian Opera in Interwar Belgrade”, Russian
Emigré Culture: Conservatism or Evolution? ed. Christoph Flamm, Henry Keazor, Roland
Marti, (Newcastle upon Tyne: Cambridge Scholars Publishing, 2013), 245-255.

54 IlIBapu, ,J13 onepcke craructuke”, 257. For more on the legacy of the Diaghilev Ballet in
the Balkans, see Nadezda Mosusova, “Diaghilev’s Ballets Russes and the Ballet in the Balkans
and the other European Countries, 1920-1944 (Marking the Centenary of Diaghilev’s Ballets
Russes, 1909-2009)”, Music and Society in Eastern Europe, Vol. 6, ed. Jelena Milojkovi¢-
Djuri¢, (Idyllwild: Charles Schlacks Publisher, 2011), 1-16. The same text in: Cpncxu
mysuuku meamap. Micmopujcxu gppasmenmu, yp. Menura Mumnus, (Beorpan: Mysukomnoiku
uncrutyt CAHY, 2013), 39-54.

55 B.[panko] Oparyrunosuh, , /I3 Mmysudkor xuBora. Jyrocnasuja. beorpan”, Mysuxa
8-9/1928, 261.

95



CURRENTS OF HISTORY 3/2023 85-108

Symphony).* The performance of works by Myaskovsky, a student of Anatoly
Lyadov and Rimsky-Korsakov, is intriguing because he became a leading So-
viet composer in the 1920s and 1930s and is regarded as a founder of Soviet
symphonism. Nicolas Slonimsky characterised Myaskovsky as a “symphonist
by nature’, asserting that he embodied the essence of a true romantic compos-
er.”’ The “Russian Mahler”, as Slonimsky referred to him, blended traditional
and modern elements, making his music an excellent tool for Soviet cultural
diplomacy and propaganda efforts aimed at projecting a positive image of the
Soviet Union on the international stage. The Sixth Symphony performed by the
Zagreb Philharmonic, marked the end of his first symphonic period, charac-
terised by introspective and mystically inclined pre-revolutionary sentiments.
It was “the culminating point of these individualistic moods, although it was
conceived in 1922 when Miaskovsky began to revise his intellectual outlook
in the direction of a more realistic composition scheme”.”® Chamber works by
Russian/Soviet composers were also performed in Zagreb. For instance, Re-
inhold Gliere’s String Quartet in A major was presented at the second public
concert of the Music Institute (Glazbeni zavod).>® In a brief announcement
in the magazine regarding this concert, Gliere was labelled as a Russian com-
poser. Consistently adhering to his post-Romantic style, Gliere composed in
the USSR, representing the “vestiges” of pre-revolutionary Russia. In this con-
text, it’s worth noting again the frequent use of the term “Russian” for the old-
er generation of composers. The composers we have categorised into the third
group, Mosolov and Shostakovich, were born in the 20th century, and their ar-
tistic development unfolded within the new social and political order. It is pre-
cisely with their names as representatives of the younger generation that was
stepping onto the musical scene during the interwar period that we most com-
monly encounter the term “Soviet composers”. Several concerts of contempo-
rary Soviet music were organised in Belgrade at that time. Among them, one
of the most remarkable took place in June 1940 at the Faculty of Law, featuring
an introductory lecture titled “Development of Music in the Soviet Union” by
Vojislav Vuckovi¢. The program included Dmitri Shostakovich’s String Quar-

56 ,Jeceroroauimnuna 3arpebauke Ounxapmonuje”, [AcHUK My3UuuKoz Opyuimea
»Cmanxosuh” 8/1929, 151-152.

57  Nicolas Slonimsky, Writings on Music: Russian and Soviet Music and Composers, ed. Electra
Slonimsky Yourke, (Taylor & Francis e-Library, 2006), 44.

58 Ibid, 44.

59 . [pyru apymTBenyu KoHLept [masbenor saBoma”, Mysuuxu enacnux 9-10/1931, 295.
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tet, Nikolai Myaskovsky’s Piano Suite, Alexander Mosolov’s The Iron Found-
ry, Yuliy Meitus’s Dneprostroj, and Grigory Lobachev’s Turkmen Folk Songs.*°

Music of Machines and Russian Avant-Garde

The work of Alexander Vasilievich Mosolov (1900-1973) represents
an essential and original phenomenon in Russian Soviet music. Alongside Igor
Stravinsky, Dmitri Shostakovich, Sergei Prokofiev, Arthur Lourié, Nikolai Ro-
slavets, Ivan Alexandrovich Vyshnegradsky, and others, Mosolov embarked on
a path of new musical aesthetics. He graduated from the Moscow Conservato-
ry (1925), where he studied composition under Reinhold Gliére and Nikolai
Myaskovsky and piano under Konstantin Nikolayevich Igumnov. He was a
member of the Association for Contemporary Music. His creative output dur-
ing the interwar period embodies the spirit of the new post-revolutionary era
and the establishment of a contemporary society and its aesthetic dominant —
the Russian avant-garde. His avant-garde expression included anti-tradition-
alism, anti-romanticism, a “futurological focus”, and respect for experiments.
Mosolov consistently developed the themes of urbanism and revolution as the
most significant in the art of the 1920s.®* During the 1920s and early 1930s,
Mosolov’s music was frequently performed in concert halls and theatres in the
USSR, Europe, and the USA. The symphonic episode The Iron Foundry from
his unfinished ballet Steel toured nearly all of Europe and the USA in the ear-
ly 1930s. Audiences in Berlin, Vienna, Paris, Liége, Rome, New York, Chicago,
and other metropolises could hear it.* The list of cities also included Belgrade,
Zagreb and Ljubljana. Despite the significant achievements of “leftist” artists,
the period between 1929 and 1932, known as the “Great Break’, was marked
by a crisis in the avant-garde movement due to internal factors like exhaust-
ed artistic concepts and unresolved contradictions, as well as external factors
such as political tensions and repression. The years after 1932 marked the de-
mise of the Russian avant-garde, symbolised by the creative or physical destruc-
tion of its leaders. Mosolov was accused of anti-Soviet propaganda in 1937.9

60 AnHoHnwm, ,,Bede cosjercke Mysuke Ha YHUBep3utery , [lonumuxka, 13. 6. 1940, 19.

61 Vrops BopobbeB, Pycckuii asaneapd u meopuecmeo Anexcanopa Moconosa 1920-1930-
ux 20008, (Cankr-Ilerep6ypr: Komnosurop, 2006), 10.

62  BopobbeB, Pycckuii asareapd u meopuecmeo Anexcanopa Moconosa, 9.

63  Ibid, 69, 72.
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In addition to Arseny Avraamov’s Symphony of Sirens (1922),%* Arthur
Honegger’s symphonic movement Pacific 231 (1923),% and Sergei Prokofiev’s
ballet The Steel Step (Le pas d’acier, 1927),% The Iron Foundry (1927) by Alex-
ander Mosolov represents the most successful symphonic work illustrating the
sounds of machinery.

Mosolov’s The Iron Foundry was performed in Zagreb at the third
concert of the Zagreb Philharmonic in the 1933/1934 season. The soloist was
pianist and composer Karol Szymanowski, while renowned Polish conduc-
tor Grzegorz Fitelberg led the orchestra. This concert program featured only
works by modern composers: Classical Symphony by S. S. Prokofiev, Sympho-
ny No. 4 for piano and orchestra by K. Szymanowski, and Serenata per piccola
orchestra by Alfredo Casella. The last two pieces were dedicated to “machine
music”. Although Zagreb was previously familiar with Honegger’s Pacific 231,
The Iron Foundry by Russian modernist A. Mosolov was presented for the first
time. The orchestra illuminated the stage by entering into the intentions of the

64  Arseny Mikhaylovich Avraamov (1886-1944) is one of the prominent representatives of
the Russian musical avant-garde of the 1920s. He attempted to merge art and technology
in his work. His most famous work is the Symphony of Sirens, where various impacts,
clanging, and rumbling of machines, gunshots, factory sirens, steam whistles, and other
“mechanical” sounds are heard. For more about the Symphony of Sirens, see Cepreit
Xucmaros, ,Cumbonns ryakos”, Opera musicologica 6/2010, 100-124.

65 Arthur Honegger (1892-1955), a Swiss-French composer, was one of the most active
members of the French composer group Les Six, which also included Georges Auric
(1899-1983), Louis Durey (1888-1979), Darius Milhaud (1892-1974), Francis Poulenc
(1899-1963), and Germaine Tailleferre (1892-1983). The group emerged as a neoclassical
response to preceding musical styles, wanting to make music more straightforward and
accessible to a broader audience. The sounds of a steam locomotive inspired Honegger’s
most famous work, Pacific 231. While Pacific 231 was generally admired, not everyone fully
grasped its innovative nature. One critic said the piece sounds like a “collage of train noises”
(Roger Nichols, The Harlequin Years: Music in Paris 1917-1929, (Berkeley: University of
California Press, 2002), 233).

66  The Steel Step (Le pas d’acier) is a one-act ballet that S. S. Prokofiev composed on a com-
mission from S. P. Diaghilev for his Ballets Russes. It was an “unexpected and challenging
commission” — a “Bolshevik” ballet about contemporary Soviet Russia (Cepreit CepreeBuy
ITpoxodunes, JnesHuk. Tom 2 (1919-1933), npepucnosue Cesrocnasa IIpokodnesa, (Paris:
sprkfv [DIAKOM], 2002), 331). The emigrant newspapers were furious about The Steel Step,
considering it a sign of Soviet propaganda, why they referred to Diaghilev as a “hardened
Kremlin entrepreneur”. The dissatisfaction of reactionary circles didn’t imply that Diaghi-
lev’s production of The Steel Step indeed depicted revolutionary events in Russia. Accord-
ing to them, it was more of an extravagance that conveyed some “Bolshevik exoticism”
(Mi3pannb Bragumuposuy Hecrbes, XKusuv Cepeest [Ipokogvesa, 2-e iepepaboTaHHOE U
JoTnonHeHHoe usganue, (Mocksa: CoBeTcKuMit KOMIIO3UTOP, 1973), 274-275).
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dictatorially suggestive conductor and with their virtuoso playing. The enthu-
siastic audience applauded the repetition of The Iron Foundry.”

During a symphony concert by the Belgrade Philharmonic Orchestra
commemorating the twenty-fifth anniversary of conductor Ivan Brezovsek’s
(1888-1942) work on April 25, 1934, two works by contemporary Soviet com-
posers were performed at Kolarac People’s University. The program includ-
ed Tchaikovsky’s symphonic fantasy Francesca da Rimini and Dvotak’s Cello
Concerto, Shostakovich’s First Symphony in F minor, and Mosolov’s symphon-
ic movement The Foundry. What were the reactions of the audience and critics
to this four-minute piece at the Belgrade concert, given that they were more ac-
customed to the “classical” concert repertoire spanning from Mozart to Tchai-
kovsky, with sporadic inclusions of modern composers like Béla Bartdk, Igor
Stravinsky, Sergey Prokofiev, Leo$ Janacek, Paul Hindemith, and others?

Nearly all prominent music critics of that time wrote about this con-
cert, including Miloje Milojevi¢, Rikard Svarc, Kosta Manojlovi¢, Jovan Dim-
itrijevi¢, Milenko Zivkovi¢, and Dragutin Coli¢. One of the more intriguing
articles came from the pen of Dragutin Coli¢ (1907-1987), a young compos-
er educated in Prague and an excellent connoisseur of contemporary musical
trends. Aware that the music of Shostakovich and Mosolov was unfamiliar to
the audience, he elucidated in the introductory part that the art of the great
Russian contemporary masters has a social foundation because their creative
work is closely connected to the broader masses for whom their art is intend-
ed. Regarding compositional technique, especially in instrumental music, he
drew parallels between them and contemporary European composers: Arnold
Schoenberg, Paul Hindemith, and Alois Héba as their prominent represent-
atives. However, Coli¢ concludes: “The essential difference between modern
Russian and European composers would be that European contemporary mu-
sic is isolated from the masses, Tart pour Tart, while the art of Russian com-
posers has a social foundation and is firmly connected to the masses, which ac-
cept it”. Dragutin Coli¢ described The Iron Foundry as an “excellent work that
can fully represent contemporary Russian modern music”% Despite being a
left-wing intellectual, Coli¢ had to use the terms “modern Russian composer”
and “Russian modern music” to avoid censorship. Rikard Svarc was more de-

67 Lujo Safranek-Kavi¢, »Operna i koncertna sezona u Zagrebu”, Sveta Cecilija 6/1933, 186.

68 I[paryrun] Yonuh, ,,Cumdonnjcku konuept beorpapcke punxapmonnje nosogom
IIPOC/IaBe BajieCeTIIETOTOANIIIbIIIE YMETHIYKOT paja I. VBana Bpesosiueka”, IIpasda,
27.4.1934, 9. In this article, the work of Mosolov is translated as Factory (Pabpuka), while
in all other texts, it is mentioned as The Iron Foundry (Jlusanua).
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scriptive: “Mosolov takes a different path in his Foundry, an anthem to labour,
machinery, and the modern world. The rhythm and pulse of ironclad logic in
musical development, new and uncompromising, the hardness of the orches-
tral palette that emphasizes the massiveness and steel brilliance of the direct-
ed poetic idea, have produced a profound impression”® Although he wrote of
Tchaikovsky as a “great master of the symphony in Russia’, Svarc avoided us-
ing the adjectives “Russian” or “Soviet” for Shostakovich and Mosolov. On the
other hand, Milenko Zivkovi¢ was not enthusiastic about the Foundry. While
he noted that alongside Prokofiev’s The Steel Step and Honegger’s Pacific 231,
this work represents the “most successful illustration of machine music”, he
believed that art should not imitate industry.”” However, unlike the first two,
Zivkovi¢ singled out Shostakovich and Mosolov as “two young Soviet compos-
ers who already stand out as leaders of the new Russian school”. This is par-
ticularly intriguing due to the reasons mentioned earlier, coupled with the fact
that the article was published in Vreme, a daily newspaper associated with the
court and aligned with the radical regime.” Although some critics wrote about
Mosolov’s Foundry as a representative piece of contemporary Russian or spe-
cifically Soviet music, their articles do not show that this label influenced their
opinion of the mentioned composition. Regardless of the differing opinions
of critics, the audience enthusiastically demanded an encore of Foundry. This
fact is exceptionally significant as it demonstrates that despite being general-
ly accustomed to the “classical” repertoire, the audience was very open to new
experiences, namely music entirely unfamiliar. Mosolov’s Foundry achieved
such success that it was repeated on June 3rd at the opening of the summer
season of symphonic concerts at the Pavilion of the Guards House in Topc¢ider.
On that occasion, the Royal Guard Orchestra performed under the baton of
conductor Dragutin Pokorni. Miloje Milojevi¢ welcomed the performance of
Foundry, this “resounding anthem of the machinery noises”, as he advocated
the inclusion of modern works in the repertoire.”> Mosolov’s Foundry was once
again performed at the first concert of the Belgrade Philharmonic in the season
1940/1941 under the baton of Lovro Mataci¢.”” The press labeled this compo-

69 Rikard Svarc, »Beogradska filharmonija”, Zvuk 7/1934, 269-270.

70  Mwunenko JKuskosuh, ,Konuept Beorpascke ¢puixapmonuje”, Bpeme, 28. 4. 1934, 6.

71  Byk Hparosuh, Cpncka wmamna usmehy 06a céemcka pama: ocHosa 3a 6ubnuozpagujy
cpncke nepuoouxe 1915-1945, (beorpapn: Cpricka akafgemuja Hayka, 1956), 54.

72 Ip. M[unoje] M[unojepuh], ,,¥ naBupony I'apaujckor foma y Tomunpepy nodenu
cumbonnjcku Kouueptu”, ITonumuxa, 6. 6. 1934, 10.

73 ,IlpBu cum¢onucku Kouuept beorpaacke ¢punxapmonnje”, Bpeme, 26. 9. 1940, 8.
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sition a “gem” of the symphonic repertoire.” On this occasion as well, Miloje
Milojevi¢ drew attention to the “peculiar” piece by Mosolov, praising his mas-
terful realism in depicting the “life” of machinery in the foundry.”” The Found-
ry could also be heard on Radio Belgrade during the broadcast of a symphony
orchestra concert dedicated to the “Ikarus” aircraft factory workers, conduct-
ed by Stevan Hristi¢ and Voja Ili¢.”® According to all evidence, this short and
impactful composition had enormous success with the audience and the per-
formers, as it was frequently performed.

Different from Belgrade and Zagreb, the concert scene in Ljubljana
needed more consistency. The only institution that regularly organised con-
certs during the mid-1930s was Glasbena Matica, while the Ljubljana Phil-
harmonic did not exhibit significant achievements. However, even Ljublja-
na had the opportunity to hear Mosolov’s The Iron Foundry in 1936 during a
large summer concert organised by Glazbena Matica. The Foundry attracted
the most attention.”

Soviet opera and Shostakovich’s realism

Dmitri Shostakovich’s four-act satirical tragedy, Lady Macbeth of the
Mtsensk District, based on the novella by Nikolai Leskov, had its premiere on
January 22, 1934, in Leningrad. Alongside Prokofiev’s opera The Love for Three
Oranges, it became a widely acclaimed Soviet opera internationally. While
Prokofiev’s opera was only performed by the Ljubljana Opera and achieved
tremendous success, Lady Macbeth caught the attention of musical authorities
in all three major cities — Ljubljana, Zagreb, and Belgrade. However, acquir-
ing the musical score was not straightforward since diplomatic relations be-
tween Yugoslavia and the Soviet Union were nonexistent. Cultural collabora-
tion with the Soviet Union was confined to private connections: leftist members
of the Russian diaspora and local communists could obtain Soviet newspapers
and literature, while plays by Soviet authors were staged in the interwar peri-
od.”® Shostakovich’s Lady Macbeth on opera stages in Yugoslavia is intriguing

74 ,IIpBu cumdonuckn koHuept beorpancke punxapmonuje ose rogune”, IIpasoa, 5. 10.
1940, 7.

75  #p. M[unoje] M[unojesuh], ,Konuepr Beorpazcke ¢punxapmonuje, mpBu y 0BOj Ce30HM”,
Ionumuxa, 10. 10. 1940, 12.

76  ,Papuo”, Bpeme, 8. 12. 1940, 9.

77  Marijan Lipovsek, ,Poglavje o nadem koncertnem Zivljenju”, Ljubljanski zvon 6/1936, 371-
372.

78  Mosusova, “Vanka the Housekeeper by Nikolay Tcherepnin and Lady Macbeth by Dmitry
Shostakovich: Contemporary Russian Opera in Interwar Belgrade”, 251.
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for several reasons. As previously mentioned, there were no diplomatic and,
consequently, no official cultural relations between the two countries. Howev-
er, when discussing Lady Macbeth, it is essential to note the article published
on January 28, 1936, in the Moscow leftist newspaper Pravda, titled Cym6yp
emecmo my3viku [Chaos instead of Music]. In a report by an anonymous author,
Shostakovich’s opera was subjected to sharp criticism for its “antinational” and
“formalistic” nature. Although this article resonated within the USSR, it did
not disturb the Yugoslav music scene. Interestingly, even Marxists among the
Yugoslav intellectuals did not react, although it is almost unquestionable that
news about removing Shostakovich’s opera from all stages in the Soviet Union
has reached them. Consequently, Lady Macbeth was premiered tremendously
in Ljubljana on February 12, 1936, Zagreb on June 16, 1937, and Belgrade on
November 12, 1937. The opera was staged in Belgrade under the same title as
on its Moscow premiere: Katarina Izmajlova.
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While the critic Marijan Lipov$ek from Ljubljana wrote enthusias-
tically about the young Soviet composer’s opera,” the articles from Belgrade
critics reveal a sense of admiration, albeit expressed in a more reserved man-
ner. In Belgrade, performances that received such lengthy reviews from critics
were rare. Some of them focused on the story itself and the relationship of the
libretto to Leskov’s novella, some on the music, and some on the “new” Rus-
sian opera. Nevertheless, it is challenging to avoid the impression that the story
and dramaturgy of the opera appeared distant to them, preventing them from
tully grasping the contemporary Russian life it portrayed.

Belgrade critic Branko Dragutinovi¢ provided a lengthy introduction
to the opera performance, discussing opera as a musical-dramatic form and the
creation of a new opera in Soviet Russia. According to him, there is a noticea-
ble tendency for Alexander Dargomyzhsky to express words directly through
tone and achieve realism, similar to Musorgsky’s desire to depict life realistically
through music. However, Dragutinovi¢ sees Shostakovich’s opera leaning more
towards a pro-Western European orientation than continuing the tradition of
The Mighty Five. Besides Stravinsky and Prokofiev, he observes the influences of
European modernist composers, mainly German: Richard Strauss, Alban Berg,
Paul Hindemith, and Ernst Krenek. Therefore, he concludes: “Musically linked
to Europe, he is ideologically and dramatically in Russia”. The main criticism is
that the contrast between European music and the Russian dramatic substance is
incompatible stylistically. The audience received Shostakovic’s opera “more with
astonishment than enthusiasm. The first Soviet opera passed through our opera
scene with little applause”® A concise and significant work lasting 4 minutes, such
as Mosolov’s The Foundry, had more tremendous success than an almost three-
hour modern opera. The vocalists and the performers seemed unaccustomed to
the sound and dramaturgy of such an opera, resulting in the performance being
moderately successful despite their efforts. Considering the condemnations this
opera faced in its home country, it is interesting that Yugoslav communists did
not protest against its staging. The interest in “new” Russian music gaining pop-
ularity in Europe and America triumphed over political attitudes.

skesesk

Compared to contemporary music from other European countries, So-
viet music in Yugoslavia had a limited presence on the scene and was not ex-

79  Marijan Lipovsek, ,,Problem slovenske opere in leto$nje novitete”, Ljiubljanski zvon 3/1936,
176-178.

80 Bpanxo [Iparyrunosuh, ,,IIpemujepa onepe ‘Karapuna Vsmajnosa’ ox Jumurpuja
IMocrakosuha, IIpasda, 14. 11. 1937, 8.
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tensively performed. This is especially apparent when we consider the “new”
Soviet music generated by generations maturing during the interwar period.
Shostakovich’s First Symphony was performed in Belgrade on April 25, 1934,
at the same concert where Mosolov’s The Foundry was performed.

The situation only started to change in June 1940 when Soviet-Yugo-
slav relations were finally established. The Yugoslav embassy in Moscow in-
vested significant efforts in developing mutual cultural connections. The Sovi-
et authorities responsible for international cultural cooperation requested that
gramophone records and sheet music of works by Soviet musicians be broad-
cast on radio stations. The broadcasting of the Soviet anthem on Yugoslav ra-
dio stations was also sought.®! Therefore, the conductor Stevan Hristi¢’s deci-
sion during the concert of the Belgrade Philharmonic on November 18, 1940,
is highly intriguing. He omitted a “distinctive part” from Gliere’s Heroic March,
which represent the conceptual focal point of the piece.®? There is no doubt
that this involves the Soviet anthem, which emerges at one point throughout
the composition. Even though Yugoslav musical scenes featured the music of
Gliere and Myaskovsky as representatives of the “older” generation, as well as
Mosolov and Shostakovich from the “new” era of Soviet composers, its pres-
ence was undoubtedly sporadic. This intermittent presence owed itself to the
enthusiasm of some ideologically inclined individuals and several institutions
that followed what was modern and popular in Europe. Yugoslav-Soviet mu-
sical connections and cultural influences would culminate in the first decade
following the Second World War.*

Summary

The paper delves into the presence of Soviet music within the inter-
war Yugoslav musical scene. This topic is fascinating, given that Yugoslav-So-
viet diplomatic relations were only established on the eve of World War II. Al-
though the subject’s scope turned out to be wider than expected, an effort was
made to include a wide range of content. Considering Russian music holistical-
ly, without segregating it into emigrant and Soviet categories, it had a remark-
able presence in Yugoslavia’s musical life. Thus, the paper categorises Russian
composers into three groups: 1) Russian émigré composers; 2) elderly genera-

81 JKwusoruh, Jyeocnosercko-cosjemcku oonocu 1939-1941, 268, 271.

82  Muenko JKuskosuh, ,,JIpyru kornepr beorpascke punxapmonnje”, Bpeme, 21. 11. 1940,
14.

83  Topan Munopagosuh, /lenoma nod naozopom. Cosjemcku KynmypHu ymuuaju y Jyeocnasuju
1945-1955, (beorpan: VIHCTUTYT 3a caBpeMeHy uctopujy, 2012).
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tion composers active in the USSR; and 3) younger generation composers pi-
oneering “new” music in the USSR. This division facilitated the identification
of “new” Soviet music in the Yugoslav scene, focusing on two figures: Alexan-
der Mosolov and Dmitri Shostakovich.

The paper focuses on the symphonic composition The Iron Foundry
by Mosolov and Shostakovich’s opera Lady Macbeth of the Mtsensk District. We
have endeavoured to place the performances of these mentioned works with-
in the context of their time and environment while also demonstrating the re-
ception they received from both the audience and critics. The paper concludes
that during the 1920s, Soviet music was scarcely performed, with its sporadic
presence becoming more noticeable by the late 1930s.
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Pe3unme
Mapuja Tony6oBuh

COBJETCKA MY3UKA Y MEBYPATHO] JYTOCJIABUIA

AncrpakT: Y pany he 6uty npukasaHo IPUCYCTBO COBjeTCKe MY-
31Ke Ha My31nuKoj cuenn Kpamesnne CXC/JyrocnaBuje. AHammsa
HOBUMHCKMX YIaHAKa M KPUTUKA, TEKCTOBA U3 MY3UYKUX YACOMICA
U IPYTMX HaIlKca O COBjeTCKOj My3uLy mokasahe fa je 6uia npu-
CyTHa Ha KOHILIEPTHMM ClieHaMa, 1ako je KpapeBnHa Jyrociasuja
ombmjana ma ycrocrasy ofgHoce ca CosjerckuM CaBe3oM cBe 1O
jyHa 1940. roguHe.

Kbyane peun: cosjeTcka Mysuka, Kpamesuna CXC/Jyrocnasuja,
MehyparHu nepuon, jyrocioBeHCKO-COBjeTCKM OFHOCH, [IMUTpYj
locrakoBuy, Anekcangap Moconos

Y pany ce ToBOpM O MPUCYCTBY COBjeTCKE My3MKe Ha MY3M4KOj CIle-
Hu Mebypathe Jyrocnasuje. OBa Tema je BeoMa MHTepeCaHTHA aKO MIMaMO y
BUJY /la CY jyTOCIOBEHCKO-COBjeTCKM OJJHOCH YCIIOCTaB/beH! TEK y IpefBe-
yepje JIpyror cBeTckor para. Jako ce MCIOCTaBMIIO fia je TeMa 0OMMHMja HETO
IITO je y IPBOM TPEHYTKY [ielI0BaJIO, OTPYAMIN CMO Ce ia 00yXBaTHMO LITO
BUIIIe MaTepyjaia. AKO IOCMaTpaMo PyCKy MY3UKY Y Lie/IMHY, 6e3 Hofjene Ha
eMUTPAHTCKY M COBjeTCKY, OHA je 61/Ta BeOMa IIPUCYTHA Y MY3UYKOM XKIBO-
Ty Jyrocnasuje. Crora cMo y pajy HallpaBU/IV IIOJENY Ha TPU IPyIle PYCKUX
KoMmIo3nuTopa: (1) pycku KOMIIO3UTOPY y eMUrpanuju, (2) crapuja reuepa-
IVIja KOMIIo3uTOpa Koja ctBapa y CosjerckoM Casesy u (3) mnaba renepanmja
KOMITO3UTOpa-IMOHMpa ,,HOBe My3uke y CosjeTckom Case3sy. To HaMm je mo-
MOTJIO fIa YOUMMO IITA je ,HOBa“ COBjeTCKa My3MKa Ha jyrOC/IOBEHCKOj CLieH N,
Te Cy HaM ce II0CeOHO U3/IBOjIIa Ba MMeHa — Anekcanziap Moconos u [Imu-
Tpyj lllocTakoBud.

Y pany je maxma nocsehena cumdonmjckom komany JIusHunya Mo-
conosa u lllocrakoBudesoj onepu /ledu Mazbem Muerckoz okpyza. IToTpy-
VTN CMO Ce Jia M3Bohera CIIOMeHYTHX flefla CTABMMO y KOHTEKCT BpeMeHa I
CpenMHe, Kao 1 Jla MOKa)KeMO KaKaB je offjjek 0110 Kofj yOnmke u KpuTuke. Y
pany cMO IOUUIN IO 3aK/bY4Ka JIa ce TOKOM 1920-1X rofuHa coBjeTcKa My3u-
Ka TOTOBO YOIILITE HUje M3BOJWIIA, TOK Ce beHO CIIOPAJMYHO NIPUCYCTBO YO-
4yaBa KpajeM 1930-ux roguHa.
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