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Glasbena kritika — neko¢ in danes

Jernej Weiss
Univerza v Ljubljani / Univerza v Mariboru

Znanstvena monografija z naslovom Glasbena kritika — nekoc in danes po-
zornost namenja vlogi in pomenu glasbene kritike v preteklosti in sedanjo-
sti. »Ce je imelo moje Sestdesetletno delovanje kritika sploh kaksno korist, je
bila ta izkljucno v postopnem vzgojnem vplivu na javnost«,' je zapisal eden
najbolj vplivnih kritikov s skorajda papesko avtoriteto Eduard Hanslick,
¢igar ostra in brezkompromisna misel v uglednem dunajskem dnevniku
Neue Freie Presse je pogosto odlocala o umetnikovi eksistenci. Hanslickov
citat izhaja iz njegove obsezne avtobiografije,” ki je bila objavljena, ko se je
blizal sedemdesetemu letu starosti in tako, zdi se, lahko objektivneje vre-
dnotil svoje preteklo kritisko delo. Manj znano je, da je bil Hanslick od leta
1801 castni ¢lan ljubljanske Filharmoni¢ne druzbe, ene izmed najstarejsih
filharmoni¢nih druzb v Evropi. Njeni ¢lani niso bili le $tevilni najuglednej-
$i skladatelji in izvajalci, temvec tudi nekateri najpomembnejsi glasbeni kri-
tiki. Navidez nepomemben podatek kaze, da je imela glasbena kritika pri
nas, podobno kot drugod po Evropi, na prelomu v 20. stoletje $e vedno eno
izmed osrednjih vlog v takratnem glasbenem zivljenju.

1 »Hat meine langjihrige kritische Thdtigkeit wirklich einigen Nutzen gestiftet, so bes-
teht er einzig in ihrem allmdéhlich bildenden Einfluss auf das Publikum.« [If my len-
gthy critical activity has had any real use, it exists exclusively in a gradual educative
influence on the public.] Eduard Hanslick, Aus meinem Leben, Band 2 (Berlin: All-
gemeiner Verein fiir Deutsche Litteratur, 1894), 292.

2 Ibid., 296.
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Glede na Hanslickov sloves se zdi najbolj presenetljiv vidik omenjene-
ga zapisa avtorjev poudarek na izobrazevalnem pomenu kritike, ne pa na
njeni estetski vlogi, kar bi seveda pri¢akovali od tedaj najpomembnejsega
zagovornika formalisti¢ne estetike. Na drugi strani kaze tovrstna predsta-
va o kritiku kot javnem vzgojitelju na enega izmed osrednjih pomenov kri-
tike v 19. stoletju: iz razsvetljenstva izpeljani model kritike kot enega od
najpomembnejsih oblikovalcev javnega mnenja. Kljub temu, da je verjetno
osnovno izobrazevalno poslanstvo kritike $e vedno enako, je dejstvo, da se
je njena vloga z zatonom tiskanih medijev ob vse ve¢ji prevladi elementov
popularne kulture moc¢no spremenila. Od enega izmed osrednjih zanrov
t. i. ¢asopisne civilizacije v 19. stoletju do domala popolne marginalizacije
kritike umetnostne glasbe, s katero se srecujemo v danasnjem casu.

Odsotnost slednje se zdi posledica nekaterih tektonskih druzbenih
sprememb in docela spremenjene vloge umetnosti in medijev v danasnjem
¢asu. Te v veliki meri narekuje digitalna preobrazba s povsem spremenje-
no medijsko podobo in posledi¢no $e pred nekaj desetletji nepredstavlji-
vimi spremembami v hitrosti, koli¢ini in dostopu do informacij. Seveda
$tevilo koncertnih prireditev, ki jih je mogoce z nekaj kliki spremljati iz
naslonjaca, objav posnetkov na kanalu YouTube, specializiranih TV-pro-
gramov s klasi¢no glasbo, prosto dostopnih digitalnih baz posnetkov res-
ne glasbe itd. omogoca vecji dostop do koncertnih in opernih dogodkov
kot kadarkoli. Po drugi strani pa prav zavoljo omenjene prenasic¢enosti, ki
bolj kot kdajkoli prej zaznamuje sodobno digitalno okolje, pri uporabni-
kih oz. recipientih pogosto umanjka prav prepotrebni kriticni razmislek
o vsebini ter sporocilnosti, ki bi zmogel lo¢iti zrnje od plev. Tako se tudi
umetnostna kritika ob vse ve¢ji odsotnosti avtoritet, prevladi najrazli¢nej-
$ih anonimnih komentarjev ter vse bolj izraziti odvisnosti medijev od ko-
mercialnih zakonitosti oz. Stevila klikov potro$nikov srecuje z zahtevnejsi-
mi izzivi kot kadarkoli. Zal vse pogosteje prav kvantitativni kriteriji, ne le
v manjsih, temve¢ tudi v nekaterih osrednjih medijih, postajajo odlo¢ilni
za obravnavo posameznega umetniskega dogodka kot tudi vrednotenje
kritiskega prispevka. Tako se zdi vloga medijev v tem pogledu vsekakor
klju¢na.

Nekaj izmed omenjenih zadreg, s katerimi se v dana$njem ¢asu srecuje
glasbena kritika, obravnava tudi 15 prispevkov v tokratni, sedmi publikaciji
zbirke Studia musicologica Labacensia. Med njimi velja omeniti uvodni ¢la-
nek danes enega izmed najvidnejsih kritikov, skladatelja in publicista Alexa
Rossa, kritika revije The New Yorker ter avtorja uspe$nice Drugo je hrup
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(The Rest Is Noise), ki je bila prevedena v vec kot 20 jezikov, med drugim
slovens¢ino. Ross je v svojem prispevku predstavil svoje bogate izkusnje
glasbenega kritika v ZDA ter osvetlil problematiko domala neobstojece-
ga kritiSkega diskurza, ki je o¢itno ze pred leti zajela tudi ZDA. Drugi uvo-
dni ¢lanek pa je prispevala profesorica na Institutu za muzikologijo Univer-
ze v Gradcu Susanne Kogler. V njem je s pomocjo zgodovinskih primerov
predstavila druzbenopoliti¢ne razseznosti kritike umetnostne glasbe v pre-
teklosti in sedanjosti ter med drugim prikazala, kaksno vlogo bi lahko ime-
la in kako bi se lahko glasbena kritika razvijala v prihodnje.

Del nadvse razkos$ne glasbenokritiske podobe nekdanje habsburske
prestolnice v svojih prispevkih osvetlita dunajska kolega Hartmut Krones
in Bianca Schumann. Prvi svojo pozornost nameni Hugu Wolfu kot glas-
benemu kritiku v izredno »prepirljivem« dunajskem dnevnem casopisju
osemdesetih let 19. stoletja, v sklopu katerega so se med zagovorniki starejse
absolutne in novej$e programske orientacije dogajale prave ¢asopisne vojne.
Schumannova pa se v svojem prispevku osredotoci na to, kako so religio-
znost Franza Liszta sprejemali dunajski glasbeni kritiki druge polovice 19.
stoletja. Njihove tedanje razprave se namrec niso vrtele le okoli skladateljev
in njihovih estetskih preferenc, temvec¢ so bili vse bolj pomembni tudi drugi
vidiki, predvsem nacionalna identiteta in versko prepric¢anje, ki sta v marsi-
¢em definirala tudi podobo tedanjega kritiskega diskurza. Sorodno temati-
ko osvetljujeta prispevka nekdanjega in sedanjega predstojnika Instituta za
muzikologijo Univerze v Leipzigu, Helmuta Loosa in Stefana Keyma. Prvi
natancneje predstavi omenjeni tiskovni spor med glasbeno kritiko druge
polovice 19. stoletja, ki je, kot prikaze Loos, svoje v temelju nasprotne po-
glede utemeljevala, izhajajo¢ iz judovsko-kricanske tradicije oz. moderne-
ga ateisti¢nega gibanja. Spor je posebej odmeval v Leipzigu kot tedanji pre-
stolnici nemskih glasbenih zalozb kot tudi glasbenega casopisja v Nemciji
in Sir$e v Evropi. Keym pa v svojem prispevku primerja umetniske in poli-
ti¢ne vidike glasbene kritike ob obravnavi »tujih« orkestrskih del v leipzi-
skem glasbenem casopisju 19. stoletja. Dejstvo je, da so bile glasbene kritike
proti koncu 19. stoletja vse bolj politicno obarvane. V ¢asu, ko je bil nacio-
nalizem na vrhuncu, je imelo namre¢ poreklo skladateljev ter poustvarjal-
cev v koncertnih programih vse odlo¢ilnejsi pomen. Tako so tudi zakonito-
sti glasbenih del ter izvajalskih praks posameznih poustvarjalcev glasbeni
kritiki pogosto opazovali z vidika nacionalnih stereotipov in klisejev.

Z novimi raziskovalnimi izsledki postreze tudi prispevek ceskega
kolega Viktorja Velka, predstojnika Instituta za muzikologijo Univerze v
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Ostravi, ki se je v svojem ¢lanku osredotodil na kritisko delovanje ¢eskega
glasbenika Emila Bretislava Lvovskega. Ta je v drugi polovici 19. stoletja de-
loval v Lvovu ter nato na Dunaju, kjer je kot korespondent iz tujine svo-
je kritike posiljal eni izmed tedaj najpomembnejsih ceskih glasbenih revij,
praskemu Daliborju. Tako je v svojih poro¢ilih in kritikah pogosto obrav-
naval tudi koncertne dogodke na Dunaju delujo¢ih slovanskih drustev in
glasbenikov. Sicer pa Lvovskega poznamo tudi kot enega izmed najostrej-
$ih kritikov glasbe Antonina Dvoraka. Delovanje Se ene nadvse pomembne
kritiske osebnosti osvetljuje prispevek odli¢nega poznavalca novejse slo-
venske glasbe Nialla O°Loughlina. Ta v svojem ¢lanku obravnava delova-
nje izjemno vplivnega angleskega glasbenega kritika Williama Glocka, ki
je bil pomemben ¢asopisni in radijski kritik ter je med drugim kot glasbe-
ni kontrolor temeljito prenovil vsebino BBC-jevega tretjega programa in fe-
stivala Proms. Med drugim gredo Glocku zasluge, da je s svojimi glasbeni-
mi kritikami in poro¢ili, pa tudi naro¢ili ter izdajami njihovih skladb, iz
anonimnosti povzdignil stevilne na Otoku delujoce glasbenike. Med nji-
mi velja izpostaviti vsaj tri danes pomembne skladateljske osebnosti: Ro-
berta Gerharda, Elliotta Carterja in Pierra Bouleza. Glock je bil eden izmed
osrednjih kritikov vplivnega Kroga kritikov (The Critics‘ Circle), ki je v glas-
beni sekciji zdruzeval $tevilna najuglednejsa kritiska imena, med drugim
tudi na Irskem delujoc¢ega angleskega kritika Charlesa Actona. Delovanje
slednjega v delu svojega ¢lanka osvetli aktualni predsednik irskega muzi-
koloskega drustva, profesor na univerzitetnem kolidzu v Dublinu Wolf-
gang Marx. Ta prikaze specifike glasbene kritike na Irskem v treh obdobjih
njene zgodovine. Prispevek se tako osredotoca na pojav irske glasbene kri-
tike sredi 19. stoletja in poznejsi del 20. stoletja, ki ga zaznamuje predvsem
kritisko delovanje Ze omenjenega Actona, ter razis¢e vpliv digitalne revo-
lucije na glasbeno kritiko v 21. stoletju. Sodelavka Instituta za muzikologijo
Hrvagke akademije znanosti in umetnosti Lucija Konfic v svojem prispev-
ku predstavi doslej $e neraziskano, izredno bogato podobo glasbene kritike
v krajevnem tisku hrvaskega mesta Karlovac v 19. stoletju. Za zbirko Studia
musicologica Labacensia znacilen izjemno pester nabor tujih avtorjev pa
zakljucuje skupni ¢lanek profesorice na Univerzi v Lvovu Lube Kijanovske
ter strokovne sodelavke Instituta za muzikologijo Univerze na Dunaju Li-
diye Melnyk. Prispevek omenjenih avtoric je poskus teoreti¢ne razprave o
glasbeni kritiki in glasbenem novinarstvu z vidika splo$nih teorij medijev,
teorij novinarstva in ¢asopisne dejavnosti. V njem avtorici prikazeta razli¢-
ne strategije v glasbenem novinarstvu ter na podlagi prevladujoc¢ih znacil-
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nosti posameznega sloga oblikujeta izvirno tipologijo glasbenokritiskega
pisanja (poimenovano po Hanslicku, Rellstabu in Beckmesserju).
Poglobljen analiticnoraziskovalni pristop je znacilen tudi za prispev-
ke $tirih domacih avtorjev, katerih ¢lanki so bili izbrani za objavo v tej pu-
blikaciji. Prvi prispevek je oblikovala profesorica na Akademiji za glasbo
in odli¢na poznavalka slovenske glasbene preteklosti Darja Koter. Doti-
ka se glasbenokritiskega delovanja ene izmed najvplivnejsih osebnosti slo-
venske glasbe 20. stoletja Lucijana Marije Skerjanca. Njegovi kritiski zapi-
si so nastajali vse od dijaskih let pa do njegove smrti ter so bili objavljeni v
domala vseh za glasbeno publicistiko pomembnih slovenskih revijah in ¢a-
sopisih. Skupaj je zabelezenih ve¢ kot sedemsto Skerjan&evih zapisov, kar
avtorja uvrs¢a med najbolj plodovite glasbene publiciste v 20. stoletju na
Slovenskem. Avtorica se v svojem prispevku osredoto¢a na Skerjancevo
predvojno glasbenokritisko delovanje v dnevniku Jutro. Sledi ¢lanek ure-
dnika te publikacije, ki osvetli enega izmed redkih javnih poskusov disci-
pliniranja slovenske glasbene kritike v novi kulturnopoliti¢ni realnosti po
drugi svetovni vojni. Del tedaj vladajocega kulturnega kroga je »incident
v Unionski dvorani« ob praizvedbi kantate Stara pravda Matije Tomca 12.
marca 1956 izkoristil za poskus discipliniranja glasbene kritike, in sicer s
prikazom »ustreznejsih« druzbenopoliti¢nih smernic v glasbenokritiskem
pisanju. Glasbena kritika, ki je pokrivala omenjeni koncertni dogodek, naj
namre¢ ne bi bila sposobna uvida v druzbeno nekoristnost zgolj »estetske-
ga« pisanja in posledi¢no nezmozna politicne obsodbe »deviantnih« druz-
benih pojavov. Prispevek samostojnega raziskovalca, dolgoletnega glasbe-
nega kritika in dirigenta Boruta Smrekarja, prinasa razmislek o vlogi in
poloZaju glasbene kritike danes. Avtor meni, da bi se bilo potrebno glede
na namen kritike opredeliti do vprasanja, kak$na naj bi bila in kaks$na ne
bi smela biti glasbena kritika, da lahko sluZi svojemu namenu, in ne nazad-
nje, kje so meje glasbene kritike. Pri mejah ne gre le za dejanski vpliv, ki ga
ima kritika v dolo¢enem druzbenem okolju, pa¢ pa tudi za vrednost kritike
v smislu njene relevantnosti, verodostojnosti in »objektivnosti«. Nabor pri-
spevkov, ki obravnavajo glasbeno kritiko pri nas, pa zaokroza ¢lanek Tja-
$e Ribizel Popic, asistentke na Oddelku za glasbeno pedagogiko Univerze
v Mariboru. Ze v svoji doktorski disertaciji je analizirala kritigke prispev-
ke nekaterih najpomembnejsih slovenskih kritikov po drugi svetovni voj-
ni, v povezavi z delovanjem vecine osrednjih ljubljanskih glasbenih institu-
cij. V svojem tokratnem ¢lanku pa se Ribizel Popiceva osredotoca na kritike
koncertov najvidnej$e mladinske glasbene ustanove pri nas, Glasbene mla-
dine Slovenije, in sicer njenih Simfoni¢nih matinej od zacetkov v sedem-
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desetih letih do devetdesetih let 20. stoletja. V svojem prispevku avtorica
prva predstavi trende objavljenih glasbenih kritik v reviji Glasbena mladi-
na. Kljub nadvse pomembni vlogi glasbene kritike v slovenski glasbeni pre-
teklosti se zdi, da razen posameznih obravnav glasbenokritiskega pisanja
pri nas glasbena kritika tudi zavoljo svoje hibridne oz. interdisciplinarne
narave $e ni dozivela vecje pozornosti slovenske muzikoloske stroke. Tako
bodo na podro¢ju glasbene kritike pri nas v prihodnje vsekakor potrebne
$e bolj sistematic¢ne in celostne raziskave.

Z bogatim naborom ¢lankov tujih avtorjev, ki jih dopolnjuje nekaj slo-
venskih prispevkov, skusa ta monografija predvsem osvetliti kritisko delo-
vanje nekaterih najpomembnejsih osebnosti s podrocja glasbene kritike. Ta
namre¢ ni narekovala le izvajalskih standardov, temvec je vplivala na $ir§o
glasbeno recepcijo ter bolj ali manj aktivno sooblikovala podobo glasbene
kulture. Tako prispevki domacih in tujih avtorjev jasno kazejo, da je ime-
la glasbena kritika v preteklosti nadvse pomembno vlogo v domala vseh se-
gmentih glasbenega Zivljenja. Kot taka ta razprava namenja pozornost tudi
aktualnemu stanju glasbene kritike, njenemu obstoju oz. razvojnim moz-
nostim. Dejstvo je, da se je ob vse vedji razsirjenosti t. i. tabloidnega pri-
stopa prostor, prej namenjen glasbeni kritiki, v medijih ve¢inoma skr¢il.
Kratke informacije in slikovni material s SirSega podro¢ja popkulture so v
vecini medijev povsem nadomestili podrobnej$o obravnavo kompleksnej-
$ih ustvarjalnih in poustvarjalnih fenomenov s podro¢ja umetnostne glas-
be. V manjsem obsegu tovrsten bolj poglobljen analiti¢ni pristop ohranjajo
nekateri osrednji mediji, v ve¢ji meri pa nekateri specializirani mediji, med
njimi predvsem redki Se delujoci nacionalni radii z umetniskimi programi.
Pa vendar ostaja recipientski krog omenjenih medijev zamejen, v osrednjih
medijih pa so glasbene kritike povecini vezane le $e na nekatere najvidnej-
$e dogodke s podrocja kulture.

Posledi¢no se ob vse vecji odsotnosti glasbene kritike zastavlja za glas-
beno historiografijo nadvse pomembno, ¢e Ze ne klju¢no vprasanje: kako
si bodo nasi zanamci lahko ustvarili celostno podobo o danasnjem glas-
benem zivljenju oz. kaksne posledice bo odsotnost kriti¢ne misli imela za
razvoj umetnostne glasbe? Eden izmed poglavitnih namenov te $tudije je
tako tudi apel k ohranitvi glasbene, kot tudi druge umetnostne kritike. In
sicer ne le zavoljo uvida v posamezne umetniske dogodke, temve¢ pred-
vsem v danasnjem c¢asu vse bolj potrebne kriti¢ne refleksije sirSega druzbe-
nega dogajanja.
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Music Criticism — Yesterday and Today

Jernej Weiss
University of Ljubljana / University of Maribor

The present monograph Music Criticism — Yesterday and Today looks at
the role and importance of music criticism in the past and present. “If my
lengthy critical activity has had any real use, it exists exclusively in a grad-
ual educative influence on the public” So wrote Eduard Hanslick, one of
the most influential music critics in history, who possessed almost papal
authority and whose severe and uncompromising judgements in the pres-
tigious Viennese newspaper Neue Freie Presse frequently decided an art-

»1

ist’s fate. The quotation comes from Hanslick’s voluminous autobiography,”
published as he was approaching his seventieth birthday and thus able, it
would seem, to evaluate his past work as a critic with greater objectivity.
Less widely known is that from 1891 onwards Hanslick was also an honor-
ary member of the Ljubljana Philharmonic Society, one of the oldest phil-
harmonic societies in Europe. The fact that as well as numerous eminent
composers and performers the latter’s members included some of the most
important music critics of the day clearly shows that music criticism still
played a central role in musical life, as the nineteenth century turned into
the twentieth.

1 “Hat meine langjdhrige kritische Thdtigkeit wirklich einigen Nutzen gestiftet, so be-
steht er einzig in ihrem allmdhlich bildenden Einfluss auf das Publikum.” [If my
lengthy critical activity has had any real use, it exists exclusively in a gradual educa-
tive influence on the public.] Eduard Hanslick, Aus meinem Leben, Band 2 (Berlin:
Allgemeiner Verein fiir Deutsche Litteratur, 1894), 292.

2 Ibid., 296.
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Given Hanslick’s reputation, the most surprising aspect of the state-
ment quoted above is the author’s emphasis on the “educative” importance
of criticism, rather than on its aesthetic role — as we might have expected
from a man who in his day was the champion of formalist aesthetics. On
the other hand, this conception of the critic as public educator points to one
of the fundamental roles of criticism in the nineteenth century: a model de-
rived from the Enlightenment in which criticism is seen as one of the most
important shapers of public opinion. While it is probable that the essential
educational mission of criticism remains the same, it is a fact that the de-
cline of print media and the increasing predominance of elements of popu-
lar culture have seen the role of criticism change significantly. From one of
the central genres of the so-called newspaper civilisation of the nineteenth
century, to the almost total marginalisation of art music criticism that we
are faced with today.

The absence of the latter appears to be the result of certain tecton-
ic shifts in society and the utterly transformed role of the arts and media
in the present age. This is to a large extent driven by the digital transfor-
mation, with a radically altered media landscape characterised by chang-
es in the speed and quantity of information - and the ways we access it —
that were unimaginable just a few decades ago. It is, of course, true that the
number of concerts and other events that can be enjoyed from the comfort
of one’s own armchair with just a few clicks of a mouse, along with record-
ings posted on YouTube, specialised TV programmes dedicated to classi-
cal music, freely accessible digital databases of serious music, and so on,
allow greater access to concerts and opera performances than ever before.
On the other hand, it is precisely because of the oversaturation that charac-
terises the modern digital environment more than at any time in the past
that there is a lack, on the part of users or recipients, of that indispensable
critical reflection on content and message that makes it possible to sepa-
rate the wheat from the chaff. At a time when the absence of authorities is
ever more marked, anonymous comments dominate the discourse and the
dependence of media on commercial considerations - in other words the
number of clicks — is increasingly apparent, even artistic criticism is facing
more difficult challenges than at any time in its history. It is an unfortunate
fact that, more and more often, quantitative criteria — not only in smaller
media but also in some mainstream media — are becoming decisive both
for the treatment afforded to an individual artistic event and for the evalu-
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ation of a critical contribution. In this regard, the role of the media appears
to be crucial.

Some of the quandaries faced by music criticism today are addressed
by the 15 articles in this, the seventh edition of the collection Studia musico-
logica Labacensia. Among them it is worth mentioning the keynote article
by one of today’s most prominent critics, the music writer Alex Ross, who is
the music critic of The New Yorker and the author of the bestseller The Rest
is Noise, which has been translated into more than 20 languages, including
Slovene. His article draws on his wealth of experience as a music critic in
the USA and sheds light on the problem of the near nonexistence of criti-
cal discourse, a phenomenon that has been affecting the USA for some time
now. The second keynote article is contributed by Professor Susanne Kogler
of the Institute of Musicology at the University of Graz and uses historical
examples to shed light on the socio-political dimensions of art music criti-
cism in the past and present and illustrate the kind of role that music criti-
cism could develop in the future.

Articles by Viennese colleagues Prof. Hartmut Krones and Bianca
Schumann shed light on different aspects of the rich panorama of music
criticism in the former Habsburg capital. The former focuses attention on
composer Hugo Wolf’s activity as a music critic in the “combative” Vien-
nese daily press of the 1880s, where an all-out war between the advocates
of absolute music and those who favoured the newer programmatic orien-
tation was waged in the pages of the capital’s newspapers. Dr Schumann’s
article focuses on the reception afforded to the religiosity of Franz Liszt by
Viennese music critics in the second half of the nineteenth century. Critical
debate at that time did not only revolve around composers and their aesthet-
ic preferences but gave increasing importance to other aspects, above all na-
tional identity and religious belief, which in many ways came to define the
shape of critical discourse. Similar themes are addressed in the articles by
Prof. Helmut Loos and Prof. Stefan Keym, respectively the past and present
heads of the Institute of Musicology at the University of Leipzig. The for-
mer presents in greater detail the already mentioned dispute among music
critics that took place in the pages of newspapers in the second half of the
nineteenth century. As Prof. Loos demonstrates, the fundamentally oppos-
ing views of these critics derived on the one hand from the Judaeo-Chris-
tian tradition and, on the other, from the modern atheist movement. The
dispute had a particularly significant impact in Leipzig, which was then the
capital of German music publishing and of music journalism both in Ger-
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many and more widely across Europe. Prof. Keym’s article, on the other
hand, considers the artistic and political aspects of music criticism in rela-
tion to the treatment of “foreign” orchestral works in the Leipzig musical
press in the nineteenth century. It is a fact that music criticism became in-
creasingly politically coloured towards the end of the nineteenth century.
At a time when nationalism was reaching its peak, the origin of the com-
posers and performers featured in a concert programme was of increasing-
ly decisive importance. In the same way, music critics frequently regarded
the principles of musical works and the performance practices of individu-
al artists through the prism of national stereotypes and clichés.

The article by our Czech colleague Viktor Velek, the head of the De-
partment of the Theory and History of Fine Arts at the University of Os-
trava’s Faculty of Fine Arts and Music, focuses on the activity of the Czech
musician Bretislav Lvovsky (real name Emil Pick) as a music critic and pre-
sents the findings of new research. In the second half of the nineteenth cen-
tury Lvovsky worked in Lviv and then in Vienna, where he acted as foreign
correspondent, sending his reviews to the Prague-based magazine Dalibor,
at that time one of the most important Czech music publications. His re-
ports and reviews frequently covered the concerts of Slavic musical socie-
ties and musicians working in Vienna. Lvovsky is also remembered as one
of the harshest critics of the music of Antonin Dvofdk. The article by Ni-
all O’Loughlin, one of the leading experts on contemporary Slovene music,
shines a light on the work of another extremely important figure from the
world of music criticism: the influential British music critic William Glock.
In addition to his activity as a radio and newspaper critic, Glock served
as controller of music at the BBC, thoroughly overhauling the output of
the Third Programme, and as controller of the Proms festival. Glock’s re-
views and reports helped lift numerous British-based musicians out of an-
onymity and he also commissioned and published works by them. Among
the composers promoted by Glock, three important figures worth mention-
ing are Robert Gerhard, Elliott Carter and Pierre Boulez. Glock was one of
the principal critics of the influential Critics’ Circle, whose music section
brought together many of the most prestigious critical names, among them
the British music critic Charles Acton, who was based in Ireland. The work
of the latter is part of the subject of the article by Wolfgang Marx, current-
ly president-elect of the Council of the Society for Musicology in Ireland
and an associate professor at the School of Music, University College Dub-
lin. Dr Marx’s article explores the specific characteristics of music criticism
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in Ireland at three distinct points in its history. It focuses on the emergence
of Irish music criticism in the mid-nineteenth century; on music criticism
in the latter part of the twentieth century, a period marked above all by
the critical activity of the aforementioned Charles Acton; and on the im-
pact of the digital revolution on music criticism in the twenty-first centu-
ry. Dr Lucija Konfic of the Department for the History of Croatian Music at
the Croatian Academy of Sciences and Arts presents an extremely rich pic-
ture of music criticism in the local press of the Croatian city of Karlovac in
the nineteenth century, a subject that has not previously been researched.
The final contribution from the highly diverse range of foreign authors that
characterises Studia musicologica Labacensia is an article jointly written by
Luba Kyanovska, a professor at the University of Lviv, and Lidiya Melnyk,
an academic associate at the University of Vienna’s Institute of Musicolo-
gy. The article is an attempt at a theoretical discussion of music criticism
and music journalism from the point of view of general theories of media,
theories of journalism and journalistic activity. In it, the authors illustrate
various strategies in music journalism and, on the basis of the predomi-
nant characteristics of an individual style, formulate an original typolo-
gy of music critical writing (with categories named after Hanslick, Rellstab
and Beckmesser).

A profoundly analytical approach to research also characterises the
papers by the four Slovene authors whose articles have been chosen for pub-
lication in the present collection. The first of these comes from Darja Kot-
er, a professor at the Academy of Music in Ljubljana and one of the leading
connoisseurs of Slovenia’s musical past. Her article touches on the criti-
cal endeavours of one of the most influential figures in twentieth-centu-
ry Slovene music, Lucijan Marija Skerjanc, whose critical writings spanned
his entire life from his secondary school years right up until his death and
appeared in practically every Slovene magazine and newspaper of signif-
icance from the point of view of music journalism. With more than 700
published pieces to his name, Skerjanc was one of the most prolific Slovene
music journalists of the twentieth century. The article focuses in particu-
lar on Skerjanc’s pre-war music criticism in the daily newspaper Jutro. Next
comes an article by the editor of the present publication dedicated to one of
the rare public attempts at imposing discipline on Slovene music criticism
in the new cultural and political reality that followed the Second World
War. Elements of the ruling cultural circle used the “incident in the Union
Hall” that occurred at the premiere performance of Matija Tomc’s cantata
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Stara pravda (“The old rights”) on 12 March 1956 as an opportunity to try
and discipline the field of music criticism by presenting “more appropriate”
socio-political guidelines for critical writing. The music critics who covered
the event in question were deemed incapable of showing sufficient insight
into the social uselessness of merely “aesthetic” writing and, consequently,
unable to offer an adequate political condemnation of “deviant” social phe-
nomena. The article by the independent researcher, established music crit-
ic and conductor Borut Smrekar reflects on the role and position of music
criticism today. Regarding the purpose of criticism, the author believes that
there is a need to define what music criticism should be and what it should
not be if it is to serve its purpose; and, last but not least, to establish where
the boundaries of music criticism lie. These boundaries are not only about
the actual impact that criticism has in a given social setting, but also about
the value of criticism in terms of its relevance, credibility and “objectivi-
ty”. The contributions dedicated to music criticism in Slovenia are round-
ed off by an article by Tjasa Ribizel Popi¢, an assistant in the Department
of Music Education at the University of Maribor. Having already analysed,
in her doctoral dissertation, the critical contributions of some of the most
important Slovene critics after the Second World War in connection with
the functioning of the majority of the principal musical institutions in Lju-
bljana, Dr Ribizel Popi¢ now turns her attention to reviews of concerts by
the most prominent youth music institution in Slovenia, Glasbena mladina
Slovenije (Jeunesses Musicales Slovenia), specifically the Symphonic Mati-
nees that took place from the early 1970s until the 1990s, and thus becomes
the first author to offer a presentation of the trends that may be observed
in music reviews published in the magazine Glasbena mladina. Despite the
enormously important role of music criticism in Slovenia’s musical past, it
nevertheless seems that, with the exception of individual treatments of mu-
sic critical writing, music criticism has not yet enjoyed significant atten-
tion from Slovene musicologists, perhaps in part because of its hybrid or
interdisciplinary nature. Accordingly, more systematic and comprehensive
studies of the field of Slovene music criticism will be needed in the future.
With a rich selection of articles by foreign authors, complemented by
a number of contributions from Slovenia, the present monograph attempts
above all to shed light on the critical activities of some of the most impor-
tant figures in the field of music criticism. Not only did the latter dictate
performance standards, it influenced the reception of music in a broader
sense and, to a greater or lesser extent, played an active part in shaping mu-
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sical culture. The articles by Slovene and foreign contributors alike clearly
demonstrate the extremely important role played by music criticism in the
past in practically all areas of musical life. The present discussion also looks
at the current state of music criticism and its survival or opportunities for
development in the future. It is an undeniable fact, given the increasing
prevalence of the “tabloid” approach, that the space previously dedicated
to music criticism in the media has shrunk. The predominance of brief in-
formation and pictorial material from the broader field of pop culture has,
in most media, completely replaced more detailed consideration of more
complex creative and performing phenomena in the field of serious mu-
sic. A more in-depth analytical approach is still maintained to a limited ex-
tent by some mainstream media outlets and to a greater extent by certain
specialised media, in particular those few national radio stations with arts
programming that continue to operate. Yet the audience for these media is
limited, while music criticism in the mainstream media is for the most part
restricted to coverage of only the most prominent cultural events.

In the face of the growing absence of music criticism, a question of
great or indeed crucial importance inevitably raises itself for the field of
music historiography: how will those who come after us be able to create a
complete picture of the musical life of our present age or, to put it another
way, what consequences will the absence of critical thought have on the de-
velopment of art music in the future? One of the chief purposes of the pres-
ent study is, then, to voice an appeal to preserve music criticism, along with
criticism of other fields of art. The survival of artistic criticism is essential,
not only for the insight it provides into individual artistic events, but above
all for the critical reflection it offers on the life of society at large — some-
thing that is increasingly necessary in the present age.
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Classical Music Criticism: An American Perspective

Alex Ross
Glasbeni kritik, New Yorker
Music Critic, The New Yorker

The American perspective on the future of music criticism is, to put it blunt-
ly, bleak. In 1992, when I moved to New York and began to write about clas-
sical music, every major city newspaper had at least one writer covering the
field full time. I would see four or five fellow critics at performances, doz-
ens of them big premiéres. When William Bolcom’s opera McTeague had
its premiere at the Lyric Opera of Chicago that year, one hundred and fifty
critics were in attendance, having gathered for a professional conference.'
In the intervening years, the ranks of the profession have steadily dwin-
dled, to the point that only five American newspapers have full-time clas-
sical critics on staft — this in a country with a population of three hundred
thirty million.” When we look at the population of classical critics work-
ing full time at national news magazines, we see an even grimmer picture:
myself, alone. If the current trends continue, in twenty years’ time, or per-
haps much sooner, the profession will be effectively defunct in this country.

And classical music is hardly alone in witnessing a dying off of critics.
Colleagues in other disciplines — dance, visual arts, books, even movies and
pop music - report similar struggles. Over the past decade, dozens of arts
critics have lost their jobs or been demoted to free-lance status. There is no

1 Edward Rothstein, “McTeague; A Musical Slice of Grim American Life,” New York
Times, November 2, 1992.

2 Namely: Jeremy Eichler at the Boston Globe, Zachary Woolfe and Joshua Barone at
the New York Times, Michael Andor Brodeur at the Washington Post, Mark Swed at
the Los Angeles Times, and Joshua Kosman at the San Francisco Chronicle.
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reason to believe that matters will soon improve. The problem goes deep,
and it has nothing to do with how this or that zone of the arts is faring. It
has to do with the very survival of journalism as a business. Some time ago,
people stopped thinking of news as something for which they should have
to pay. “Information wants to be free,” the slogan went. The drastic decline
in revenue that has resulted from the falling off of subscriptions and news-
stand purchases has caused cutbacks across the board. The wound was to
a great extent self-inflected. When the Internet came along, many newspa-
pers and magazines placed their “content” online free of charge, assuming
that mobs of new readers would swoon over their offerings and subscribe. A
battle was already lost when that word “content” entered circulation. In oth-
er words, the media voluntarily brought on itself the crisis that had invol-
untarily befallen the music business, when recordings were pirated through
file-sharing. Print media pirated itself.

The shift to digital publication has also introduced a tremendous-
ly damaging factor known throughout the business as “clicks.” One could
now measure, with alarming exactness, exactly how many people have read
or look at a given story. The result, at many publications, is an overvalua-
tion of those stories that get the most short-term attention. And once you
accept the equation of popularity and value, the game is over for the per-
forming arts. There is no longer any justification for giving space to clas-
sical music, jazz, dance, architecture, gallery shows, and any other artistic
activity that fails to ignite mass enthusiasm. In a cultural-Darwinist world
where only the buzziest survive, the arts section would consist solely of su-
perhero-movie reviews, TV-show recaps, and instant-reaction think-pieces
about pop superstars. Never mind that such entities hardly need coverage
in established papers, having achieved market domination through social
media. It’s the intellectual equivalent of a tax cut for the super-rich.

In recent years, in my country, a certain consciousness has dawned of
the dangers of clickbait journalism. The election of an incompetent, cor-
rupt, and dangerous president in 2016 owed much to the catastrophic feed-
back loop of fake news and clickbait. Afterward, subscriptions to the New
York Times, the Washington Post, and other so-called “legacy” publications
surged. Do these chastened content-consumers really want breezy chitchat
on trending topics? Or do they trust that storied institutions will decide for
themselves what merits attention? One lesson to be learned from the rise
of Donald Trump is that the media should not bind itself blindly to what-
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ever moves the needle. It remains to be seen whether this lesson has fully
sunk in.

There seems to have been a fundamental shift in how we value culture.
In a way, the marketplace is an ongoing election in which we vote, by means
of our money, for what we like. By paying for it, we assign it value. In a so-
cialist utopia, money would have nothing to do with aesthetic values, but
the world is what it is. If, in this capitalist culture, we think that we should
pay nothing, either for music or for writing, we are lowering our expecta-
tions; consciously or not, we are devaluing the work. If a piece of criticism
is just one of a thousand links available for free at the touch of a button,
how thoughtful can it be? If the complete works of Beethoven can be had in
a box set for less than a hundred dollars, or heard for free on Spotify, how
much are they really worth? And, of course, nothing is ever actually free.
Someone is getting rich somewhere. Corporations that have figured how
to “monetize” — another horrible word — the new reality, extracting prof-
its from vast streaming catalogues. Superstar artists receive enough plays
from streaming that they can augment their already enormous fortunes.
The smaller entities — record labels, journals, presses, bookstores — strug-
gle to stay afloat.

At the same time, popular culture has almost wholly subsumed the
nineteenth-century Romantic aesthetics that once elevated the position of
classical music. Theodor W. Adorno, in a response to Walter Benjamin’s
theory of the dissipating aura of bourgeois art, made the penetrating point
that the newer cultural forms, such as the cinema, had their own version of
aura, their own rituals of sacralization and pilgrimage. He wrote: “Wenn es
einen auratischen Charakter gibt, dieser den Filmen im hochsten und freilich
gerade bedenklichsten MafSe eignet.” Consider the rites of mourning that
have surrounded the deaths of David Bowie and Prince: as in the nine-
teenth century, the individual artist is seen as a vessel of the otherworldly,
as a telephone to the beyond, in Nietzsche’s phrase. In the end, there was no
loss of aura in the shift from a grand bourgeois culture to a mass culture,
or indeed from a culture of live performance to a culture of reproduction.
One can draw a straight line from the bourgeois cult of the solitary geni-
us to the mass cult of the stadium, television, or YouTube celebrity. In both
cases, a musical object radiates ritual power within a radically unequal cap-
italist society. Indeed, rising inequality within the domain of a pop-culture

3 Walter Benjamin, Gesammelte Schriften, vol. 1, part 3, eds. Rolf Tiedemann and Her-
mann Schweppenhiduser (Frankfurt: Suhrkamp Verlag, 1991), 1004.
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hegemony makes one wonder whether the two domains are in some way
interdependent, despite the rhetoric of dissent arising from some sectors.

The classical concert has become an increasingly singular phenom-
enon in modern life, one that leads us away from the culture of distrac-
tion and into a very different mode of paying attention. Thoughtful criti-
cism can perform a similar function. As long as we have concerts and art
exhibitions and films and books, we should have need for writing of sub-
stance as we prepare for these works or as we think back upon them. And
to the extent that cultural choices are now being organized and controlled
by algorithms, by a sophisticated averaging out of mass taste, the critic can
serve as an anti-algorithm, as a wrench in the machine. We can point peo-
ple in a different direction, we can speak up for idiosyncrasy, eccentricity,
difficulty, overlooked pleasures. Journalistic criticism may have no practi-
cal future, but the function of criticism can be carried out by those work-
ing in a free-lance capacity, especially those who have positions in academ-
ia and can write journalistically on the side. Encouraging in this respect is
a new communicative urge among younger musicologists, who have em-
braced the practice of “public musicology.™ They follow in the wake of the
late musicologist Richard Taruskin, who wrote prolifically and brilliantly
for The New Republic and The New York Times in the last years of the twen-
tieth century and in the first years of the twenty-first.” Even if the critic in
the traditional sense dies off, criticism will undoubtedly continue.

Permit me to insert a few autobiographical notes on how I conduct my-
self in this endangered but not quite extinct profession. I have been writing
for The New Yorker since 1996. My principal responsibility is to write the
magazine’s Musical Events column, which appears fourteen times a year. In
planning the columns, I seek maximum variety: major orchestral and op-
eratic events, smaller chamber-music or recital concerts, new-music con-
certs, early music, choral music, and so on. My role, as I see it, is not to re-
spond overnight to musical events, in the style of a daily newspaper critic,
but to step back and survey the entire field, intervening as a kind of color
commentator. I attempt to assemble a portrait of the musical world piece
by piece, in mosaic fashion. I alternate between major events at big insti-
tutions — the magazine wishes me to report regularly on the latest ups and
downs of the Met and the New York Philharmonic — and the activities of

>

4 See: William Robin, “Public Musicology,” annotated syllabus, https://willrob-
in251824868.files.wordpress.com/2018/08/musc-699p-syllabus.pdf.

5 See, among many other publications, Richard Taruskin, The Danger of Music and
Other Anti-Utopian Essays (Berkeley: University of California Press, 2009).
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smaller groups, unknown young composers, enterprising projects in un-
likely locations. For example, in June, 2017, I wrote about Renée Fleming
and Alan Gilbert’s farewell appearances at the Met and the Philharmon-
ic; in the same month, I went to Rangely, Colorado, to see a defunct wa-
ter tank that has been converted into a hyper-resonant performance space.’
That zig-zag motion between the famous and the obscure exemplifies my
mission.

In addition to the columns, I have also undertaken a series of longer
essays, generally running around five thousand words, as well as profiles of
leading musicians and composers. The essays have often centered on ma-
jor composers of the repertory, from Hildegard von Bingen to Morton Feld-
man, with most of the familiar names appearing in between. My intention
in these articles is both to provide a kind of general introduction for lay
readers as well as to summarize recent developments in scholarship and in-
terpretation for the benefit of those who follow the field more closely. The
essays sometimes involve a fair degree of research, and I find myself in the
fortunate position of being able to pursue these projects over the course of
many months. In 2013, I published an article about the Afro-Swedish con-
tralto Luranah Aldridge, daughter of the great African American tragedian
Ira Aldridge; her name had almost vanished from history, and I was able to
reassemble traces of her career, including her surprising relationship with
the Wagner family and the Bayreuth Festival” The patient interest that my
editors show in these undertakings — I must name with gratitude Daniel
Zalewski and David Remnick - is something exceedingly rare in Ameri-
can journalism.

At the outset of my career, I could look back on a rich history of Amer-
ican music criticism, extending up to the present day in the extraordinari-
ly learned reviews of the English-born Andrew Porter, who wrote the New
Yorker’s Musical Events column from 1972 to 1992. Colleagues in both Eng-
land and America regarded him with awe: he heard everything, remem-
bered all, brought to bear profound cultural knowledge, and cast his im-
mense learning in an elegant, fluid style. His New Yorker columns were a
mesmerizing fusion of criticism, scholarship, and cultural commentary. He
would give the literary background of an opera libretto, delve into multiple
editions of the score, and recount its performance history before proceed-

6 Alex Ross, “Departures and Arrivals,” The New Yorker, July 3, 2017; Alex Ross, “Tank
Music,” The New Yorker, July 24, 2017.
7 Alex Ross, “Othello’s Daughter,” The New Yorker, July 22, 2013.
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ing to the rendition at hand. A characteristic digression, from a column on

Donizetti’s “Dom Sébastien™

Among the Scribe papers in Paris I discovered an affidavit to the ef-
fect that the composer had rewritten the baritone’s principal air, ‘O Lis-
bonne,” between the dress rehearsal and the first night ... The next day,
I found the original air — a beautiful piece - in the baritone’s partbook.®

Although some readers found these asides a little donnish, the dispensati-
on of particulars achieved a sensuous flow: you could go swimming in Por-
ter’s omniscience. And, when he got into the nitty-gritty of performance,
he wrote with a newspaperman’s bluntness: “René Kollo is probably the best
Siegfried around. The notes are all there, audible, agreeable in tone, if not
exactly heroic. He looked good, if rather too tidily coiffed.” In contempora-
ry music, Porter favored such modernist masters as Pierre Boulez, Elliott
Carter, and Harrison Birtwistle, but he also wrote sympathetically of John
Adams’s Nixon in China, Philip Glass’s Einstein on the Beach, and the son-
gs of Ned Rorem.

The other potent influence on American music journalism in the late
twentieth century was the composer-critic Virgil Thomson, who wrote for
the New York Herald Tribune from 1940 to 1962 and remained a mentor to
younger writers until his death, in 1989. The co-creator, along with Ger-
trude Stein, of two of the greatest American operas — Four Saints in Three
Acts and The Mother of Us All - Thomson took music very seriously, but he
did not always speak about it in a serious tone, and he liked nothing bet-
ter than to puncture the solemn cult that long ago arose around the princi-
pal figures in classical music. Thomson tore into the conventional wisdom
of a middle-class public with unconcealed glee, killing one sacred cow after
another. His début review for the Herald Tribune dismissed Sibelius’s Sec-
ond Symphony as “vulgar, self-indulgent, and provincial beyond all descrip-
tion.” Toscanini was said to offer “a solid, expensive, luxury-product feel”;
Vladimir Horowitz was “a master of musical distortion.” Shostakovich’s
“Leningrad” Symphony “seems to have been written for the slow-witted,
the not very musical and the distracted.™ A review of Jascha Heifetz ended
thus: “Four-starred super-luxury hotels are a legitimate commerce. The fact

Andrew Porter, “The Tide of Pomp,” The New Yorker, April 16, 1984.

Andrew Porter, “Wagner Goes West,” The New Yorker, July 8, 1985.

10 Virgil Thomson, Music Chronicles, 1940-1954 (New York: Library of America, 2014), 10.

11 Ibid., 61, 192.
12 Ibid., 108.
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remains, however, that there is about their machine-tooled finish and empty
elegance something more than just a trifle vulgar”” That the reader may hap-
pen to disagree with most or all of these assessments — that is certainly my
own reaction — illustrates the important point that the critic’s task is not to
fashion an opinion that represents the popular majority. What arrests the
attention is the forcefulness with which these judgments are delivered and
the knowledge in which they are grounded.

The donnish Porter and the waspish Thomson were very different crit-
ics, but they had in common an enormous inborn authority. They did not
speak down to their readers but addressed them as intellectual equals, ca-
pable of grasping sophisticated references and digesting complex argu-
ments. Given the parlous state of modern journalism, such assumptions
are now considerably riskier, but they are still worth holding up as models.
Some readers will be well versed in classical music; others will know very
little. The challenge is to navigate between these groups and to find a lan-
guage that engages both at once. There is also an educational component to
the profession. It is clear that classical music has an actual audience and a
potential audience. A critic can draw new listeners in, give them a vocab-
ulary for their unspoken but often very solid perceptions. Critics writing
in general-interest publications are among the few people in the public eye
who even mention classical music. Because the art form is for the most part
shut out of the mainstream media, we have attained a peculiar and perhaps
undeserved prominence that critics in other genres do not possess.

Porter and Thomson also had in common an unswerving belief in the
centrality of contemporary music. They set themselves against an Ameri-
can classical-music establishment that viewed the commissioning and per-
formance of new music as an annoying duty to be dispatched as quickly and
bloodlessly as possible. As a practicing composer, Thomson was maddened
most of all by the degree to which concert programs had devolved into a
fixed canon, which he famously named the “Fifty Pieces.” In a 1944 essay,
he rails against not only the unchanging nature of that repertory but also
the idea of the masterpiece itself. One passage is worth quoting at length:

The enjoyment and understanding of music are dominated in a most
curious way by the prestige of the masterpiece. Neither the theatre nor
the cinema nor poetry nor narrative fiction pays allegiance to its ide-
al of excellence in the tyrannical way that music does. They recognize
no unbridgeable chasm between “great work” and the rest of produc-

13 Ibid., 221.
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tion. Even the world of art painting, though it is no less a victim than
that of music to Appreciation rackets based on the concept of gilt-edged
quality, is more penetrable to reason in this regard, since such values,
or the pretenses about them advanced by investing collectors and mu-
seums, are more easily unmasked as efforts to influence market prices.
But music in our time (and in our country) seems to be committed to
the idea that first-class work in composition is separable from the rest of
music-writing by a distinction as radical as that recognized in theolo-
gy between the elect and the damned. Or at the very least as rigorous an
exclusion from glory as that which formerly marked the difference be-
tween Mrs. Astor’s Four Hundred and the rest of the human race. This
snobbish definition of excellence is opposed to the classical concept of
a Republic of Letters. It reposes, rather, on the theocratic idea that in-
spiration is less a privilege of the private citizen than of the ordained
prophet. Its weakness lies in the fact that music, though it serves most
becomingly as religion’s handmaiden, is not a religion. Music does not
deal in general ideas of morality or salvation. It is an art. It expresses
private sentiments through skill and sincerity, both of which last are a
privilege, a duty, indeed, of the private citizen, and no monopoly of the
prophetically inclined."

With a slight hint of Marxist cultural theory - Thomson admired Hanns
Eisler and read Adorno with interest — the critic lays out the fundamental
problem at the heart of American classical music: its overweening venera-
tion of a European heritage that the Europeans themselves had learned to
treat more skeptically. In my own work, I have attempted to challenge at
every turn the excessive dependence on the musical past, even as I venera-
te its achievements.

Thomson memorably defined criticism as “the only antidote we have to
paid publicity.”” Critics can push back against the power of the star system,
which exercises its influence in the classical-music world as in every other
cultural field, even if the sums of money changing hands are not compa-
rable to what goes on in the pop world. Critics can encourage listeners to
think for themselves and not to accept the consensus choices that are set be-
fore them by leading institutions and the agencies that feed the star system.
The New York Times film critic A. O. Scott, in his 2017 manifesto Better Liv-
ing Through Criticism, writes:

14 Ibid., 278-9.

15  Virgil Thomson, Selected Letters of Virgil Thomson, eds. Tim Page and Vanessa
Weeks Page (New York: Summit, 1988), 222.
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As consumers of culture, we are lulled into passivity or, at best, prod-
ded toward a state of pseudo-semi-self-awareness, encouraged either to-
ward the defensive group identity of fanhood or a shallow, half-iron-
ic eclecticism.'

The role of the critic, Scott says, is to resist the manufactured consensus —
to interrogate the successful, to exalt the unknown, to argue for ambigui-
ty and complexity.

In the end, however, critics exercise authority through their style. Their
language can heighten the stakes for performers and composers alike. For
many decades, the conversation around classical music has been rather too
placid and detached. A dry, reserved manner predominated, especially in
newspapers. If we look into the archives of writing about music, we see a
much more unabashed approach. About a century ago, the critic and au-
thor James Huneker had this to say about Chopin’s C-sharp-minor Prel-
ude: “There is a flash of steel-gray, deepening into black, and then the vision
vanishes as though some huge bird had plunged down through the blazing
sunlight, leaving a color-echo in the void.”” (That is from Huneker’s preface
to the Schirmer edition of the Chopin Preludes, from which many Ameri-
can students learned the music.) A hundred years before that, the great crit-
ic, author, and composer E. T. A. Hoffmann summoned Beethoven’s Fifth
Symphony:

Glithende Strahlen schiessen durch dieses Reiches tiefe Nacht, und wir
werden Riesenschatten gewahr, die auf- und abwogen, enger und enger
uns einschliessen und alles in uns vernichten, nur nicht den Schmerz
der unendlichen Sehnsucht.*

It is not a matter of reviving these historically dated styles. But one can seek
a similar energy, a similar flair, in a contemporary voice.

In 1942, at the height of the Second World War, the supreme American
poet Wallace Stevens delivered a lecture entitled “The Noble Rider and the
Sound of Words.” He asked: what is the use of art, of poetry, at this fright-
ening time in history, when it seems as though all luxuries must fall away?
He quoted Shakespeare’s Sonnet 65: “How with this rage shall beauty hold
16 A.O.Scott, Better Living Through Criticism: How to Think About Art, Pleasure, Beau-

ty, and Truth (New York: Penguin, 2017), 10.

17 James Huneker, “The Preludes,” in Frédéric Chopin, Complete Works for the Piano-

forte, Book Nine: Preludes, ed. Raphael Joseffy (New York: Schirmer, 1915), v.

18 E. T. A. Hoffmann, Schriften zur Musik, Nachlese (Munich: Winkler-Verlag, 1963),
36.
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a plea?” He might as well have been talking about music, about the use of
music, or even about criticism, the use of criticism. This is the answer that
he gave:

It is hard to think of a thing more out of time than nobility. Looked at
plainly it seems false and dead and ugly [...] something that was noble
in its day, grandeur that was, the rhetorical once. But as a wave is a force
and not the water of which it is composed, which is never the same, so
nobility is a force and not the manifestations of which it is composed,
which are never the same. [...] It is not an artifice that the mind has add-
ed to human nature. It is a violence from within that protects us from
a violence without. It is the imagination pressing back against the pres-
sure of reality. It seems, in the last analysis, to have something to do
with our self-preservation; and that, no doubt, is why the expression of
it, the sound of its words, helps us to live our lives.”

Those last sentences come close to articulating the philosophy that I pursue
in my own work, even if I am always doomed to fall far short of it.
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By the time of the controversy between Giovanni Maria Artusi and Clau-
dio Monteverdi, as well as in the Querelles des anciens et des modernes, and
up to the aesthetical debates in the 19" and 20™ centuries, critical disputes
concerning music have dealt in particular with the question of artistic in-
novation. Whereas initially it was mainly theoreticians and composers in-
volved, during the 19" and 20" centuries philosophers such as Friedrich
Nietzsche or Theodor W. Adorno prominently came up. And it is their texts
in particular which make clear that deliberations on music are always mo-
tivated by social values and certain attitudes not only towards art, but to-
wards life in general. The danger of an ideological usurpation of music and
its critique became dangerously evident during the totalitarian regimes of
the 20™ century.’
Today music criticism seems to be endangered for different reasons.
On the one hand the ongoing transformation of public media deeply af-
fects traditional cultural practices; on the other hand, nobody seems to
be convinced any more of an obligation to fight for the “truth” of an aes-
thetical position or a certain form of art.” In addition, high quality pub-
1 For an excellent overview see: “Criticism,” in The New Grove Dictionary of Music and
Musicians, vol. 5, ed. Stanley Sadie (London: Macmillan, 1980), 670-98, resp. Grove
Music online.
2 For this aspect see amongst others: Susanne Kogler, “Wahrheit’ und ‘Dichtung’ als
Paradigmen der Kritik: Robert Schumann und Hugo Wolf,” in KiinstlerKritiker.

Zum Verhdltnis von Produktion und Kritik in bildender Kunst und Musik, ed. Mi-
chael Custodis et al. (Saarbriicken: Pfau, 2006), 28—43.
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lic debates appear to be generally in decline. Thus, the problematic situa-
tion of music criticism seems to correspond with a broader crisis of critical
thinking and Western culture. Taking this view as a point of departure, I
will first illuminate the socio-political dimensions inherent in music criti-
cism with the help of historical and topical examples. Second, I will discuss
which role music criticism might play and which forms it might adopt in
our days and in the future.

Historical Deliberations

What is the innovation that critics fight about? If it were about musical
structures and purely musical and artistic ideas only, it would not be made
so much fuss about, we might suspect. Indeed, as different studies show, the
organization of art has always been related to the social organization of life.
A very illuminating example amongst others is the connection between the
quarrel of the Buffonists in the 18th century and the French Revolution.

Even if the debate concerned the primacy of melody or harmony, it can
be traced back to ideas regarding how people should live together. Where-
as harmony can be connected to a social model that involves many voices
fitting together in a sort of democratic order, the idea of melody as an ac-
companied leading voice is connected to the idea of an origin which consti-
tutes the basis of one unique voice commanding the whole society. In 1767
Rousseau published an article entitled “Unité de Melodie” where the term
unité is used in this sense. His idea of regaining an ideal origin is bound to
the idea of society as one collective body with many limbs, as he stated in
Contrat social. According to Rousseau all members speak one original lan-
guage.’ The songs of the French Revolution represent this unitedness musi-
cally. The Marseillaise is the most famous of them. Its melody prepared the
soldiers to follow one original inner voice that should at the same time be
the shared basis of the new state.

In 1840, Robert Schuman cited the hymn in his song Die beiden Gren-
adiere op. 94 no.1, which is based on a text by Heinrich Heine. The melody
which originally should represent the strength and the loyalty of the French
soldiers, is ironized through a grotesque combination with Heine’s words.*
3 Cf. Hans Georg Nicklaus, “Rousseau und die Verurteilung der Mehrstimmigkeit,” in

Zwischen Rauschen und Offenbarung. Zur Kultur- und Mediengeschichte der Stimme,

ed. Friedrich Kittler et al. (Berlin: Akademie Verlag, 2002), 161.

4 Cf. amongst others: Markus Winkler, “Die Grenadiere’. Heine und Schumann,” in

Ubergiinge: zwischen Kiinsten und Kulturen. Internationaler Kongress zum 150. To-
desjahr von Heinrich Heine und Robert Schumann, ed. Henriette Herwig (Stuttgart:
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Regarding the 18" and 19'" centuries we may also speak of a dialectical
relationship between the social and the aesthetic dimension of music criti-
cism.” Depending on the readership in the different journals, the critics fo-
cused either on the one or the other side.

Some Case Studies

E. T. A. Hoffmann

If we look at critiques written by one of the most famous critics in history,
the composer and poet E. T. A. Hoffmann, we can also find some charac-
teristic features which show the interconnection between art and life that

he was fighting for.

Concerning the Ouverture & grand Orchestre, “du jeune Henri Chas-
se” par Etienne-Nicolas Méhul, published in Leipzig with Breitkopf und
Hirtel, his ideals of what a composer should do stand out: as Méhul does,
the composer should dominate the fantasy, the imagination of the audience
in such a way that a certain image taken from life would be projected di-
rectly in front of the inner eye. The effect aimed at is for the audience to be-
come directly involved in the colorful chaos of fantastic events.

The music willingly reveals its secrets to the composer; he [...] there-
by dominates the listener’s imagination, so that at his call a certain pic-
ture from life appears before the eyes of the spirit, and he is irresisti-
bly drawn into the colorful melee of fantastic appearances. [...] Melody,
choice of instruments, harmonic structure, everything must work to-
gether, and it would be a foolish delusion if one wanted to achieve that
purpose, to have a definite effect on the imagination, by imitating indi-
vidual natural sounds without paying attention to the whole.

Metzler, 2007), 275-88; resp. Bernhard R. Appel, “Die ‘Marseillaise’ bei Heinrich
Heine und Robert Schumann,” in Ubergiinge: zwischen Kiinsten und Kulturen. Inter-
nationaler Kongress zum 150. Todesjahr von Heinrich Heine und Robert Schumann,
ed. Henriette Herwig (Stuttgart: Metzler, 2007), 289-304.

5 Cf. Ulrich Tadday, Christoph Flamm, and Peter Wicke, “Musikkritik,” in MGG, ed.
Laurenz Liitteken (Kassel, Stuttgart, New York: s. n., 2016-2021).

6 “Dem wahren Komponisten enthiillt die Musik willig ihre Geheimnisse; er [...] be-
herrscht damit die Fantasie des Zuhorers, so daf$ auf seinen Ruf diesem ein bestimm-
tes Bild aus dem Leben vor die Augen des Geistes tritt, und er unwiderstehlich hinein-
gezogen wird in das bunte Gewiihl fantastischer Erscheinungen. Melodie, Wahl der
Instrumente, harmonische Struktur, alles mufS da zusammenwirken, und es wire ein
torichter Wahn, wenn man durch die Nachahmung einzelner Naturlaute ohne Beach-
tung des Ganzen jenen Zweck, bestimmt auf die Fantasie zu wirken, erreichen wollte.”
E. T. A. Hoffmann, “Ouverture a grande Orchestre, ‘du jeune Henri Chasse’ par F.
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Art thus functions as a bridge between the merely banal, daily world
and the fantastic world. When doing so the music transcends so called
tonal painting which is imitation of nature only and effects imagination
directly”

As the last passage of the quotation shows, for Hoffmann it is neces-
sary that the artist is a good craftsman and knows his métier well. As a con-
sequence, for Hoffmann it is also important to demonstrate the quality of
the works he has considered successful through analytic remarks describ-
ing dimensions of the musical texture such as harmony, melody, the use
of instruments etc. The poetic effect is based on the rational but poetically
inspired use of musical means. Hoffmann is convinced that the effect of a
well-made music would not only be felt by himself, but by everybody who is
in general capable of letting himself be touched by music:

Without at least knowing the composer’s intention beforehand, every
listener whom the music is at all only capable of seizing will be trans-
ported by the overture into the joyful tumult of merry hunters: this Rez.
boldly dares to assert.’

A vivid description of the scenery painted in music follows. It is at the
same time a poetic description of the effect of the music on Hoffmann, of
Hofmann’s personal musical experience:

The royal stag leaps out of a deep thicket, pursued, attacked by the
hounds raging with hunting lust; the hunters rush after it on snorting
horses; all at once the animal has disappeared, the hounds have lost the
scent; they creep around searching and sniffing, the hunters keep still;
then the hounds strike again, the animal sets over stone and bush, the
horns sound, the hunters catch up with it, and merry fanfares announce
the victory. All of this comes out in the most vivid colors - a proof of

Méhul. Chez Breitkopf et Hirtel a Leipsic,” in Die Schriften iiber Musik, in Dichtun-
gen und Schriften.Gesamtausgabe in 15 Bdnden, 12. Band, ed. Walther Harich (Wei-
mar, Lichtenstein, 1924), 209.

7 For Hoffmann on Méhul see amongst others: Anja Pohsner, ““Wenn ich von mir
selbst abhinge, wiird’ ich Componist ...” Die Umwege des Musikers E. T. A. Hoff-
mann. Wechselwirkungen innerhalb seines musikalischen und literarischen Wer-
kes” (Univ. Diss., Heidelberg, 1999), 85-6.

8 “Ohne im mindestens die Absicht des Komponisten vorher zu wissen, wird jeder Zuho-
rer, den die Musik iiberhaupt nur zu ergreifen vermag, durch die Ouvertiire in das fro-
he Getiimmel lustiger Jdger versetzt werden: dieses getraut sich Rez. keck zu behaup-
ten.” Hoffmann, “Ouverture a grande Orchestre,” 210.
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how correctly the composer chose the means for the purpose once set,
and how he knew how to hold the whole together in all its parts.’

At the end of the poetic description, Hoffmann again underscores that
the composer was able to choose the musical means correctly. The impact
of the music thus depends on the composer’s knowledge and mastery and
results directly therefrom. In the part of the text which then follows, Hoft-
mann even uses excerpts from the score to demonstrate his views and to
convince his readers.” We may therefore conclude that despite all romantic
poetry, the critic argues rationally combining rational and analytic means
with the reflection and description of his subjective impressions and aes-
thetic experience. By doing so he becomes a model for later philosophers
and critics as prominent as Th. W. Adorno, for example.

Another text taken from Hofmann’s writings shows how he operates
in the case that he is not convinced by the piece even if it’s a composition
by a very well-known and otherwise appreciated composer, even appreciat-
ed by Hoffmann himself.

An exemple for such a critique is the text concerning the “Grande
Sonate pour le Pianoforte comp. - - par J.G. Reichardt, Maitre de Chapelle
de S. M. le roi de Prusse a Leipsic, chez Breitkopf et Hartel.” Right at the
beginning the author makes clear that the quality of the composition he is
writing about, from his point of view, is not at all comparable to that of oth-
er pieces by Reichardt. In the following he describes how Reichardt’s geni-
us was capable to write impressionable music characterized by deeply ex-
pressed and heartfelt sensations, by, in all respects, even in the highest, true
declamation, by a genius-like understanding of the most impressive musi-
cal means. In genres such as a simple lied or even a gorgeous opera, Reich-
ardt’s music presented both every detail, as well as the entire character of a
given poem in an emphatic way. As a consequence, he succeeded in touch-
ing every mind and inspiring it to emphatically engage with the music.

9 “Aus tiefem Dickicht springt der konigliche Hirsch hervor, verfolgt, angefallen von den
in Jagdlust wiitenden Hunden; auf schnaubenden Rossen stiirmen die Jdger nach; auf
einmal ist das Tier verschwunden, die Hunde haben die Fiihrte verloren; sie schleichen
suchend und schnuppernd umher, die Jdger halten sich still; da schlagen die Hunde
aufs Neue an, tiber Stein und Busch setzt das Tier, die Horner schallen, die Jiger erei-
len es, und lustige Fanfaren verkiindigen den Sieg. Alles dieses tritt in den lebendigs-
ten Farben heraus — ein Beweis, wie richtig der Komponist zu dem einmal vorgesetzten
Zweck die Mittel wihlte, und wie er das Ganze in allen seinen Teilen zusammenzuhal-
ten verstand.” Ibid.

10 Ibid., 210-13.
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As a precondition for these achievements Hoffmann considers a bal-
anced relationship between rationality and fantasy. Concluding these con-
siderations, Hoffmann states that Reichardt, when writing a sonata, missed
the support of poetry, which proved to be essential for him. Only real he-
roes of music are capable of writing autonomous, instrumental music, he
stresses. For this task, not only are insights into the artistic and harmoni-
ous structures necessary, but also a perfect understanding of the individu-
ality of each instrument, in order to use it according to its highest potential.
These requirements concern in particular the piano, which had recently
undergone so many changes, it could be considered a completely novel in-
strument. What Hoffmann reproaches in the following is not being con-
scious of these technical innovations by comparing Reichardt with some-
one lost on an island, and thus isolated and not in connection with current
artistic practices anymore:

It could be imagined that a brave piano player and composer from the
time of Bache, Wollfe, etc., by some coincidence would be transported to
an island (in the Indian archipelago or elsewhere), while saving his grand
piano and Sebastian Bach in solitude. Now he diligently composed so-
natas and toccatas, entirely in the artful, but with regard to the splen-
dor, which now came from the increased virtuosity of the players and the
magnificent instruments, which replaced those clattering, clanging pian-
0s, poor manner, as it existed at that time, and would, as a passing ship
took him up, bring over the fruit of his labor. The appearance of his works
would be, if not exactly pleasing, yet certainly strange [...]."

With this comparison Hoffmann becomes ironic, but he doesn’t stop
here. Rather he accuses Reichardt of not even having known the historical
innovations concerning his instrument, the piano.

11 “EsliefSe sich denken, dass ein wackrer Klavierspieler und Komponist aus der Zeit der
Bache, Wolfe etc. durch irgendeinen Zufall auf eine Insel (etwa im indischen Archip-
elagus oder sonst) verschlagen wiirde, indessen seinen Fliigel und den Sebastian Bach
in die Einsamkeit hiniiberrettete. Nun komponierte er fleif$ig Sonaten und Tokkaten,
ganz in der kunstvollen, aber riicksichtlich des Glanzes, der nun aus der gestiegenen
Virtuositdt der Spieler und dem herrlichen Instrumente, das jene klappernden, klir-
renden Fliigel ersetzte, hervorgegangen, drmlichen Manier, wie sie damals bestand,
und brdchte, als ein vorbeisegelndes Schiff in aufnahm, die Frucht seiner Arbeit herii-
ber. Die Erscheinung seiner Werke wiirde, wenn auch nicht gerade erfreulich, doch ge-
wiss merkwiirdig sein [...].” Cf. E. T. A. Hoffmann, “Grande Sonate pour le Pianofor-
te comp. - - par J.G Reichardt, Maitre de Chapelle de S.M. le roi de Prusse. a Leipsic,
chez Breitkopf et Hirtel,” in Die Schriften iiber Musik, in Dichtungen und Schriften.
Gesamtausgabe in 15 Banden, 12. Band, ed. Walther Harich (Weimar, Lichtenstein,
1924), 335.
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Mr. R. was indeed on an island, but if not without a grand piano, cer-
tainly without Sebastian Bach. Not even historically does he seem to
have been aware of the tremendous progress that was made in com-
position for this instrument after Mozart and Beethoven had given pi-
anoforte playing a completely new, high, powerful impetus; otherwise,
he would not have composed the present sonata, or at least not have
brought it to a large audience. Without Seb. Bach, Mr. R. was on the
island, because otherwise he would have known how to give his work
some interest, at least with regard to the harmonic structure.”

Finally, before explaining his views in detail on the basis of the score,
Hoftmann stresses his obligation to charge severely according to his in-
sights and the truth. In addition, he explains his goal to indicate to the com-
poser which paths he should follow in the future, namely singing “some jo-
vial and glorious lied.”

In conclusion, as the critic’s view is concerned, we can say that Hoft-
mann judges the pieces he writes about in detail and with respect to their
overall effect. He speaks at the same time as both an artist and a specialist,
and as a part of the public, as a listener. His main concern is the effect of
music, which should have an impact on the audience and thus change the
listener’s daily life through establishing a pathway to the land of fantasy.”

Claude Debussy

If we compare now briefly Hoffmann’s critiques with the critical writings of
Claude Debussy entitled Monsieur Croche, we will notice a totally different
attitude: Whereas Hofmann is writing emphatically from the standpoint
of a critic, Debussy gives the impression that he does not want to consider
himself a professional critic at all. Rather he is skeptical about criticism it-

12 “Herr R. befand sich in der Tat auf einer Insel, aber wenn auch nicht ohne Fliigel, doch
gewifs ohne Sebastian Bach. Nicht einmal historisch scheinen ihm ndmlich die unge-
heuren Fortschritte bekannt geworden zu sein, die, nachdem Mozart und Beethoven
dem Pianofortespiel iiberhaupt einen ganz neuen, hohen, mdchtigen Schwung gege-
ben hatten, in der Komposition fiir dies Instrument gemacht wurden; denn sonst wiir-
de er die vorliegende Sonate nicht komponiert, wenigstens nicht ins grofse Publikum
gebracht haben. Ohne Seb. Bach befand sich aber Herr R. deshalb auf der Insel, weil er
sonst doch wenigstens riicksichtlich des harmonischen Gefiiges seinem Werke einiges
Interesse zu geben gewusst hdtte.” Ibid., 335-6.

13 For a more detailed view on Reichardt’s aesthetics and Hoffmann’s critique see: Ste-
fan Keym, “Musik von einer einsamen Insel? Reichardts Grande Sonate f-Moll und
die Kritik von E. T. A. Hoffmann,” in Johann Friedrich Reichardt (1752-1814). Zwi-
schen Anpassung und Provokation, ed. Manfred Beetz et al. (Halle/Saale: s. n., 2003),
145-62.
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self. Several times he stresses that he does not want to write and behave like
a critic. By doing so he criticizes the critics of his time and the genre of cri-
tique itself. Correspondingly he is skeptical about the classical genre of the
symphony, which he considers to be outdated. It is not astonishing that a
symphony composed by M. Witkowski, which Debussy wrote about does
not find his approval:

A symphony by Mr. G.-M. Witkowski was received with enthusiasm. It
seemed to me that, since Beethoven, the proof of the uselessness of the
symphony was made. Also, with Schumann and Mendelssohn, it is only
a respectful repetition of the same forms with already less force."

His remarks on composers he considers as geniuses and their “holy
works” show that from his point of view, a genius does not need any ap-
proval by a critic. “I will speak very little about works consecrated, either by
success or by tradition; once by all, Meyerbeer, Thalberg, Reyer ... are men of
genius, it does not matter otherwise.” What a composer should develop, ac-
cording to him, is a distinguishable, individual handwriting. If the influ-
ence of another genius is discernible, as for instance with Schumann’s Faust
or the Ouverture Le roi Lear by A. Savard, he is not interested in the piece.

At the end Debussy criticizes the institution of the concert as a whole
by ironizing the behavior of a singer presenting orchestral songs by Fritz
Delius and the way in which the audience demonstrates approval.

It was ineffable as anything, this music! It was sung by Miss C. An-
dray-Fairfax with a dreamy and melancholy voice. Miss Andray-Fairfax
devised, while the music was lamenting, a game of comparison between
the audience and the chandelier, which turned, I must say, entirely to
the glory of the chandelier. This charming game seemed to defend the
delicacy of the melodies from the barbarous noise of the bravos.”

14  “Une symphonie de M. G.-M. Witkowski fut accueillie avec enthousiasme. Il me sem-
blait que, depuis Beethoven, la preuve de I’inutilité de la symphonie était faite. Aus-
si bien, chez Schumann et Mendelssohn n'est-elle plus qu’'une répétition respectueuse
des méme formes avec déja moins de force.” Cf. Claude Debussy, “Le ‘Faust’ de Schu-
mann. - Ouverture pour ‘Le Roi Lear’ d’A. Savard. — Le troisieme acte de ‘Siegfried’.
- Une Symphonie de Witkowski,” in: Claude Debussy, Monsieur Croche et autres
écrits, ed. Francois Lesure (Paris: Gallimard, 1987), 25.

15  “Je parlerai fort peu des ceuvres consacrées, soit par le succes, soit par la tradition ; une
fois par toutes, Meyerbeer, Thalberg, Reyer ... sont des hommes de génie, ¢a n'a pas au-
trement d’importance.” Ibid., 24.

16 “C’était ineffable comme tout, cette musique ! Elle fut chantée par Mlle C. Andray-Fair-
fax avec une voix réveuse et mélancoliquement distinguée. Mlle Andray-Fairfax ima-
gina, pendant que se lamentait la musique, un jeu de comparaison entre le public et le
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Disregarding the political background and the specific idea of the new
that emerges here, with Debussy we see that the function of the critic with-
in the bourgeois cultural life gets precarious. Taking his standpoint as an ex-
ample we can thus conclude that at the beginning of the twentieth centu-
ry art was considered able to express itself sufficiently without any help and
professional mediation. The gap between the artist and the bourgeois insti-
tutions appears to grow, and in the course of this development, the gap be-
tween art and those same institutions also widens. The comments on the re-
ception of the Dreigroschenoper by Brecht and Weill also underscore this
process. Bertolt Brecht explained in a self-interview in 1933, from his point of
view, what caused the success of the Dreigroschenoper (Threepenny Opera):

I'm afraid all the things I didn’t care for: the romantic attitude, the love
story, the musical. When the Threepenny Opera had been successful,
they made a film out of it. For the film, they took everything that I had
mocked in the play, the romanticism, the sentimentality, etc., and left
out the mockery. There the success was even greater.”

What was important for him was the critique of society inherent in
the piece:

I had tried to show that the world of ideas and the emotional life of the
street bandits bear an immense resemblance to the world of ideas and
the emotional life of the solid citizen.”

Art critique becomes cultural critique. It might seem astonishing, that
the critic now seems to change sides and is defending novel artistic devel-
opments against a more traditionally oriented society. Theodor W. Ador-
no writes in 1929:

lustre, qui tourna, je dois le dire, tout a la gloire du lustre. Ce jeu charmant semblait
défendre la délicatesse des mélodies du bruit barbare des bravos.” Cf. Ibid., 27.

17 “Ich fiirchte, all das, worauf es mir nicht ankam: die romantische Haltung, die Liebes-
geschichte, das Musikalische. Als die Dreigroschenoper Erfolg gehabt hatte, machte
man einen Film daraus. Man nahm fiir den Film all das, was ich in dem Stiick verspot-
tet hatte, die Romantik, die Sentimentalitit usw., und lief§ den Spott weg. Da war der
Erfolg noch grofSer.” Bertolt Brecht, “Autobiographische Notizen 1921 bis Juni 1938,”
in Bertolt Brecht: Werke. GrofSe kommentierte Berliner und Frankfurter Ausgabe, vol.
26: Journale 1, ed. Werner Hecht et al. (Berlin, Frankfurt: Suhrkampf Verlag, 1913-
1941), 299.

18  “Ich hatte zu zeigen versucht, dass die Ideenwelt und das Gefiihlsleben der StrafSen-
banditen ungemein viel Ahnlichkeit mit der Ideenwelt und dem Gefiihlsleben des soli-
den Biirgers haben.” Ibid., 299.
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Society has many ways to deal with inconvenient works. It can ignore
them, it can critically destroy them, it can swallow them so that noth-
ing remains. The Threepenny Opera has whetted its appetite for the last.
Meanwhile, there is still the question of how the meal will be digest-
ed by her. For even as a means of enjoyment, the Threepenny Opera re-
mains dangerous: no ideology of community occurs there, neither ma-
terially nor musically, since nothing noble and transfiguring is set as
collective art, but rather the abrogation of art is suspended, in order to
find the sound for the abrogation of society. And those who here inter-
pret the thrown-off, collective contents are quite lonely, only with them-
selves; perhaps they only like it so much because they can laugh at their
loneliness like that of a clown. With no melody of the Threepenny Op-
era reconstruction can be played; its hollowed-out simplicity is nothing
less than classical. It would rather be played in bars, whose half-light
abruptly illuminates it, than sung in the meadow. It is utility music,
which today, since one is in the safe, can be enjoyed as a ferment, but
not used to cover what is. Where it turns from interpretation into di-
rect language, it openly demands: ‘For it is cold. Consider the darkness
and the great cold.”

This change in the critic’s view can be explained by societal and po-

litical changes. In the same year in the Vélkische Beobachter published

in Munich on July 23" one could read with respect to the premiere of the

Dreigroschenoper:

19

44

“Viele Wege hat die Gesellschaft, mit unbequemen Werken fertig zu werden. Sie
kann sie ignorieren, sie kann sie kritisch vernichten, sie kann sie schlucken, so, dafs
nichts mehr iibrig bleibt. Die Dreigroschenoper hat ihr zum Letzten Appetit gemacht.
Indessen, es ist noch die Frage, wie ihr die Mahlzeit bekommt. Denn noch als Genuss-
mittel bleibt die Dreigroschenoper gefihrlich: keine Gemeinschaftsideologie kommt da
vor, stofflich nicht und auch musikalisch nicht, da nichts Edles und Verklirendes als
Kollektivkunst gesetzt, sondern der Abhub von Kunst aufgehoben wird, dem Abhub
der Gesellschaft den Laut zu finden. Und wer hier die abgeworfenen, kollektiven Ge-
halte deutet, ist durchaus einsam, nur bei sich selber; vielleicht gefillt es ihnen nur da-
rum so gut, weil sie seine Einsamkeit wie die eines Clowns belachen kénnen. Mit kei-
ner Melodie der Dreigroschenoper kann man Wiederaufbau spielen; ihre ausgehihlte
Einfachheit ist nichts weniger als klassisch. Eher konnte sie schliefSlich doch in Bars ge-
spielt werden, deren Halbdunkel sie jih erleuchtet, als auf der Wiese gesungen. Es ist
Gebrauchsmusik, die heut, da man im sicheren ist, zwar als Ferment genossen, nicht
aber gebraucht werden kann, das zu verdecken, was ist. Wo sie aus Deutung in un-
mittelbare Sprache umschligt, fordert sie offen: ‘Denn es ist kalt. Bedenkt das Dun-
kel und die grofSe Kdlte.” Theodor W. Adorno, “Zur Dreigroschenoper,” in Musikali-
sche Schriften V [Ges. Schriften 18], ed. Rolf Tiedemann (Frankfurt a. M.: Suhrkamp,
1970), 539-40.
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The muck swamp particularly concentrated in some corner of every big
city can be just good enough for the cinematic romance of climbing
max culture, and for the rest, however, is really just a matter of police
street cleaning procedure.”

Criticism Today

As we have seen, music criticism is a phenomenon strongly linked to the
bourgeoisie. Thus, in the late 20™ century music criticism faced a decline
which, to a certain extent, was due to the decreasing importance of classi-
cal music and its institutions for a broader public that is no longer a bour-
geois one. Despite this pessimism critics are still present today. And they
are still the object of artist’s anger as a recent startling event in Germany
shows when a performer, the director of the ballet in Hannover, attacked a
FAZ-critic, Wiebke Hiister, with dog poop.” Politer is the attack by Hugo
Wolf, who in the well-known song Abschied based on a text by Eduard
Morike expressed the artists’ anger at critics ironically. Nevertheless, we
should bear in mind that the critic’s description in the song follows antise-
mitic stereotypes, as does Wagner’s portrait of Beckmesser.”

But how do successful critics fulfill their role today? Id like to take
Wilhelm Sinkovicz, Austrian’s most prominent critic as an example, who
writes for the traditionally conservative newspaper Die Presse. He com-
ments regularly on all aspects of the classical music market: he reviews
CDs, writes concert critiques, and comments on public debates in the cul-
tural life, such as the development of opera staging, for instance. His voice
serves a well-informed, interested public. According to this mission he
occasionally organizes musical saloons where he presents the upcoming
highlights of the cultural life in Vienna. By doing so he also takes up some
concerns characteristic for musicology, such as promoting compositions by
20 “Der in irgendeinem Winkel jeder Grofistadt besonders konzentrierte Drecksumpf

kann fiir die Kinoromantik der Klettermaxekultur gerade noch gut genug sein und

ist im iibrigen aber wirklich nur eine Angelegenheit des polizeilichen StrafSenreini-
gungsverfahrens.” Volkischer Beobachter, July 23, 1929 [Miinchen]. Cf. Bertold Brecht
and Kurt Weill, “Die Dreigroschenoper” (Kammerspiele der Josefstadt, Programm

2021/22), 12.

21 Vgl. Thomas Kramar, “Die fakale Attacke eines Ballettdirektors auf eine Kritikerin
lasst sich nicht rechtfertigen. Auch nicht durch unfaire Kritiken. Auch wer ‘Schas’

schreibt, soll nicht geziichtigt warden,” Die Presse, February 15, 2023, 17.

22 On antisemitism in Vienna around 1900 see: Kay M. Knittel, Seeing Mahler: Mu-
sic and the Language of Antisemitism in Fin-de-Siecle Vienna (Burlington: Ashgate,
2010).
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women composers through talking to musicians who presented a topical
CD featuring music written by women, for instance. The difference is that
he always acts as an advocate of good music — from the listener’s viewpoint.
Concerning women composers for instance he writes:

You almost never hear music by women in operas and concert halls

unjustly: German cellist Raphaela Gromes has tracked down women

composers who have been neglected for centuries. Her album proves

how many women have composed and above all: how good their mu-

sic is.”

In an article on the occasion of the death of Friedrich Cerha this can
also be observed, when he judges the quality of Cerha’s compositions by

distinguishing them from other types of new music that do not find the
critic’s approval. With respect to Cerha’s Baal he wrote:

Cerha had indeed opened the ears of music lovers with this coup. The
so-called New Music had lost its threatening potential; from now on,
people again followed with interest what the composers had to offer in
the way of novelties. [...] Cerha had succeeded in conveying to listeners
that his works, which were always highly complex, were after all com-
paratively ‘simple’ to decipher.*

This is the position of friend of music, der Musikfreund, the critical
consumer who wants to attend good performances and listen to interesting
works according to his educated taste. In the end with critics such as Sink-
ovicz it is still a bourgeois position that appears to have survived until to-
day, even if it is more an exception than the norm and does only cover the
interests of a small public, which even gets smaller and smaller. The criteri-
on behind his positive evaluation of Cerha is a well-known one going back
to the 18™ century: only if the composer manages to find the right balance

23 “Fast nie hort man Musik von Frauen in den Opern und Konzerthdusern zu Unrecht:
die deutsche Cellistin Raphaela Gromes hat Komponistinnen aufgestobert, die seit
Jahrhunderten vernachldssigt wurden. Ihr Album beweist, wie viele Frauen kompo-
niert haben und vor allem: wie gut deren Musik ist.” Cf. Wilhelm Sinkovicz, “Die
vergessenen Komponistinnen,” Die Presse am Sonntag, February 12, 2023, 42-3.

24  “Tatsichlich hatte Cerha mit diesem Coup den Musikfreunden die Ohren gedffnet.
Die sogenannte Neue Musik hatte ihr Bedrohungspotential verloren, Hinfort verfolgte
man wieder mit Interesse, was die Komponisten an Novititen anzubieten hatten. |...]
Cerha war es gelungen, den Horern zu vermitteln, seine immer hochkomplexen Wer-
ke seien ja doch vergleichsweise ‘einfach’ zu entschliisseln.” Cf. Wilhelm Sinkovicz,
“Friedrich Cerha: Wiener Avantgarde-Urgriinde,” Die Presse, February 15, 2023, 17.
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between tradition and innovation, can musical novelties be accepted by a
broader public.”

As we may read in the New Grove Dictionary of Music and Musicians,
musicology is considered to profit from the decline of criticism by taking
on “some of the broader ambitions that once were the province of music criti-
cism.” But is it really musicology which should adopt the task of criticism?
Recently, Frank Hentschel explored whether scientific goals necessarily go
hand in hand with evaluations. According to him, we have to differenti-
ate between unavoidable evaluations which do not do any harm to scientif-
ic objectivity, and a careless attitude that does no longer aspire to scientific
objectivity - under the pretext that it is impossible to be objective anyhow.
From Hentschel’s viewpoint it is the task of science to remain as independ-
ent and objective as possible.”

We can find a similar position when the question of the political im-
pact of science is discussed in a more general framework. Recently, in the
journal Forschung and Lehre for example, an author pointed to the dangers
of an outward political engagement of scientists on social media, which
would compromise science’s standing and credibility.”

Nevertheless, it seems to be important to discuss the quality of art and
its role for today’s society. And it is science which might work on aesthet-
ic criteria and different types of judgement in order to provide information
which such a discussion could be built on. With respect to the situation in
art, Marc Jimenez stressed the need for theories of modern art that help to
understand the new relationships between art, institution, the work of art,
and the public. Only with such information, an artistic creation might be
defended that is not only determined by the art market, he writes.”

This position seems to correspond with the attitude that many artists
expect from themselves today, namely a critical position towards society

25  Cf. amongst others: Michael Heinemann, “Kritik. Emanzipation des Horers im 18.
Jahrhundert,” in Kleine Geschichte der Musik, ed. Michael Heinemann (Stuttgart:
Reclam, 2013), 145-57.

26  Anon., “Criticism,” 698.

27  Cf. Frank Hentschel, “Zur Rolle der Wertung in der Musikhistoriographie,” in Mu-
sik — Politik — Gesellschaft. Michael Walter zum 65. Geburtstag, ed. Kordula Knaus
and Susanne Kogler (Berlin: Metzler, 2023), 339-58.

28 Katharina Kleinen-von Koénigslow, “Problematisches Phinomen? — Zur Politisie-
rung von Wissenschaft durch Social Media,” Forschung und Lehre 30, no. 2 (2023):
92-3.

29  Marc Jimenez, La querelle de I'art contemporain (Paris: Gallimard, 2005), 9-37.
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and towards art itself,’® even if it is no longer the only and dominating one.’
Such a critical position is also requested from the critic who becomes in a
way the artist’s partner. The art historian, curator and critic Marie de Bru-
gerolle for instance, Professor at the Ecole des beaux arts a Lyon, establish-
es a dialogue with the artists whose works she was interested in.”” By doing
so she becomes a precious counterpart for them. Criticism in such a sense
would provide an alternative to the public institutions and the art market
and thus be an important part in the process of writing a history of art.

If we consider younger critical voices which appear, for instance on
the web, we can find a similar ambition. Quinte parallele an Italian website
dedicated to criticism® describes the objectives of the initiative as follows:

Why follow Parallel Fifths? ‘Because we ask questions: Parallel Fifths is
a place for sharing ideas, debating and critiquing issues related to clas-
sical music and art music in general, and it is always ready to baste new
reflections and get involved, to follow new questions and new stimuli
to rethink the way we understand our musical culture. [...] Because we
are an alternative: we position ourselves as a new way for the dissemi-
nation of musical culture in Italy, to be able to finally make the voices of
musicians and various workers in the field heard without academic fil-
ters and without fear of taking sides in the cultural chessboard of our
country.™

30  Cf. Michael Liithy, “Vorwort,” in KiinstlerKritiker. Zum Verhdltnis von Produktion
und Kritik in bildender Kunst und Musik, ed. Michael Custodis et al. (Saarbriicken:
Pfau, 2006), 8.

31 Cf. Hanno Rauterberg, “Wo sich Geist und Macht vereinen, hat es das wilde, das un-
haltbare Denken schwer. Eine junge Kiinstlergeneration traumt von Heilung und
Vers6hnung. Fiir radikale Kritik von links ist kein Platz mehr. Eine Verlustanzeige,”
Die Zeit, no. 4 (20 January 2022): 46.

32 Cf. Philippe Vergne, “Quelques mots émanés de paroles,” in: Marie de Brugerolle,
Premiéres critiques (Dijon: Les presses du réel, 2010), 5.

33 Ithank Irene Biancardi, who attended my seminar on criticism in 2020, for this in-
formation.

34  “Perché seguire Quinte Parallele? ‘Perché ci poniamo delle domande: Quinte paralle-
le e un luogo di condivisione die idee, di dibattito e di critica sulle questioni legate alla
musica classica e alla musica d’arte in generale, ed e sempre pronta ad imbastire nuo-
ve riflessioni e a mettersi in gioco, a seguire nuove domande e nuovi stimoli per ripen-
sare il modo di intendere la nostra cultura musicale. [...] Perché siamo un alternati-
ve: ci poniamo come una nuova via per la diffusione della cultura musicale in Italia,
per poter far sentire finalmente la voce dei musicisti e dei vari lavoratori del settore
senza filtri accademici e senza paura di prendere posizione nella scacchiera cultu-
rale del nostro paese.” Cf. Redazione, “Un Manifesto per Quinte Parallele,” Quinte
Parallele, September 17, 2023, https://www.quinteparallele.net/2020/06/un-manife-
sto-per-quinte-parallele/.
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By doing so the authors appear to take exactly the third position men-
tioned above between scientific interest, the artist’s intention, and the mar-
ket. In addition, by appearing on the web they make their voices heard in a
novel way — demonstrating possibilities new technologies offer the old gen-
re of criticism. When they describe their aim, they stress — as we have seen
it with critics since 200 years — the social and aesthetical values of music in
which they are interested: “to bring classical music and its many artistic and
social messages and values to the widest possible audience.”™
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Hugo Wolf als Musikkritiker im ,,streitbaren® Wien
der 1880er Jahre
Hartmut Krones

Univerza za glasbo in uprizoritveno umetnost na Dunaju
Universitat fiir Musik und darstellende Kunst Wien

In der Zeit vom 20. Jinner' 1884 bis 17. April 1887 war Hugo Wolf als Mu-
sikkritiker der am Sonntag, dem 6. Mirz 1870 erstmals mit einer ,,Pro-
be=Nummer. und dann weiterhin an Sonntagen bzw. in manchen Jahren
an Samstagen (zunichst) wochentlich erscheinenden Boulevardzeitung
Wiener Salonblatt tatig. Als ,,Eigenthiimer und Herausgeber waren ,,Otto v.
Hentl & Victor Silberer genannt, letzterer fungierte auch als ,,Verantwortli-
cher Redacteur®. Spéter, vom 10. Janner 1897 bis zum 1. November 1918, trug
das Blatt den Untertitel ,,Oesterr.-Ungar. Adelsorgan®, dann war Schluf3 mit
dem Adel: Ab 30. November 1918 lautete der Untertitel ,,Internationales Ge-
sellschaftsorgan®, ab 12. April 1919 ,Internat. illustrierte Wochenschrift fiir
Gesellschaft, schone Kiinste, Mode, Sport und Finanzwesen®; ab 23. August
1919 erschien das Blatt vierzehntédgig und mutierte zu ,, Internat. illustrierte
Zeitschrift fiir Gesellschaft, schone Kiinste [...]“, um ab 1. November 1919 wie-
der zu ,Internationales Gesellschaftsorgan“ zuriickzukehren. Vom 13. Ok-

1 In der im folgenden als Findungshilfe herangezogenen, von Dietmar Langberg her-
ausgegebenen Publikation Hugo Wolf. Vom Sinn der Tone. Briefe und Kritiken (Leip-
zig: Reclam, 1991) sind leider viele Schreibweisen ,,den heute geltenden Regeln an-
geglichen® (S. 22), also den Regeln von 1991. Da diese keineswegs mehr den Regeln
von 2023 entsprechen, wurde hier von solchen ohnehin unwissenschaftlichen An-
gleichungen abgesehen. Vielmehr sind alle Schreibweisen und Satzzeichen original
wiedergegeben. Selbstverstindlich mufite auch der falsche ,,norddeutsche® ,Janu-
ar“ wieder dem originalen ,stiddeutsch-osterreichischen® ,,Janner” weichen. Zudem
folgt der Autor angesichts der zahlreichen original wiedergegebenen Zitate in alter
Rechtschreibung ebenfalls deren Regeln.

53



GLASBENA KRITIKA = NEKOC IN DANES ‘ MUSIC CRITICISM = YESTERDAY AND TODAY

tober 1923 bis 20. Mirz 1938 (an welchem Tag Adolf Hitler die Seite 1 zier-
te) war der Untertitel dann ,,Internationale Gesellschaftsrevue®, ab 3. April
1938 gab es weder einen Untertitel noch war auf der Titelseite der damali-
ge ,,Eigentiimer und Herausgeber“ Egon Maria Engel angegeben; dafiir wa-
ren wieder Unmengen von Adeligen mit simtlichen Titeln und Herkunfts-
bezeichnungen abgebildet und benannt. Auf der Titelseite fungierte jetzt
als Herausgeber eine ,,Arische Betriebsgemeinschaft®, ab 24. Juli 1938 fehl-
te selbst diese, und am 21. August erschien die letzte Nummer des Perio-
dikums, doch auch sie mit einer ,,Grdfin Lilly Coudenhove-Ronspergheim
[...]“ auf der Titelseite. (Am 7. August zierte ,,Grdfin Gloria von Fiirstenberg-
Herdringen geb. de Rubio-d’Alatorre mit ihrer [zweijahrigen] Tochter Grifin
Dolores™ die Seite 1.)*

Das Wiener Salonblatt war nicht nur in Zeiten seines Untertitels
»Adelsorgan® ein solches, denn auch in der ersten Nummer nach dessen
Streichung, am 9. November 1918, prangte eine Fiirstin auf der Titelsei-
te, noch dazu ,,Die Fiirstin von Metternich-Winneburg geb. Dofia Isabel de
Silva y Carvajal mit dem [einjahrigen] Erbprinzen Paul Alfons®. Vielleicht
konnte man sie am Tag der Ausrufung der deutschen Republik (bzw. der
Proklamation des Staates ,,Freie Sozialistische Republik Deutschlands®) so-
wie drei Tage vor der Ausrufung der ,,Republik Deutsch-Osterreich (vom
12. November) nicht schnell genug von den Druckplatten entfernen, doch
auch am 16. November zierte ,,Ihre Erlaucht Grifin Maria Theresia Fug-
ger von Babenhausen® die Titelseite, und bis 18. Janner 1919 sehen wir in je-
der Nummer weitere Griafinnen, bisweilen mit ihrem Gatten; am 25. Jan-
ner 1919 ist es dann ,,Komtesse Sarolta Széchényi®, schliefllich folgen noch
zweimal Grifinnen, bis erstmals am 15. Februar 1919 eine Biirgerliche von
der Titelseite blickt — ein ,,Frl. May Bourcart®, die allerdings die Tochter
»Ihrer Exzellenzen des derzeitigen Schweizerischen Gesandten in Wien Dr.
Charles D. Bourcart und seiner Gemahlin Frau Louise E. Bourcart war.
Dann sind wieder Baroninnen und Gréfinnen an der Reihe. Das bleibt
noch lange so, wenngleich ab 27. April 1919 die Adelspradikate nicht mehr
(bzw. mit der Vorbemerkung ,,vormalige®) auf der Titelseite, sondern nur
mehr (und nicht immer) gleichsam verschdmt in den Bildbeschreibungen
der Seite 2 genannt werden; so heifSt es am 19. April: ,,Der vormalige Erz-
herzog Leopold und seine Braut Baronesse Dagmar Nicolics-Podrinska®. Trat
doch am 10. April 1919 das ,,Adelsaufhebungsgesetz“ in Kraft, das man oh-

2 Alle Angaben wurden den von der Osterreichischen Nationalbibliothek ins Netz
(https://anno.onb.ac.at) gestellten Digitalisaten der Zeitschrift entnommen.
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nehin schon zweimal gebrochen hatte (am 12. und 19. April).’ Nicht ohne
Grund bezeichnete Karl Kraus das Wiener Salonblatt daher als ein ,,den
gemeinsamen Angelegenheiten der Aristokratie und des Balletts dienendes
Schmutzblittchen™.

In der ersten Nummer hatte die ,,Redaction des Blattes dessen Aus-
richtung (,,Unser Programm.) in unmiflverstindlicher Weise umrissen:

Wir wollen dem gebildeten Leser ein Blatt liefern, das in erster Linie
unterhaltend sein soll; wir werden bestrebt sein, den wichtigen Erschei-
nungen auf dem Gebiete der Kunst, der Literatur und des socialen Le-
bens mit besonderer Beriicksichtigung Wien’s gerecht zu werden und
dies in einer Form, welche ohne doctrinir zu sein, doch das Wichtige
betont, knapp ist, ohne in Oberflachlichkeit zu verfallen. Neben den Be-
sprechungen der Tageserscheinungen werden wir Novellen und Erzah-
lungen bringen, welche durch Inhalt und Behandlung gleich anregend
wirken sollen.’

Und weiteren allgemeinen Bemerkungen folgen sogleich Hinweise auf
den Inhalt der ndchsten Nummer: ,,,Die blutige Hand, ein Erlebnifs, Origi-
nal=Novelle; oder: ,,Wiener Indiscretionen; oder: ,,im Feuilleton ,Wiener
Hoftheater* und ,Wiener Demi-monde“.* Zudem verwies man bei einigen
nicht abgeschlossenen Beitragen darauf, dafl die ,,Fortsetzung folgt*: ,,Von
New=York nach San Francisco. Durchreise auf der Pacificbahn von Victor
Silberer.” sowie ,,Der Urmensch. Ein Wort gegen die sogenannte ,Affentheo-

8

rie.“". Und in der ersten Nummer findet sich immerhin auch ein veritabler
Verrif3 ,Richard Wagner’s Meistersinger. und hier sowohl von dessen ,,irn
echten Zopfstyl abgefafSte[n] Textbuch® als auch von dem Wagners ,,Talen-
te anhaftenden Mangel an echter Schopfungskraft®. Borsenberichte und eine
Rubrik ,,Schach® ergianzen.”

3 Auch diese Zitate bzw. Angaben sind den Digitalisaten der Nationalbibliothek ent-
nommen.

Zitiert nach Dietmar Langberg (Anm. 1), 285.

Wiener Salonblatt 1, Nr. 1 (6. Marz 1870): 8.

Sperrungen, wie auch im folgenden, original.

N O N

»,Von New=York nach San Francisco. Durchreise auf der Pacificbahn von Victor Sil-

berer., Wiener Salonblatt I, Nr. 2 (13. Marz 1870): 1ff.

8 H-I., ,Der Urmensch. Ein Wort gegen die sogenannte ,Affentheorie.”, Wiener Sa-
lonblatt I, Nr. 2 (13. Marz 1870): 3f.

9 »Richard Wagner’s Meistersinger®, Wiener Salonblatt I, Nr. 1 (6. Mérz 1870): 6f.

10  Alle Zitate aus den Digitalisaten (https://anno.onb.ac.at.).
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Fiir unser, den Musikkritiker Hugo Wolf in Augenschein nehmendes
Thema wichtig ist die Tatsache, dafl ihn sein Freund und Forderer, der Ju-
welier Heinrich Kochert, zum Wiener Salonblatt vermittelt hatte und dort
regelméflig inserierte, womit er indirekt, aber ganz gezielt, Wolfs Hono-
rar (60 Gulden pro Monat) beglich: ,,Sooft Kéchert die Rechnung fiir Insera-
te bezahlte, legte er noch eine Summe bei, die als Gehalt an Wolf ausbezahlt
“* Mit insgesamt 112 Beitragen griff Wolf Janner 1884 in die aufge-
heizte ,,musikalische Parteienlandschaft Wiens ein, wobei er offen Partei
fiir die sogenannten ,,Neudeutschen® um Richard Wagner und Franz Liszt

wurde.

ergriff, sogenannte ,Klassizisten wie (vor allem) Johannes Brahms aber
deutlich ablehnte.” Mit oft tiberaus sarkastischen Rezensionen schméhte
er seiner Meinung nach einfallslose und langweilige Kompositionen, wéh-
rend er andere Werke mit hymnischen Worten in den Himmel hob. Gleich
seine erste Kritik vom 20. Janner 1884 (,,Janner®, nicht ,,Januar®) zeigt uns,
wie wenig der an jenem Tag noch mit ,,x. y.“ unterschreibende Hugo Wolf
gewillt war, gingige Meinungen zu akzeptieren. Wir lesen hier in der Ru-
brik ,,Concerte.

Das letzte philharmonische Concert wurde mit Berlioz™ geistspriithen-

3

der Ouverture ,,Le carnaval romain“® eréfinet, welche vom Publikum
als eine willkommene Huldigung an den Fasching aufgefafit, wie im-
mer kraftig durchschlug. Minder gefiel R.[obert] Fuchs’ liebenswiir-
dige, aber wenig originelle C-Dur=Serenade fiir Streichorchester, am
Wenigsten eine neue Symphonie von Sgambati, deren zahlreiche ins-
trumentale Pikanterien den Besuchern der philharmonischen Matinée

absolut nicht eingingen."

Auch Schuberts ,,kleine” C-Dur-Symphonie, die ,,Sechste, wurde Ziel
einiger Kritik:

11 Frank Walker, Hugo Wolf. Eine Biographie (Graz, Wien, Koln: Styria, 1953), 202. Vgl.
Langberg, Hugo Wolf, 285.

12 Hiezu siehe auch: Dolf Lindner, ,,Der Kritiker Hugo Wolf. Einblick in sein Verhalt-
nis zu Komponisten, Musikern und Singern®, Osterreichische Musikzeitschrift 15
(Februar 1960): 70-5, hier 71—4.

13 Das Salonblatt bediente sich in zeitgemidfler Weise der Fraktur-Schrift, hob aber
Fremdsprachliches (und somit auch fremdsprachliche Titel sowie Spezialbuchsta-
ben) durch lateinische Lettern ab. Um dies in gleichsam originaler Weise zu do-
kumentieren, sind im folgenden lingere Zitate kursiviert, Fremdsprachliches aber
nicht; somit sind hier ,,La carnaval romain® sowie spiter das ,,é“ von ,,Matinée“ ge-
méf3 dem Original mit nicht kursivierten Lettern geschrieben.

14  X.Y., ,Concerte®, Wiener Salonblatt XV, Nr. 4 (20. Janner 1884): 7.
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Der richtige Franz Schubert, wie wir ihn lieben und verehren, ist in der
jingst gehorten Symphonie noch lange nicht zu entdecken, im Gegen-
theil hier tritt der grofle Tondichter als schwichlicher Nachahmer sei-
nes ihm spéiter so antipathischen Rivalen Weber, dort gar als Copist
Rossini’s auf, unverfilscht Schubert’sches Blut pulsirt nur in dem frisch
aufstiirmischen Scherzo mit seiner in die Ohren fallenden Reminiszenz
an den bekannten von Liszt orchestrirten Reitermarsch. Dabei geht die-
se Schubert’sche Symphonie von Anfang bis Ende in einer unbarmher-
zigen Heiterkeit fort, so daf3 wir uns schliefllich bei ihrer Anhérung wie
Heine’s ,Tannhduser ernsthaft nach - Bitternissen sehnen.”

Bereits in der ndchsten Nummer vom 27. Janner 1884, zeichnet Hugo
Wolf mit seinem vollen Namen, und diesmal ist es in der Rubrik ,,Musik“
eine Sammelkritik ,,Concerte und Oper., die Lob und Tadel vereint. Zu-
nichst spendet er dem ,,philharmonischen Orchester” hohes Lob:

Diesem vielkopfigen Virtuosen, der sich hinwiederum mit seinem ge-
nialen Kapellmeister Hans Richter zu einer unvergleichlich harmo-
nischen Einheit concentrirt, kénnen wir auf die im hoéchsten Gra-
de bewunderungswiirdige Wiedergabe der Mendelsohn’schen Musik
zum Sonmernachtstraum hier nicht genug Lob spenden. Die Ausfiih-
rung dieser genialen Composition ist und bleibt ein Kabinetsstiick der
Philharmoniker."

Und beinahe noch hoher stellt Wolf ,,die Zauber des Berlioz’schen Or-
chesters” in dessen Ouverture ,,Le carnaval romain“

mit einer wundersiifien kleinen Prinzessin, die sie in ihrem Uebermuth
entfithrt und die nun darob betriibt in der rithrenden des-Moll-Kla-
ge der zdrtlichen Hoboe ihren kindlichen Schmerz aushaucht und, wie
ein Kind, auch gleich hernach an dem munteren Getriebe ihrer lustigen
Entfiihrer sich ergotzt. In diesem instrumentalen Virtuosenstiick hat
Berlioz durch liebevolles Versenken in das kerndeutsche Wesen Weber’s
seiner schwiarmerischen Verehrung fiir den Componisten des ,,Frei-
schiitz“ den schonsten Ausdruck verliehen.”

Nach einigem Lob fiir die Sdngerin Bianca Bianchi (eigentlich Bertha
Schwarz) und den philharmonischen Konzertmeister Arnold Rosé erfah-
ren dann Ignaz Briill und David Popper kostliche Verrisse:

15  Ibid.
16  Hugo Wolf, ,Musik. Concerte und Oper®, Wiener Salonblatt XV, Nr. 5 (27. Janner
1884): 10.

17 Ibid.
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Ueber Herrn Briill, der als Virtuose und Componist (er spielte sein zwei-
tes Clavier=Concert) auf dem Programm figurirte, wollen wir nicht viel
Worte verlieren; wenn wir uns dahin aussprechen, daf sein Spiel min-
destens so uninteressant ist, als seine Composition langweilig, so lauft
das so ziemlich auf Eins hinaus — Dutzendarbeit!

Wenden wir uns zu einem anderen Virtuosen und Componisten: D.
Popper. Er hat Renommé und das Publikum respectirt dasselbe, beson-
ders wenn er falsch spielt. Er gebietet {iber hiibsche Kunststiicke, mif3-
braucht sie aber zumeist und verkennt ganz und gar den Charakter
seines Instrumentes, wenn er glaubt, auf seinem Violoncell durchaus
Violine spielen zu miissen. Er componirt auch recht hiibsch und sein
Spinnlied, abwechselnd auf dem Cello und der Violine gespielt, miifite
sich recht artig ausnehmen. Da er aber vorzieht, es ganz allein auf dem
Cello zu spielen, so wimmert, quickt und winselt es in der hochsten Ap-
plicatur, dafl man alles eher, denn ein Spinnlied zu vernehmen glaubt.™

Hugo Wolf sprang also, und deshalb habe ich mich so lange bei sei-
nen ersten zwei Artikeln aufgehalten, sofort in die Arena der bekannter-
maflen sowohl umstrittenen als auch von mannigfaltigen Vorlieben fiir
prominente Kiinstler geprigten Musikszene und scheute sich nicht, so-
wohl anerkannte Komponisten als auch umjubelte Virtuosen schonungslos
und mit kréftiger Feder zu kritisieren. Leider sind just diese ersten Kriti-
ken unseres jungen Rezensenten in dem auch ansonsten keineswegs ver-
dienstvollen Band Hugo Wolf. Vom Sinn der Tone. Briefe und Kritiken nicht
enthalten. - Zudem félscht der Herausgeber dieses Bandes bedenkenlos
Hugo Wolfs Schreibweisen, 1af3t, wenn Wolf (am 27. April 1884) von ,,jdm-
merlichen Epigonen® spricht, das Wort ,,jammerlichen® aus und, besonders
schlimm, macht auch aus ,,.Symphonien® und ,,symphonischen Dichtun-
gen“ immer neudeutsche ,,Sinfonien“ und ,,sinfonische Dichtungen®. Und
somit sind auch Hugo Wolfs musikisthetische Anschauungen gnadenlos
verzerrt, wenn nicht sogar verfélscht.

Wieder zuriick zu unserem Autor: Man mufl bedenken, daf$ Hugo
Wolf damals noch keine 24 Jahre zéhlte und eigentlich ein erfolgloser Stu-
dienabganger war, der wegen eines disziplindren Vergehens vorzeitig aus
dem Conservatorium der Gesellschaft der Musikfreunde entlassen worden
war. Und Wolf griff dann sehr bald, am 27. April 1884,"” auch in den damals

18 Ibid.

19  Rubrik ,Musik.”, Artikel ,,Oper und Concerte.“, Wiener Salonblatt XV, Nr. 17 (27.
April 1884): 10ff.
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so emotional gefiithrten Streit zwischen den Parteigingern der ,,neudeut-
schen® Asthetik eines Liszt, Wagner oder auch Bruckner sowie den Ver-
fechtern des ,,Neoklassizismus“ eines Brahms ein. Ausgangspunkt ist Liszts
Symphonische Dichtung ,,Tasso® ich zitiere:

Wie wird mir warm um’s Herz, wenn in einer Zeit, wo fortwéhrend
Symphonien, Suiten, Serenaden u. dgl. Zeugs mehr wie Unkraut aus
dem unfruchtbaren Boden der absoluten Musik emporwuchern, eine
symphonische Dichtung von Liszt mir am Programme entgegenleuch-
tet! Liszt und symphonische Dichtung! Das ist fiir die Z6pfe und Mu-
sikziinftigen das: Hannibal ante portas. Thr lieben Leute, was schreckt
euch denn so, wenn ihr eine symphonische Dichtung und den Schop-
fer derselben am Programme erblickt? Die Beckenschldge doch nicht,
an denen {ibrigens noch kein Mensch gestorben ist [...] die Beckenschli-
ge allein konnen es nicht sein, die euch stutzen machen, denn das blofle
Wort ,,symphonische Dichtung“ treibt euch schon den Angstschweif3
auf die Stirne. [...] Wollt ihr heute Symphonien haben, wie sie Beethoven
geschrieben, dann verriickt unser Jahrhundert, erweckt den Meister
von den Todten, aber setzt nicht unsere jammerlichen Epigonen, diese
mit der classischen Form geschminkten und mit dem classischen Geist
coquettirenden impotenten Symphonienschreiber der Gegenwart, an
seine Stelle. [...] Wie denn, wenn Liszt kein Programm euch béte, er eu-
rem scharfsinnigen Witz nicht zu Hilfe kime mit einem poetisch ab-
gefafiten Vorworte, wiirdet ihr auch dann noch mit triumphirender
Miene erzihlen, dafi ihr haarspalterischen Leute durch die tiberaus cha-
rakteristische Musik im ,,Mazeppa“ erfahren habt, wieviel Haare der
Schweif des Pferdes, daran Mazeppa gebunden war, enthalten? [...] Bil-
det ihr euch nicht ein, dafl in der eroica [...] die schwarzen HufSaren
gegen einen Trupp Kiirassiere, oder Uhlanen und Infanterie gegenein-
ander anstiirmen, Napoleon Bonaparte sich schneuzt, kratzt oder hus-
tet, befiehlt, reitet, mit den Augen zwinkert und dhnliche Albernheiten
mehr? Wollt ihr nicht eine landliche Hochzeit mit allem néthigen Zuge-
hor durch vier Satze hindurch in der 7. Symphonie erkennen? Und dief3
Alles ohne Programm!!! Es ist doch schade, daf} Beethoven nicht so lie-
benswiirdig und gefallig dem Publikum sich erwiesen, wie Franz Liszt.
Nun muf3 man schon selber sein Hirn anstrengen und sich eine hiibsche
Geschichte auf so eine Beethoven’sche Symphonie erfinden. Aber das
Fatale daran ist der Umstand, daf3 Jeder seine eigene Geschichte fiir die
richtige halt [...]. Aus all’ dem ersieht man, dafl wir Fr. Liszt fiir das ge-
botene Programm nur dankbar sein konnen. Was nun Liszt’s Musik an-
belangt, so ist dieselbe allerdings mehr geist= als gefiihlvoll, aber auch
schwung=, feurig=phantasievoll und immer plastisch. Sind die Themen
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in unseren berithmten neuen Symphonien plastisch? In der Regel nicht

[...]°

Spezielles Lob erfahrt Liszt dann noch, weil er im Gegensatz zu Hector
Berlioz auch auf dem Gebiet der Form zu neuen Ufern schritt:

Was Lifit [!]* jedoch vor Berlioz voraus hat, ist, dal er mit grofiter Si-
cherheit eine neue Form geschaffen, indem er die poetische Idee mit Be-
wufltsein an die Spitze stellte und, um dieselbe kiinstlerisch durchzu-
fiihren, ganz selbstverstiandlich von der hergebrachten symphonischen
Form abweichen mufSte, da er [...] die musikalische Form von dem In-
halt der dichterischen Vorlage abhingen zu lassen sich veranlafit fand.”

Wolf bezog sich hier ganz offensichtlich nicht zuletzt auf Franz Liszts
Schrift ,,Berlioz und seine Harold-Symphonie®, in welcher Liszt die her-
kommliche traditionelle Form der Symphonie verwarf und an Stelle des-
sen postulierte, der programmatische Inhalt eines Werkes miisse auch die
Form bestimmen. Genau so argumentierte auch Hugo Wolf:

Der Inhalt der dichterischen Idee war also nicht, wie bei Berlioz, nur
auf den musikalischen Gehalt, sondern wie bei Lif3t auch auf die Form
von bestimmendem Einflufi. [...] So originelle, kithn und genial erfun-
dene Schopfungen, - als die Lifit’s, werden jedoch von unsern Kritikern
mit souverdner Verachtung, oder mit einer mitleidig spé6ttelnden Be-
merkung abgethan, wihrend die Leimsiedereien, diese ekelhaft schaa-
len, im Grunde der Seele verlogenen und verdrehten Symphonien von
Brahms als Weltwunder von ihnen gepriesen werden. Wer da ruhig
bliebe! In einem einzigen Beckenschlage aus einem Lif3t’'schen Werke
driickt sich mehr Geist und Empfindung aus als in allen drei Brahms’-
schen Symphonien, und seinen Serenaden obendrein. Ueberhaupt Lif3t
und Brahms vergleichen! Das Genie mit dem Epigonen eines Epigonen!
Den Konigsadler mit dem Zaunkénig! - Genug davon.”

Wolfs Brahms-Kritik bezieht sich, das sei zu seiner Ehre gesagt, aller-
dings nur auf die ,,klassizistische“ Form seiner Orchesterwerke, wihrend er
sehr wohl anderen Werken des Komponisten Lob zukommen l4f3t. So fin-
det er am 3. April 1887 fiir ,,Brahms’ tiefempfundenes und durchweg stim-
20 Ibid, 11.

21 Dadas .8 in der deutschen Kurrent-Schrift (wie auch in der Siitterlin-Schrift) aus
einem ,langen s“ und einem angehéngten ,,z“ besteht, also de facto ein ,,sz“ ist (und
in Teilen Deutschlands bis heute so genannt wird), wird Liszt hier (auch) ,,Lif3t“ ge-
schrieben.

22 Wolf, ,,Musik. Oper und Concerte®, 27. April 1884, 11.

23 Ibid., 11-2.
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mungsvolles Lied ,Von ewiger Liebe™ lobende Worte, wenngleich auch hier
bald der zu erwartende Seitenhieb folgt:

Mit Recht gilt dieses Lied als das Beste, was Brahms in dieser Gattung
geschaffen. Man mochte kaum glauben, daf3 derselbe Componist, der
dieses herrliche Lied gesungen, vier Symphonien schreiben konnte, de-
ren ldcherliche Ernsthaftigkeit, ein Muster unfreiwilligen Humors, der
Welt als ein heiteres Andenken an den verheifienen Messias erhalten zu
bleiben verdient.*

Lassen wir die deutlich iiberzogenen Angriffe auf das symphonische
Schaffen von Johannes Brahms, die gleichzeitig eine Verteidigung der
Kompositions-Asthetik unseres Autors sind, kurz beiseite; vielmehr wollen
wir in diesem Zusammenhang iiberlegen, wo die in diesen Auf3erungen als
wiinschenswert bzw. notwendig erachtete formale Gestaltung einer sym-
phonischen Dichtung tatsdchlich durch den auflermusikalischen ,,Inhalt®,
das ,,poetische Programm® bestimmt wurde, so ist es neben einigen sym-
phonischen Dichtungen von Franz Liszt insbesondere ein Werk, das die-
sem Ideal voll und ganz entspricht: die symphonische Dichtung Penthesilea
von Hugo Wolf selbst, die ich personlich hoher einschitze als vergleichba-
re symphonische Dichtungen von Richard Strauss. Und ich kann nicht um-
hin, einmal mehr die unglaubliche Gedankenlosigkeit der internationalen
Konzertveranstalter anzuklagen, dieses grandiose Schliisselwerk fiir die
Idee einer tatsdchlich inhaltsbestimmten symphonischen Dichtung nicht
regelmiaflig auf ihre Programme zu setzen. Ohne die Programmierung der
Laibacher Orchesterkonzerte der letzten 35 Jahre in ihrem gesamten Um-
fang zu kennen, muf3 ich anmerken, dafi ich seit meiner Teilnahme an den
Symposien des hiesigen Festivals, also seit 1987, Hugo Wolfs Penthesilea
hier nie gehort habe. (Auch in Wien stand das Werk in diesem Zeitraum
nur einmal auf einem Konzertprogramm.) Wolf hat in dieser symphoni-
schen Dichtung drei Szenen des Kleistschen Dramas musikalisch ,,nach-
gezeichnet®, die musikalische Form dem Ablauf der dichterischen Szenen
nachgebildet und zum Teil sogar die Metren und den Tonfall des Textes
in seine Musik tibernommen.” Und so wird die Penthesilea zum grandio-
24  Hugo Wolf, ,,Musik®, Wiener Salonblatt XVIII, Nr. 14 (3. April 1887): 10.

25 Zu diesem Werk siehe: Hartmut Krones, ,,,Er hatte sich gleichsam mit seinem gan-
zen Korper in das Wort des Dichters verwandelt!* Hugo Wolfs ,Penthesilea‘ als Mu-
sik gewordene Dichtung®, in Hamburger Jahrbuch fiir Musikwissenschaft 13, Hrsg.

Constantin Floros, Hans Joachim Marx, Peter Petersen, Wolfgang Démling, Annet-
te Kreutziger-Herr (Laaber: Laaber, 1995), 201-21.
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sesten Beispiel fiir jene ,,neue Form“ der symphonischen Musik, die Hugo
Wolf bei Franz Liszt verwirklicht sah.

Ein Ausschnitt aus einer Bruckner-Rezension (,,Bruckner-Abend, ver-
anstaltet von den Herren Ferdinand Lowe und Josef Schalk.“) soll noch do-
kumentieren, daf3 Wolf keineswegs ein solch glithender Verehrer dieses
Komponisten war, wie meist kolportiert wird:

Der Mangel an Intelligenz, das ist es, was uns die Bruckner’schen Sym-
phonien, bei aller Originalitat, Grofle, Kraft, Phantasie und Erfindung
so schwer verstindlich macht. Ueberall ein Wollen, colossale Anldufe,
aber keine Befriedigung, keine kiinstlerische Losung. Daraus entspringt
die Formlosigkeit seiner Werke, die scheinbare Ueberspanntheit des
Ausdruckes. Bruckner ringt noch mit der Idee und hat nicht den Muth,
dieselbe an die Spitze zu stellen und so mit klarem Bewufitsein weiter zu
schreiten. So schwankt er, halb in Beethoven, halb in den neuen Errun-
genschaften, wie sie in den symphonischen Dichtungen Franz Liszt’s
ihren vollkommensten Ausdruck gefunden, wurzelnd zwischen diesen
Beiden, ohne sich fiir den Einen noch den Andern entscheiden zu kon-
nen. Das ist sein Ungliick. Trotzdem aber stehe ich nicht an, die Sym-
phonien Bruckner’s als die bedeutendsten symphonischen Schépfun-
gen, die seit Beethoven geschrieben worden sind, zu bezeichnen. Es sind
Werke eines verungliickten Genies, dhnlich wie die colossalen Dich-
tungen Grabbe’s. Kithne, groflartige Conceptionen sind beiden eben-
so gemein, als das Zerfahrene, Formlose in der Durchfithrung. Wie bei
Grabbe das Schwelgerische in der Phantasie, der geniale Gedankenflug
an Shakespeare erinnert, so meinen wir oft in den grandiosen Themen
und deren tiefsinniger Verarbeitung, wie wir sie in allen Bruckner’schen
Symphonien finden, die Sprache Beethoven’s zu vernehmen. Es lohn-
te sich also wohl die Miihe, diesem genialen Stiirmer etwas mehr Auf-
merksamkeit, als dies bisher geschehen ist, zuzuwenden, und es ist ein
wahrhaft erschiitternder Anblick, diesen auflerordentlichen Mann aus
dem Concertsaale verbannt zu sehen, er, der unter den jetzt lebenden
Componisten (Liszt natiirlich ausgenommen) den ersten und gréfiten
Anspruch hat, aufgefithrt und bewundert zu werden.*

Auch die Konzertplanung der Wiener Philharmoniker bekommt ihr
Fett ab. Dafiir nimmt Wolf in dem Essay ,,Ein Monolog, nacherzihlt von
Hugo Wolf.“” einen Umweg um ,.einen Unbekannten®, der ,in einer recht
26  Hugo Wolf, ,,Bruckner-Abend, veranstaltet von den Herren Ferdinand Léwe und Jo-

sef Schalk®, Wiener Salonblatt XV, Nr. 53 (28. Dezember 1884): 6-7.

27 Hugo Wolf, ,,Ein Monolog, nacherzihlt von Hugo Wolf*, Wiener Salonblatt XV, Nr.
45 (1. November 1884): 6f.
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unfreundlichen Nacht [...] vor einer Annoncensdule [...] eifrig bemiiht war,
das Programm der Philharmoniker zu entziffern®. Eroffnet wird der Text
mit einem Seitenhieb auf die damalige Mode, Bach zu spielen:

Bach ist beim philharmonischen Publikum zur fashion geworden und es
gehort zum guten Ton, saimmtliche Bach’sche Cantaten auf den Fingern
herzuzédhlen [..] Wie Mancher macht wohl den Umweg {iber sammt-
liche Bach’sche Compositionen, die er horen mochte, um schliefilich
beim ,,lustigen Krieg® oder, wenn’s gut geht, beim des-Walzer Chopin’s
anzuhalten. [...] Brahms? Wetter! Der macht dem alten Bach Concur-
renz im Classischen. [...] Schumann, Schubert, Mendelssohn - Dwordk?
Doch um Gotteswillen keine Symphonie? Nein! slavische Rhapsodie,
- in Gottes Namen. [...] Rob. Fuchs? Aha, wieder eine Serenade? Nein,
eine Symphonie. Rob. Volkmann - wahrscheinlich eine Symphonie?
Nein, eine Serenade. Néchstes Jahr wird’s umgekehrt: Symphonie von
Volkmann, Serenade von Fuchs. Immerhin. Abwechslung muf3 sein,
und die Philharmoniker verstehen sich darauf, wahrhaftig! - Penthesi-
lea von Goldmark. — Ein herrlicher Vorwurf fiir die musikalische Bear-
beitung; aber das Talent des Componisten reicht nicht aus fiir die Grofle
dieses Stoffes. Ein Makart nur hitte die Penthesilea in Farben, ein Liszt
oder Berlioz nur musikalisch sie versinnlichen konnen. Kein Anderer
vermag es. — Aber ist das schon die ganze Herrlichkeit des Program-
mes? Ha! Richard Wagner: Eine Faust=Ouverture. Die mégen wir im-
mer gern horen! — Warum man nur das Siegfried=Idyll nicht auffithrt?
Warum nicht die neue Venusberg=Musik, die man auch in der Oper nie
zu horen bekommt? Warum nicht Stiicke aus den Nibelungen, aus Par-
sifal? Warum? Warum?**

Dietmar Langbergs edierte in seiner Publikation als letzten Beitrag
Hugo Wolfs fiir das Wiener Salonblatt dessen Rezension vom 3. April
1887”° mit grundsitzlichen Bemerkungen zu Bedeutung sowie Problemen
von Liederabenden; danach kritisierte Wolf die Programmierung, aber
auch die Ausfithrung des Liederabends, den der Bariton Theodor Reich-
mann am 28. Mirz im Groflen Musikvereinssaal gab. So bezeichnete er als
»Geschmacklosigkeit®,

drei Lieder von so nichtsnutziger Art, wie die [Hermann] Riedel’schen
in das Programm [...] aufzunehmen? Glaubt Herr Reichmann dem
Componisten forderlich zu sein, wenn er dessen Blof3en vor aller Au-
gen aufdeckt, oder glaubt er dieselben durch seine schone Stimme ge-

28 Ibid., 6-7.
29  Wolf, ,Musik®, 3. April 1887, 10.
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niigend verhiillt zu haben? [..] mo6chte ich Herrn Reichmann nahele-
gen, dafl seine unerwiinschten Textverdnderungen nicht immer auf den
Beifall des vergewaltigten Dichters zéhlen diirften. [...] Dafl Herr Reich-
mann den Anforderungen fiir den Vortrag der Ballade nicht geniigt, ha-
ben wir an dieser Stelle schon zum 6ftern vermerkt. Wiederum sang er
die Ballade ,Heinrich der Vogler‘ und wiederum mit derselben Gleich-
glltigkeit gegen den bald epischen bald dramatischen Ton des Gedich-
tes. Ob der Erzéhler oder der Held spricht, gilt ihm all’ eins.”

Am 10. April” folgte ein Verrify der Oper Harold von Karl Pfeffer so-
wie seines ,,von Unsinn und Abgeschmacktheit starrenden Textbuches®, die
Rezension vom 17. April*” galt u. a. dem letzten Kammermusikabend des
»Quartett Rosé“ in der Saison 1886/87. Und Wolf sparte nicht mit Kritik an
dieser ansonsten mit ,wahrhaft kiinstlerischen Productionen® hervortreten-

den ,vortrefflichen Gesellschaft*:

Was diesmal geboten wurde, war allerdings nicht nach unserem Ge-
schmacke, aber die Art, wie Herr Rosé die am Programm angefiihr-
ten musikalischen Schlaf= und Vergessenheitstranke credenzte, wie er
besorgt war, seine andidchtigen Zuhorer in sanfte Traume zu lullen, ist
bewunderungswiirdig, wenn auch nicht nachahmenswert. Pfeffer, Ru-
binstein und Brahms! Na, das ist schon keine geringe Dosis Schlafpul-
ver mehr fiir schwache Nerven. So ein Programm riecht ja schon nach
Meuchelmord und sollte eigentlich von der Polizei aus verboten sein.
Aber wenn ich recht bedenke, daf3 es ganz in dem Belieben des Herrn
Rosé lag, dieses hiibsche Trifolium um einen Briill oder Dworak zu ver-
mehren, so muf§ ich iiber das weise Maf3halten unseres wackern Con-
certmeisters wiederum erstaunen und mich zugleich freuen, dafd sich
solchergestalt noch die unverhoftte Gelegenheit findet, anstatt zu ta-
deln, mit den herzlichsten Wiinschen fiir das Gedeihen des Quartetts
Rosé zu schlief3en.”

Der letzte Beitrag Wolfs erschien eine Woche spater und galt der Auf-
fithrung von Wagners Lohengrin;** und aus ihm sollen zwei typische Aus-
lassungen unseres Rezensenten zitiert werden, die sich im letzten Absatz
der Kritik befinden:

30 Ibid.
31 Hugo Wolf, ,,Oper und Concerte“, Wiener Salonblatt XVIII, Nr. 15 (10. April 1887):
10f.

32 Hugo Wolf, ,,Concerte“, Wiener Salonblatt XVIII, Nr. 16 (17. April 1887): 11f.
33 Ibid., 12.
34 Hugo Wolf, ,,Hofoper®, Wiener Salonblatt XVIII, Nr. 17 (24. April 1887): 13f.
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Einstweilen weif3 ich nur so viel, dal Frau Herbert=Forster als Elsa in
»Lohengrin® auf unserer Bithne kaum Wurzel fassen wird, wie sehr
auch eine Notiz der ,Neuen Freien Presse” der entgegengesetzten An-
schauung Ausdruck verliehen. Frau Herbert=Forster vom deutschen
Theater in New=York ist eine stattliche Dame, leider nur zu stattlich,
um eine zarte Lichtgestalt wie Elsa innerhalb der Grenzlinien des Scho-
nen zu halten. Die Darstellung betreffend, behilft sich die Singerin mit
den bewidhrten Mitteln der Routine, die den Begriff des Conventionel-
len schon mit einschlie$t. Stimme - magig. Vortrag - ziemlich correct,
aber nicht erwarmend. Besondere Kennzeichen - keine.”

Und die letzten Satze Hugo Wolfs als Kritiker lauten:

Ausnehmend schoén und edel sang und spielte Herr Reichmann den
Telramund; wir betonen diese erfreuliche Wahrnehmung umso krafti-
ger, als uns nur zu oft die traurige Nothwendigkeit auferlegt wird, die
Schwichen des verdienstvollen Sdngers schonungslos aufzudecken.
Was aber soll man iiber den Konig des Herrn Rokitansky sagen?
Das Richtige auszusprechen wire fast unschicklich; aber denken kann

. 6
man sich’s.?

Mit dem Ausscheiden von Hugo Wolf endet fiir lange Zeit die das Mu-
sikleben betreffende Berichterstattung im Wiener Salonblatt. Musik hatte

im Wiener Salon offensichtlich keinen Platz mehr.

Krones, Hartmut. ,,,Er hatte sich gleichsam mit seinem ganzen Korper in das
Wort des Dichters verwandelt!* Hugo Wolfs ,Penthesilea‘ als Musik gewor-
dene Dichtung®. In Hamburger Jahrbuch fiir Musikwissenschaft 13, hrsg. von
Constantin Floros, Hans Joachim Marx, Peter Petersen, Wolfgang Démling,

Langberg, Dietmar, Hrsg. Hugo Wolf. Vom Sinn der Tone. Briefe und Kritiken.
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Hardly any debates polarised the Viennese concert-going public in the 19"
century more than the one concerning the aesthetic value of symphonic pro-
gramme music. The Viennese press provided the arena for this great battle:
across a variety of newspapers, numerous critics crossed swords in frequent-
ly polemical tones over this musical genre, which became established in the
1850s. As I discovered while writing my dissertation’ — which critically ex-
amined about 1000 specially compiled music reviews published by about 150
authors in 35 Viennese periodicals covering 116 performances of 45 different
symphonic programme music compositions between 1855 and 1900 - com-
position and performance reviews were rarely limited in their argumenta-
tion solely to the evaluation of the musical texture. Reviewers also questioned
both the aesthetic value of the main musical genres as well as the composers’
individual artistic ability. In such author-focused discussions, aspects such as
national identity” or religious convictions also often came to the fore.

1 Bianca Schumann, “Umstrittene Tongemdlde. Die Rezeption symphonischer Pro-
grammmusik in Wien (1855-1900)” (Dissertation, University of Vienna, 2022).

2 Bianca Schumann, “Ein ‘deutscher’ Franzose? Die Rezeption von Camille Saint-
-Saéns’ symphonischer Programmmusik im Wiener Pressediskurs (1876-1889),” Ad
Parnassum: A Journal of Eighteenth- and Nineteenth-Century Instrumental Music 17,
no. 34 (2019): 103-27; Bianca Schumann, “Zwischen Ost und West: Franz Liszts nati-
onale Identitéit in der Wiener Musikkritik (1857-1900),” Studia Musicologica 61, no.
3-4 (2020): 367-79; Bianca Schumann, ““Slawische’ Programmmusik? Bedfich Sme-
tanas und Antonin Dvoiaks Nationalitdt im Fokus der Wiener Presse (1887-1918),”
Journal of Music Criticism 6 (2022): 39—75.
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This paper treats excerpts of this journalistic dispute from the perspec-
tive of reception history and thereby focuses on one of “non-musical” since
biographically oriented evaluation criteria. The aim is to understand the
role that perceptions of Franz Liszt’s religious convictions played in the de-
bate about his symphonic programme music; i. e. in what way the selected
reviewers’ music criticism deployed this non-musical evaluative criterion —
for what purposes and with what intentions.

No composer other than Liszt has had their religious beliefs subject to
such public scrutiny in the reception of their symphonic programme mu-
sic.’ This is due on the one hand to Liszt’s personal attitude towards the
Christian religion* and on the other to the specific themes treated in some
of his symphonic programmes. In some compositions, the reference to reli-
gious themes is obvious from their title or the programme, as with The Bat-
tle of the Huns (Symphonic Poem No. 11), which was written in response to
the painting of the same name by the painter Wilhelm Kaulbach, known

3 The reception of Goldmark’s Lindliche Hochzeit, for example, proves to be only mar-
ginally influenced by his Jewish faith. Accordingly, in the reviews of the Viennese
premiere of this work in 1876, allusions to Goldmark’s religious references can only
be found in Ludwig Speidel’s review, discussed in detail by David Brodbeck. See:
Anon., “(Musikalische Auffithrungen.),” Fremden-Blatt. Morgen-Blatt 68 (9 March
1876): 6. The reviews written for the second and, for the century, last performance
of this work in 1891 are free of such references. Goldmark was nevertheless repeate-
dly subjected to anti-Semitic criticism, especially in the later decades of the century,
but in particular reference to his two operas Die Konigin von Saba and Merlin, as is
also discussed by Brodbeck. The Viennese discourse on Goldmark’s symphonic pro-
gramme music is only negligibly influenced by his religion. David Brodbeck, Defi-
ning Deutschtum. Political Ideology, German Identity, and MusicCritical Discourse
in Liberal Vienna (= The New Cultural History of Music Series) (New York: Oxford
University Press, 2014), 101-5, 199-248, 290-308.

4 The complex area of Liszt’s religious faith cannot be dealt with in depth in this publi-
cation due to the reception-aesthetic perspective on which it is based. For an intro-
duction to the subject see, among others, Paul Merrick, Revolution and Religion in
the Music of Franz Liszt (Cambridge, New York: Cambridge University Press, 1978),
esp. 3—-87; Ralph P. Locke, “Liszt on the Artist in Society,” in Franz Liszt and His
World (= The Bard Music Festival Princeton), ed. Christopher H. Gibbs and Dana
Gooley (Princeton, Oxford: Princeton University Press, 2006), 295-6; Rena Char-
nin Mueller, “From the Biographer’s Workshop: Lina Ramann’s Questionnaires to
Liszt,” trans. Susan Hohl, in Franz Liszt and His World (= The Bard Music Festival
Princeton), ed. Christopher H. Gibbs and Dana Gooley (Princeton, Oxford: Prince-
ton University Press, 2006), 362; Alan Walker, Franz Liszt, 3 vols., vol. 2: The Weimar
Years 1848-1861 (= Great Composer Series) (New York: Cornell University Press,
1993), 11-2, 406—7 and 544; Alan Walker, Franz Liszt, 3 vols., vol. 3: The Final Years.
1861-1886 (= Great Composer Series) (New York: Cornell University Press, 1996),
10-1, 55, 69—70 and 85-91.
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for his literary illustrations and paintings with historical content. Another
example of this type of direct reference is the Dante Symphony. It is based
on Dante Alighieri’s Divine Comedy and the Christian titles of its three
movements — Inferno, Purgatorio, Magnificat — refer to that literary work.
In other compositions — such as the third symphonic poem Les Préludes,
which was named after a poem from Alphonse de Lamartine’s collection
Nouvelles méditations poétiques — the religious colouring of the extramusi-
cal programme is more subtle.’ The thematic orientation of these three pro-
grammatic symphonies in particular encouraged some in the musical press
to present Liszt’s work as expressions of his personal religious convictions
and theological mission, thereby non-aesthetically legitimising them as
music which is “close to God”. Critics who shared the conviction that Liszt
had become a man of God after receiving the minor orders in 1865, that he
had successfully satisfied his lifelong search for God, that his “spirit [...]| had
overcome matter,” could in principle draw on such an argument. In rea-
soning of this kind, the figure of the composer himself plays a decisive role,
since an audience’s perception of his nature and character traits, his “atti-
tude and outlook,” as Kulke describes it, becomes the essential component
in assessing his musical works. At the same time, the specific musical tex-
tures lose significance for the composer’s reception, since the author’s own
status as a “loving, mild, godly musician™ formally confers upon his “sacred
music™ a priori value, as the pseudonymous reviewer de Joux puts it. Con-
versely, the positive perception of the composer as a Christian becomes in-
dispensable for affirming the validity of his works. For without the recogni-
tion of the “divine aura” of the composer, they lose their dogmatic claim to
legitimacy, which secures them public approval, regardless of their actual
form.” This interdependency between work and composer, established over
5 Cf. Sandra J. Fallon-Ludwig, “Religious, Philosophical and Social Significance in the

Symphonic Poems of Franz Liszt” (Dissertation, Brandeis University, 2010).
6 Ed. K., “Operntheater und Concerte. (Niemann’s Gastspiel. — ‘Iphigenie’. — Franz

Liszt. — ‘Les préludes’. — Gesellschaftsconcert. — Eine neue Symphonie von Mendels-

sohn. — Friulein Menter. — Orchesterverein. — Ein dankbarer Impresario.),” Das Va-
terland 60 (1 March 1869): 1.

7 Ed. K., “Concerte,” Das Vaterland 21 (21 January 1874): 1.
Ibid.

9 de Joux, “Concerte,” Wiener Salonblatt 13 (30 March 1890): 9.

10  The critic writing as -h., for example, considers the influence of Liszt’s religious be-
liefs on the Faust Symphony more objectively. Unlike the other reviewers cited in
this paper, he does not regard Liszt’s Catholicism as an authority that legitimises the
work per se, but remains able to dispense negative judgement through his ideologi-
cal distance from the aesthetic object, without having to evaluate Liszt’s religious in-
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a number of reviews, is especially prominent in a report by one of Liszt’s
students, August Gollerich. Gollerich explains that in the “Pastorale” of Les
préludes, the qualities of “intimacy and tenderness” that comprise Liszt’s
“genuinely German sensibility” are “combined with religious elements to pro-
duce the most genuine consecration” and that due to the interplay of these
two natural character traits, he allows us “to find refreshment in the sunlit
divine peace of nature.” The critic Eduard Kulke also draws a close connec-
tion between Liszt’s artistry and his nature, between his music and his re-
ligiosity. He interprets the “clarifying musical process,” which he observes
through the successive genesis of Liszt’s symphonic oeuvre, as the effect of
Liszt’s progressive “cleansing and refinement of [his] inner emotional life,”
which finally manifests itself audibly in the “outer expression,” that is, in
his art. In Les préludes, an early symphonic work, Kulke perceives Liszt
as a “fighter and wrestler against the traditional form,” whereas in his lat-
er works, such as the two symphonies, Kulke hears him as a “hero [...] who
has emerged victorious from his struggle.”” This insight leads Kulke to con-
clude that in his first compositions, “worldliness [...] had yet to be overcome”
as Liszt was still working his way through “a transitional moment of his ar-
tistic activity and creativity, as well as of his being as a whole.”™ Liszt’s deci-
sion to be ordained as an Abbé was considered by Kulke to be the inevitable
consequence of this inner spiritual development — “an outcome to which he
was driven by the pull of his innermost being.”* For Kulke, the development

tentions: “At the passage: ‘das Ewig Weibliche — zieht uns hinan’, a single tenor intones

the Gretchen melody, and since it does not fit at all with the words of the text, it virtu-

ally has to be chanted, although Liszt may have intended the result, which is to let the

work end on a priestly, sublime note. We find this entire ending on the whole more ope-

ratic than ecclesiastical, but immensely effective nonetheless.” -h., “Das Wagner-Kon-
zert,” Neues Fremden-Blatt. Morgenausgabe 26 (26 January 1875): 11.

11 August Gollerich, “Siebentes philharmonisches Concert. (3. Symphonie von Brahms.
- Hans Richter. — ‘Les Préludes’ von Liszt),” Deutsches Volksblatt. Morgenausgabe
83 (28 March 1889): 2.

12 Ed. K, “Operntheater und Concerte,” 1.

13 Ibid.

14  Ibid. Daniel Spitzer, on the other hand, describes a different connotation of the “cla-
rifying process™ “Formerly a Tannhduser, Liszt broke free from the white arms of Frau
Venus and turned his back on the Horselberg, in whose depths such arduous love bla-
zes.” That Liszt’s decision to be ordained as an Abbé was not, in Spitzer’s view, free of
a sense of guilt becomes clear in the following sentence: “His kiss-weary lips yearned
for the cross and he sank repentantly at the pope’s feet and kissed his consoling slipper.”
The cynical undertone, which is hard not to miss in Spitzer’s provocative choice of
words, conveys his feeling that Liszt’s change of life was hypocritical, subliminally
hinting in the following sentence that the change might have been less sincere than

70



“CATHOLIC” PROGRAMME MUSIC? FRANZ LISZT'S RELIGIOSITY IN THE FOCUS OF THE VIENNESE PRESS ...

of Liszt’s innermost nature can be read from his musical output as clear-
ly as it can from his innermost being, which was ultimately responsible for
— and hence reflected in — the compositions’ form. Kulke presents Liszt —
attesting him a “religiously inclined nature™ - as an “earthly arm of God,”
and thus as a composer who felt his mission in life was to spread the values
of Christianity to the world through art. There was no doubt for Kulke that
this calling felt by Liszt would have also guided his choice of the themes he
developed in his programmatic music. Accordingly, he states with regard
to Les Préludes:

His earlier works are also meant to demonstrate that this was the com-
poser’s intention; for what else could he be wanting to say when he
warns us that this whole earthly life is only a prelude, only an overture,
what else does he want to awaken in us other than the deep religious
feeling that fills his own breast."

The critic who went by the abbreviation —i. shares Kulke’s view that
the essence of Liszt’s symphonic creations can only be truly understood on
the basis that “Liszt [...] has always faithfully grasped [the world] according
to the teachings of the Catholic Church.” He cites as evidence his conviction
that the Dante Symphony demands “to be taken as the musical artistic ex-
pression of a man who - according to his nature — was truly devoted to his art
and had deeply felt its spirituality during the most sacred hours of his life.””
With this statement —i. communicates that he shares his fellow critic Kul-
ke’s assumption that Liszt needed to propagate his Catholic religiosity out
into society through his music.

In order to gain a deeper understanding of what Kulke and -i. meant
to achieve through their criticism, it is necessary to consider the profile of
the newspaper in which their reviews appeared. Das Vaterland, subtitled
Zeitung fiir die Osterreichische Monarchie, was a daily newspaper published
between 1860 and 1911. It had a Catholic-aristocraticorientation and, despite

perhaps assumed: “But he was not so world-weary as to seek the tranquillity of a mo-

nastery and tonsure the beautiful head that had so often rested upon the bosoms of
tender women. He desired only the ordinances of an Abbé, who can pray when he ple-
ases, and live as he pleases, and drink what he pleases.” Sp-r, “Wiener Spazierginge,”

Neue Freie Presse 3376 (18 January 1874): 5.

15  —i., “Feuilleton. Symphonie zu Dante’s ‘Divina commedia’. (Zur zweiten Auffithrung
im philharmonischen Concerte vom 23. Mérz 1890.),” Das Vaterland 81 (23 March
1890): 1.

16 Ed. K., “Operntheater und Concerte,” 1.

17 —i., “Feuilleton. Symphonie zu Dante’s ‘Divina commedia’,” 4.
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its small circulation of around 8,000 copies, was regarded as the leading or-
gan of the “Catholic movement within the Monarchy.” In this context, it is
unsurprising that in their reviews —i. and, to a lesser extent, Kulke were un-
restrained in their aim of characterising Liszt as a Catholic artist, and both
sought to foreground the religious dimension of the works under review.

»18

Indeed, in one commentary —i. openly reveals his belief in this goal when
he writes: “The Catholic spirit surges forth from the Dante Symphony in a re-
freshing and invigorating way. This, above all, is what we should emphasise
in our paper.”® Another Das Vaterland critic, von Gemmingen, involved in
this religiously accentuated line of discourse within the reception of Liszt’s
symphonic programme music and thereby especially aimed at putting a
friendly face on the Catholic faith. To this end, he portrays Liszt as an ex-
emplary Christian, as someone whose gracious and benevolent conception
of the Christian faith is the “right” one. One can certainly accuse von Gem-
mingen of missionary zeal here. Thus even in Liszt’s “hell music” from the
Dante Symphony, he claims “the cross of faith, forgiveness and hope [shim-

» 20

mers and shines]”.* Kulke also emphasises how the care so important in
the Christian faith is exemplified by Liszt’s “love of man”, which can be
heard in “the outflow of his heart, his ineffable goodness, his whole charac-
ter.” On this he adds with regard to Liszt, “many [...] do not feel the God who
was standing so close to them, until they have moved away from him.”

It is significant for the ongoing research that seeks to reappraise the
aesthetic reception of Liszt’s symphonic programme music in Vienna plus
the debates over its value and legitimacy that little is known about the pro-
fessional or cultural background of the critics involved. In many cases -
such as that of -i. — not even their identity is known. In some others at
least basic biographical information can be ascertained with some certain-
ty — origin, birth and death dates, educational background, for example.
More detailed information, however, which would contextualise the criti-
cism and thus afford deeper understanding, is rare. Such information only
exists for a few critics who have already been extensively considered by mu-
sicologists. Chief among these is Eduard Hanslick, who back then, and still
today, is fondly referred to as the “Pope of critics”, but attention has also al-
18 Kurt Paupié, Handbuch der Osterreichischen Pressegeschichte 1848-1959, 2 vols., vol.

1: Wien (Vienna, Stuttgart: Braumiiller, 1960), 95.

19  —i, “Feuilleton. Symphonie zu Dante’s ‘Divina commedia’,” 4.
20 deJoux, “Concerte,” 9.
21 Ed. K., “Concerte,” 1.
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ready been given to Wilhelm Ambros™. As for Eduard Kulke, little is yet
known beyond some key biographical facts. In the context here, howev-
er, one thing is rather surprising given his aim, as just discussed, to fo-
cus on the religious aspects of Liszt’s work. Kulke’s father was a rabbi, and
thus it is likely that he felt closer to Judaism and the Jewish culture than he
did to Christian-Catholicism - in stark contradiction to what the passages
quoted above would lead one to believe. After his studies, which included
mathematics, physics, and German language and literature, he worked as
a teacher at an Israeli school in the Hungarian city of Pecs in the late 1850s.
He then settled in Vienna, where he was active for many years writing for
Jewish publications such as Die Allgemeine Zeitung des Judentums and the
Wiener Jahrbuch fur Israeliten. He also wrote literary stories, humoresques
and sketches throughout his life, most of which revolved around themes re-
lated to rural Jewish life. Considering the full range of his criticism of pro-
grammatic works — not just by Liszt but also his contemporaries who were
also the subject of a lively debate — it is clear that Kulke felt he belonged
to the progressive camp of Inhaltsdsthetiker (content aesthetes), which ex-
plains why he would have defended or justified Liszt’s programmatic rep-
ertoire. Given his background, however, it is puzzling why he sought to
exploit Liszt’s religious convictions, of all things, for this purpose. Unfor-
tunately, the information about his acculturation, which is seemingly in
conflict with his stated views on Liszst’s Catholicism, has only been curso-
rily investigated and only exists in lexical, keyword-like form.” Future cul-
tural studies researchers will need to address such gaps in the biographical
knowledge if they are to make any headway in gaining a deeper under-
standing of the nature of important historical debates, like the one con-
cerning symphonic programme music.

Concluding this brief excursion into the field of biographical research,
it is worth recalling Eva Diettrich’s insight in her study of the reception of
Liszt’s church music compositions that the Liszt oratorios and masses re-
viewed in the Wiener Kirchenzeitung were not primarily treated as “works
of art” — the newspaper did not review any of Liszt’s symphonic program-
matic works as such - but rather “examined individual details to uncover

22 Markéta Stédronska, ed., August Wilhelm Ambros: Musikaufsitze und rezensionen
1872-1876. Historischkritische Ausgabe (= Wiener Veroffentlichungen zur Musikwis-
senschaft 45), 2 vols. (Vienna: Hollitzer, 2017 and 2019).

23 Alexander Rausch, “Kulke, Eduard,” Osterreichisches Musiklexikon online, https://
www.musiklexikon.ac.at/ml?frames=no.
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their quasi-dogmatic relevance to the views within the Catholic Church.”* As
has become apparent in the preceding discussion, a similar situation, albe-
it in a weakened form, pertains to selected moments of the Viennese recep-
tion of Liszt’s symphonic programme music.

Concluding the reflection on 43 years of reception history, it can be
stated that the cited critics’ purpose was section is twofold. First, they
wished to legitimise selected symphonic works by Liszt, primarily by using
his religiosity as a non-aesthetic criterion. And second, the critics’ charac-
terisation of Liszt as a Christian artist indicates a strategy to promote the
Catholic faith as a “religion of grace” by using a famous composer who was
also praised as an exemplary Christian — a missionary agenda that is con-
sistent with statements made by Liszt himself. Thus Liszt is reputed to have
said - if one is to trust an unsubstantiated claim made by Friedrich W.
Riedel - that “the arts are not a religion in themselves, but rather the formal
embodiment of the true, Catholic, apostolic, Roman religion.””
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Music of Progress and the Future:

On the Roots of a Fierce Press Feud

in the Second Half of the 19 Century
Helmut Loos

Univerza v Leipzigu
Universitat Leipzig

“Zukunftsmusik” was a catchword that appeared in the mid-19" century
and was intended to brand the camp of the “New Germans” in the musi-
cal party dispute until it was positively adapted by them. Richard Wagner
fuelled the controversy with his essay Das Kunstwerk der Zukunft (1850)
and further fanned the flames with an open letter Zukunftsmusik (1861).
As the original dedication of the second main aesthetic writing of the Zu-
rich period (1850) to Friedrich Feuerbach on the basis of his writing on The
Religion of the Future' demonstratively proves, Wagner, according to his
own testimony (in the preface to the Collected Writings and Poems of 1872),
“surrendered himself without critical consideration to the guidance” of this
“witty writer.”” This is connected to his decision not to work out a Jesus of
Nazareth but a Siegfried, with which Wagner deviated from the primarily
Christian theme he had pursued until Lohengrin. He thus came into clear
conflict with his supporter and friend Franz Liszt, who had enthusiastical-
ly supported Lohengrin.* With his move from Weimar to Rome a few years

1 Friedrich Feuerbach, Die Religion der Zukunft (Zurich and Winterthur: Verlag des
literarischen Comptoirs, 1843).

2 Richard Wagner, “Introduction,” in Richard Wagner, Gesammelte Schriften und Di-
chtungen, vol. 3 (Leipzig: Verlag E. W. Fritzsch, 1872), 4.

3 Helmut Loos, “Richard Wagner’s Lohengrin und sein religionssoziologisches Um-
feld,” in Transgression in Music - Miedzynarodowa Konferencja 23.-25. listopada/
November 2021, ed. Anna Nowak (Bydgoszcz: Akademia Muzyczna im. Feliksa
Nowowiejskiego, forthcoming).

77



GLASBENA KRITIKA = NEKOC IN DANES ‘ MUSIC CRITICISM = YESTERDAY AND TODAY

later, Liszt demonstratively placed himself in the Christian tradition, while
Wagner embraced the Germanic myth.*

The Germanic myth of origin and superiority, like the enthusiasm for
Greek antiquity, formed an aggressive social antithesis to the Judeo-Chris-
tian tradition. The Enlightenment had promoted the search for alternative
models of society that could be adapted to the idea of progress and evolu-
tion. The resulting modernity in its various forms was united by its opposi-
tion to orthodox Judaism and above all Christianity. According to Thomas
Nipperdey, the “struggle for Christianity and modernity” formed a funda-
mental root of the socio-political division in the 19" century. Art, with its
claim to represent the “true, the good, the beautiful,” was not unaffected by
this, and music in particular, with its processual, quasi-ritual appearance,
partially developed into the art religion of modernity. It was not least this
inherent moral claim that was responsible for the fierce press feuds,® which,
in contradiction to the world-unifying myth of music, led to hostile camp
formations. The music of the future functioned as an exponent of progress.

Richard Wagner held Ludwig Bischoff (1794-1867)" responsible for the
introduction of the fighting term “future music.” In fact, Bischoff took a
decidedly conservative standpoint in the Rheinische (1850-1859) and Nied-
errheinische Musik-Zeitung fiir Kunstfreunde und Kiinstler (1853-1867), both
of which he founded and for which he was editorially responsible (until the
third volume), and criticised above all the religiously influenced idealisa-

»10

tion of artists.” Bischoff often speaks of “idols” and of “self-deification.” In

4 Sibylle Ehringhaus, Germanenmythos und deutsche Identitit [Germanic Myth and
German Identity], Die Friihmittelalter-Rezeption in Deutschland 1842-1933 (Wei-
mar: Verlag und Datenbank fiir Geisteswiss, 1996).

5 Thomas Nipperdey, Deutsche Geschichte 1800-1866, Biirgerwelt und starker Staat
(Munich: Verlag C. H. Beck, 1983, special edition 1998), 403.

6 Beverly Jerold, “Zukunftsmusik/Music of the future. A moral question,” The journal
of musicological research 36, no. 4 (2017): 311-35.

7 Robert Lee Curtis, Ludwig Bischoff. A mid-nineteenth-century music critic [Contri-
butions to Rhenish Music History, vol. 123] (Cologne: A. Volk, 1979).

8 Richard Wagner, Sdmtliche Schriften und Dichtungen, vol. 8 (Leipzig: Breitkopf &
Hartel, s. a.), 242f.

9 Cf. Helmut Loos, “Das etwas andere Beethoven-Bild des Ludwig Bischoff und sei-
ner Rheinischen und Niederrheinischen Musik-Zeitung,” in Beethoven 9. Studies and
Interpretations, ed. Magdalena Chrenkoff (Krakow: Akademia Muzyczna), forthco-
ming.

10  Ludwig Bischoft, “Was wir wollen,” Rheinische Musik-Zeitung fiir Kunstfreunde und
Kiinstler 1, no. 1 (1850/51): 2; Ludwig Bischoff, “Noch Einmal: Was wir wollen,” Ni-
ederrheinische Musik-Zeitung fiir Kunstfreunde und Kiinstler 1, no. 1 (2 July 1853):
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his programmatic opening article in 1850, he was convinced of the “devel-
opment of the life of nations” and the “progress associated with it” as well as
of the vitality of beauty, which was “so intimately connected with the noble
moral nature of man.” He could not agree with “the gloomy prophets who
predict the complete decline of art, the downfall of the beautiful in the oppres-
sive world domination of the useful” It is above all music that has “already
anticipated the movement of the present, [...] the struggle for the birth of a re-
juvenated world,” “ever since Beethoven opened the gates of the future.” Bis-
choff opposes the “idolatry” of “the tonal formations of the South and virtu-
osity” as well as “the prejudice that art has its home only in the higher regions
of society.” Bischoff argues vehemently for an art that is not limited to the
educated in a circumscribed temple, but serves the whole people, whether
it is at home in the church, the concert hall or the theatre (it is remarkable
that he does not exclude the church, but calls it equal).” He opposes a dis-
dain for Joseph Haydn, “what has been preached and pre-philosophised to us
ad nauseam by many musical judges of art and sound, of ‘progress and over-
come point of view”.”” Rather, he is of the opinion that “the heretical thought
could not be rejected that art mocks the law of progress, that its course of de-
velopment is a very peculiar one.” ®

At first, the Rheinische Musik-Zeitung expressed a benevolent, wait-
and-see attitude towards Richard Wagner. In 1850, under “kleinere Gotter”
(smaller gods), one can read: “What Richard Wagner, the composer of the
future, will become, is still to be expected, the best to be hoped for.”* But the
scepticism manifested itself a short time later:

For Richard Wagner arises [...] in some musical circles, as a result of
the bellicose allarm raised by the Leipziger musikalische Zeitung, a cu-
rious interest is arising; and I think it quite possible that his treatises,
rich in ingenious and incisively true thoughts, will also turn the heads
of many here in Berlin, despite the confused and one-sided attitude in
which they appear so far; the great masses are, as a rule, only capable of
extremes and intemperance; nor may it do any harm that the exclusive-
2; Ludwig Bischof, “Aus London,” Niederrheinische Musik Zeitung fiir Kunstfreunde
und Kiinstler 3, no. 21 (1855): 166.

11 Bischoff, “Was wir wollen,” 1-5.

12 Ludwig Bischoft, “Joseph Haydn’s Musik,” Rheinische Musik-Zeitung 1, no. 21 (1850):
161.

13 Ludwig Bischoff, “Plastische Musik,” Rheinische Musik-Zeitung 1, no. 46 (1850/51):
363.

14  August Hitzschold, “Die deutschen Opern-Componisten und Dichter,” Rheinische
Musik-Zeitung 2, no. 92 (1851/52): 731-3, here 733.
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ly musical endeavours should be contrasted for a time with the absorp-
tion of music in poetic inwardness, with the monotonous spinning off
of an insignificant motif, with formlessness.”

Even after Ludwig Bischoff left the editorial office, the Rheinische
Musik-Zeitung continued to pursue a critical line against Zukunftsmusik,
for example when a Mozart review spoke of the “shocking diminished sev-
enth chords, whose nonsensical use in so-called Zukunftsmusik has become
not only disgusting but truly sacrilegious.”™® Musical authorities are readi-
ly quoted, such as Ludwig Rellstab in a report from Berlin, who, with re-
gard to the followers of future music, said in the Vossische Zeitung that “the
new chaos composers” had “just arrived at the creation of future music,”” or
Francois-Joseph Fétis, who, referring to the classics, especially Mozart, op-
poses the principle of progress among the followers of future music."

With his newly founded Niederrheinische Musik-Zeitung, Ludwig Bi-
schoff takes an even sharper line against future music, so it is quite under-
standable that the term has been attributed to him.” Already in the first vol-
ume in 1853, Bischoff ironically refers to Richard Wagner:

O enviable alliance of the artists of the future, the apostles of the sung
drama with the prophets of absolute religion and the aesthetic cult! [...]
A sinister spirit runs through the house of German art and literature!*

In the second volume, an article on “The Opposition of Southern Ger-
many to the Music of the Future” is printed.” A biblical comparison is used
here:

Until now [...] Baal has not yet performed a miracle, no matter how
much his prophets prophesied of signs and wonders that Baal would
perform at his great festival in Karlsruhe; and therefore we Swabians
faithfully honour our old gods and do not want to desecrate their sa-

15  G. E., “Berliner Briefe,” Rheinische Musik-Zeitung fiir Kunstfreunde und Kiinstler 2,
no. 93 (1851/52): 738—40, here 739.

16  Echo., “Die Briefarie im ‘Don Juan’,” Rheinische Musik-Zeitung 6, no. 7 (1855): 373.

17 Anon. “Berlin,” Rheinische Musik-Zeitung 6, no. 49 (1855): 390f.

18  Anon., “Ein ausldndisches Urtheil iiber unsere neue Opernrichtung,” Rheinische
Musik-Zeitung 7, no. 47 (1856): 369.

19  Christa and Peter Jost, ““Zukunftsmusik.” Zur Geschichte eines Begriffs,” Musikthe-
orie. Zeitschrift fiir Musikwissenschaft 10, no. 2 (1995): 119-35. According to this, the
term was first used by Johann Christian Lobe in 1852.

c

20 S.in S, “Stoppellese,” Niederrheinische Musik-Zeitung 1, no. 5 (1853): 38.
21 J. B, “Die Opposition Siiddeutschlands gegen die Zukunftsmusik,” Niederrheinische
Musik-Zeitung 2, no. 4 (1854): 29f.
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cred temple by erecting an opera altar for the idol Baal, the work of art
of the future.”

Without going into the many possible references here, one particular-
ly characteristic one should be singled out:

All the ingratitude, the dizziness, all the vanity, all the self-reflection, all
the inertia to push on the future what one should accomplish oneself, all
the hollowness and hall bathing of the aesthetic chatterers - how beau-

tifully it all sums up in the one word ‘future music’!”

This article has recently been included in a large anthology containing
writings on this central music-aesthetic controversy of the 19" century.* It
is the result of a long-term research project initiated by Detlev Altenburg at
the Franz Liszt School of Music in Weimar. In contrast to previously com-
mon treatises on the New German School, the critical voices are included
in this anthology. It contains 12 articles from the Rheinische Musik-Zeitung
and 24 from the Niederrheinische Musik-Zeitung. James Deaville writes about
the selection of articles in his introduction:

Quite in contrast to the one-sided perspective [...] offered by previous,
all-too-selective - and thus tendentious - source collections on the New
German School, the inclined reader can now follow the debates exact-
ly as they were conducted between the actors involved - we thus also get
to read that to which the progressives responded with their writings!”

What Deaville formulates so succinctly here is nothing other than a
fundamental critique of the long-prevailing trend in German musicology
to perpetuate “master narratives” of music history and to provide them with
a scientific claim. I have called this direction the art religion of moderni-
ty*® and thus point to the strongly religiously influenced language that is ex-

22 Ibid., 30.
23 Lp., “Zukunftsmusik,” Niederrheinische Musik-Zeitung 7, no. 41 (1859): 324-6, here
325.

24 Dominik von Roth and Ulrike Roesler, eds., Die Neudeutsche Schule — Phdnomen
und Geschichte. Quellen und Kommentare zu einer zentralen musikdsthetischen
Kontroverse des 19. Jahrhunderts, 3 vols. (Berlin, Kassel: Metzler, Barenreiter, 2020),
https://doi.org/10.1007/978-3-476-04923-0.

25  James Deaville, “Introduction,” in Die Neudeutsche Schule — Phdnomen und Geschi-
chte. Quellen und Kommentare zu einer zentralen musikdsthetischen Kontroverse des
19. Jahrhunderts, ed. Dominik von Roth and Ulrike Roesler (Berlin, Kassel: Metzler,
Biérenreiter, 2020), 1-7, https://doi.org/10.1007/978-3-476-04923-0.

26  Helmut Loos, E-Musik - Kunstreligion der Moderne. Beethoven und andere Gétter
(Kassel: Barenreiter, 2017).
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pressed in the writings. Thus, beyond the musical, moral decision-making
competence is claimed, which in the socio-political debate of the time can
clearly be located on the side of modernity. It is no coincidence that the key
words autonomy, rationality, individualisation and secularisation or better
(according to Nipperdey) de-Christianisation can be found in this musical
style.” The latter is easily recognisable in two prominent representatives,
August Wilhelm Ambros (1816-1876) and Eduard Hanslick (1825-1904).>*
Eduard Hanslick strongly influenced German musicology with his
statement that the content of music is the tonally moving form.” In his
famous essay Vom Musikalisch-Schonen (On Musical Beauty), he exclud-
ed all musical genres “that serve certain external purposes, such as church,
war and theatre compositions,” because he discovered that they were “often
conventional instead of necessary.”™ This is particularly evident in his mu-
sic criticism. For him, the “public concert” is the “main place of music as
such,” which “with the exclusion of the actual theatre, church and ballet mu-
sic, encompasses the entire musical production.” Oratorios, for him mere-
ly “a surrogate for opera,™ are characterised by “an ever stronger tendency
from the ecclesiastical-religious to the profane-historical.” Robert Schumann
“with his secular oratorio (‘Paradise and Peri’ sc.) gave the final blow to the
tradition of this artistic genre.” In Franz Liszt’s Christus (1** part: Christ-
mas Oratorio), Hanslick sees the composer’s “leap from brilliant virtuosity
to church music” as nothing more than “sought-after simplicity and naivety,”
“musical frailty and emaciation of the carrier,” “the formal bankruptcy of a
tone poet.™* In contrast, Johannes Brahms’ Triumphlied and Schicksalslied
“belong to those great tone poems which rank Brahms among the first mas-

27 Nipperdey, Deutsche Geschichte 1800-1866, 403 — here quoted from the special pa-
perback edition (Munich: Beck, 1998).

28  See: Helmut Loos, “The religious dimension of Beethoven reception in the 19th cen-
tury,” Beethoven 9. Studies and Interpretations, ed. Magdalena Chrenkoft (Krakow:
Akademia Muzyczna), forthcoming.

29  Carl Dahlhaus, Die Idee der absoluten Musik, 4t* ed. (Kassel: Barenreiter, 2018).

30  Eduard Hanslick, Vom Musikalisch-Schénen. Ein Beitrag zur Revision der Aesthetik
der Tonkunst (Leipzig: wbg, 1854), 8.

31 Eduard Hanslick, Geschichte des Concertwesens in Wien 1869 (Vienna: W. Braumiil-
ler, 1869), IX.

32 Ibid., 19 and 23.

33 Eduard Hanslick, Concerte, Componisten und Virtuosen der letzten fiinfzehn Jah-
re, 1870-1885. Kritiken [Concerts, Composers and Virtuosos of the last fifteen ye-
ars. 1870-1885. critiques], 27¢ ed. (Berlin: Allgemeiner Verein fiir Deutsche Litera-
tur, 1886), 17.

34 Ibid., 41f.
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ters” The Schicksalslied in particular contains “like an echo of his admi-
rable ‘German Requiem’, the same Christian outlook, only in Greek form.”*
He cannot deny Beethoven’s Missa solemnis his recognition, but the work is
for him a “tone poem that is not both ecclesiastical and sacred in the highest
sense.”” 1 already pointed out the reception of Beethoven’s Missa solemnis
and the absurdity (from a historical-critical perspective, not ‘reception-aes-
thetic” interpretation against the author) of numerous attempts at interpre-
tation to deny the work a Christian dimension 25 years ago,” without this
ever being deemed worthy of scholarly discussion.

The position that August Wilhelm Ambros (1816-1876)* took towards
Hanslick is usually dismissed casually and somewhat contemptuously in
musicological literature.* This overlooks the great esteem in which both
personalities held each other and which they always maintained despite all
factual differences. In 1856, two years after Hanslick’s first work, Ambros
published his Die Grenzen der Musik und Poesie. Already in the title, Am-
bros expresses that he does not refer to music alone, but considers it in con-
nection with other arts.

Ambros rebukes the “philosophers of form,” the “men of the sounding
arabesque,™ and advises composers “not to resist” the spirit of the time,
insofar as it is compatible “with the immutable eternal laws of the true,
the good and the beautiful ™ In a brief outline of the history of music, he

35  Ibid., 51.
36  Ibid., 54.
37 Ibid., 6.

38  Helmut Loos, “Zur Rezeption der Missa solemnis von Ludwig van Beethoven,”
Kirchenmusikalisches Jahrbuch 82 (1998): 67-76.

39  He was a nephew of Raphael Georg Kiesewetter (1773-1850), a pioneer of the revi-
val and adequate performance of early music, see: Hartmut Krones, “Kiesewetter
und die Folgen. Zur Frithzeit der historischen Auffithrungspraxis in Wien,” in Early
Music in Austria. Research and Practice since 1800. Symposium, Graz, 22-24 Mar-
ch 2007, Report, eds. Barbara Boisits and Ingeborg Harer (Vienna: Mille-Tre-Verl.
Schichter, 2009), 9—-32, https://doi.org/10.2307/j.ctvdfomj3.4. His view of history was
strictly progressive, empirically rational and determined by Enlightenment thought.
See: Raphael Georg Kiesewetter, Geschichte der europdisch-abendlindischen oder
unserer heutigen Musik. Darstellung ihres Ursprunges, ihres Wachstumhumes und
ihrer stufenweisen Entwickelung von dem ersten Jahrhundert des Christenthums bis
auf unsre Zeit (Leipzig: Breitkopf & Hartel, 1834).

40  An exception is: Markéta Stédronska, August Wilhelm Ambros im musikdsthetischen
Diskurs um 1850 [Miinchner Verdffentlichungen zur Musikgeschichte 75] (Munich:
Allitera, 2015). DNB

41 Ibid., 109.

42 Ibid., 114.
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sketches the path of music as a situational progression with many setbacks
from Gregorian chant to the enlightened Germany of his time: “General-
ly, all the ‘educated’ acquired a religion whose credo was easy to remember,
since it was reduced to the dogmas of a ‘supreme being’ and the ‘immortality
of the soul’.””* Ambros criticises the

true zeal in overthrowing and eliminating the old - churches are sold
for demolition or converted into ‘useful institutions’, serious ruins of
old castles are utilised as ‘granaries’, venerable town halls are ‘tasteful-
ly modernised’, and so on. The old cathedrals actually only remained
standing because our elders built so unpleasantly solidly.**

This speaks of a high esteem for church music. In the preface to his

Culturhistorische Bilder aus dem Musikleben der Gegenwart, dedicated to
Franz Liszt, he explicitly acknowledges the musical heritage of the Catho-
lic Church:

The more sincerely I belong to the Catholic Church, in which I was born
and brought up, the more I wish that excessive zeal should not devastate
a part of the very gardens which are richest in blossoms and which the
Church has tended and cultivated for centuries.”

Ambros criticises the “philosophical-theoretical speculation,” since it is

“partly in fantasies, partly in abstractions,™ and points out

that even the generally comprehensible work of art, apparently based on
the purest beauty, does not entirely get rid of the inherited flavour of its
origin according to time, place, religious creed, state constitution, cli-
mate, etc.”

The controversy between Ambros and Hanslick makes it clear that the

musical party formation of the 19t* century had a strong socio-political-ide-
ological dimension that was shaped “by the struggle for Christianity and
modernity.” Julius Schaefter already described this clairvoyantly, albeit bi-
ased, in 1852:

43
44

46
47

84

We are in the middle of the struggle of the ‘parties’. Not only the state
and the church, not only the old social order is undergoing a process of

Ibid., 121.

Ibid., 122.

August Wilhelm Ambros, Culturhistorische Bilder aus dem Musikleben der Ge-
genwart (Leipzig: Matthes, 1860; 274 ed.: Leipzig, 1865), 3.

Ibid., 11.

Ibid., 8.
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decomposition and purification through this struggle, but also art. Im-
mediately after Beethoven - and he himself gave the impetus for this -
the split began among musicians between the enthusiastic supporters of
the storming and pushing Romanticism and the representatives of an
ossified Classicality.**

If absolute music came to dominate in German music literature in the
20" century, this was part of the “relative dechristianisation of our world”
(Nipperdey). If church music has been marginalised, if not excluded, in
German music historiography as a whole since 1800, this follows the max-
ims of modernity. At the same time, other branches rose to religious vener-
ation: Technology, commerce and the arts, above all music, if it knew how
to exist on the concert podium as an ideal counter-world stripped of all so-
cial ties (serious music). In a society that believed in science, musicology
knew how to adapt skilfully and, as a kind of religious congregation of the
musical art religion of modernity, to secure for itself interpretive sovereign-
ty and thus a high social position, religious battles included. The scientif-
ic claim to strive for objectivity and at least objective neutrality fell by the
wayside.
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Kinstlerische vs. politische Aspekte

von Musikkritik: Zur Rezeption ,,auslindischer®
Orchestermusik in der Leipziger Musikpresse
des 19. Jahrhunderts

Stefan Keym
Univerza v Leipzigu
Universitat Leipzig

Das 19. Jahrhundert gilt als eine Epoche des wachsenden Nationalismus’,
in der sich diese politische Ideologie zunehmend in allen Lebensbereichen
manifestiert hat. Gerade der kulturell-kiinstlerische Bereich wurde als ein
Forum entdeckt, auf dem man nationale Emanzipations- und Hegemonial-
bestrebungen besonders wirkungsvoll zur Geltung bringen konnte. Bei den
groflen Instrumentalmusikgattungen, die zur selben Zeit ebenfalls einen
nie dagewesenen Boom erlebten, stand einer solchen Funktionalisierung
allerdings — vor allem im deutschsprachigen Raum - die sogenannte ,,Idee
der absoluten Musik“ entgegen, die die ,,reine Instrumentalmusik® in den
Worten von E. T. A. Hoffmann zu einem ,,Geisterreich® verklérte, das ni-
chts gemein habe ,,mit der dussern Sinnenwelt“ und ihren menschlichen
Konflikten." Der Versuch, beide Ideologien miteinander in Einklang zu
bringen, fiihrte zu einer seltsam gewundenen, ambivalenten Argumenta-
tion, wie sie etwa August ReifSmann, selbst Symphonie-Komponist, Mu-
siktheoretiker und -schriftsteller, 1873 im Artikel ,,Deutschland. Deutsche
Musik“ des von ihm mitherausgegebenen Musikalischen Conversationslexi-
kons vertrat:

1 Anon. [E. T. A. Hoffmann], ,,Rezension von Beethovens fiinfter Symphonie®, Allge-
meine musikalische Zeitung [AmZ] 12 (4. Juli 1810): 631. Siehe auch: Carl Dahlhaus,
Die Idee der absoluten Musik (Kassel/Miinchen: Barenreiter/dtv, 1978).
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Nur weil unsere deutschen Meister die Kunst als Selbstzweck betrach-
ten und iben und nicht einseitig dem nationalen Bediirfnis der Massen
unterordnen, gewinnt diese hochste Vollendung.”

Damit machte ReifSmann das Prinzip der absoluten Musik zur Grund-
lage deutscher kulturchauvinistischer Uberlegenheitsphantasien. Diese
scheinbare Losung des Widerspruchs zwischen Politisierung und ,,l’art
pour l'art“-Prinzip war indes keineswegs unumstritten. Vielmehr wurde
das Krafteverhiltnis dieser beiden Pole im deutschen Musikdiskurs des
Jangen® 19. Jahrhunderts immer wieder neu diskutiert. Neben der patri-
otischen Verklarung von kiinstlerischen Leistungen einheimischer Kom-
ponisten ging es dabei zunehmend auch um die kritische Beurteilung von
Beitrdgen ,ausldndischer® Tonsetzer zu den grofien Instrumentalgattungen,
deren internationale Vorbildwirkung man zwar begriifite, ohne jedoch von
ihrer Vereinnahmung als deutsches Alleinstellungsmerkmal Abstriche ma-
chen zu wollen.

Im Folgenden wird diese Entwicklung anhand der Leipziger Musik-
presse skizziert. Dabei greife ich zuriick auf Ergebnisse eines an der Uni-
versitdt Leipzig durchgefithrten DFG-Forschungsprojekts, das sich der Re-
Internationalisierung des Symphonik-Repertoires der Leipziger Konzerte
und Verlage sowie dessen Resonanz in der Presse widmete.’

Zunichst ist daran zu erinnern, dass die Kanonisierung der groflen
Instrumentalwerke von Joseph Haydn, Wolfgang Amadé Mozart und vor
allem Ludwig van Beethoven zu Klassikern der Tonkunst in den Jahren
nach 1800 zusammenfiel mit dem Zerfall des Heiligen Romischen Reichs
Deutscher Nation und mit dessen militdrischer Bedrohung durch das post-
revolutionire Frankreich unter Napoleon Bonaparte. In dieser prekéren Si-
tuation, in die man sich heute vielleicht wieder etwas leichter hineinzu-
versetzen vermag als in den vergangenen Jahrzehnten, diente Kunst als
ein Mittel der Kompensation: An die Stelle des fehlenden Nationalstaats
trat die Idee einer Kulturnation (Friedrich Meinecke) und diese benétig-
2 August Reissmann, ,,Deutschland. Deutsche Musik®, in Musikalisches Conversati-

ons-Lexikon, Bd. 3, Hrsg. August Reissmann und Hermann Mendel (Berlin: Oppen-

heim, 1873), 138f.

3 Leipzig und die Internationalisierung der Symphonik. Untersuchungen zu Prisenz
und Rezeption ,auslindischer Orchesterwerke im Leipziger Musikleben 1835-1914;
DFG-Projekt am Institut fiir Musikwissenschaft der Universitdt Leipzig 2011-2015.
Siehe dazu: Stefan Keym, ,,,Sich mit jedem Tact mehr zu verwundern, und doch
mehr zu Haus zu fithlen. Zur Re-Internationalisierung der Symphonik im Leipziger
Konzertrepertoire des langen 19. Jahrhunderts®, Die Musikforschung 69 (2016): 318—
44.
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te Alleinstellungsmerkmale, die man u.a. in den grof3en, komplexen Inst-
rumentalwerken der drei Wiener Komponisten fand. Die Begeisterung fiir
dieses anspruchsvolle Repertoire wurde mafigeblich durch die Identitdts-
bediirfnisse des deutschen Biirgertums gefordert: seinen national-patrio-
tischen Gefiihlen, aber auch seinen sozialen Bediirfnissen der Abgrenzung
nach oben und unten, gegen den traditionsgemaf3 auf die Oper fokussierten
Adel und die vermeintlich kulturlosen Unterschichten. Tatsdchlich ging die
Aufwertung des neuen Wiener Instrumentalstils von einem lokalen Son-
derweg zu einem gesamtdeutschen Kulturerbe publizistisch weniger von
der Donauresidenz aus als vielmehr von der sachsischen Buch-, Messe- und
Universitatsstadt Leipzig, die im Zuge dieses Prozesses auch zu einer ,,Mu-
sikstadt“ avancierte.*

In der Presse ist dieser Wandel klar erkennbar, insbesondere anhand
der Allgemeinen musikalischen Zeitung (AmZ), der ersten Musikfachzeit-
schrift weltweit, die sich langer als nur ein paar Jahre gehalten hat: Lag ihr
Schwerpunkt in den ersten Jahrgingen noch stark auf italienischer und
franzosischer Oper (obwohl die Titelbilder mehrheitlich von Portréts mit-
tel- und norddeutscher Komponisten geziert werden), so verschob er sich
bald auf Instrumentalmusik und Symphoniekonzerte, einschliefdlich de-
taillierter Aufstellungen der Programme am Leipziger Gewandhaus, die
auswiértigen Melomanen als Vorbild empfohlen wurden. Dass der AmZ-
Chefredakteur Friedrich Rochlitz zugleich Mitglied der Gewandhaus-Di-
rektion und als solcher verantwortlich fiir die Zusammenstellung der von
ihm in seiner Zeitschrift angepriesenen Konzertprogramme war,’ traf sich
dabei ebenso gut wie die Tatsache, dass die AmZ von dem alteingesessenen
Musikverlag Breitkopf & Hartel herausgegeben wurde, der einen Grof3teil
der gespielten Werke in seinem Sortiment fiihrte.’

Im Diskurs dominierten anfangs eher lokalpatriotische Tone, die die
Biirgerstadt Leipzig gegeniiber den hofischen Residenzen Dresden, Berlin
und Paris abzugrenzen suchten; auflerdem war das Bewusstsein einer star-
ken geistig-kulturellen Differenz zwischen dem protestantischen Norden
4 Siehe dazu: Stefan Keym, ,,The Role of Intercultural Transfers in the Invention of

,Classical Music® in Early Nineteenth-Century Leipzig®, in Intercultural Transfers

and Processes of Spatialization, Hrsg. Michel Espagne und Matthias Middell (Leip-

zig: Leipziger Universitatsverlag, 2022), 17-36.

5 Siehe: Stefan Horlitz und Marion Recknagel, Hrsg., Musik und Biirgerkultur. Leip-

zigs Aufstieg zur Musikstadt (Leipzig: Peters, 2007).

6 Siehe: Thomas Frenzel, Hrsg., Breitkopf & Hirtel. 300 Jahre europdische Musik- und
Kulturgeschichte (Wiesbaden: Breitkopf & Hirtel, 2019).
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und dem katholischen Siiden (inklusive Osterreichs), dem sog. ,,mittcgli-
chen Deutschland® sehr ausgeprigt, dessen Affinitét zur italienischen Mu-
sik in norddeutschen Zeitschriften des 18. Jahrhunderts oft kritisiert worden
war.’ Erst auf dem Hoéhepunkt der gesamtdeutsch-patriotischen Aufwal-
lungen wihrend der Befreiungskriege gegen Napoleon trat eine Tendenz
zu musikkulturellem Nationalstolz deutlicher hervor. So bezeichnete der
Sondershiduser Hoforganist, -sekretir und Lexikograph Ernst Ludwig Ger-
ber 1813 in der AmZ die Symphonien Haydns, Mozarts und Beethovens als
»das non plus ultra in der neuesten Kunst, das Hochste und Vortrefflichste
in der Instrumentalmusik® und Deutschland als den ,,alleinigen Sitz dieser
Kunstgattung®’ Dass das kompensatorische Moment solcher Behauptun-
gen durchaus reflektiert wurde, belegt die folgende, latent ironische Aufle-
rung von Robert Schumann in seiner 1834 als Alternative zur AmZ gegriin-
deten Neuen Zeitschrift fiir Musik:

Wie [...] der Franzose seine Revolution, der Engliander seine Schiffahrt
usw., so [hat] der Deutsche seine Beethovenschen Symphonien; [...] mit
ihm hat er im Geist die Schlachten wieder gewonnen, die ihm Napole-
on abgenommen."

Schumann spricht hier von einem Rezeptionsphdnomen, nicht von ei-
ner patriotischen Intention des Komponisten. Dass er einer solchen skep-
tisch gegeniiberstand, zeigen seine Stellungnahmen zu seinem Altersgenos-
sen Fryderyk Chopin. Denn zwar begeisterte sich Schumann fiir dessen
neuartige Klaviermusik und unterstrich auch deren politische Wirksam-
keit, indem er sie als ,,unter Blumen eingesenkte Kanonen“ bezeichnete, die
der russische Zar zu fiirchten habe; dennoch legte er Chopin bereits 1836
nahe, ,das kleine Interesse der Scholle, auf der er geboren®, dem ,,grofSwelt-
biirgerlichen zum Opfer [zu] bringen und seine ,,zu specielle sarmatische
Physiognomie” zu einer ,,allgemeinen idealen” weiterzuentwickeln."

Ganz in diesem Sinn lobte die dritte Leipziger Musikzeitschrift, die
von dem Musikverleger Bartolf Senft gegriindeten Signale fiir die musika-

7 Anon. [Johann Karl Friedrich Triest], ,Bemerkungen iiber die Ausbildung der Ton-
kunst in Deutschland im achtzehnten Jahrhundert”, AmZ 3 (1800/01): 277f.

Vgl.: Keym, The Role of Intercultural Transfers, 21-3.

9 Ernst Ludwig Gerber, ,,Eine freundliche Vorstellung tiber gearbeitete Instrumental-
musik, besonders tiber Symphonien®, AmZ 15 (14. Juli 1813): 457f.

10  Robert Schumann, ,,Neue Symphonien fiir Orchester®, Neue Zeitschrift fiir Musik
[NZfM] 11 (2. Juli 1839): 1.

11 Robert Schumann, ,,Pianoforte. Concerte. Friedrich Chopin®, NZfM 4, Nr. 33 (22.
April 1836): 138. (Rezension von Chopins Klavierkonzerten).
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lische Welt, 1851 den aus Danemark gebiirtigen zeitweiligen Gewandhaus-
Kapellmeister Niels W. Gade, er habe in seiner vierten Symphonie das ,,nor-
dische Element*

absichtlich aus dem Kreise seiner Gedanken und Ideenwelt auszuschlie-
Ben gestrebt, um sich von den auf die Dauer hemmenden Einfliissen ei-
ner iiberwiegenden nationalen Farbung moglichst zu emancipiren, und
in einem weiteren und héheren Sinne zu schaffen. So manifestirt sich
Gade in seiner neuesten Schopfung schon als ein auf durchaus deut-
schem Grund und Boden stehender Componist.”

Vor allem in der spaten AmZ gab es auch konservative Kritiker, die den
nationalen Aspekt vollig ausklammerten, etwa in ihren Werkbesprechun-
gen von Gades erster und zweiter Symphonie.” In der Neuen Zeitschrift fiir
Musik wiederum, die ab 1845 von der (sich spéter als ,,neudeutsch bezeich-
nenden) ,,Fortschrittspartei“ um den Liszt- und Wagner-Apologeten Franz
Brendel geleitet wurde, beklagte man den bewussten Verzicht Gades auf
nationale Elemente in dessen vierter Symphonie:

Jenes eigenthiimliche, nationale Colorit, welches bei Gade’s Musik so
sehr anzieht, fehlt dieser Symphonie bis auf einige wenige Ziige ganz;
der Componist bestrebt sich darin deutsch zu sein, und verliert dadurch
seine Urspriinglichkeit."

Tatsdchlich lasst sich bei der Publikumsresonanz von Gades Sympho-
nien kein eindeutiger Zusammenhang mit deren nationaler Firbung fest-
stellen. So wurde Gades heitere, ,,kosmopolitische“ vierte Symphonie eben-
so oft gespielt wie die national kolorierten Nr. 1 und 3.”

Die drei hier an Beispielen aus der von Mendelssohn, Schumann (und
Gade!) geprigten kurzen Leipziger ,,Glanzzeit aufgezeigten Haltungen
der Presse im Umgang mit dem Nationalen in der Symphonik - Ausklam-
merung/Ablehnung, ambivalente Wiirdigung und Befiirwortung/Forde-
rung — haben den Diskurs der Leipziger Musikpresse auch in den folgen-
den Jahrzehnten bestimmt.

12V, ,Zwdlfte Ubonnementconcert®, Signale fiir die musikalische Welt [SMW] 9, Nr. 4
(Januar 1851): 35f.

13 A. K. [August Kahlert], ,Recenzion®, AmZ 45, Nr. 49 (6. Dezember 1843): 879; R+,
»Nachrichten“, AmZ 46, Nr. 4 (24. Januar 1844): 62f.

14 F. G, ,Leipziger Musikleben, NZfM 36, Nr. 4 (24. Januar 1851): 37.

15  Siehe: Yvonne Wasserloos, Kulturgezeiten. Niels W. Gade und C.F.E. Horneman in
Leipzig und Kopenhagen (Hildesheim: Georg Olms, 2004), 285.
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Manche konservativen Kritiker erkldrten sich fiir schlichtweg unzu-
standig bei national intendierten fremdlandischen Kompositionen. So be-
merkte ein Rezensent der Signale 1861 iiber die Ouvertiire zu Michail Glin-
kas Oper Ein Leben fiir den Zaren, die ,nationale Bedeutung“ des Werks
konne er gar ,,nicht wiirdigen [...], denn wir gehéren nicht zu den Untertha-
nen des ,Kaisers aller Reuflen [sic]“." Einige Rezensenten lehnten nationale
Aspekte in der Symphonik kategorisch ab. So lief? sich Eduard Bernsdorff,
der langjédhrige Chefkritiker der Signale, ,,specifisch national-musikalische
Nachempfindungen“ allenfalls dann gefallen, wenn sie

einestheils nicht mit zu grofler Pritention und in zu breiter Ausdeh-
nung auftreten, anderntheils es dem auferhalb der gerade im Spiele sei-
enden Nationalitdt Stehenden nicht allzuschwer machen, sich mit dem
Fremdartigen zu verséhnen

- eine Bedingung, die er bei Antonin Dvoraks Slavischen Tinzen eher er-
fullt sah als etwa bei der Skandinavischen Symphonie des Briten Frederick
H. Cowen.” Dieses Urteil erklart sich daraus, dass Bernsdorff (wie er mit
Bezug auf Johan Svendsens zweite Symphonie klarstellte) ,,vor allen Din-
gen [...] in den hoheren Kunstgattungen der Sinfonie, Sonate u.s.w.“ ,kei-
ne Sympathie fiir das Nationalititsprincip in der Musik“ hegte.” Auch
Bernhard Vogel duferte 1882 in der Neuen Zeitschrift fiir Musik deutliche
Skepsis gegeniiber der Verwendung ,,siidslavischer Volksweisen® in Anton
Rubinsteins fiinfter Symphonie, ,weil das Slaventhum in solcher Ausgespro-
chenbheit fiir symphonische Werke friiher nicht verwerthbar schien“.” Und in
Piotr Cajkovskijs zweiter Symphonie hielt er russische Volksweisen nur un-
ter der Voraussetzung fiir tolerabel, dass ,,der Patriot nicht auf Kosten des
Kiinstlers sich breit* mache.”

Im spéten 19. Jahrhundert ist eine zunehmende Durchdringung von
asthetischen Argumenten mit nationalistischem Denken erkennbar. Dies
lasst sich exemplarisch zeigen am Diskurs iiber ,,motivisch-thematischer
Arbeit®, die im deutschen Raum seit einer 1844 von Johann Christian Lobe

16 Anon., ,,Achtes Ubonnementconcert in Leipzig“, SMW 19, Nr. 51 (5. Dezember
1861): 709.

17  SMW 44 (Dezember 1886), 1176.

18  G. S, ,Funftes Ubonnement=Concert im Saale des Gewandhauses zu Leipzig",
SMW 35, Nr. 63 (November 1877): 995.

19  Bernhard Vogel, ,,Werke fiir Orchester®, NZfM 78, Nr. 4 (22. Januar 1882): 40.

20 Bernhard Vogel, ,,Werke fiir Orchester®, NZfM 77, Nr. 15 (8. April 1881): 157.
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publizierten Kompositionslehre™ explizit als eines der wichtigsten Stil- und
Qualitatskriterien galt, das einem Instrumentalwerk innere Geschlossen-
heit, Autonomie und damit Dauerhaftigkeit verlieh.”” 1859 behauptete der
junge Felix Draeseke, Schiiler Liszts, aber zuvor auch des Leipziger Conser-
vatoriums, in der Neuen Zeitschrift fiir Musik, nur wenige ,,Ausldnder” hat-
ten bislang die ,,Meisterschaft in dieser Kunst der Durcharbeitung® erlangt;
dies sei der Grund, weshalb ,,bis zu Berlioz’ Erscheinen deutsche Autoren al-
lein in der Instrumentalmusik geherrscht haben®.” Walter Niemann fiihrte
die Distanz vieler nationaler Symphoniker gegeniiber der thematischen Ar-
beit auf ein satztechnisches Argument zuriick: Aus der ,,aufs Volkslied zu-
riickgreifenden Fundamentierung all’ der slavischen und skandinavischen
,nationalen‘ Schulen” resultiere das ,,Erbiibel“,** dass wir

ungezédhlte Wiederholungen einzelner Phrasen, transponierte Repeti-
tionen weiter Perioden [gewinnen], aber keinen Ersatz fiir die fehlen-
den logisch ersonnenen und zielbewusst gestalteten Entwickelungen.”

Andere Autoren gingen einen Schritt weiter, indem sie Stilmerkma-
le wie eine repetitive thematische Struktur oder scharfe Stimmungswech-
sel auf Einfliisse der Landschaft, der Geschichte oder des klischeehaft dar-
gestellten vermeintlichen Charakters der Nation zuriickfithrten, der der
jeweilige Komponist angehorte. So war namentlich bei russischen Kom-
ponisten oft von ,.geistesarmen Wiederholungen®,”® Barbarei”” und vom Ein-
satz der Knute die Rede, etwa mit Bezug auf Vassilij Kalinnikovs Sympho-
nie g-Moll:

21 Johann Christian Lobe, Compositions-Lehre oder umfassende Theorie von der the-
matischen Arbeit und den modernen Instrumentalformen, aus den Werken der besten
Meister entwickelt und durch die mannigfaltigsten Beispiele erkldrt (Weimar: Voigt,
1844).

22 Siehe dazu: Stefan Keym, Hrsg., Motivisch-thematische Arbeit als Inbegriff der Mu-
sik. Zur Geschichte und Problematik eines ,deutschen’ Musikdiskurses (Hildesheim:
Georg Olms, 2015).

23 Felix Draeseke, ,Michael Glinka“, NZfM 51, Nr. 15 (7. Oktober 1859): 125.

24  Walter Niemann, ,,Die auslindische Klaviermusik der Gegenwart“, NZfM 101, Nr. 7
(8. Februar 1905): 135.

25  Walter Niemann, ,Neue Klaviersonaten I, NZfM 102, Nr. 7 (14. Februar 1906): 160
(zu Milij Balakirev).

26 C. M., ,XX. Gewandhauskonzert, NZfM 100, Nr. 12 (16. Mdrz 1904): 227f. (zu
Tschaikovskijs fiinfter Symphonie).

27  Eduard Bernsdorff, ,,Drittes Ubonnement=Concert im Saale des Gewandhauses zu
Leipzig®, SMW 55, Nr. 48 (26. Oktober 1897): 754 (zu Nikolaj Rimskij-Korsakovs
Scheherazade).
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Wenn da plétzlich an unvermuteter Stelle der Aufruhr in allen Inst-
rumenten losbricht, wenn die Bldser mit vollen Backen arbeiten, die
Streicher in den hochsten Lagen winseln, da wird man den Gedanken
an Sibirien, an ein Rudel bissiger Wolfe, an eine Horde ungeschlachter
Bauern, die mit der Wodkaflasche dahergeschwankt kommen, und - an
die gefiirchtete Knute nicht los.*

Wihrend sich das Leipziger Bild von russischer Symphonik erst all-
mahlich entwickelte und zunichst stark variierte,” war der Blick auf fran-
z6sische Musik iiber weite Strecken des 19. Jahrhunderts sehr stereotyp
und negativ. Bereits in der ersten Jahrhunderthélfte hatte sich hier eine Art
Feindbild entwickelt, das primér von Oper und Operette gepragt war. Es
kreiste um das kulturchauvinistische, spiter auch rassistisch unterfiitterte
Klischee, Franzosen kénnten aufgrund ihres Nationalcharakters gar nicht
anders, als leichte, frivole Musik zu schreiben, die zwar technisch gut ge-
macht sei (vor allem in der Orchestration) und daher wirkungsvolle Effekte
und einigen Esprit biete, aber letztlich immer oberflichlich bleibe.*

So urteilte die Allgemeine musikalische Zeitung anlasslich eines aus-
schliefflich Werken franzosischer Komponisten gewidmeten Konzerts, das
1876 (also nur funf Jahre nach dem Deutsch-Franzgosischen Krieg!) am Ge-
wandhaus stattfand, iiber Hector Berlioz, er verstehe es zwar, seine Gedanken

in interessante thematische Verflechtungen zu bringen, sowie im gros-
sen Ganzen geistvoll und wirksam zu gruppiren; freilich stellen sich
diese Gedanken nicht als innere Gemiithsergiisse, sondern als Reflexe
des combinirenden Verstandes dar.”

Berlioz” Harold-Symphonie sei daher zwar ,ein hochst geistreiches,
nicht aber zugleich ein gemiitherhebendes und ideales Werk®. Auch Camil-
le Saint-Saéns’ zweiter Symphonie wurde von den Signalen ein ,tieferes Be-
rithrtwerden® der Horer kategorisch abgesprochen.”

28  M-r, Leipziger Zeitung, 9. November 1904.

29  Siehe dazu: Stefan Keym, ,,Auffrischung oder Abweichung von der Tradition? Pri-
senz und Wahrnehmung russischer Symphonik in Leipzig bis 1914 in Russische
Musik in Westeuropa bis 1917: Ideen — Funktionen — Transfers, Hrsg. Stefan Keym
und Inga Mai Groote (Miinchen: edition text & kritik, 2018), 73-111.

30  Siehe: Fritz Reckow, ,,,Wirkung' und ,Effekt’. Uber einige Voraussetzungen, Ten-
denzen und Probleme der deutschen Berlioz-Kritik®, Die Musikforschung 33 (1980):
1-36.

31 AMZ, Neue Folge 11 (19. Januar 1876): 46.

32 Eduard Bernsdorf, ,,Achzehntes Aubonnent=Concert im Saale des Gewandhauses
zu Leipzig“, SMW 37, Nr. 18 (Februar 1879): 275.
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Louis Kohler gestand Saint-Saéns zwar einen ,,guten Einfall“ fir ein
»Motiv von orchestergemdfSer Natur zu, warf ihm jedoch vor, es nicht in
den Dienst einer umfassenden Idee zu stellen, sondern als Selbstzweck
»klug am Draht“ zu fithren und ,,sich nett ausnehmen™ zu lassen. Wahrend
bei dem franzosischen Komponisten an die Stelle eines ,,tiefen Gefiihlsle-
bens“ und ,,deutschen Gemiiths“ Reflexion und Phantasie traten, bleibe der
Horer im Herzen kalt; immerhin erfreue diese Musik seinen Verstand ahn-
lich wie ,,gewisse feine Gebilde kiinstlerischer Industrie“” Auch das 1870
gegriindete Musikalische Wochenblatt urteilte, bei diesem Werk interes-
siere ,,die pikante Handhabung der dufSeren Mittel“ mehr als der ,ideelle
Gehalt“?* Die Neue Zeitschrift fiir Musik billigte Saint-Saéns zwar techni-
sche Meisterschaft und Geistreichtum zu,” jedoch keine ,,thematische Ver-
tiefung®® oder ,tiefere Durcharbeitung,” denn als Franzose habe er kein
~wahrhaftes Verstindnis“ fur die ,, Tiefe deutschen Wesens".

Das Klischee von der oberflichlichen franzosischen Musik wurde
tibrigens dadurch gendhrt, dass man in Leipziger Konzerten, sofern man
tiberhaupt franzosische Werke auffithrte, am liebsten kurze, leichte Stiicke
spielte wie die erste Arlésienne-Suite und Roma von Georges Bizet, Le Rouet
d’Omphale (,Das Rad der Omphale®) von Saint-Saéns oder LApprenti-sor-
cier (,Der Zauberlehrling“) von Paul Dukas, wihrend die ,,Orgelsympho-
nie“ (Nr. 3) von Saint-Saéns und die Symphonie d-Moll von César Franck
bis 1914 nur je einmal, die Symphonien von Vincent d’Indy gar nicht und
Musik von Claude Debussy erst ab 1905 prasentiert wurde.

Debussys Prélude a l'aprés-midi d’un faune wurde bei seiner Leipziger
Erstauffithrung als ,,Nippfigurenmusik® und ,,Farbenorgie“ von ,.gdnzlicher
Erfindungs- und Gedankenarmut® verunglimpft. Auch Debussys drei Or-
chesterbilder Iberia wurden 1908 nur als ,,kinematographen-ihnliche und
allerdings genial iibermalte drastische Wirklichkeitsaufnahmen® wahrge-
33 L. K. [Louis Kohler], ,,Deuxiéme Symphonie (en La mineur) par Camille Saint-

Saéns®, SMW 37, Nr. 51 (Oktober 1879): 802.

34  Musikalisches Wochenblatt 10 (28. Februar 1879): 118.
35 F. Stade, ,,Correspondenzen. Leipzig“, NZfM 72, Nr. 52 (22. Dezember 1876): 519 (zu

Danse macabre).

36 V. B, ,Concert= und Kammermusik®, NZfM 72, Nr. 3 (14. Januar 1876): 23 (zum
Konzertstiick op. 20).

37 Z., ,Correspondenzen, NZfM 73, Nr. 48 (23. November 1877): 508 (zu Le Rouet
d’Omphale; ebenso die beiden folgenden Zitate).

38  Leipziger Volkszeitung, 17. Oktober 1905; Paul Merkel, Leipziger Neueste Nachrich-
ten, 17. Oktober 1905, 18; C. K. [Carl Kipke], ,,Berichte. Leipzig*, Musikalisches Wo-
chenblatt 36, Nr. 43 (26. Oktober 1905): 766.
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nommen und als ,,disharmonierendes Nebeneinander und Nacheinander
von Klingen, Melodiebrocken und Gerduschen, nicht aber als eigenstindig
wertvolle und wirklich edle Kunstwerke“* Immerhin mahnte Walter Nie-
mann schon 1904 mit Blick auf ,,jungfranzosische Klaviermusik*:

Wir miissen uns gerade hier vor der Anwendung falscher Massstibe hii-
ten. Wir miissen suchen, uns in das Fiithlen und Denken eines romani-
schen Volkes, das nun eben von dem unsrigen in den meisten Beziehun-
gen abweichend ist, einzuleben.*

1912 kritisierte Niemann Unmutsbezeugungen eines Teils des Ge-
wandhaus-Publikums gegeniiber Debussys Nocturnes und empfahl sogar,
ein ganzes Konzert neuen Werken dieser ,,groffen fremden Nation® zu wid-
men und dadurch ,produktive und, wie sich herausstellen wird, vielleicht
notwendige Anregungen™ fir die Weiterentwicklung der einheimischen
Musik zu empfangen.”

Bereits 1886 hatte Martin Krause im Leipziger Tageblatt argumen-
tiert, dass ,,unsere vollstindig ausgentitzte Rhythmik dringend der Auffri-
schung mit Hilfe der Anregung von AufSen bedarf“.*” Detlef Schultz betonte
anlisslich eines reinen Cajkovskij-Konzerts 1900, je mehr die einheimische
Produktion im Bereich der ,,Instrumentalformen der deutschen Classiker®
an Bedeutung verliere, desto williger nehme man ,auslindische Leistun-
gen auf, die ihr neue Sdfte zufiihren konnten.” Ein Rezensent der Leipzi-
ger Zeitung begriifite Borodins erste Symphonie sogar als ,wahres Labsal
[...] inmitten der Unmasse von Kapellmeistermusik, die in Deutschland pro-

39  Arthur Smolian, ,Musikbriefe“, SMW 66, Nr. 7 (12. Februar 1908): 214; Eugen Seg-
nitz, ,Konzerte. Leipzig“, NZfM/Musikalisches Wochenblatt 104/39, Nr. 7 (3. Febru-
ar 1908): 180.

40  Walter Niemann, ,Neue jungfranzosische Klavierkunst, NZfM 100, Nr. 9 (24. Feb-
ruar 1904): 151.

41 Walter Niemann, ,,17. Gewandhauskonzert®, Leipziger Neueste Nachrichten, 16. Feb-
ruar 1912, 17.

42 Martin Krause, ,,Musik. Siloti-Concert®, Leipziger Tageblatt, 11. Oktober 1886. Das
Benefizkonzert am 9. Oktober 1886 bestritt Alexander Siloti im alten Gewandhaus-
saal mit den vereinigten Kapellen der Koniglich-sichsischen Regimenter Nr. 107
und 312. Auf dem Programm standen u. a. Glinkas Ouvertiire zu Ruslan und Ljud-
mila, Cajkovskijs Violinkonzert (Solist: Adolph Brodskij) sowie Elegie und Variatio-
nen aus seiner dritten Orchestersuite.

43 Detlef Schultz, ,,Musik. Tschaikowsky-Feier in der Alberthalle®, Leipziger Neueste
Nachrichten, 23. Marz 1900. Das Konzert am 21. Mirz 1900 in der Alberthalle mit
dem Winderstein-Orchester unter Leitung von Alexander Chessin umfasste die
sechste Symphonie, Romeo und Julia, das zweite Klavierkonzert (mit Sophie Menter
als Solistin) und die Nussknacker-Suite.
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ducirt wird!“** Die These, dass die deutsche Musik dekadent sei und da-
her etwas von fremden Kiinstlern lernen kénne, wurde in den ersten Jah-
ren des 20. Jahrhunderts immer héaufiger geduf3ert. Lauter blieben jedoch
die Stimmen, die wie Bernhard Vogel ,,vor dem wahllosen Cultus* warnten,
»den man mit slavischen Componisten neuerdings so gern treibt,* wahrend
viele einheimische Talente ,,seit langem auf irgendwelche Beriicksichtigung®
schmachteten.*

Insgesamt betrachtet weist der Leipziger Musikdiskurs des 19. Jahr-
hunderts tiber ,auslandische’ Orchestermusik ein hohes Maf§ an Kontinu-
itat auf. Diese beruhte insbesondere auf einer engen Verflechtung &stheti-
scher und politischer Kriterien. Obwohl die Leipziger Musikkritik generell
weniger offen nationalistisch eingestellt war als die in der neuen Reichs-
hauptstadt Berlin (ab 1871), stand sie den meisten Gattungsbeitrdgen aus-
landischer Komponisten skeptisch gegeniiber. Gerade weil die Symphonik
tiir die Riickversicherung der deutschen und speziell der Leipziger kultu-
rellen Identitdt so wichtig war, aber auch, weil man sich nur schwer von
den Kategorien einer iiber viele Jahre gepflegten (wenngleich zunachst aus
Wien importierten) Symphoniekultur zu emanzipieren vermochte, hielt
sich die Offenheit fiir Neues und Fremdes, wie sie fiir eine international
ausgerichtete Handelsstadt eigentlich tiblich ist, in engen Grenzen. Dies
sollte sich erst im Lauf des 20. Jahrhunderts dndern.
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Emil Bfetislav Lvovsky or Who was the harshest
Viennese critic of Antonin Dvofik’s music?

Viktor Velek
Univerza v Ostravi
University of Ostrava

State of Research

The life and work of Emil Bretislav Lvovsky show a very wide spectrum of
activities. This study will focus on his biography and journalistic activi-
ties, but he can also be viewed from other perspectives: as a composer, as a
teacher, as a musician (pianist, double bass player) or as a librettist. In terms
of methodology, this paper applies chronology, with the introduction map-
ping the “state of research” (literature, sources).

Literature

The mention in a Czech obituary from 1910 that Lvovsky was “a well-known
composer and writer” reflects his increased compositional activity at the
end of his life, or his merits in the form of messages he sent to Prague from
Lviv and Vienna. The Viennese-Czech cultural worker Jan Heyer (1883-
1942) noted in 1940 that “the books on the history of Czech music and Czech
encyclopaedias are silent about him [Lvovsky].” That was true concerning
the past, but in the same year the musicologist Vladimir Helfert (1886-1945)
offered a personal entry in Pazdirek’s Musicians Dictionary.” Helfert may
1 Anon., “Zpravy. Umrti,” Ceskd hudba 4, no. 12 (1910): 97.

2 Jan Heyer, “Cesk4 hudebni viennensia. Poznamky a doplnky k dosavadnimu zpra-

covani latky,” Dunaj. Mensinovd revue 17, no. 3—4 (1940): 349.
3 Vladimir Helfert, “Lvovsky, Bretislav,” in Pazdirkiiv hudebni slovnik naucny. II. Cdst

osobni - Svazek druhy L-M, eds. Oldtich Pazdirek, Gracian Cernusik and Vladimir
Helfert (Brno: Oldfich Pazdirek 1940), 7o0.
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have drawn on Heyer’s detailed and in many respects unsurpassed profile.
Bohumir Stédroi (1905-1982) certainly did so some twenty years later in his
personal entry for the Czechoslovak Dictionary of Persons and Institutions
(1963) — let’s quote his biographical part (at the end of the entry there is a list
of several compositions, publishers and a selected bibliography):

A Czech composer and double bassist, born 10 September 1857, Prague,
died 12 July 1910, Vienna. His own name was Emil Pick. He studied the
double bass with FrantiSek Simandl in Vienna. He taught the double
bass at a conservatory in Lviv (1884-1890), lived briefly in Berlin, and fi-
nally in Vienna (from 1890) until his death. He contributed to the mu-
sic periodical Dalibor with reports on concert life in Lviv (VII-1885 to
XII-1890) and in Vienna (XIII-1891 to XV1I-1895). Editor of the period-
icals Oesterreichische Musik und Theaterzeitung and Neue musikalische
Presse (1895 to 1908), where he zealously promoted Czech music and or-
ganised the musical life of the Czech minority in Vienna.*

However, some passages of Stédrofi’s entry are rather problematic or
need to be confirmed or corrected and made more precise. The following
are three of the most controversial or incorrect statements this study will
comment on:

- Lvovsky was a double bass teacher at the Lviv Conservatory in
1884-1890.

- Lvovsky sent “messages from Lviv” to the periodical Dalibor
(1885-1890).

-  Lvovsky stayed briefly in Berlin.

More detailed but sketchy information about him can be found in
memoir-type literature.’ In 2013, together with the musicologist Vlasta Reit-
tererova, I published a text in which Lvovsky was dealt with as a music critic
in connection with the periodical Osterreichische Musik- und Theaterzei-
tung.’ Interesting information about Lvovsky as a critic is provided by the
4 Bohumir Stédron, “Lvovsky, Bretislav,” in Ceskoslovensky hudebni slovnik osob

a instituci. Prvni dil, A-L, eds. Gracian Cernus$ak, Bohumir Stédron and Zdenko

Noviécek (Praha: Statni hudebni nakladatelstvi 1963), 851.

5 Leos$ Karel Zizka, Mist#i a mist¥ickové (Praha: L. K. Zizka, 1947), 87.

o)}

Vlasta Reittererova and Viktor Velek, “Die Rezeption der tschechischen Musik auf
den Seiten der Periodika ‘Die Zeit’ und ‘Osterreichische Musik- und Theaterzei-
tung’,” in Die Wiener Wochenzeitschrift Die Zeit (1894-1904) und die zentraleuropdi-
sche Moderne. Studien — Dokumente, eds. Lucie Merhautova and Kurt Ifkovits (Pra-
ha: Masaryktv ustav a Archiv AV CR, 2013), 152-80.
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study by the musicologist Sandra McColl” The Osterreichisches Musiklexi-
kon does not have a separate entry for Lvovsky, but refers to his articles and
mentions him in other entries, for example in the entry Musikzeitschriften
(music journals). The entry in the almanac Das geistige Wien (1893) does not
provide any essential information.®

Sources

So far, the documents from the Prague I Police Directorate (1891-1895)
in the National Theatre Archive collection have been processed, as well
as “conscriptions” (residence permit applications) with a link to Prague.’
The Wienbibliothek collections contain compositions, librettos and cor-
respondence (among others with Wilhelm Kienzl). This is also the case
with the Austrian National Library. The archives of the Czech school so-
ciety Komensky in Vienna should contain (according to Heyer) sheet mu-
sic and correspondence (again, among others, with W. Kienzl). The Zdenék
Nejedly collection (Archives of the Czech Academy of Sciences) includes
two letters written by Lvovsky,” and the Franti$ek Pivoda collection (Na-
tional Museum - Bedfich Smetana Museum) includes a letter from Karel
Knitt] to the composer and teacher Franti$ek Pivoda (the content refers to
Lvovsky) and a draft of a letter by Pivoda, who, like Lvovsky, lived in Vien-
na - but already in 1844-1860."

General information

Emil Bretislav/Brzetislav Lvovsky was born in Prague on 10 September 1857.
However, he is entered as Emil Pick in the civil registry. He probably chose

7 Sandra McColl, “New music and the press: Vienna 1896-7, Bruckner, Dvordk, the
Laodiceans and Also sprach Zarathustra,” Context 5 (Winter 1993): 28—41.

8 Ludwig Eisenberg, Das geistige Wien. Mittheilungen Ober die in Wien lebenden Ar-
chitekten, Bildhauer, Biihnenkiinstler, Graphiker, Journalisten, Maler, Musiker und
Schriftsteller, vol. 1 (Wien: C. Daberkow’s Verlag, 1893), 333.

9 National Archives of the Czech Republic, National Theatre Archive collection, call
number D 218/253, letter, Lvovsky to an unknown person, May 16, 1895; National
Archives of the Czech Republic, Prague I Police Directorate collection, 1891-1895,
call number P 177/165, box 3904; National Archives of the Czech Republic, Police
Directorate I collection, conscriptions 1850-1914, box 461, pictures 781 and 782.

10  Masaryk Institute and Archives of the Czech Academy of Sciences, estate of Zdenék
Nejedly, personal correspondence, Zdenék Nejedly Library, box no. 35 (two letters
addressed to Zdenék Nejedly).

11 National Museum - Bedfich Smetana Museum, estate of FrantiSek Pivoda, call
number 2 27/52, inventory number 8404/52.
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the Slavic patriotic name Bretislav himself. It is derived from the Old Czech
verb bréceti, i. e. to sound, to make noise. He died on 12 July 1910 in Vien-
na. If we add Lviv to Prague and Vienna, we have three cities where Lvo-
vsky spent his life.

Appearance - We do not have his appearance (meaning a lithograph,
print, painting or photography) yet. The verbal description in his passport
says that he was “tall, with an oval face, dark brown hair, brown eyes, pro-
portional mouth and nose.” However, Zizka described him differently: “A
noticeable head and the whole appearance. A red face, a little reddish long
hair, a somewhat small moustache, sort of shy in his movements, with an al-
most ironic smile on his lips.™

Occupation, education — The records kept by the Prague Police Di-
rectorate show that he was initially listed as an accountant (Buchhalter,
Geschiiftsleiter, Geschdftsreisende, Handelsagent), and later as composer
(Tonkiinstler, Komponist). Josef Srb-Debrnov already mentioned musical
education in the entry “Lvovsky” in his manuscript dictionary, drawing
on documents sent to the Lvovsky family in 1895: “He [Lvovsky] studied the
bass with Professor Simandl at the Vienna Conservatory.”” The quote sug-
gests that Lvovsky was a student at the Conservatory, but according to the
director of the Archiv Gesellschaft der Musikfreunde (where the Conserva-
tory collection from 1817-1909 is kept), Lvovsky’s name is not in the lists of
students.” This means that he studied with Simandl privately, and this is
what statements such as “he studied with Simandl in Vienna” or “student
of Simandl” refer to;” his studies are also confirmed by the dedication in
Lvovsky’s composition Drei Stiicke im alten Style nach den Violinsonaten
von Arcangelo Corelli (published in 1904). There is no information about
Lvovsky’s playing level as a double bassist, as he only appears in concert
programmes as an accompanying pianist. Lvovsky must have been an ex-
cellent player — he also composed for this instrument and dedicated some
of his compositions to his virtuoso teacher Simandl, who played them pub-
licly (and taught them, especially to advanced students). The question then
arises where Lvovsky had studied (piano, double bass) before Simandl be-
12 Zizka, Mist#i a mist¥ickové, 87.

13 Josef Srb-Debrnov, Slovnik hudebnich umélcii slovanskych. Autograph, National

Museum — Czech Museum of Music, call number IV E 41, Part III, 299 (according to
Lvovsky’s documents of 15 February 1895).

14 Johannes Prominczel, email message to Viktor Velek, September 4, 2023.
15 Heyer, “Ceskd hudebni viennensia,” 349; Helfert, “Lvovsky, Bretislav,” 70; Stédron,
“Lvovsky, Bretislav,” 851; Eisenberg, Das geistige Wien, 333.
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came his teacher. Without that education he would not have been able to get
a position as a teacher at the Lviv Conservatory.

Sandra McColl suggests (perhaps music oriented) studying in Prague:

Lvovsky, who was born and educated in Prague, is probably the most
consistently modern in his musical taste, independent of the ideological
underpinning of German-nationalist inspired Wagnerism."

The phrase “Prof. Lvovsky” appears for the first time probably in Octo-
ber 1892 in the Czech music periodical Dalibor. The correctness of the aca-
demic title can be doubted: Christo Vasilev, the author of the report on the
concert in Bulgaria, apparently only believed that Lvovsky was a professor.”
However, it caught on, probably reflecting Lvovsky’s private teaching activ-
ities and perhaps also those at the Lviv Conservatory, where he worked as
“a professor of double bass.” Zizka leaves the activities undated;” B. Stédron
mentions the period 1884-1890;" Josef Srb-Debrnov’® and the almanac Das
geistige Wien (1893)™ state a shorter period (1888-1890).

Religion, race — L. K. Zizka suggests in his memoirs that Pick was a
Jew: “His real name being Pick, he could not deny his race with his face,

22

but he was a Czech by heart and conviction, and a musician to the core.
Lvovsky was also mentioned in an article that mapped the Jewish-owned
press.” His marriage documentation (1879, he was 22) says “without reli-
gion;” we know from another document, dated 30 July 1890, that he joined
the Evangelical Church of the Augsburg Confession.

Nationality, linguistic affiliation - Lvovsky is often described as
a Prague German, but like Smetana he merged with Czech cultural life.
L. K. Zizka wrote the following: “He was not used to Czech, so he spoke slowly
and quietly, as if he was not to be heard, repeating some disobedient words.”*

16 McColl, “New music and the press,” 32.

17 Christo Vasilev, “Z Rus¢uku,” Dalibor 15, no. 42—43 (14 October 1893): 340.

18 Zizka, Mistti a mistiickové, 87.

19  Stédron, “Lvovsky, Bretislav,” 851.

20  Srb-Debrnov, Slovnik hudebnich umeélcii slovanskych.

21 Eisenberg, Das geistige Wien, 333.

22 Zizka, Mistfi a mistiickové, 87.

23 Anon., “Weitere Beispiele aus der jidischen Pressherschaft,” Der Volksfreund 1,
no. 15 (20 February 1913): 4. It contains the information that the Neue musikali-
sche Presse is edited by Lvovsky (Lemberger). Anon., “Die ungeheure Macht der Ju-
denpresse,” Osterreichische Volkszeitung 41, no. 7 (14 February 1913): 11. The same
information.

24  Zizka, Mistii a mist¥ickové, 87.
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An analysis of two letters written in Czech to Zdenék Nejedly (1907) sug-
gests that Lvovsky’s written Czech was very good, with few mistakes. A cer-
tain problem with the Czech language (similar to that of B. Smetana) is sug-
gested by the reviewer of Op. 8 (Kouzlo ldsky, 1894), stating several errors
in declamation.”

Family and marriage (22 November 1879, civil marriage) - Lvovsky’s
marriage documentation contains his parents’ names (Sara, Leopold). His
wife was Walburga “Wally” née Prochazka (1862 — after 1914). At the time of
their marriage she was 17 and he was 22. The news of the forthcoming mar-
riage was reported by the Prager Tagblatt:

Civil Marriage Announcement. On the black board of the Prague Town
Hall it is announced as follows: Mr Emil Pick, a merchant at Prague
No. 108-II1, born 1857 in Prague, without religion (son of Mr Leopold
and Sara Pick née Rie), and Miss Walburga Prochaska, born 25 Febru-
ary 1862 in Prague, without religion, residing at No. 226-III (daughter
of Mr and Mrs Leopold and Josefa née Bienert) intend to marry. Any
objections must be submitted to the municipal authority within three
weeks.”

The names of three children are known. We know about the eldest
two that their father tried to involve in the minority’s life — a report from
1894 shows that the children donated books to the Czech school society
Komensky.

Zdenko (1882 - after 1942) - he studied at K. K. Elisabeth Gymnasi-
um in Vienna” and was a member of the Sokol organisation in 1901~
1903; in 1916 Privatbeamte (private official) in Vienna. Then in the army,
in March 1918 promoted to Oberleutnant in der Reserve (Reserve First
Lieutenant). Correspondence in the Austrian National Library.

Bozena (1884-?) - possibly identical to Beata Lvovsky, correspondence
in Wienbibliothek.

Cecilie/Cecilia/Cicilia/Cecile/Cécilie®® Josefine (surname Lorre/
Lovsky/Lovovsky) (21 February 1897 in Vienna - 12 October 1979 in Los
Angeles) — actress. Her guardian during her studies was JUDr. Alfred

25  Prof. Frant. Pich [Fratnisek Pich], “Kritika. Bfetislav Lvovsky, op. 8. Kouzlo lasky,”
Dalibor 14, no. 11 (27 January 1894): 77.

26  Anon., “Civileheaufgebot,” Prager Tagblatt 3, no. 314 (12 November 1879): 4.

27 Franz Strauch, ed., XIV. Jahresbericht iiber das K. K. Elisabeth-Gymnasium in Wien
fiir das Schuljahr 1898/99 (Wien: s. n., 1899).
28  Cicilie — this form of the name is in the school records.
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Rie (1862-1932), a well-known Jewish court and trial attorney-at-law.
She studied theatre, dance and languages at the Austrian Royal Acade-
my of Arts and Music (school years 1913/1914-1915/1916). She later moved
to Berlin (acting in the Dream Theatre and Dream Play by Karl Kraus),
contacts with the actor Peter Lorre (1904-1964, Jew, originally Lész-
16 Lowenstein, from 1913 in Vienna) — Lorre later became her husband
(1934-1945). They travelled to Paris, London and the United States.

Significance: Discoverer of the Czech violin virtuosos FrantiSek Drd-
la (Lvovsky was probably the author of the first biography, 1897)* and Jan
Kubelik - According to Jan Rezabek, it was Lvovsky who drew Vienna’s at-
tention to the talent of the future violin virtuoso Jan Kubelik. At the end of
November 1898, he performed in Vienna at the Academy (a cyclists’ meet-
ing): “He [Lvovsky] listened to an unknown violinist and was absolutely
amazed. [...] Lvovsky was not silent, and Vienna learned about the violin
phenomenon.”™ Kubelik accepted an invitation to a number of other con-
certs in Vienna, including a concert organised by the editors of Lvovsky’
journal Osterreichische Musik- und Theaterzeitung and held on 26 Janu-
ary 1899.”

Significance: Promoter of Zdenék Fibich’s compositions — “In his edi-
torial field, Bretislav Lvovsky ensured that Fibich’s work had proper position
in the French-language history of Czech music [...].”>

Significance: Promoter of Czech music - “[Lvovsky] was in very in-
tensive contact with the Czech music world, rendering significant service to
Czech music through his journalistic activities.”™ The second quotation men-
tions Lviv, but the content can also be applied to his activities in Vienna:

29  B.Lvovsky, “Franz Drdla,” OMTZ 9, no. 21 (1 July 1897): 1.

30 Jan ReZdbek, “Jan Kubelik,” Pfemozitelé ¢asu 2, no. 6 (1988): 106. For the same in-
formation see: Stanislav Jandik, Carodéj housli. Vyprdavéni o Janu Kubelikovi, ktery
proslavil ceské jméno po celém svété (Praha: Za svobodu, 1949), 104.

31 Florestan, “Das erste Concert,” OMTZ 9, no. 11 (1 February 1899): 5; B. Lvovsky, “Jo-
hann Kubelik, Violin-Virtuose,” OMTZ 11, no. 7 (1 December 1898): 1, 2; B. Lvovsky,
“Paganini-Abend Jan Kubelik,” OMTZ 15, no. 12 (end of March 1904): 5.

32 Artus$ Rektorys, ed., Zdenék Fibich. Sbornik dokumentii a studii o jeho Zivoté a dile.
2. dil (Praha: Orbis 1951-1952), 477.

33 Ibid,, 530. Czech translation of a German letter from 27 July 1896 in which the OMTZ
editor Arthur Barde informs Z. Fibich of the tasks assigned by his boss, Lvovsky,
i. e. that Fibich should send his compositions to Albert Soubies in Paris (he was pre-
paring a book on the history of Czech music) and that he should send his orches-
tral voices to the Vienna Philharmonic, which already had the score of the F major
symphony. J. [Josef] Boleska, “Feuilleton. Francouz o ¢eské hudbé,” Ndrodni listy 38,
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From the wider ‘Austrian homeland’ of the time, Bretislav Lvovsky
(1857-1910) from Lviv, a kind of Czech consul, especially when it came
to music, would come to Prague every holiday. [...] He was already well
over thirty. This man was an enthusiastic admirer of Czech music, a
great promoter of it in Lviv, in their local Ceska beseda, which organ-
ised concerts.™

Prague (1857-1881)

Lvovsky spent his childhood and youth in Prague as Emil Pick. Official
documents contain several addresses of his residence.” His wedding in 1879
has been mentioned. It is strange that we have almost no other information
about this period. It is not clear whether his son Zdenko (1882) and daugh-
ter BozZena (1884) were born there or in Lviv. The research concerning the
period when he used the name and surname Emil Pick is complicated by
the existence of at least two other persons of the same name and surname:
an important industrialist from Caslav and a Prague Jewish fashion mer-
chant. Speaking of coincidence of names, the translator of a comedy by Eu-
geéne Scribe Les doigts de fée (Carovné ruce) was “B. Lvovsky”. The play was
performed at the Provisional Theatre on 16 June 1863.*

Lviv (1881-1890)

We know from official documents that Lvovsky was still staying in Lviv as

Emil Pick in the summer of 1881.¥ He is mentioned as a merchant, with-

out further specification. Official documents do not mention the pseudo-

nym Lvovsky until 1890, but he had already signed his name in the reports

sent from 1883 from Lviv to the Prague music journal Dalibor. In the Pol-

ish-language press we can come across the Polish form of his name Breti-

slav, i. e. Brzatystaw. When he was accepted as a member of the Music De-

partment of the Umélecka beseda society in early 1889, newspaper reports
no. 351 (21 December 1898): 1. Passage about the book Albert Soubies, Histoire de la
musique en Boheme (Paris: s. n., 1898).

34 Zizka, Mistfi a mistiickové, 87.

35  Praha-Nové mésto, no. 656/1 / Praha-Nové mésto, Tischlergasse 1518, street number
27 (1876) / Praha-Smichov 386 (1878).

36  Alfred Javorin, Prazské arény: Lidova divadla prazskd v minulém stoleti (Praha: Or-
bis, 1958), 74; Jan Neruda, Ceské divadlo III (Praha: SNKLHU, 1954), 381. It should
be noted that in other literature it is possible to come across the form “J. Lvovsky.”

37 National Archives of the Czech Republic, Prague I Police Directorate collection,
1891-1895, call number P 177/165, box 3904 (No. 19886, Lemberg, 10 August 1881).
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mention him as B. Lvovsky.*® It is quite certain that he did not adopt the
pseudonym Emil Bretislav Lvovsky (or Bretislav Lvovsky) until after he left
Prague for Lviv.

There was a significant Czech minority in Lviv, one of the most impor-
tant societies being Ceské beseda (founded in 1867). The almanac of this so-
ciety says, among other things, that “the language of communication was
the Pan-Slavic tongue — German.” The sources about this society do not
mention Lvovsky as a member or guest.* In his memoirs, L. K. Zizka states
that Lvovsky was a promoter of Czech music in Ceské beseda — this does
not necessarily mean his membership, but perhaps only external cooper-
ation. As already mentioned, his tenure as double bass teacher at the Lviv
Conservatory is known from literature and variously dated.

Lvovsky also maintained contact with his homeland, for example in
1889 in the form of a contribution to the Prague monument to Jan Hus.* It
can be assumed that Lvovsky may have played the role of manager. That is,
someone who arranged concerts of Czech musicians in Lviv. He also visit-
ed Prague - his visits were reported on by the press:

-  Easter 1886 Prague.”

- March 1887 Prague - The third performance of Dvordk’s orato-
rio Saint Ludmila (probably meant at the National Theatre on 6
March 1887).

—  February 1888 Prague — With his wife he attended a concert by
P. I. Tchaikovsky.”

- June 1890 Prague: A visit to the National Theatre was recorded by
the magazine Dalibor: “[Lvovsky] visited Prague on the 11th of this
month, and having visited Smetana’s “The Devil’s Wall’, he spoke
most highly of it, placing it above everything Smetana had com-

38  Anon., “Hudebni odbor,” Ndrodni politika 7, no. 23 (23 January 1889): 3.

39  Ludvik Feigl, Sto let ¢eského Zivota ve Lvové. Dil druhy. Od roku 1867-1895. ZaloZeni
Ceské besedy’ ve Lvové a Zivot v ni (Lvov: Ceskd beseda, 1925), 230, 273.

40  Evzen Topinka, Archiv spolku Ceskd beseda ve Lvové (1867-1936). K 140. vyroci zalo-
zeni spolku Ceskd beseda ve Lvové (Lvov: Centrum Evropy, 2007).

41 Anon., “Na Hustv pomnik (XIII. vykaz),” Ndrodni listy 29, no. 344 (13 December
1889): 6.

42 Anon., “Drobné zpravy. Osobni,” Dalibor 8, no. 17 (28 May 1886): 168.

43  Anon., “Osobni,” Dalibor 10, no. 9 (25 February 1888): 70; Vladimir Stépének,
Prazské navstévy P. I. Cajkovského [P. I. Tschaikowski and his visits in Prague] (Pra-
ha: Orbis, 1952), 38.
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posed.”* This was probably the performance of 8 June or 21 May
1890.

Briefly about his musical activities: The extent of his conducting activ-
ities is not known; we know from the press about two events: on 20 January
1886 he conducted Fibich’s Missa Brevis in F Major (Lviv Cathedral)” and
in 1890 he completely rehearsed Fibich’s A Night at Karlstejn with the band
of the 30" Regiment:

Fibich’s ‘A Night at Karl$tejn’ has been studied hard (for a whole month)

by the band (about 55 men) of the 30t* Regiment in Lviv, and the last six

rehearsals will be conducted by the composer, Mr Bf. Lvovsky, our cor-

respondent. This composition will be performed at a large popular con-

cert conducted by Capt. [Carl/Karl] Roll.*

Lvovsky reported on the preparation for the performance of the work
as early as February 1887, but eventually it was not performed.” — In 1883-
1890 he sent reports to the music periodical Dalibor (published in Prague)
from Lviv. Lvovsky himself wrote in 1891 that he had been writing for the
periodical for 10 years, i. e. from 1881!*° His reports were appreciated by the
editors: there is the following editor’s note at the end of one report: “Further
kind messages from you are always welcome.™

Table 1: Overview of Lvovsky’s texts sent from Lviv (explicit and assumed

authorship, by year)

Dalibor, volume, date, issue number, pages, title of text

V, 7 January 1883, no. 1, p. 10, Ridkou slavnost uméleckou... (assumed authorship)

V, 21 March 1883, no. 11, pp. 111, 112, Ze Lvova, v inoru 1883

VI, 1884 (short reports from Lviv without signature) (assumed authorship)

VII, 14 July 1885, no. 26, pp. 256, 257, Dopisy z ciziny. Ve Lvové, v tinoru 1885. Pro ndval jiné ldtky
nutné opozdéno. (pokracovdni pristé)

44  Anon., “Osobni,” Dalibor 12, no. 28 (14 June 1890): 220.

45  Vladimir Hudec, Zdenék Fibich. Tematicky katalog - thematisches Verzeichnis —
thematic catalogue (Praha: Editio Bérenreiter Prague, 2001), 327; Anon., “Drobné
zpravy. Mistra Fibicha,” Dalibor 8, no. 1 (7 January 1886): 8.

46 Anon,, “Literatura,” Dalibor 12, no. 1-2 (4 January 1890): 9.

47  Anon., “Dopisy z ciziny. Ze Lvova,” Dalibor 11, no. 7 (12 February 1887): 55. Further
on the topic: Anon., “Rtuzné zpravy. Fibichova ‘Noc na Karlstejné orchestralné ve
Lvové,” Dalibor 12, no. 15 (22 March 1890): 118; Anon., “Ze Lvova, v dubnu r. 1890,”
Dalibor 12, no. 22 (3 May 1890): 174-5.

48  Anon., “Dopis z Vidné, prosinec 1891,” Dalibor 12, no. 47-48 (31 December 1891):
369-70.

49  Anon., “Listy ze Lvova,” Dalibor 11, no. 18-19 (20 April 1889): 140-1.
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Dalibor, volume, date, issue number, pages, title of text

VII, 21 July 1885, no. 27, pp. 266, 267, Dopisy z ciziny. Ve Lvové, v tinoru 1885 (dokonceni)

VII, 7 December 1885, no. 45, pp. 442—444, Dopisy z ciziny. Ve Lvové, dne 28. listopadu 1885

VIII, 7 January 1886, no. 1, p. 8, Drobné zprdvy. Mistra Fibicha (about Lvovsky)

VIII, 7 March 1886, no. 9, pp. 8s, 86, Dopisy z ciziny. Ve Lvové, dne 28. tinora 1886

VIII, 21 April 1886, no. 15, p. 150, (Zasldno) — a complaint against the report from issue No. g and
Lvovsky’s reply

VIII, 28 May 1886, no. 17, p. 168, Drobné zprdvy. Osobni (about Lvovsky)

VIII, 28 May 1886, no. 20, pp. 199, 200, Dopisy z ciziny, dne 12. kvétna 1886 (bude pokracovat)

VIII, 7 June 1886, no. 21, pp. 208, 209, Dopisy z ciziny, dne 12. kvétna 1886 (dokonc.)

VIIL, 7 September 1886, no. 33, pp. 325, 326, Jadwiga. Zpévohra o ¢tyfech déjstvich od Jindficha
Jareckiho (ivod)

VIII, 14 September 1886, no. 34, pp. 338-340, Jadwiga. Zpévohra o ¢tyfech déjstvich od Jindficha
Jareckiho (dokonceni)

VIII, 14 November 1886, no. 42, p. 419, Ceskd hudba ve Lvové (assumed authorship)

VIII, 21 December 1886, no. 47-48, p. 468, Dopisy z ciziny. Ze Lvova

IX, 1 January 1887, no. 1, pp. 3, 4, Dopisy z ciziny. Ze Lvova

IX, 15 January 1887, no. 3, pp. 20-22, Dopisy z ciziny. Ze Lvova

IX, 12 February 1887, no. 7, p. 55, Dopisy z ciziny. Ze Lvova

IX, 12 March 1887, no. 11, p. 86, Dopisy z ciziny. Ze Lvova

IX, 12 March 1887, no. 11, p. 87, Drobné zprdvy. Deputace olomiického Zerotina (about Lvovsky)
(assumed authorship)

1X, 16 April 1887, no. 16, pp. 125, 126, Dopisy z ciziny. Ze Lvova

IX, 25 June 1887, no. 26, p. 207, Riizné zprdavy. Ve Lvove...

IX, 3 December 1887, no. 45, p. 357, Dopisy z ciziny. Ze Lvova

X, 11 February 1888, no. 6-7, pp. 53, 54, Dopisy piivodni. Ze Lvova. Koncem ledna 1888

X, 25 February 1888, no. 9, p. 70, Osobni (among other things, about Lvovsky)

X, 7 April 1888, no. 17, p. 135, Riizné zprdvy. Fibichiiv klavirni kvartet (op. 11) ve Lvové (assumed
authorship)

X, 14 April 1888, no. 18, pp. 141, 142, Dopisy piivodni. Ze Lvova. V breznu 1888 (zacdtek)

X, 21 April 1888, no. 19, p. 150, Dopisy piivodni. Ze Lvova. V bieznu 1888 (dokonceni)

X, 28 April 1888, no. 20, p. 158, Dopisy piivodni. Ze Lvova. V bieznu 1888 (dokonceni)

X, 5 May 1888, no. 21, p. 165, Dopisy piivodni. Ze Lvova. V bieznu 1888 (dokonceni)

X, 23 June 1888, no. 28, p. 223, Riizné zprdvy (assumed authorship)

X, 1 December 1888, no. 44, p. 350, Dopisy ptivodni. Ze Lvova, v listopadu 1888

XI, 20 April 1889, no. 18-19, pp. 140, 141, Listy ze Lvova

XI, 13 July 1889, no. 30-31, pp. 233, 234, Hudebni dopis ze Lvova. V kvétnu, 1889

XIIL 4. 1. 1890, no. 1-2, p. 9, Literatura (assumed authorship)

XIIL 4. 1. 1890, no. 1-2, pp. 12, 13, Dopisy piivodni. Ze Lvova, v prosinci 1889

¥

XII, 22 March 1890, no. 15, p. 118, Riizné zprdvy. Fibichova “Noc na Karlstejné” orchestrdlné ve
Lvové (assumed authorship)

XII, 3 May 1890, no. 22, pp. 174, 175, Ze Lvova, v dubnu r. 1890

XII, 14 June 1890, no. 28, p. 220, Osobni (among other things, about Lvovsky) (assumed author-
ship)
XII, 18 October 1890, no. 38, pp. 298-301, Feuilleton. Cesti umélci v ciziné. Frantisek Simandl

113



GLASBENA KRITIKA = NEKOC IN DANES ‘ MUSIC CRITICISM = YESTERDAY AND TODAY

How can we briefly summarise the character and content of his texts?
He systematically dealt with the activities of institutions, i.e. Towarzyst-
wo muzyczne (music society), conservatories, theatres, singing and music
societies in general, e.g. Cecilia (a society for the elevation of church mu-
sic) and Lutnia (singers’ society). From the beginning, he subjected them
(as well as the music writers of the Lviv press) to severe criticism: he did
not hesitate to call a conservatory “an ordinary piano school,” he sharp-
ly criticised the bandleaders and directors, e.g. Karl/Karol Ritter von Mi-
kuli (1821-1897) was criticised for his conservative dramaturgy (few new
works, few operas and too many operettas, few operas by R. Wagner, an-
tipathy towards compositions by Russian and Czech composers, frequent
omission of movements of works conceived as cycles). Lvovsky enthusias-
tically welcomed changes in the positions of directors, bandleaders, con-
cert masters, etc., but he was usually disappointed. For example, in his
view, Jan Gall was a Pole, but a champion of German culture at the expense
of Slavic culture. He naturally pinned most of his hopes on the Czechs,
whom he expected to be oriented towards the Slavic repertoire. He close-
ly followed Czech musicians working permanently or as guests in Lviv, and
he commented in detail on the performances of works by Czech compos-
ers (e.g. A. Dvorak, V. Hfimaly, E. Chvala, Z. Fibich, Smetana, Novotny,
A. Forchtgott-Tovacovsky, K. Bendl), praising their level above Polish au-
thors (Wt. Zeleniski, H. Jarecki, Z. Noskowski). He promoted Czech music
in Lviv through his journalistic activities, and in Prague he helped to estab-
lish the Polish repertoire, e.g. his intercession at Prague’s National Theatre
for the opera Jadwiga by H. Jarecki (1888). It must be said that the sharp and
matter-of-fact tone of his reviews probably had a positive effect: the Slavic
repertoire on the programmes was increasing! He defended himself against
the complaints sent to the editors of Dalibor from Lviv with replies in the
journal. He was respected in the editorial staff and was encouraged to send
further reports. Most of them were published with his name, but some were
edited by the editors into a neutral form - these were the ones in which he
described his activities. Over time, his style of writing changed: from 1886
onwards, he wrote elaborate analytical sections, and there was a marked
striving for a higher literary level and a philosophical tone. The journal
contains advertisements of his compositions published by the Prague pub-
lisher F. A. Urbanek. In mid-October 1890 Lvovsky published in Dalibor
a biographical note (feuilleton) about Franz Simandl® — with this text he

50  Anon., “Feuilleton. Ce$ti umélci v ciziné. Franti$ek Simandl,” Dalibor 12, no. 38 (18
October 1890): 298-301.
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closed the Lviv chapter of his collaboration with the periodical. What re-
mains open for further research in the Lviv period? Verification of the re-
port that he was a double bass teacher at the Conservatory.

Vienna (1890-)

Lvovsky, Vienna and activities: this is primarily a musical and journalistic
activity, the role of performer (piano, double bass), composing, the role of
teacher and perhaps also an organisational role: one of the obituaries states
that he also “[...] contributed to the International Theatre and Music Exhi-
”' This statement is perhaps related to the
fact that Lvovsky reported extensively and frequently on the exhibition in
his reports for Dalibor. Lvovsky is not mentioned in connection with the
exhibition by Theophil Antonicek either.”

In Vienna, Lvovsky was actively involved in the life of the Vien-
nese-Czech (Slavic) enclave, in cooperation with the “Utraquists” and in the
life of the German scene. Franz Simandl was probably also the one who in-
troduced Lvovsky to both musical scenes.

bition held in Vienna in 1892 [...].

Franz Simandl (1840-1912)

This Viennese Czech was a renowned virtuoso, a teacher at the Conserva-
tory (1870-1910), from 1869 he was for many years the 1st double bass player
of the orchestra of the Imperial and Royal Court Opera (also chairman of
the orchestra/Orchestervorstand), he was also in the Wiener Philharmoni-
ker (1869-1904), in the Wiener Hofmusikkapelle, and he was very active in
the Slovanskd beseda society.”

Lvovsky could have studied in Vienna with Simandl hypothetically al-
ready during his time in Lviv (Lvovsky sent messages to Dalibor quite spo-
radically in 1888-1890), and theoretically even earlier. He must have known
Simandl well before 1890 (Lvovsky’s feuilleton about Simandl in Dalibor,
see footnote no. 50). Thanks to Jan Kment we have the following quotation:
51 Anon., “Ruazné zpravy,” Dalibor 32, no. 41 (3 September 1910): 311.

52 Theophil Antonicek, Die internationale Ausstellung fiir Musik- und Theaterwesen
Wien 1892 (Wien: Th. Antonicek, 2013).

53  Christian Fastl, “Simandl Franz,” in Osterreichisches Biographisches Lexikon 1850
1950, vol. 12 (Wien: Verlag der Osterreichischen Akademie der Wissenschaften
2005), 274; Christian Fastl, “Simandl Franz,” in Osterreichisches Musiklexikon, vol. 5
(Schwechat - Zyklus), ed. Rudolf Flotzinger (Wien: Verlag der Osterreichischen Aka-
demie der Wissenschaften 2006), 2219.
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An interesting comparison was arrived at by B. Lvovsky after Bottesini’s
death. Some concert audiences preferred Bottesini’s playing because he
used a salon double bass, equipped with weak strings. Simandl, howev-
er, used an instrument of normal construction and strings (from 1893
he played a Maggini instrument) and yet, in the view of those who had
the opportunity to hear both virtuosos in the same works, Simandl
surpassed Bottesini in power and beauty of tone and in wonderful
technique.*

German scene in Vienna

Lvovsky debuted in Vienna as a composer, a double bass player and a pi-
ano accompanist at the end of 1890. He and Simandl performed at the same
concerts, and it is possible that it was Simandl who helped Lvovsky to es-
tablish himself. The singer Emma Vogl performed his songs and he accom-
panied her on the piano:

- 25 October 1890, concert (Hotel Union): Gesellschafts-Abend der
Kirchenmusik-Vereines a. d. Votivkirche (Hotel Union),”

~ 8 November 1890, concert (Zum wilden Mann, Wihring),”
— 28 November 1890, G. Kiihle’s concert (Saal Ehrbar),”

Emma Vogl, Anna Novakov4, Anna Vogl, Emma Novakova, Emma/
Emmi Vogl, Anette Novak - all these are different forms of the name of a
singer who, together with F. Simandl and violinist R. Harzer, belonged to
the circle of Lvovsky’s closest friends and fellow players. She was de facto
his “favourite singer”. We know her concert dates and repertoire, but not
her detailed biography. In 1893 she was a member of the Imperial and Roy-
al Court Opera, performing both on the German and Slavic music scene in
Vienna. According to the entry in Josef Srb-Debrnov’s dictionary, she was
born in Prague.”

So far there is no indication that Lvovsky was trying to break into the
German music scene in Vienna as a performer or composer. He was part
of it, but in the role of journalist. He also had time to inform German read-
ers about Czech music: both in a general sense and about events in Bohe-
54 Jan Kment, Nejhlubsi z rodu smyccii. Déjiny a literatura kontrabasu (Praha: Su-

praphon, 1988), 88-9.

55  G. K. [Gustav Kiihle], “Vereinskonzerte,” OMTZ 3, no. 3 (1 November 1890): 5.
56  G. K. [Gustav Kiihle], “Vereinskonzerte,” OMTZ 3, no. 4 (15 November 1890): 7.

57  Anon., “Saal Ehrbar,” OMTZ 4, no. 5 (December 1891): 8.
58  Srb-Debrnov, Slovnik hudebnich umélcii slovanskych.
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mia, Moravia, and also in Czech Vienna. He often wrote about Slavic mu-
sic: again both in a broader and narrower sense, i.e. about the musical life of
the Slavs in Vienna. There is not enough space in this study to map his con-
cert performances, but there were dozens of them, and he was always ap-
preciated as an excellent piano accompanist. His journalistic activities will
be dealt with below.

Czech/Slavic Viennese minority

The music scene of the Viennese Czechs and Slavs - Lvovsky became part
of it soon after his arrival in Vienna. His first role was that of a perform-
er and composer: as a pianist, he had played since the end of the 1890s at
events of the elite societies Slovansky zpévacky spolek (Slavic Singers’ So-
ciety, 5 November 1890) and Slovanska beseda (31 December 1890, he be-
came a member in 1899), with his compositions also being performed. His
contacts with the Czech singers’ society Lumir date back to 1893 — again it
was about playing the piano and performing his compositions, especially
the annual spectacular “Czech Concert”. He also accepted offers from oth-
er societies (e.g. Sokol, the Association of Czech-Slavic Cyclists’ Societies of
Lower Austria in Vienna).

Let’s continue with Jan Heyer’s summary: “His [Lvovsky’s] participa-
tion in the musical life of the minority was considerable. This is evidenced
by the frequent performances of his compositions at Czech events.” His
compositions were mainly performed at the events of the societies Laska
k bliznimu, Slavoj, Lumir®, Slovanska beseda and the Slavic Singers’ Soci-
ety. He was probably most involved in the Slovanska beseda society — see
the memory of the choirmaster and composer Jaromir Herle of his arrival
in Vienna in 1898:

I knew no one in Vienna except Mr Bretislav Lvovsky, then a teacher of
music and editor of the “‘Wiener Musik und Theater Zeitung’. I there-
fore turned to him and he sent me to Slovanska beseda — I went there

the same evening [...]."

59  Heyer, “Ceska hudebni viennensia”, 349.

60  “Dopisy vyznac¢nych osob,” in 7o let Lumiru ve Vidni (Viden: Pévecky spolek Lumir,
1934), 130 (there is Lvovsky’s letter to the Lumir society, dated 14 April 1907); Vyroc-
ni zprava zpévického spolku Lumir ve Vidni za spravni rok 1893. XX VIII (Viden: Spo-
lek Lumir, 1894), 21 — there is information that Lvovsky gave the society the scores of
choruses by various composers.

61 Jaromir Herle, Vzpominky na Videri. Autograph from 1934. Ing. Vitézslav Herle’s ar-
chive in Prague.
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Lvovsky knew the organised Czech and Slavic minority in Vienna
well, e. g. Vaclav Cinert, the leading personality of the compatriot period-
ical Véstnik — Casopis spolki ¢eskoslovanskych ve Vidni (a magazine of
Czech-Slavic societies in Vienna). Lvovsky was part of it, but he was not
isolated in it. Lvovsky can be considered an “Utraquist”, meaning a Czech
artist active on both the Czech (Slavic) and German music scene in Vien-
na; they were generally considered Viennese rather than Czech in Vien-
na. Basically, all successful artists, academics, etc. involved in minority life
outside their main profession, such as the aforementioned F. Simandl, were
Utraquists. The aforementioned concert singer Anetta Novakova also falls
into this category.

The following is a list of the compatriot societies in which Lvovsky per-
formed as a performer or in which his compositions were performed (1890-
1910) — the list is certainly not complete, but it will suffice for the sake of il-
lustration: the Slavic Singers’ Society, Slovanska beseda, the Association of
Czech-Slavic Cyclists’ Societies of Lower Austria in Vienna, Sokol, Lumir,
Slavoj, Laska k bliznimu. These were generally elite or middle-class socie-
ties, and the activities were only occasional, mainly carried out in the so-
cieties’ rooms, the only exception being the famous Ehrbar Hall in the 4th
district.

Lvovsky maintained contact with the homeland. He was close to the
composers Z. Fibich and F. Musil (1852-1908). As editor-in-chief of the Os-
terreichische Musik- und Theaterzeitung, he also had to deal with problems
related to some articles, e. g. Karel Knittl,”> a professor at the Prague Con-
servatory, objected to the fact that in this periodical Josef Srb-Debrnov por-
trayed him as an enemy of B. Smetana. The correspondence with Frantisek
Pivoda and Zdenék Nejedly, who returned to the case years later, also re-
lates to this case.

Musical journalism: Dalibor

Lvovsky sent his reports from Vienna to the Prague music journal Dalibor,
the most important of its kind, in the period from 1890 to 189s5. The first
such report (entitled A Letter from Vienna) was published at the end of No-
vember 1890, but it is likely that the feuilleton about F. Simandl (printed in
mid-October) had been written in Vienna.

62  Karel Knittl, “Polemisches,” OMTZ 8, supplement to issue no. 1 (1 October 1895): 10;
Josef Srb-Debrnov, “Zur Aufklirung,” OMTZ 8, supplement to issue no. 1 (1 October
1895): 10.
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His name is found in texts marked either as Dopis z Vidné (A Letter
from Vienna) or Puvodni dopis z Vidné (An Original Letter from Vienna).
It seems that he also supplied the editorial staft with material for the entry
Videri (Vienna) in the sections Cinnost nasich spolktiv a ruch nds hudebni
(Activities of Our Societies and Our Music Events) and Riizné zprdvy (Mis-
cellaneous Reports). The sections include the programme of the Court Op-
era, various short reports from musical Vienna, but often also reports on
the activities of Czech and Slavic societies in Vienna and the performanc-
es of the Czech repertoire in general. From Volume XVIII onwards, there
are no longer reports signed by Lvovsky in Dalibor, but it cannot be ruled
out that Lvovsky contributed factual reports from Vienna to the unsigned
sections.

In his letters he analysed philharmonic concerts, the programme of
the Court Opera, the activities of musical societies and concerts of various
kinds. It is logical that he informed Dalibor’s readers about performanc-
es of Czech compositions in Vienna and Vienna performances of Czech
soloists (ensembles) from Bohemia and Moravia (e. g. F. Ondricek, Czech
Quartet) and Czech-Vienna musicians (A. Novakova, F. Simandl and oth-
ers). There are also reports on the activities of Czech and Slavic societies in
Vienna (concerts of the Slavic Singers’ Society, Slovanskd beseda, Lumir,
Tovacovsky, Slavoj, Tyr$) — he reproached his compatriots for the low in-
terest in concerts of stars from Bohemia and Moravia in Vienna, criticising
their renegadeism.

He took a harsh tone quite often (e. g. when defending Brahms, when
criticising Berlioz’s overture King Lear, when criticising the work of his col-
leagues in the German press in Vienna, e. g. Max Graf of the Musikalische
Rundschau). Among Czech composers, he paid particular attention to the
trio of Smetana, Dvorak and Fibich. He returned several times to the per-
formance of The Bartered Bride at the Theater an der Wien, monitored the
promotion of Smetana’s operas in Vienna, and was episodically involved in
the “absolute/programme music” dispute. He had no serious reservations
about Antonin Dvorak’s works, with the exception of the String Quartet in
E Flat Major and the opera Dimitrij. In several parts he described in detail
(especially the Czech) events at the International Music and Theatre Ex-
hibition. It is obvious that Lvovsky devoted a considerable amount of at-
tention to the activities of the performers with whom he performed and
who played his compositions, etc. For example, to the aforementioned F. Si-
mandl, T. Kre¢man [Kretschmann] and the singer Anetta Novakova.
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The end of contributing to Dalibor is certainly related to the fact that in
1895 Lvovsky became the owner of the Osterreichische Musik- und Theat-
erzeitung. He was obviously in contact with the Prague editorial staff — in

1897 a half-page advertisement for Lvovsky’s Osterreichische Musik- und
Theaterzeitung was published in Dalibor.®

75

Table 2: Overview of Lvovsky’s texts sent from Vienna to Prague:

Volume, date, issue number, pages, title of text

XII, 18 October 1890, no. 38, pp. 298-301, Feuilleton. Cesti umélci v ciziné. Frantisek Simandl

XII, 29 November 1890, no. 44-45, pp. 348-350, Dopis z Vidné L, V listopadu 1890

XIII, 3 January 1891, no. 1-2, pp. 7, 8, Dopis z Vidné I1., V pros. 1890

XIII, 7 February 1891, no. 8, pp. 57, 58, Dopis z Vidné III, koncem ledna 1891

XIII, 18 April 1891, no. 18-19, pp. 139, 140, Dopis z Vidné IV, duben 1891

XII1, 31 December 1891, no. 47-48, pp. 369, 370, Dopis z Vidné, prosinec 1891

XIV, 2 April 1892, no. 18-19, pp. 137-140, Dopis z Vidné. V bfeznu 1892

XIV, 21 May 1892, no. 28, pp. 213, 214, Mezindrodni hudebni a divadelni vystava ve Vidni. I. Ve
Vidni, dne 16. kvétna 1892

X1V, 28 May 1892, no. 29, p. 221, Mezindrodni hudebni a divadelni vystava ve Vidni. II.

X1V, 4 June 1892, no. 30, pp. 229, 230, Mezindrodni hudebni a divadelni vystava ve Vidni. I11.

XIV, 4 June 1892, no. 30, pp. 230, 231, Hudebni dopis z Vidné. V kvétnu 1892

XIV, 25 June 1892, no. 31, pp. 242, 243, Mezindrodni hudebni a divadelni vystava ve Vidni. IV.

XIV, 2 July 1892, no. 32, pp. 249-251, Mezindrodni hudebni a divadelni vystava ve Vidni. V.

XIV, 2 July 1892, no. 33-36, pp. 257, 258, Mezindrodni hudebni a divadelni vystava ve Vidni. VI.

X1V, 8 September 1892, no. 37-38, pp. 290, 291, Mezindrodni hudebni a divadelni vystava ve Vidni.
VII.

XIV, 29 September 1892, no. 42, p. 333, Dopis ptivodni. Z Vidné, dne 18. fijna 1892

XV, 3 December 1892, no. 1-2, pp. 8, 9, Piivodni dopis z Vidné 11, dne 26. 11. 1892

XV, 7 January 1893, no. 6-7, pp. 43, 44, Piivodni dopis z Vidné. I11. Prosinec 1892

XV, 14 January 1893, no. 8, p. 60, Piivodni dopis z Vidné. IV. Ve Vidni, dne 5. ledna 1893. Tvr-
dohlavci. Opera o 4 jedndnich od P. Mascagniho

XYV, 28 January 1893, no. 10, pp. 7476, Pitvodni dopis z Vidné. IV. Dne 20. ledna 1893

XV, 4 February 1893, no. 12, pp. 90, 91, Piivodni dopis z Vidné. V. Dne 30. ledna 1893

XYV, 18 February 1893, no. 13-14, p. 103, Piivodni dopis z Vidné. V. (dokonceni)

XV, 22 April 1893, no. 25-26, pp. 193, 194, Pitvodni dopis z Vidné. VI. Dne 13. dubna 1893

XV, 13 May 1893, no. 29-30, pp. 231, 232, Piivodni dopis z Vidné. VII. Poédtkem kvétna r. 1893

XV1, 16 December 1893, no. 5-6, pp. 33, 34, Dopis z Vidné. V prosinci 1893

XVI, 3 March 1894, no. 17-18, pp. 129, 130, Dopis z Vidné. Smetanova “Hubicka” ve dvorni opere
ve Vidni

XVI, 30 June 1894, no. 3234, pp. 245-247, Dopis z Vidné

XVI, 27 October 1894, no. 43-44, pp. 338, 339, Dopis z Vidné (fijen 1894)

XVI, 3 December 1894, no. 47-48, pp. 368-370, Dopis z Vidné II (listopad 1894)

XVII, 29 December 1894, no. 1-4, pp. 12-14, Dopis z Vidné. V listopadu 1894

XVII, 2 February 1895, no. 7-8, pp. 51, 52, Dopis z Vidné. V prosinci 1894

63  Anon., “Viden,” Dalibor 19, no. 43—-44 (25 September 1897): 348.
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Volume, date, issue number, pages, title of text

XVII, 23 March 1895, no. 16, pp. 119-120, Dopis z Vidné

XVII, 30 March 1895, no. 17-18, pp. 128, 129, Dopis z Vidné. Telegram 27. 3. 1895 v noci. “Tajemst-
vi” Komickd zpévohra B. Smetany. Po generdlni zkousce ve dvorni opete 26. 3. 1895

XVII, 13 April 1895, no. 20, pp. 151, 152, Dopis z Vidné. Dne 31. 3. 1895

XVII, 20 April 1895, no. 21, pp. 159, 160, Dopis z Vidné. Dne 9. dubna 1895

We find mentions of Lvovsky in the review of the concert in Bulgar-
ia and then in the list of those who congratulated Z. Fibich on his fiftieth
birthday.**

Music journalism: Neue musikalische Presse

It is not yet clear whether Lvovsky was a regular editor or just a collabo-
rator. The statement “[...] the ‘Neue Musikalische Presse’ is edited by Lvo-
vsky (Lemberger)” in the anti-Semitic article should be taken with a grain
of salt.”

His collaboration ended at the end of 1907 or at the beginning of 1908:
areport in Dalibor explicitly states that Lvovsky resigned from the editorial
position and that he would be replaced by Dr. Berg.*® The year 1908 is also
cited as the upper limit of the journal’s existence. No research concerning
this periodical has been carried out yet; so far we know of three texts in Vol-
ume XVI (1907): no. 17 Ignaz Briill f, no. 21 Hans von Biilows Briefe, no. 24 a
review of Op. 9 by the composer Ernst Toch.

Music journalism: Deutsche Kunst- und Musik-Zeitung, Die Lyra
(Wien), Musikalisches Wochenblatt (Leipzig)

Certain indications point to a possible collaboration between Lvovsky and
these three music periodicals.

Music journalism:
Osterreichische Musik— und Theaterzeitung

Osterreichische Musik- und Theaterzeitung (OMTZ) - This journal was
founded in October 1888.” It is possible that Lvovsky contributed to it from

64  Vasilev, “Z Ruscuku,” 340; Anon., “K Abrahdmovindm,” Dalibor 15, no. 3—5 (17 De-
cember 1892): 22.

65 Anon., “Weitere Beispiele aus der jiidischen Pressherschaft,” 4. Resp. Anon., “Die
ungeheure Macht der Judenpresse,” 11.

66  Anon., “Razné zpravy. Bretislav Lvovsky,” Dalibor 30, no. 14 (11 January 1908): 114.

67  The first three volumes were subtitled Zeitschrift fiir Musik und Theater (10/1888-9/1891),
and the following three Organ zur Hebung Osterreichischer Militiir-Musik (10/1891-9/1894).
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Lviv as Dr. B. L. or C-dur. After Lvovsky came to Vienna, the editor of
the music section, Gustav Kiihle, reviewed Lvovsky’s compositions® and
performances,” and eventually agreed on standard editorial cooperation.
According to the journal Dalibor, Lvovsky was to take over the editorship
from May 1895,” which is also confirmed by the front page of Osterreichis-
che Musik- und Theaterzeitung of May 1895 (VII, no. 13-14): the publisher
Gustav Kiihle informed the subscribers that “Today [15 May 1895] I have en-
gaged Mr B. Lvovsky [...] as editor””" In October 1895 Lvovsky became the
owner of the journal.”” This is confirmed by his letter written in Czech ad-
dressed to the management of the National Theatre in Prague.” He sent
a sample issue, characterised himself as a “Czech musician” and recom-
mended himself directly as the recipient of the news that the theatre would
like to publish in his periodical.
Lvovsky ran the journal until Volume XI (1898/1899, from issue no.
9, published on 20 June 1900, Anna Cador is listed as the publisher), after
which he was only a contributor. The reason for this was obviously a change
of his priorities — Lvovsky was mainly occupied with composing and writ-
ing librettos. During Lvovsky’s tenure, the journal (or rather the content
of its issues) was frequently and regularly advertised in many periodicals
in what is now Poland, Bohemia, Moravia, Austria, Germany and Croatia.
Lvovsky had a number of interesting collaborators. For example, he
was sent messages from Prague by Victor Joss (1869-), Emil Dominante
and Richard Griinfeld (1871-1932). Smetana was dealt with, among others,
by Josef Srb-Debrnov (1836-1904), an outstanding expert on the maestro’s
works. Contributions were also sent by the Czech composer Josef Bohuslav
Foerster (1893-1903 Hamburg, 1903-1918 Vienna). Messages from Chicago,
where tens of thousands of Czechs lived, were sent to Lvovsky by the lo-
cal violinist and publicist Josef Alois Vilim (1861-1938), a graduate of the
Prague Conservatory. The Czech/Slavic music scene in Vienna was covered
68  G. K. [Gustav Kiihle], “Vereinskonzerte,” (1 November 1890), 5; G. K. [Gustav Kiih-
le], “Vereinskonzerte,” (15 November 1890), 7.
69 Anon., “Saal Ehrbar,” 8.
70  Anon., “Osobni,” Dalibor 17, no. 21 (20 April 1895): 160; Anon., “Oesterreichische
Musik- und Theaterzeitung,” Dalibor 17, no. 27 (8 June 1895): 208.
71 “Mit heutigem Tage [15 May 1895] habe ich Herrn B. Lvovsky [...] als Redacteur enga-
irt.”
72 inon., “Viden,” Dalibor 17, no. 38 (12 October 1895): 299; [front page], OMTZ 8, no.
2 (15 October 1895): 1 (as “Herausgeber und Chef-Redacteur”).

73 National Archives of the Czech Republic, National Theatre Archive collection, call
number D 218/253, OMTZ headed paper, Vienna 16 June 189s.
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either by Lvovsky himself or by the hitherto unknown “Eusebius” - it can-
not be ruled out that this was Lvovsky’s pseudonym.

The periodical included various free supplements, for example Illus-
trierte Literaturblatt, musical supplements, and subscribers to Volume X
received gratis the impressive Almanach der Osterreichischen Musik- und
Theaterzeitung (Vienna 1897). The interesting design also won an award at
the World Exhibition in Brussels (1897) — a bronze medal and a certificate
of merit.”*

There is no room in this study for a detailed assessment of the “Lvo-
vsky period” of this journal.” He managed to maintain its high reputation,
and the level of coverage of Czech music makes it a unique German-lan-
guage music periodical.

The dispute over the importance of Antonin Dvorak, one of the phe-
nomena of Czech music historiography, was also present on the pages of
OMTZ. Lvovsky criticised Dvoiék’s work quite harshly, but he was not
the only critic in this sense: see Franz Gerstenkorn (1834-1910) in Prague,
George Bernard Shaw (1856-1950), John F. Runciman (1866-1912) and Fran-
cis Hueffer (1845-1889) in London, and James Gibbons Huneker (1857-1921)
in New York. Lvovsky’s critical tone towards Dvorak’s compositions grad-
ually intensified. An example of this is the first concert of the new season
of the Slavic Singers’ Society (11 December 1897), which included two of
Dvorak’s compositions. Te Deum was performed for the first time in Eu-
rope, and Lvovsky added: “And may it remain the last! Calculating in its
crude mass effect and very poor in its melodic invention, this work is a true
caricature of church music.”® The criticism was mainly related to the me-
lodic aspect and the overall purpose of the piece, but the choir performed it
very well. In this, and in the praise of the mastery of dynamics by the choir-
master M. Hubad, there is a noticeable shift from Lvovsky’s earlier reviews.
“The worst mistake of the evening was the performance of ‘Dumky’, a trio
for piano, violin and cello [...].”” Lvovsky reproached this composition both
for its very existence and for its performance. Unlike before, Lvovsky did

74  Anon., “Laut Mittheilung der [...],” OMTZ 10, no. 3 (October 1897): 3; Anon., “Vi-
den,” 344.

75  Reittererova and Velek, “Die Rezeption der tschechischen Musik,” 152-80.

76 “Moge es doch auch die letzte bleiben! Dieses, auf grobe Massenwirkung berechnete, in
melodischer Erfindung hochst armselige Werk, ist eine wahre Caricatur der Kirchen-
musik.” Anon., “Der slavische Gesangverein,” OMTZ 10, no. 8 (15 October 1897): 6:

77 “Der drgste Missgriff des Abendes war der Triovortrag fiir Clavier, Violine und Cello
der ,Dumky‘von Dr. Anton Dvordk.” Ibid.
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not compare Dvorak with Smetana, but in his reflection he concluded that
Dvorak was overrated at the expense of the more progressive Fibich due to
the affections of his influential supporters, Eduard Hanslick and Johannes
Brahms. Lvovsky directed another criticism towards Dvorak to H. Rich-
ter, who included Dvorak’s symphonic poems in the Vienna Philharmon-
ic’s season plan, but completely omitted Smetana, Fibich and many others
in this regard! - It should be added that until about 1895 Lvovsky’s recep-
tion of Dvorak’s works was positive, with few reservations. It is possible
that Lvovsky deliberately sided with those who belittled Dvorak’s impor-
tance in the Prague “battle for Dvotik and Smetana.”

Concert tours or “out of Vienna”

It is up to future detailed research into Lvovsky’s activities to reveal the ex-
tent to which he performed outside Vienna. He visited Switzerland, Eng-
land, France, but it is not clear whether he performed publicly there. So far,
the following performances are known (there are also a number of reviews
of them, which are deliberately not referred to in this study):

- May/June 1893: A concert tour to Bulgaria and Romania (Ruse,
Sredets, Sofia, Varna, Bucharest) — other performers were Franz
Simandl, the singer Anetta Novédkova and the violinist R. Hartz-
er. They performed together often, including on some other con-
cert tours.

- 20 July 1894, Riesenhof: The press reported that musicians from
among the spa guests (including Anetta Novakova and B. Lvo-
vsky) would give a charity concert.”

- Winter 1894/1895, Bucharest: The press announced a “comeback”
to Bucharest in the winter, but it is not clear whether the concert
tour took place. One of the reports ends as follows: “The artists
will also perform in Vienna and other cities.””

- 6 January 1897, Prague (Rudolfinum): 42" popular concert of the
Umeélecka beseda society.

- 2 February 1897, Brno (large hall of the Beseda House): A concert
of the Filharmonicka beseda brnénska society.

78 Anon., “Nachrichten aus Ober6sterreich und Salzburg. Concert auf dem Rie-
senhofe,” (Linzer)Tages-Post 30, no. 162 (18 July 1894): 4.
79 Anon., “Notizen. Herr Professor,” OMTZ 7, no. 1-2 (October 1894): 8.
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- 23 October 1898, Prostéjov: A concert of the Orlice male choir.

—  April 1899: An unspecified concert tour.*

- 20 January 1903, Leipzig (Palmengarten): 16. Gesellschaftskonzert
des Gunther Coblenz-Orchesters.

Teaching activities

We know from sketchy reports that Lvovsky taught music theory, harmo-
ny, counterpoint, music analysis and instrumentation privately. The names
of three of his students are known:

- Michele Radovani (? - after 1907) - Greek composer and publicist

- Josip Hladek/Chladek-Bohinjski (1879-1940) — Slovenian choir-
master and teacher

-  Emilie Hermine Pia Stoger (pseud. Herma Friedberg, 1876-1936)
— Austrian pianist and composer

Berlin, Dresden

The summer stay in Dresden in 1899 was mentioned by Lvovsky himself
in one of his articles.” It seems that Lvovsky stayed in Berlin more than
once. A newspaper report from October 1904 informs of his return to Vi-
enna after several years in Berlin, where he composed and tried to promote
the performing of his operettas and operas — he was successful in that re-
gard. “[...] in Lviv (1884/1890), lived briefly in Berlin, and finally in Vienna
(from 1890) until his death.” Another quotation mentions a longer period:
“His several years in Germany were very fruitful [...].” He probably moved
to Berlin in the summer of 1900, i. e. after the handover of the management
of the OMTZ to the aforementioned Anna Cador.

Vienna (1904-1910)

There is very little biographical information about the Berlin period and the

last ten years of Lvovsky’s life in general. So far, we can only rely on reports

of performances of his works. From the end of 1904 until his death in the

80  Anon., “Mittheilungen und Notizen. Redactionelle Mittheilungen,” OMTZ 11, no.
15 (1 April 1899): 10.

81  B.Lvovsky, “Alphonse Maurice und seine Lieder,” Dresdner mehrmonatlicher Ferial-
aufenthalt 26, no. 13-14 (25 August 1899): 89-9o0.

82  Anon., “Hudebni skladatel,” Dalibor 26, no. 41 (8 October 1904): 292.
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summer of 1910 he probably lived in Vienna. Journalism no longer formed
his main occupation; he devoted himself to composing and writing libret-
tos for operettas and operas. Around the age of 50, he finally began to make
a name for himself, both in Germany and in Vienna, but this positive trend
was ended by a prolonged heart condition, which was most certainly exac-
erbated by Lvovsky’s industriousness. Obituaries rate him as a good Czech,
a talented musician and writer, and a nice but struggling artist. Any earlier
criticism was about the little originality of his compositions.

Lvovsky as a composer and librettist

Lvovsky as a composer and librettist — that would be a topic for a separate
paper. Therefore, in the context of general characteristics, only the most
important things can be said. Lvovsky’s compositional legacy covers a wide
spectrum - from choirs, songs, chamber music, orchestral works to opera
and operetta. His double bass compositions must have been of a very high
standard in their day, because several of them were included in SimandI’s
Die hohe Schule des Contrabasspieles. In total, Lvovsky composed approxi-
mately 100 works. He began composing in 1890, when he came to Vienna.
He published mainly in Leipzig (F. Schubert junior), Berlin (R. Thiel), Bre-
men (E. A. Fischer) and in Prague (F. A. Urbanek). He worked closely with
Bruno Wieland in Ravensburg.

Conclusion

Due to a lack of information, some stages of Lvovsky’s life have not yet been
studied, but the foundation has been laid in this paper so future research
can continue with partial probes. These are mainly in the areas of com-
position, teaching and journalism. In the last area I have so far mapped
his activities connected with the periodicals Dalibor and OMTZ, so only
the Neue musikalische Presse, Deutsche Kunst- und Musik-Zeitung, Die Lyra
and Musikalisches Wochenblatt remain to be studied in detail. Then it will
be possible to proceed to a thorough analysis of what kind of music publi-
cist Lvovsky actually was. From what we know from our research so far, he
deserves our attention.

126



E.B.LVOVSKY OR WHO WAS THE HARSHEST VIENNESE CRITIC OF ANTONIN DVORAK'S MUSIC

Bibliography

Archival Sources

Ing. Vitézslav Herle’s archive in Prague. Jaromir Herle, Vzpominky na Vidern. Au-
tograph from 1934.
Masaryk Institute and Archives of the Czech Academy of Sciences, estate of

Zdenék Nejedly, personal correspondence, Zdenék Nejedly Library, box no.
35 (two letters addressed to Zdenék Nejedly).

National Archives of the Czech Republic, National Theatre Archive collection, call
number D 218/253. Letter, Lvovsky to an unknown person, May 16, 1895.

National Archives of the Czech Republic, National Theatre Archive collection, call
number D 218/253, OMTZ headed paper, Vienna 16 June 189s.

National Archives of the Czech Republic, Police Directorate I collection, conscrip-
tions 1850-1914, box 461, pictures 781 and 782.

National Archives of the Czech Republic, Prague I Police Directorate collection,
1891-1895, call number P 177/165, box 3904.

National Museum - Bedfich Smetana Museum, estate of FrantiSek Pivoda, call
number 2 27/52, inventory number 8404/52.

National Museum — Czech Museum of Music, call number IV E 41, Part III, 299

(according to Lvovsky’s documents of 15 February 1895), Josef Srb-Debrnov,
Slovnik hudebnich umeélcii slovanskych. Autograph.

Literature

70 let Lumiru ve Vidni. Viden: Pévecky spolek Lumir, 1934.

Antonicek, Theophil. Die internationale Ausstellung fir Musik- und Theaterwesen
Wien 1892. Wien: Th. Antonicek, 2013.

Eisenberg, Ludwig. Das geistige Wien. Mittheilungen Ober die in Wien lebend-
en Architekten, Bildhauer, Biihnenkiinstler, Graphiker, Journalisten, Maler,
Musiker und Schriftsteller. Vol. 1. Wien: C. Daberkow’s Verlag, 1893.

Fastl, Christian. “Simandl Franz.” In Osterreichisches Biographisches Lexikon
1850-1950. Vol. 12, 274. Wien: Verlag der Osterreichischen Akademie der Wis-
senschaften 200s.

Fastl, Christian. “Simandl Franz.” In Osterreichisches Musiklexikon, vol. 5 (Schwe-
chat - Zyklus), edited by Rudolf Flotzinger, 2219. Wien: Verlag der Osterre-
ichischen Akademie der Wissenschaften 2006.

Feigl, Ludvik. Sto let ¢eského Zivota ve Lvové. Dil druhy. Od roku 1867-1895.
Zalozeni ‘Ceské besedy’ ve Lvové a Zivot v ni. Lvov: Ceska beseda, 1925.

Helfert, Vladimir. “Lvovsky, Bretislav.” In Pazdirkiiv hudebni slovnik naucny. II.
Cast osobni — Svazek druhy L-M, edited by Old¥ich Pazdirek, Gracian Cer-
nu$ik and Vladimir Helfert, 70. Brno: Oldfich Pazdirek 1940.

127



GLASBENA KRITIKA - NEKOC IN DANES ‘ MUSIC CRITICISM = YESTERDAY AND TODAY

Hudec, Vladimir. Zdenék Fibich. Tematicky katalog - thematisches Verzeichnis -
thematic catalogue. Praha: Editio Barenreiter Prague, 2001.

Jandik, Stanislav. Carodéj housli. Vyprdvéni o Janu Kubelikovi, ktery proslavil
¢eské jméno po celém svété. Praha: Za svobodu, 1949.

Javorin, Alfred. Prazské arény: Lidovd divadla prazskd v minulém stoleti. Praha:
Orbis, 1958.

Kment, Jan. Nejhlubsi z rodu smyccii. Déjiny a literatura kontrabasu. Praha: Su-
praphon, 1988.

Neruda, Jan. Ceské divadlo III. Praha: SNKLHU, 1954.

Reittererovd, Vlasta, and Viktor Velek. “Die Rezeption der tschechischen Musik
auf den Seiten der Periodika ‘Die Zeit’ und ‘Osterreichische Musik- und
Theaterzeitung’” In Die Wiener Wochenzeitschrift Die Zeit (1894-1904) und
die zentraleuropdische Moderne. Studien — Dokumente, edited by Lucie Mer-
hautova and Kurt Ifkovits, 152-80. Praha: Masarykiiv tstav a Archiv AV CR,
2013

Rektorys, Artus$, ed. Zdenék Fibich. Sbornik dokumentii a studii o jeho zivoté a
dile. 2. dil. Praha: Orbis 1951-1952.

Soubies, Albert. Histoire de la musique en Boheme. Paris: s. n., 1898.

Strauch, Franz, ed. XIV. Jahresbericht tiber das K. K. Elisabeth-Gymnasium in
Wien fiir das Schuljahr 1898/99. Wien: s. n., 1899.

Stédron, Bohumir. “Lvovsky, Bretislav.” In Ceskoslovensk)'l hudebni slovnik osob a
instituci. Prvni dil, A-L, edited by Gracian Cernu$dk, Bohumir Stédron and
Zdenko Novacek, 851. Praha: Statni hudebni nakladatelstvi 1963.

Stépanek, Vladimir. PraZské ndvstévy P. I. Cajkovského [P. 1. Tschaikowski and his
visits in Prague]. Praha: Orbis, 1952.

Topinka, Evzen. Archiv spolku Ceskéd beseda ve Lvové (1867-1936). K 140. vyroci
zalozZeni spolku Ceska beseda ve Lvové. Lvov: Centrum Evropy, 2007.

Vyroéni zprava zpévického spolku Lumir ve Vidni za spravni rok 1893. XXVIIL
Viden: Spolek Lumir, 1894.

Zizka, Leo$ Karel. Mist#i a mist¥i¢kové. Praha: L. K. Zizka, 1947.

Periodicals
Anon. “Civileheaufgebot.” Prager Tagblatt 3, no. 314 (12 November 1879): 4.
Anon. “Der slavische Gesangverein.” OMTZ 10, no. 8 (15 October 1897): 6.

Anon. “Die ungeheure Macht der Judenpresse.” Osterreichische Volkszeitung 41,
no. 7 (14 February 1913): 11.

Anon. “Dopis z Vidné, prosinec 1891.” Dalibor 12, no. 47-48 (31 December 1891):
369—70.

128



E.B.LVOVSKY OR WHO WAS THE HARSHEST VIENNESE CRITIC OF ANTONIN DVORAK'S MUSIC

Anon. “Dopisy z ciziny. Ze Lvova.” Dalibor 11, no. 7 (12 February 1887): 55.
Anon. “Drobné zpravy. Mistra Fibicha.” Dalibor 8, no. 1 (7 January 1886): 8.
Anon. “Drobné zpravy. Osobni.” Dalibor 8, no. 17 (28 May 1886): 168.

Anon. “Feuilleton. Ce$ti umélci v ciziné. Franti$ek Simandl.” Dalibor 12, no. 38 (18
October 1890): 298-301.

Anon. “Hudebni odbor.” Ndrodni politika 7, no. 23 (23 January 1889): 3.
Anon. “Hudebni skladatel.” Dalibor 26, no. 41 (8 October 1904): 292.
Anon. “K Abrahdmovinam.” Dalibor 15, no. 3—5 (17 December 1892): 22.
Anon. “Laut Mittheilung der [...].” OMTZ 10, no. 3 (October 1897): 3.
Anon. “Listy ze Lvova.” Dalibor 11, no. 18-19 (20 April 1889): 140-1.
Anon. “Literatura.” Dalibor 12, no. 1-2 (4 January 1890): 9.

Anon. “Mittheilungen und Notizen. Redactionelle Mittheilungen.” OMTZ 11, no.
15 (1 April 1899): 10.

Anon. “Na Hustiv pomnik (XIII. vykaz).” Ndrodni listy 29, no. 344 (13 December
1889): 6.

Anon. “Nachrichten aus Oberdsterreich und Salzburg. Concert auf dem Riesen-
hofe.” (Linzer)Tages-Post 30, no. 162 (18 July 1894): 4.

Anon. “Notizen. Herr Professor.” OMTZ 7, no. 1-2 (October 1894): 8.
Anon. “Osobni.” Dalibor 10, no. 9 (25 February 1888): 7o.

Anon. “Osobni.” Dalibor 12, no. 28 (14 June 1890): 220.

Anon. “Osobni.” Dalibor 17, no. 21 (20 April 1895): 160.

Anon. “Oesterreichische Musik- und Theaterzeitung.” Dalibor 17, no. 27 (8 June
1895): 208.

Anon. “Razné zpravy.” Dalibor 32, no. 41 (3 September 1910): 311.
Anon. “Razné zpravy. Bretislav Lvovsky.” Dalibor 30, no. 14 (11 January 1908): 114.

Anon. “Riizné zpravy. Fibichova ‘Noc na Karl$tejné orchestrdlné ve Lvové.” Dali-
bor 12, no. 15 (22 March 1890): 118.

Anon. “Saal Ehrbar.” OMTZ 4, no. 5 (December 1891): 8.

Anon. “Viden.” Dalibor 17, no. 38 (12 October 1895): 299.

Anon. “Viden.” Dalibor 19, no. 43—-44 (25 September 1897): 344-8.

Anon. “Weitere Beispiele aus der jiudischen Pressherschaft.” Der Volksfreund 1, no.
15 (20 February 1913): 4.

Anon. “Ze Lvova, v dubnu r. 1890.” Dalibor 12, no. 22 (3 May 1890): 174-5.

Anon. “Zpravy. Umrti.” Ceskd hudba 4, no. 12 (1910): 97.

Boleska, J. [Josef]. “Feuilleton. Francouz o ceské hudbé.” Ndrodni listy 38, no. 351
(21 December 1898): 1.

Florestan. “Das erste Concert.” OMTZ 9, no. 11 (1 February 1899): 5.

129



GLASBENA KRITIKA - NEKOC IN DANES ‘ MUSIC CRITICISM = YESTERDAY AND TODAY

[front page]. OMTZ 8, no. 2 (15 October 1895): 1.
G. K. [Gustav Kiihle]. “Vereinskonzerte.” OMTZ 3, no. 3 (1 November 1890): 5.
G. K. [Gustav Kiihle]. “Vereinskonzerte.” OMTZ 3, no. 4 (15 November 1890): 7.

Heyer, Jan. “Ceskd hudebni viennensia. Pozndmky a doplitky k dosavadnimu
zpracovani latky.” Dunaj. Mensinovd revue 17, no. 3-4 (1940): 349.

Knittl, Karel. “Polemisches.” OMTZ 8, supplement to issue no. 1 (1 October 1895):
10.

Lvovsky, B. “Franz Drdla.” OMTZ 9, no. 21 (1 July 1897): 1.

Lvovsky, B. “Johann Kubelik, Violin-Virtuose.” OMTZ 11, no. 7 (1 December 1898):
1-2.

Lvovsky, B. “Alphonse Maurice und seine Lieder.” Dresdner mehrmonatlicher Feri-
alaufenthalt 26, no. 13-14 (25 August 1899): 89—-90.

Lvovsky, B. “Paganini-Abend Jan Kubelik.” OMTZ 15, no. 12 (end of March 1904): 5.

McColl, Sandra. “New music and the press: Vienna 1896—7, Bruckner, Dvorak, the
Laodiceans and Also sprach Zarathustra.” Context 5 (Winter 1993): 28—41.

Pich, Prof. Frant. [Fratni$ek Pich]. “Kritika. Bretislav Lvovsky, op. 8. Kouzlo lasky.”
Dalibor 14, no. 11 (27 January 1894): 77.

Rezabek, Jan. “Jan Kubelik.” PfemoZitelé éasu 2, no. 6 (1988): 106.

Srb-Debrnov, Josef. “Zur Aufklirung.” OMTZ 8, supplement to issue no. 1 (1 Oc-
tober 1895): 10.

Vasilev, Christo. “Z Rusc¢uku.” Dalibor 15, no. 42—43 (14 October 1893): 340.

130



) DOI: HTTPS://DOLORG/10.26493/978-961-293-299-2.131-146
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Preliminaries

If any one person was responsible for transforming our musical life
from the insular conservatism of the 1960s to a culture that cared about
what was happening in the wider world, it was [William] Glock.'

William Glock (1908-2000) began his musical career as a newspa-
per music critic. Was it a promising start or was it insignificant? The Aus-
trian-born musical commentator and broadcaster, Hans Keller, described
music criticism as a phoney profession.” In a sense he was suggesting that
those who made a life of criticising music were frauds, perpetuating a posi-
tion in which they could pass judgement on the value of any music. In an-
other sense he was making the point that really the critic should be mu-
sician first and critic second. Criticism of music, however, is something
that happens all the time. It is necessary, however, for another process to
precede it: that of listening. Similarly for a music critic these two processes
must be present. In another of his polemics, Keller prefaced his discussion
of Stravinsky’s Agon with the following words:

There is criticism and there is reporting, or at any rate there ought to be.
I do not mean the kind of thing we read in the newspapers, where writ-
ers criticize things they have heard, and report things they haven’t in or-
1 Andrew Clements, “A Night to Remember,” The Guardian, August 9, 1994, London,
A6.
2 Hans Keller, Criticism (London: Faber, 1987), 20-36.
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der to conceal the fact. Thus, as criticism and reportage are understood
today, the former is the more responsible task, but it should really be the
other way round whenever the facts are more important than the crit-
ic’s opinions, which is not seldom. At the same time, opinions do enjoy
greater popularity with both the reader and the critic himself: they are
easier to get for either. The unpopular truth is that while any fool can
opine and indeed perchance opine rightly, only a qualified observer can
report, and only a qualified reader is interested in facts, plenty of them
and nothing but them.’

This locates the position of the music critic, to report or to criticise.
What the critic reports will depend on the knowledge of the audience. For
example, does the critic inform the audience of the facts about a new piece of
music before making any critical remarks? One would think that this is al-
most self-evident. The more that the critic has to report, the less scope there
will then be to make criticisms. There is, on the other hand, the situation
where the audience is fully informed of the facts and simply ‘needs’ to be
given the criticism of the music itself, or more likely, the distinctive quali-
ties of the performance. Perhaps we should now consider the critic’s position
in this. No matter how much the critic has reported about the work/perfor-
mance in question, there is assumed to be an entitlement to make criticisms.
Some of these will be fair, as Keller suggested, but others will be foolish and
ultimately invalid. All this depends on the character, experience, and quali-
fications (in the broadest sense) of the critic in question.

This leads us to the example of the English musician, William Glock,
who was propelled by circumstances into the complex and unpredictable
world of newspaper criticism of music, in which listening is the first prereq-
uisite of the critic. He was widely knowledgeable about music of many peri-
ods. He was also very much aware of the restricted repertory current at the
time in England and the very limited viewpoints of many English musicians.
Above all, he was especially interested in contemporary music and by vari-
ous means sought to increase the public’s awareness and knowledge of its na-
ture, especially the music of what he saw as the most important composers.

Newspaper Music Critic

After showing considerable talent as a pianist at school, Glock then stud-
ied at the University of Cambridge, absorbing the lively Cambridge musical
environment and attending concerts in London. First of all he completed

3 Hans Keller, “Stravinsky’s Performance of ‘Agon’ A Report,” Tempo 100 (1972): 19-22.
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a degree in History and started a Music degree which he did not complete.
His musical experience was enormous, however, especially as an organ
scholar and regular performer. He was able to continue his piano playing,
including a performance of Mozart’s Piano Concerto in C minor under
Boris Ord, the Director of Music at King’s College. Having heard Artur
Schnabel play in Cambridge, he determined to study piano with him. De-
spite narrow-minded discouragement from the composers Vaughan Wil-
liams and Herbert Howells, but with help from Professor Edward Dent and
valuable financial support, he was able to study with Schnabel in Berlin for
nearly three years, before returning to London in 1933 when conditions be-
came difficult. With few prospects at the time of advancing his career on
the piano, he accepted a job as Music Critic for the London newspaper The
Daily Telegraph, moving a year later to a similar position at the weekly Sun-
day newspaper The Observer until 1946. This provided the firm foundation
for his future activities which changed the musical life of Britain for ever.
His columns make very interesting reading today, focussing on a very wide
and interesting range of topics, but notably considering the merits of much
contemporary music, then widely disparaged by influential senior British
musicians.

Glock’s first experience of writing criticism for a newspaper gave him
little time for reflection. Reports for The Daily Telegraph had to be submit-
ted for publication the next day, usually consisting of simple descriptions
and occasional critical remarks. Those for the weekly Sunday newspaper
The Observer gave scope for thoughtful criticism in addition to factual re-
porting of events. A selection of reviews will give some idea of the scope of
his writings. For example, in the pre-World War Two years Glock was giv-
en the opportunity to report somewhat controversially from the Salzburg
Festival in August 1936* in which the performances of Verdi’s Falstaff, di-
rected by Toscanini, Mozart’s Don Giovanni under Bruno Walter and Mo-
zart’s Cosi fan tutte under Weingartner are reported and assessed critical-
ly. Glock was particularly impressive in his analysis of the performances of
the most important singers as well as the contributions of the conductors. A
report from concerts in Linz in 1936” highlighted the symphonies of Bruck-
ner, then almost unknown in England, and for which he gave very sympa-
thetic accounts of their features. During the war Glock was able to carry on
his reports to The Observer with some considerable difficulty while working
4 William Glock, “The Salzburg Festival,” The Observer, August 9, 1936, 13.

5 William Glock, “The Festival at Linz,” The Observer, July 26, 1936, 13.
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in the Royal Air Force. He was stationed in the East Midlands in England
from where he was able to report on the local musical events, particularly in
Leicester (January 1944)° and Nottingham (May 194s5)’. His reports on the
truncated 1939 and 1940 seasons of the Proms make somewhat depressing
reading, but at the same time also give a clue to the motivation which pow-
ered his later activities in rejuvenating BBC music broadcasts and the Lon-
don Proms season. He also reported enthusiastically on contemporary mu-
sic, especially that of Michael Tippett (1943)° and Bartok on 30 September
1945°. The unapproved obituary that he wrote on Bartdk, a feared figure in
the British musical establishment, led amazingly to his dismissal from the
post on The Observer.

Developments

After leaving The Observer, he embarked on a varied programme of musi-
cal activities arising directly from his critical work with the newspapers.
For the first significant activity, for the newly established BBC Third Pro-
gramme, he was invited to undertake a wide-ranging survey of new de-
velopments in broadcast music in a number of important musical centres
in mainland Europe which included Munich, Prague, Vienna and Berlin.
It became quickly obvious to Glock, with his critical attention, that much
of the more advanced music performed in Europe was almost completely
unknown in England or indeed in any of the United Kingdom. Moreover,
there was no desire in the British musical establishment to become familiar
with contemporary developments. This encouraged him to think of ways
that he could change this situation.

One way that this could be effective was to undertake something sim-
ilar to the specialist continental summer ‘schools’ which combined perfor-
mance of a very high quality with support from an education programme
which enlightened the performance. There were a number of centres which
specialised in contemporary music, such as Darmstadt, which attracted
both composers and performers. This idea was to bear fruit in the Summer
Schools which Glock was invited operate. The first, in 1947, at Bryanston in
Dorset, attracted a number of composers and performers to perform and to
give lectures on music. Among the visiting musicians were Hindemith, Bo-
6 William Glock, “Music,” The Observer, January 16, 1944, 2.

7 William Glock, “Music,” The Observer, May 27, 1945, 2.

William Glock, “Music,” The Observer, April 25, 1943, 2.

9 William Glock, “Music,” The Observer, September 30, 1945, 2.
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ris Blacher, Enesco and Nadia Boulanger. It operated for five years before
being transferred in 1952 to Dartington Hall in Devon (also in the South
of England) where it really gained in importance, with many leading com-
posers such as Berio, Nono, Maderna, Stravinsky and many others taking
a prominent part.

Supplementing this was the invitation to Glock to become the edi-
tor of a new periodical called The Score and IMA Magazine which ran for
28 issues between 1949 and 1961. By all accounts it was a publication that
was eagerly read by composers and performers alike, not just in the Unit-
ed Kingdom, but also in Europe and most importantly in the United States.
Numerous articles were contributed by composers such as Roger Sessions,
Milton Babbitt, John Cage, Stravinsky, Luigi Nono, Roman Vlad, Luciano
Berio and even more significantly, Roberto Gerhard, Elliott Carter and
Pierre Boulez. Informed and informative articles appeared that presented
composers who were very little known at the time in the United Kingdom,
such as Hans Werner Henze, Goffredo Petrassi and Edgard Varese. Special
issues were devoted to Stravinsky, who of course was well known, mainly
from his early Russian ballets, but also the then little known Olivier Messi-
aen as the centre of attention in three extensive and well informed articles
by the brilliant young David Drew. One whole issue was devoted to the de-
tailed study of the music of the virtually unknown Roberto Gerhard, who
then had only four published works and whose music was rarely performed
in the country of his escape from Spain. Boulez’s notorious article “Schoen-
berg is dead™ was an early contribution, as was the famous essay by Theo-
dor W. Adorno entitled “Modern Music is Growing Old”."

BBC Controller of Music

In 1959 Glock was appointed Controller of Music at the British Broadcast-
ing Corporation (BBC), a position of considerable influence. He complete-
ly overhauled the content of the BBC’s Third Programme and the Proms.
He introduced into the broadcasts and the concerts much more adventur-
ous music, especially the contemporary music now being performed on
the continent, notably works by Stravinsky, Webern, Schoenberg, Boulez
10 David Drew, “Messiaen—a provisional study,” The Score and IMA Magazine 10 (De-
cember 1954): 33—49; 13 (September 1955): 59-73; 14 (December 1955): 41-61.

11 Pierre Boulez, “Schoenberg is Dead,” The Score and IMA Magazine 6 (May 1952): 16—
22.

12 Theodor W. Adorno, “Modern Music is Growing Old,” The Score and IMA Magazine
18 (December 1956): 27-34.
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and Stockhausen. Glock initiated a stream of BBC commissions that
helped a number of composers. Now, not without controversy, he had the
British musical public at his command. The public concerts, mostly with
BBC Symphony Orchestra, presented programmes containing challeng-
ing contemporary works. The programmes for the Proms included large
numbers of 20" century classics and a wide range of BBC commissions.
He left the BBC in 1973, but the legacy of his programmes continued with
his successors. The BBC Symphony Orchestra often conducted by Antal
Dorati, Colin Davis and later Pierre Boulez, took adventurous contem-
porary music programmes abroad, notably to the United States, to wide-
spread acclaim.

General Editor of Eulenburg Books

Glock’s practical application of his mission to improve the standing and
dissemination, mostly of contemporary music, but also of earlier music as
well, was considerably enabled by his position in the 1970s and early 1980s
as the general editor of a new enterprise by Schott Music entitled Eulen-
burg Books. While among the published books, there appeared excellent
volumes on Debussy” and Fauré and Ian Kemp’s masterly study of the
English composer Michael Tippett,” what stand out are the two books on
Boulez, Conversations with Celestin Deliege', and the wide ranging Pierre
Boulez A Symposium,” as well as the first comprehensive and penetrating
study of the music of the American composer Elliott Carter."

Three Composers

Using all these activities, Glock singled out for special treatment three com-
posers who had not yet established themselves among British audiences:
the Catalan Roberto Gerhard, the American Elliott Carter and the French-
man Pierre Boulez. All three composers were also prolific writers of essays,
Gerhard in Spanish and English, Carter mostly in English and Boulez in
French and sometimes English. All three were often outspoken and con-

13 Stefan Jarocinski, Debussy: Impressionism and Symbolism (London: Eulenburg,
1976) and Robin Holloway, Debussy and Wagner (London: Eulenburg, 1979).

14  Robert Orledge, Gabriel Fauré (London: Eulenburg, 1979).

15 Ian Kemp, Tippett, the composer and his music (London: Eulenburg, 1984).

16 Pierre Boulez, Conversations with Célestin Deliége (London: Eulenburg, 1976).
17 William Glock, ed., Pierre Boulez, a Symposium (London: Eulenburg, 1986).

18  David Schiff, The Music of Elliott Carter, 1st edition (London: Eulenburg, 1983).
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troversial, defining techniques and philosophies of contemporary thought,
not just music. Very early on in the early 1950s, Glock recognised their very
distinctive and important characters, both in their compositions and in
their writings. He visited continental meetings, notably the ISCM festival
in Baden-Baden in 1955, which was the location for the first performances of
Gerhard’s Symphony No. 1 and Boulez’s Le marteau sans maitre, both con-
ducted by Hans Rosbaud, and Elliott Carter’s Sonata for cello and piano.

Roberto Gerhard

Gerhard had fled from Franco’s Spain to England in 1939 and made his
home in Cambridge with a composition fellowship at King’s College.” His
works in the first decade of his life in England were relatively modest, de-
riving from his Catalan and Spanish background. He then returned to the
twelve-note technique which he had derived from his study with Schoen-
berg with a short serial work, Capriccio for flute of 1949, the foundation for
most of the music he was now going to write. In the early 1950s with only
four published works, Glock published his important article “Tonality in
Twelve-Tone music” in The Score in 1952 and a second article “The Contem-
porary Musical Situation” in June 1956.”° His reputation spread steadily, no-
tably with the premiere of his outstanding Symphony No. 1, at the ISCM
Festival in Baden-Baden on 21 June 1955, which Glock attended with great
enthusiasm and which proved to be a landmark in Gerhard’s development.
It extended Schoenberg’s twelve-note technique in a unique way, creating
a dramatic work whose secrets lay in the history of the Spanish civil war.
Glock then presented Gerhard with a career-changing edition of The Score
which featured in-depth studies of his music.” In 1957 he invited Gerhard
to give a course at the Dartington Summer School joining a very distin-
guished list of composers. With Glock’s appointment as Controller of Mu-
sic of the BBC, Gerhard’s position was very strong. A combination of prom-
inent performances, and commissions followed from Glock’s BBC Music

19  Niall O’Loughlin, “Escape from Catalonia: The Composing Experience of Rober-
tions: Crossroads of European musical diversity, ed. Jernej Weiss (Koper, Ljubljana:
Univerza na Primorskem, Festival Ljubljana, 2017), 381-400, https://zalozba.upr.si
/ISBN/978-961-6984-94-2.pdf.

20 Roberto Gerhard, “Tonality in Twelve-Tone music,” The Score and IMA Magazine
6 (May 1952): 23-35; Roberto Gerhard, “The Contemporary Musical Situation,” The
Score and IMA Magazine 16 (June 1956): 7—18.

21 William Glock, ed., The Score and IMA Magazine 17 [Special Roberto Gerhard issue]
(September 1956) including “Comment,” 7.
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Division. The First Symphony was performed in the UK for the first time
by the BBC Symphony Orchestra on 14 February 1962 conducted by Rudolf
Schwarz ** and at the Proms on 7 September 1962 conducted by Norman
Del Mar. The second part of the Proms performance comprised the Sym-
phony, while the first half consisted of works by Beethoven (Piano Concer-
to No. 5 and Symphony No. 4) directed by the principal Proms conductor
Sir Malcolm Sargent, who was not in sympathy with many modern works.
This was typical of Glock’s programming. A BBC commission was soon
awarded for the Symphony No. 2, first performed in London on 28 Octo-
ber 1959 by the BBC Symphony Orchestra conducted by Rudolf Schwarz.
The Symphony No. 3 (‘Collages’), a Koussevitzky Foundation commission,
was first performed by the BBC Symphony Orchestra on 8 February 1961
also conducted by Schwarz and later recorded by the same orchestra under
Frederik Prausnitz. The first major recording of Gerhard’s music was pub-
lished in 1965 including the First Symphony conducted by Antal Dorati,
recorded under the auspices of the Calouste Gulbenkian Foundation. Fur-
ther commissions followed including the brilliant Concerto for Orchestra
and the large-scale vocal and orchestral setting of The Plague, derived from
the novel by Albert Camus (a BBC commission). The Symphony No.4 was
commissioned by the New York Philharmonic, but it was performed exten-
sively in Europe by the BBC Symphony Orchestra who also recorded the
work.” None of this would have happened if it had not been for the actions
of William Glock.

Elliott Carter

Carter’s music was actively promoted by Glock. The first recognition came

>«

with the publication in 1955 in volume 12 of The Score of Glock’s “A Note on
Elliott Carter” and Carter’s article “The Rhythmic Basis of American Mu-

22 Colin Mason, “Roberto Gerhard’s First Symphony,” The Musical Times (February
1962): 99-100.

23 Roberto Gerhard, Symphony No. 1/Dances from Don Quixote, sound recording on
ASD 613 and ALP 2063 (London: EMI, 1965). The accompanying notes were written
by Colin Mason and Joaquim Homs, though it is suspected by Julian White that Ger-
hard himself produced the detailed analytical presentation. The editor of the notes
was David Drew, a friend of Glock’s, and a firm advocate of Gerhard’s music.

24  Roberto Gerhard, Symphony No. 4 and Violin Concerto, BBC SO, conducted by Colin
Davis, sound recording on ZRG 701 (London: Decca/Argo, 1972); reissued on SRCD
274 (Burnham, Bucks, UK: Lyrita, 2008).
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sic”.” Glock had known and played Carter’s Piano Sonata of 1945-46, the
first of “three seminal works” that James Wierzbicki identified in his study
of the composer.* The other two pieces from this list, the Cello Sonata of
1948 and the String Quartet No. 1 of 1952 quickly became familiar to Glock.
Carter took part in Glock’s Summer School at Dartington in 1957. From
1959 his music began to feature in the BBC’s Proms programmes, eventu-
ally a total of 27 works. Unlike for Roberto Gerhard, however, Glock was
much more sparing of performances with early performances when he was
at the BBC. There are only three: Variations for orchestra (24 August 1966),
Double Concerto (30 July 1970) and the Concerto for orchestra (10 August
1972), but these three works were at the time of the performances major
ones in Carter’s numerically modest output. An early performance of the
Double Concerto on Thursday 30 July 1970, appeared in a programme sur-
prisingly featuring anonymous Medieval dances, and music by J. S. Bach
and Francesco Landini. It was in a move like this that Glock was able to
draw attention to new and apparently unknown works. The Concerto for
Orchestra was performed twice in the Proms in the 1970s in two complete-
ly different contexts: the first in a 20"-century programme including works
by Cage, Messiaen and Stravinsky with the BBC Symphony Orchestra con-
ducted by Boulez. In a second Proms performance on 30 August 1975 (af-
ter Glock had left the BBC), Boulez conducted the New York Philharmon-
ic Orchestra in a concert which paired the Carter Concerto with Mahler’s
Ninth Symphony.

Clearly the two dozen performances at the BBC Proms of Carter’s mu-
sic after the end of Glock’s tenure of the post of Controller of the BBC’s Mu-
sic Division indicates that his successors carried on his support for Elliott
Carter. Meanwhile Glock’s position as Editor of Eulenburg Books put him
in a position to promote his cause in a different way. The first comprehen-
sive and outstanding analytical study of Carter’s music by David Schiff was
published by Eulenburg in 1983, under Glock’s editorship, transforming at
a stroke the reception of his music, especially in Europe.” Although Cart-
er’s music was firmly established in the United States, and to some extent
in the United Kingdom, it had made only some headway in Europe. With-
25  William Glock, “A Note on Elliott Carter,” The Score and IMA Magazine 12 (June

1955): 47-52. Elliott Carter, “The Rhythmic Basis of American Music,” The Score and

IMA Magazine 12 (June 1955): 27-32.

26  James Wierzbicki, Elliott Carter (Urbana, Chicago, Springfield: University of Illi-

nois, 2011), 32—49.

27 Schiff, The Music of Elliott Carter, 1%t edition.
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out the appearance of Schiff’s study, the European position of Carter’s mu-
sic would have been a great deal more difficult.

Pierre Boulez

The position of Pierre Boulez was different for a number reasons. The most
obvious difference from Gerhard and Carter was that Boulez was a su-
premely gifted orchestral conductor, especially of difficult contemporary
music. Glock encouraged and cajoled him into undertaking the enormous-
ly important task of presenting the most important advanced music of the
time. Boulez did not conduct all the new works at the proms or the public
symphony concerts, because in addition Glock did have the services of tal-
ented English conductors like Norman Del Mar and John Carewe, and of
the then chief conductor of the BBC Symphony Orchestra, Rudolf Schwarz.
This was especially important for the works in the concerts that were not
to the taste of the principal Proms conductor in the 1960s, Sir Malcolm
Sargent.

The other important factor was that Boulez was a fastidious composer,
taking a long time to compose his works to his satisfaction as well as con-
stantly revising his music. Consequently, unlike Gerhard but like Carter,
he had relatively few acknowledged works to his name. The most famous of
his early works, Le marteau sans maitre, provided Glock with a opportu-
nity to draw the public’s attention to the composer. It had had various per-
formances in England in the few years after the premiere in Baden-Baden.
It was, moreover, one key to Glock’s promotion of the composer’s reputa-
tion, in one of the most notorious examples of his programming. The first
in a series of Thursday Invitation Concerts initiated by Glock took place
in the BBC Studios in Maida Vale, North London on 7 January 1960 with
a performance of Boulez’s Le marteau sans maitre played by the New Mu-
sic Ensemble directed by the brilliant young conductor John Carewe and
outrageously sandwiched between two late String Quintets of Mozart (in E
flat, K614 before Le marteau sans maitre and in C, Ks15 after the interval),
played by the distinguished Amadeus String Quartet and Cecil Aronow-
itz.”* The delightful opening of the E flat Quintet set the tone for the fre-
netic motivic activity of the Boulez, while the beautiful melodic and mo-
tivic activity of the C major Quintet brought stark relief to the audience.
The shock resonated among the audience at the concert,” who would never

28  Personal notes from the concert.
29  Personal recollection.
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forget Le marteau sans maitre. The Boulez work was soon reported in de-

tail, from a repeat performance, by Harold Rutland in The Musical Times.*

Le marteau sans maitre was performed four times (one incomplete) at the

Proms, but was joined by numerous other works championed by Glock.

One such was the large-scale Pli selon pli of which one movement only was

performed in 1961 before the complete work was played in 1969. Once es-

tablished at the BBC Proms, Boulez’s works never left the event.” Even long
after Glock’s retirement and death, there was a very important series in

2012 at the Proms of all the Beethoven symphonies in which Daniel Baren-

boim conducted the East-West Divan Orchestra. Interspersed between the

symphonies were numerous works by Pierre Boulez, contrasting the old
and the new in a brilliant juxtaposition that William Glock himself would
have approved.””

Boulez’s music also benefitted enormously from two books published
under the editorship of Glock. The conversations with the Belgian musi-
cologist Célestin Deliege, translated from the French, gave a very detailed
but sympathetic overview of Boulez’s music up to 1975.” Glock had an even
more important role in the symposium that he edited and was published in
1986.** Included were important essays on Boulez’s work by the music critic
Peter Heyworth, formerly of The Observer and The New Yorker (the first 50
years), Susan Bradshaw (the instrumental and vocal music), the American
pianist Charles Rosen (the piano music), Célestin Deliege (the poetic con-
nections) and, Glock himself in a remarkable exposition of the composer’s
work with him at the BBC.

30 Harold Rutland, “Notes and Comments,” The Musical Times, April 1960, 233—4. See
also the wide-ranging and very perceptive analytical chapter by Paul Griffiths in
Boulez (London: Oxford University Press, 1978), 28—38. For detailed investigation
of the serial construction see Pascal Decroupet’s “Serial Organisation and Beyond:
Cross-Relations of Determinants in Le Marteau sans maitre and the Dynamic Pitch-

-Algorithm of ‘Constellation’,” in: Edward Campbell and Peter O'Hagan, Pierre Bou-
lez Studies (Cambridge: Cambridge University Press, 2016), 108-38.

31 For details of Boulez’s work with Glock in the years in London see: Peter O’Hagan,
“Pierre Boulez in London: the William Glock Years,” in: Edward Campbell and Pe-
ter O’Hagan, Pierre Boulez Studies (Cambridge: Cambridge University Press, 2016),
303-26.

32 The works were Derive 2 (20 July), Dialogue de I'ombre double (21 July), Mémoriale
and Messagesquisses (23 July) and Anthémes 2 (24 July). Video recordings of all the
Beethoven performances were issued on DVD (London: Decca 074 3817, 2012), but
without the Boulez works.

33  Boulez, Conversations with Célestin Deliége.

34  Glock, Pierre Boulez: a Symposium.
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Glock’s Achievement

It would be difficult to overestimate Glock’s influence on the development
of these three composers. Commissions, performances and articles always
seemed to follow Glock’s initial interest. All this was achieved by a musi-
cian who had spent his formative working years as a music critic, reporting
on concerts, broadcasts, writing obituaries and making critical assessments
of the work of composers and performing musicians. It was this experi-
ence which reinforced his feeling that British audiences were unresponsive
to new music and especially the reputations of a small number of selected
composers. It was as if he made it his mission at all costs to promote and
publicise this small group of contemporary composers. At the same time
using his numerous opportunities, he was able to transform the response of
the listening public on the radio and that of the audiences at the BBC Sym-
phony Orchestra’s public concerts, mostly at the Royal Festival Hall in Lon-
don and at the BBC London Proms, as well as many other locations in the
United Kingdom, and later on in many places worldwide.
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Music Criticism in Ireland
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Music criticism in some shape or form is probably as old as music itself. As
Christopher Dingle and Dominic McHugh state, “[t]he earliest types of crit-
icism were undoubtedly part of oral cultures and traditions, just like the mu-
sic they would have been discussing”." Once a theory of music was developed
and treatises on this topic were written down, they often reveal indirect ex-
amples or hints of criticism.” However, music criticism as we understand it
in Western societies today is tied to the emergence of newspapers and jour-
nals and the spread of literacy in the eighteenth century, yet was only fully

crystallised during the twentieth century:

Professional music criticism in the form of reviews of live and/or re-
corded performances established itself as a legitimate practice in pub-
lished media during the first half of the 20 century.’

Dingle and McHugh highlight another aspect that became common at
this point: “[T]he straightforward use of the critic’s name [rather than no sig-

1 Christopher Dingle and Dominic McHugh, “Stop the Press? The Changing Media of
Music Criticism,” in The Cambridge History of Music Criticism, ed. Christopher Din-
gle (Cambridge: Cambridge University Press, 2019), 695-706, https://www.open-a-
ccess.bcu.ac.uk/10463/.

2 Dingle’s The Cambridge History of Music Criticism provides insightful examples of
this development.

3 Elena Alessandri, Dawn Rose, Olivier Senn, Katrin Szamotulski, Antonio Baldassar-
re and Victoria Jane Williamson, “Consumer on Critique: A Survey of Classical Mu-
sic Listeners’ Engagement with Classical Music Reviews,” Music & Science 3 (2020):
1-2, https:/doi.org/10.1177/2059204320931337.
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nature at all, initials or a pseudonym)] increasingly became the norm during
the course of the twentieth century.™

Music criticism in Ireland has followed the general developments in
other countries, yet with some specific deviations due to local conditions.
In this chapter I will look at examples from three different periods of its
history: the emergence of Irish music criticism in the mid-nineteenth cen-
tury, the later part of the twentieth century as exemplified by the career of
Charles Acton, and the impact of the digital revolution in the twenty-first
century.

Today, music criticism covers all kinds of music, from popular via tra-
ditional to classical. However, in the past this was not the case - in the nine-
teenth and much of the twentieth century, critical attention was focused on
classical music only. To this day scholarly discussion of music criticism still
focuses much more on classical reviewing than its share in today’s review
publications warrants.

Irish Music Criticism in the Nineteenth Century

A randomly selected issue from the Irish Times may serve as an example
of Irish music criticism in the nineteenth century. It was published on Sat-
urday, 22 September 1860, and I have mainly selected it because it contains
three music-related articles. The Irish Times (which had only been founded
in 1859) was the newspaper of the Protestant ascendancy class, so it catered
particularly for the Anglo-Irish ruling elite in Dublin. The music-related
reviews and announcements appear on page 2 of that Saturday’s issue in
a section entitled “Fashionable Intelligence”, which also offers what would
today be called celebrity news (such as who was received by the Queen and
where some high-ranking aristocrats arrived or what they did yesterday).
Let us first focus on a brief announcement of “an extra morning per-
formance” by the Buckley’s Serenaders which had been “commanded”
by the Lord Lieutenant, the king’s representative in Dublin.” This is not
a review, of course, yet still provides a useful entry into Irish reporting
on musical issues. We are informed that the Lord Lieutenant intends to
be present himself and that a “most attractive programme has been pub-
lished” — yet no detail of the programme is shared here, so this infor-
mation appears to be far less relevant than the Lord Lieutenant’s attend-
ance. The event will be followed by another appearance of the Serenaders

4 Dingle and McHugh, “Stop the Press?”.
5 Anon., “The Buckley’s Serenaders,” The Irish Times, September 22, 1860, 2.
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on the same evening, with the paper stipulating that “a large attendance
upon both occasions will testify public appreciation of their merits”.° This
almost sounds as if the paper is putting pressure on its readers to attend
the performances. The announcement does not mention anything about
the group or the programme they will perform; all the information we
get is about the event as a social occasion — particularly that the morning
performance is associated with the Lord Lieutenant and will be attended
by him, so attendance will offer an occasion to meet or at least be in the
same room as this luminary. Nothing appears more important to the (un-
named) Irish Times writer than that. What is not mentioned in this brief
announcement is that “Buckley’s Serenaders” were a US-based blackface
minstrel troupe consisting of James Buckley and his three sons, who in
1860-1861 undertook their second tour of England and Ireland.” That they
offered two performances on the same day in Dublin indicates that they
were well received in the Irish capital.

Under the heading “Morning Concert”, the paper offers a more ex-
tended review of a recital featuring five singers and a pianist. Its success, it
argues, stemmed from the “excellence of the programme,” the singers and
“the favourable condition of the weather.” The (mainly Italian) perform-
ers presented a range of Italian pieces and also a few Irish songs. The fo-
cus here lies on the interaction of Italian and Irish cultures and musicali-
ty. For example, Madame Grisi’s rendition of the Irish song “Home, Sweet
Home” was “characterised by true feeling and pathos, and, although sup-
ported by the richest cultivation, lost nothing of the simplicity and ‘nature’
at her hand.” Signor Mario’s version of “Goodbye, Sweetheart” was, on
the other hand, “a little Italian”, yet “nevertheless, met with an enthusias-
tic reception.”

What does the juxtaposition of “cultivation” and “Italian” style versus
Irish “true feeling” and “simplicity” mean? Michael Murphy reports an ar-
gument made against the Italian style by the journal The Theatre in a re-
view of a vocal recital in 1831. The reviewer castigates the “scientific embel-
lishments” which destroyed the “natural pathetic ease and the softness of the
6 Ibid.

7 Robert B. Winans, “Buckley Family,” in Grove Music Online, https://doi. org/10.1093

/gmo/9781561592630.article. A2234604.

Anon., “Morning Concert,” The Irish Times, September 22, 1860, 2.

Ibid.
10 Ibid.
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»l1

Irish melody.
in their own musical culture and their songs as popularised in Moore’s
Irish Melodies” or The Petrie Collection of the Ancient Music of Ireland.” A
much more poignant example is related by another incident during a per-
formance of Donizetti’s opera Lucrezia Borgia in Dublin in 1849 in which
the eponymous heroine was sung by the Irish soprano Catherine Hayes

What shines through here is a certain Irish national pride

(1818—1861). At some point the audience requested she insert the song “The
Harp That Once” - which Hayes did. A review in the Dublin Evening Pack-
et described the scene:

The progress of the serious opera stopped for the performance of an
Irish ballad. It was, in truth, an incident without precedent, and equal-
ly without precedent were the roars of gratification that followed: one
ardent gentleman in the middle gallery shouting with a voice that was
heard above all the tumult, “Musha! God bless you, Catherine darlin”.**

Returning to the Irish Times from 22 September 1860, the review enti-
tled “Theatre Royal - Italian Opera” is the longest and most detailed of the
three music-related texts in this issue.” It is a review of Gluck’s “Orfeo E.
Euridice?” [sic]; of its 111 lines, 37 are dedicated to a biography of the com-
poser, followed by a synopsis of 46 lines. The actual review consists of only
24 lines - less than a quarter of the text. In this section we learn that, de-
spite the article’s title indicating an Italian work, the opera was presented in
French (“which somewhat detracted from the beauty of the music”) and that
Pauline Viardot Garcia was the prima donna. Two other female singers are
named (and praised), yet we don’t learn which roles they sang or who else
was involved — no male singer is identified. There are a few more music-spe-
cific morsels of information, such as “[t]here is little recitative”, but mostly
the text is quite bland, general and looks as if it is written by someone who
doesn’t know much about music (“The opera [...] has a continuous strain of
11 Quoted in: Michael Murphy, “The Musical Press in Nineteenth-Century Ireland,” in

Music in Nineteenth-Century Ireland, eds. Michael Murphy and Jan Smaczny [Irish
Musical Studies 9] (Dublin: Four Courts Press, 2007), 270.

12 Thomas Moore, A Selection of Irish Melodies, 10 vols. (Dublin: Gill and Macmillan,
1808-1834).

13 George Petrie, The Petrie Collection of the Ancient Music of Ireland, 2 vols. (Dublin:
The University Press, 1855).

14  Dublin Evening Packet, November 5, 1849, quoted in: Michael Murphy, “The Musical
Press,” 271.

15  Anon., “Theatre Royal - Italian Opera,” The Irish Times, September 22, 1860, 2. All
the quotations and references in the following lines come from this page.
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sweet melody pervading it”). The most surprising information comes at the
end, when we are informed that Orfeo ed Euridice was followed by the last
act of Bellini’s La Sonnambula and a comic scene by a Signor Ciampi. This
lets one speculate that a truncated version of Orfeo must have been present-
ed so that there was still time for more music. It also indicates that dram-
aturgical coherence was not a core concern of programming in Dublin at
this time; however, this is not unlike the regularly eclectic programming of
concerts all over Europe for much of the nineteenth century, which often
combined individual movements of symphonies and concertos with select-
ed arias and instrumental solos.

Between them, these examples give a good impression of the standard
of writing about music in Ireland for much of the nineteenth century. As
Michael Murphy has pointed out, it

represents most readers’ worst impressions of musical criticism in the
daily and weekly newspapers of the nineteenth century, which is to say
there is no attempt at criticism in any sense of that term, a problem that
was repeatedly lamented in the same era."

There were no full-time, permanent music critics anywhere, while
sometimes “general” journalists without any musical expertise wrote the
texts. As articles were generally unsigned there was no way of knowing
whether the author had some degree of expertise. Reviews regularly report-
ed less about the quality of the performance and more about who attended,
as well as how the audience reacted, as Murphy elaborates:

Applause and encores were always recorded to the benefit of the artists
and the audience alike: it praised the former for their artistry and the
latter for demonstrating their ability to appreciate it. As a mode of so-
cial flattery, reporting on applause was an important part of the curren-
cy of the musical economy because the notices reassured the middle and
upper classes of their status in society, a condition that both necessitat-
ed their presence at such social luxuries as opera and on which the en-
tire enterprise depended.”

Apart from the journalists’ lack of expertise, another reason not to
trust reviews too much is that newspapers were often intertwined with op-
era companies; the reviews were “commissioned” in order to sell more seats
for future performances, so an objective and potentially negative assess-

16  Murphy, “The Musical Press,” 252.
17 Ibid, 254-5.
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ment was not in the paper’s interest and would lead to no further invita-
tions to review future performances, as well as no future advertisements by
the opera company.

Finally, some of the reviews published in Irish papers were essentially
lifted from British papers which had reviewed the same productions before
they moved to Ireland (a common occurrence at the time). Ite O’Donovan
describes another practice at the time: “At other times the readers were ex-
pected and even directed to peruse the critiques published for the London the-
atres in order to familiarise themselves with the latest productions.™

However, during the second half of the nineteenth century, stand-
ards began to gradually improve. Murphy links much of this to the first
performances of Wagner operas in Ireland (Lohengrin in 1875, The Flying
Dutchman in 1877) — discussing simply what distinguishes them from oth-
er operas required some musical expertise. It was also during this time that
music reviews began to be signed by their authors, so generally music criti-
cism began to move towards standards as we still know them today.”

Charles Acton and Irish Music Criticism in the Later Twentieth
Century

The career of Charles Acton probably marks a high point in Irish music
criticism. Acton (1914—1999) was the main music critic of the Irish Times
from 1955 until 1987. During this period he produced some 6,000 reviews in
“a polemical and eminently readable style,” focusing not just on classical
but also on traditional and sometimes even popular music. He was, how-
ever, never on a permanent contract and always got paid per review. De-
spite coming to this role after a chequered and not always very successful
career in several other areas (such as travel agent, charcoal manufacturer
and salesman for the Encyclopaedia Britannica), he became enormously in-
fluential in Irish musical life. As Richard Pine put it in his obituary for the
Guardian:

Charles Acton, music critic of the Irish Times who has died aged 84,
dominated musical life in Ireland. He was distinguished not only for
his trenchant criticism, which contributed to the development of mu-

18  Ite O’Donovan, “Music in Irish Periodical Literature 1770-1970” (PhD diss., Univer-
sity College Dublin, 2013), 105-6.

19  Murphy, “The Musical Press,” 265-9.

20 Gareth Cox, “Acton, Charles,” in The Encyclopaedia of Music in Ireland, vol. 1
(Dublin: UCD Press, 2013), 5-6.
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sic-making, but also as a vigorous and passionate commentator on, and
participant in, cultural politics in a period which saw an exponential
growth in Irish musicianship and musical infrastructure.”

Acton is credited with establishing “standardised and punctual start-
ing times for concerts in the capital” and was one of the main campaign-
ers for a national concert hall (which was opened in 1981) and generally for
adequate funding for music in Ireland.”” He did not just write reviews but
also contributed to discussions concerning aesthetics and cultural policy.
In recognition of this, he was elected a governor of the Royal Irish Academy
of Music in 1957 and was made an honorary fellow in 1990 and its vice presi-
dent in 1998. He wrote a book on Irish music and musicians® and co-edited
a history of the Royal Irish Academy,** while being the subject of an exten-
sive biography himself.” A selection of 65 of his reviews and speeches was
published during his lifetime.*

A talk entitled “A Critic’s Creed” which he gave in 1974 in Dublin of-
fers a good insight into his approach to reviewing, yet also into the issues
musical life in Ireland had to grapple with during this period.” In it he em-
phasised that “[t]he critic’s first responsibility, by a very long way, is to his
readers.”® Yet he immediately added another duty: “Perhaps an Irish music
critic’s prime responsibility is (in theory) the advancement of the practice and
enjoyment of music in Ireland.””® While this second point comes close be-
hind the responsibility towards the readers, for Acton the two can and of-
ten do reinforce each other - there is no conflict between them.

The standard of classical performance in Ireland at the time was by
and large below that in countries like Germany, France or Austria. How
21 Richard Pine, “Obituary: Critic with a Unique Voice That Helped to Shape Irish Mu-

sical Culture: Charles Acton,” The Guardian, April 29, 1999, 24, https://www.thegu-

ardian.com/news/1999/apr/29/guardianobituaries.
22 Ibid.

23 Charles Acton, Irish Music and Musicians (Dublin: Eason & Son, 1978).

24  Richard Pine and Charles Acton, eds., To Talent Alone: Royal Irish Academy, 1848-
1998 (Dublin: Gill & Macmillan, 1998).

25  Richard Pine, Charles: The Life and World of Charles Acton, 1914-1999 (Dublin: The
Liliput Press, 2010).

26  Gareth Cox, ed., Acton’s Music: Reviews of Dublin’s Musical Life, 1955-1985 (Bray:
Kilbride Books, 1996).

27 Charles Acton, “A Critic’s Creed. A Talk by Charles Acton,” The Gate Theatre, Octo-
ber 20, 1974, quoted in: Cox, Acton’s music, 15-29.

28  Acton, “A Critic’s Creed,” 17.

29 Ibid., 18.
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should a reviewer react to this state of affairs? Is there one “absolute” way
of judging, or do circumstances have to be taken into account? Acton had a
clear position on this question:

There is a school of criticism [...] that there is only one standard of judge-
ment - the highest. He would have one judge the RESO by the standard
of the Vienna Philharmonic Orchestra and castigate them when they
are below those standards. I believe that idea to be utterly wrong, im-
practicable and harmful. [...] however valid such a standard might be in
London, Paris, Vienna, New York or San Francisco, it is invalid in Dub-
lin, or in any capital of a musically small country.*

As Acton added, judging Irish performers according to international
standards would discourage both performers and audiences, while virtual-
ly every review would be “slaughter”.

Yet how should standards for Irish performances be determined, then?
Not in an absolute but rather a more relative way, based on local compari-
sons and the development of performers over time:

I believe that one has to set a standard for each event and consider how
the actual example compares with that standard. [...] I believe that
(broadly speaking) the standard of judgement should be what the par-
ticular performer is capable of, tempered by whether that is proper to
the reader’s attention. Thus, a performance in a student concert may
rightly be described as outstanding if it is so in the context of Dublin
student concerts.”

Thus, a Messiah presented in Dublin during a Christmas season should
be judged in comparison with the many others performed there that De-
cember, as well as with previous renditions by the same conductor, soloists,
choir and orchestra. However, these “local” standards did not apply to vis-
iting foreign performers; they were to be judged according to international
expectations. Over time, foreign performers are meant to raise local stand-
ards, and if they can’t provide examples of those international standards,
they should not come to Ireland:

There is no earthly point in importing Britons, Germans, Americans
or Italians unless they can give us something we should not get without
them. [...] Itis straightforward common sense that the Irish artist of suf-

30 Ibid. RESO stands for Radio Eireann Symphony Orchestra. Later this ensemble
transformed into today’s National Symphony Orchestra.

31 Ibid., 18-9.
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ficient merit should be able to expect support from Irish audiences and
Irish critics.”

The last point is one that Acton expanded on repeatedly in his talk
(and is also reflected in many of his reviews): “[T]he critic should encour-
age the performance of Irish works.™ Irish performers as well as compos-
ers deserve the special support of Irish audiences — and also of Irish critics.
He saw this as the only way to improve Irish standards of performance and
composition over time. And he was right — today they certainly are high-
er than they were in his time. There are more Irish composers of interna-
tional renown than ever before, such as Gerald Barry, Jennifer Walshe or
Donnacha Dennehy, and also more internationally successful performers,
including Tara Erraught, Barry Douglas or Finghin Collins. For its size Ire-
land has a thriving operatic scene, with around three newly commissioned
works premiered every season. Of course, Charles Acton was not the only
person responsible for this, yet he exercised much more influence than can
normally be expected from a critic; he got as close as anyone could in Ire-
land to influencing public opinion and cultural policy in a way similar to
Joachim Kaiser or Heinz-Klaus Metzger in Germany. In many ways his age
can be regarded as a pinnacle in Irish music criticism.

Irish Music Criticism in the Digital Age

In recent decades the role of music criticism in Irish newspapers has been
in continuous decline. Today the Irish Times does not regularly review con-
certs, reserving individual reports only for the biggest international stars
(be it of classical, popular or traditional music). Instead, the paper offers
Michael Dervan, Charles Acton’s successor as its main music critic, a col-
umn every Wednesday to collectively review a range of events during the
past week, with very little space available for each individual recital or con-
cert. Other Irish newspapers dedicate even less space to the coverage of mu-
sical events (of any genre). Music theatre premieres and festival events are
reviewed more regularly.

Music-specific journals such as the Irish Journal of Music naturally in-
clude reviews more regularly, as they represent one of the core functions of
their existence.** Founded in 2000, the Journal of Music started its existence
32 Ibid., 19.

33 Ibid., 24.
34  “Reviews,” The Journal of Music, https://journalofmusic.com/reviews.
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in print, yet moved quickly online and stopped operating as a print medi-
um many years ago.

Like in most other areas, the digital revolution has been a massive
game changer in the field of music criticism. It has affected what might be
called formal and informal music criticism, giving opportunity for the lat-
ter to arise in the first place. This section will look at the review practice of
an Irish online journal before presenting two examples of informal discus-
sions of a recital and a movie on social media which - according to my hy-
pothesis — are more and more likely to inform music listeners (and movie
watchers), to the detriment of formal reviews.

GoldenPlec is an Irish online music magazine that was founded by two
friends in 2002. It produces some interviews and feature articles and has oc-
casionally engaged in event curation, yet its bread and butter are album and
live reviews, covering popular, traditional and classical music performed
or released in Ireland or featuring Irish artists. Popular music receives the
most attention, while classical and traditional musics are covered less of-
ten. At the time of writing, recent live reviews cover artists such as Dep-
eche Mode, Peter Gabriel and Bruce Springsteen, as well as Mozart’s Cosi
fan tutte and the “New Music Dublin Festival” of contemporary art music.”
Recent album reviews focus exclusively on popular music.** On their web-
pages the two editors explain GoldenPlec’s basic modus operandi as follows:

Team members do not receive a wage and everyone works voluntarily on
items they put themselves forward for. [...] GoldenPlec is currently main-
tained by a team of 5 deputy editors, 52 writers and 25 photographers.”

In “ca. 2018” the journal had ca. 250,000 monthly page views and
100,000 monthly visitors.”* Not only are the writers and other content pro-
viders not paid, there is also not really a budget — apart from occasional ad-
vertisements on the webpage, the journal generates virtually no income,
and GoldenPlec’s two founding editors developed the webpages themselves.
Most of the 52 writers cover popular music; events or albums are only re-
viewed if one of the writers expresses an interest in doing so — since no
wages are paid the editors cannot commission anyone to write a review.”
35  “Live Reviews,” GoldenPlec, https://www.goldenplec.com/live-reviews/.

36  “Album Reviews,” GoldenPlec, https://www.goldenplec.com/album-reviews/.
37 “About Us,” GoldenPlec, https://www.goldenplec.com/about-us/.
38  Ibid.

39  Theinformation in this paragraph stems from an interview with Michael Lee, Gold-
enPlec’s classical editor, which was conducted in Dublin on 3 March 2023.
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Currently there is effectively only one person covering the classical area.
Reviewers get free tickets to the event or a free copy of an album, yet no ex-
penses are paid. Hence usually only concerts in places with a resident Gold-
enPlec contributor can be reviewed (although the classical editor admitted
to covering his expenses on occasion himself in order to attend a perfor-
mance in another city). New reviewers are invited on the webpage to come
forward, yet at least in the classical area this happens quite rarely.
Generally Goldenplec provides interesting, high-quality reviews. They
have not fallen into the trap that Doug Freeman saw emerging in 2008:

The ease of online publication and race to post stories first has produced
a snap-judgment journalism that increasingly undermines reflection,
analysis, and sometimes even simple facts. [...] The other issue of integ-
rity of reviews in relation to industry affiliations, advertising, and spon-
sored events is somewhat more problematic. For many blogs, where one
person or a small team handles all aspects of the site and beyond, the di-
vision between editorial and business functions is blurred.*’

Yet the reason this trap could be avoided is that GoldenPlec doesn’t
have a business function; it is mainly run by and for enthusiasts. No one is
making money with it. This includes the reviewers — they are prime exam-
ples of one of Tim Page’s main concerns regarding music criticism today:
“Worst of all, almost nobody gets paid.”* Generally, people expect inter-
net content to be free (with the exception of online shopping, of course),
and most would not frequent an online music journal if they had to pay
for it. Large companies such as Google or Meta can make their money
through advertising and the marketing of their user data, yet small pages
like GoldenPlec can at most get a few ads, which won’t generate significant
income. Does this mean one can only run a local music criticism journal
as an enthusiast, provided one finds enough co-enthusiasts who contrib-
ute to it for free in their spare time? The jury is out on this, yet the dan-
ger is certainly there.

The feedback sections of online shops such as Amazon and even more
so social media provide another, if unstructured, competition for formal
music criticism. Most of us probably check the feedback left below items
40  Doug Freeman, “Online Integrity: Music Criticism 2.0,” The Austin Chronicle, April

11, 2008, https://www.austinchronicle.com/daily/music/2008-04-11/611521/.

41 Tim Page, “In Memory of the Critic’s Trade,” 21CM, De Pauw University, Septem-

ber 12, 2019, https://web.archive.org/web/20200923072319/http://21cm.org/magazi-
ne/state-of-the-art-form/2019/09/12/in-memory-of-the-critics-trade/.
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we consider purchasing - knowing full well that some of them may be ficti-
tious, produced on behalf of the seller. As Tim Page has highlighted,

some of the record reviews on Amazon are startlingly erudite, but
they are in the minority. Still, for better and worse, there are few gate-
keepers, people to guide a curious reader toward writing that will be
both authoritative and as open-minded as possible.*

However, I only get to see feedback of this kind once I have opened

the page offering a product such as a recording, so I have already ex-

pressed a certain degree of interest in it. In blogs, vlogs and social media,
I encounter content without knowing beforehand what it will be. Here a
much broader range of people can be reached. As Elena Alessandri et al.

have pointed out,

[sJome have suggested that while print media devote less and less space
to professional arts coverage, non-professional blogs and message
boards are luring the audience away from professional criticism.*

This is because “in the age of peer opinion sharing and quick communi-

cation channels it is not clear what place music critics’ judgements still hold
in the classical music market.”** Christopher Dingle concurs with this and

goes even further when pointing out that

the advent of Facebook and, particularly, Twitter has taken criticism out
of its privileged domain as a specialist activity and enabled the general
public to give individual responses to performances based on personal
experience rather than perceived qualification.”

Already in 2008 Doug Freeman saw blogs and other webpages as an

ever-increasing danger for music criticism and its formal outlets:

42
43
44

45
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Online sites and individual blogs are gaining increasing critical influ-
ence and force within the music industry, a reality perhaps most evi-
dent in the recent foldings of magazines like Harp, No Depression, Reso-
nance, and Bluegrass Now, which have either closed shop or switched to

Ibid.

Alessandri et al., “Consumer on Critique,” 2.

Elena Alessandri, Antonio Baldassarre and Victoria Jane Williamson, “The Critic’s
Voice: On the Role and Function of Criticism of Classical Music Recordings,” Fron-
tiers in Psychology 13 (2022): 1, https://doi.org/10.3389/fpsyg.2022.925394.

Dingle and McHugh, “Stop the Press?” Of course, at the time of writing the influence
of Twitter (now known as “X”) may be waning, yet there are enough other platforms
competing with it, ready to take over its market share.
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a strictly online format. It’s a trend endemic to the entire print industry,
not just music publications.

Freeman particularly bemoans the “loss of in-depth, feature articles.™*

Today very few of us are not active on at least one social media platform.
My own filter bubble within this space consists largely of people with a sig-
nificant interest in music, so it is not uncommon that I encounter dialogues
such as the following (in which the contributors have been anonymised). It
engages with a piano recital that took place in early March 2023 in Cam-
bridge, UK. There were altogether 30 comments on the original post; I have
left some of them out here, while some typos remain unchanged.

(A) Yesterday was Chopin’s birthday, so I spent half an evening listening

to a young international star murdering Chopin. The choice in the in-
terval was either to leave, or to have a glass of wine first.

(B) Yes, it was painful.
(A) second half any better?
(B) (A) no

(C) Who? There’s a pretty big choice out there. Szymon Nehring
and Rafal Blechacz are pretty OK though.

(D) Where was this?
(D) And what was this player doing with the Chopin?

(A) (D) Well let’s say destroying the line, the pulse, and the
balance for the sake of theatrical effects which wore off af-
ter 5 minutes

(A) It was in Cambridge

(D) (A) I understand that. Thank you. I wish I could play
better. but then I'm not young, nor an international star. Per-
haps you will play us some Chopin.

(A) (D) I am not a pianist, I just can’t keep my critical opini-
ons to myself
(D) (A) you must play an instrument, surely.
(E) “perhaps the most ‘complete’ pianist of his age”
(A) (E) him!
(F) Perhaps this choice is brilliantly described in Chopin’s music.

(G) very few people now play Chopin well: too loud, too fast and
virtuosic. The harsh, percussive modern instruments don’t help
either.

(H) So — leave, or leave buzzed?

46  Freeman, “Online Integrity: Music Criticism 2.0.”
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(I) Piqued by curiosity, I listened to a little of his op.9 no 2 and cou-
ldn’t get through it. Murder indeed!

(I) The rubato is particularly baffling.
(J) For public benefit, name the culprit to enable avoidance.

(K) I acquired a cd of Louis Lortie playing the Ballades intersper-
sed with a selection of Nocturnes plus the Barcarolle and Berceu-
se. I don’t think I will ever hear Chopin played better.

(K) I remember him at Leeds — wonderful player.

Example 1: Facebook discussion of a Chopin recital

While there is quite a bit of non-critical banter here, there is also some
serious assessment of the unnamed pianist’s playing style. Overall this is
not a review, of course, yet it still contains more informed judgement than
the nineteenth-century reviews we looked at above. Its mix of social ban-
ter/reporting and critical assessment is more personal, yet otherwise not
that far away from the Irish Times in 1860 (except, of course, that we wou-
Id hardly find a negative review there, as pointed out above). While these
comments were written as responses to individual statements (and thus not
primarily aiming for a large audience), everyone active on social media is
aware of the fact that hundreds or even thousands of people may read their
lines. Certainly the person who started this thread did so in order to reach
as large an audience among their friends as possible, and many friends of
friends may also get to see it. I see exchanges like this one so regularly that
it may be warranted to speak of a new, alternative and semi-public social
media reviewing scene.

My second example is a thread that developed on my own Facebook
feed between 13 and 23 January 2023 about Tdr, a movie about the downfall
of an acclaimed female classical conductor played by Cate Blanchett. The
film triggered often heated discussions, particularly among “culture war-
riors”. My initial post is already an indirect response to some of the reac-
tions I had read in the feeds of Facebook friends. In this example I don’t an-
onymise my own contributions.

(Wolfgang Marx) Just coming back from watching “Tar”. Given that I

have read several quite diverse reviews and comments, here are three
aspects I found particularly interesting (spoiler alert!).

While Tar seems to “win” the Julliard scene at the beginning the rest of
the movie demonstrates in great detail that she herselfis the best example
of the division of art and artist not really working, at least not while the
artist is still alive, or hasn’t been dead for a few centuries. She turns out
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to be a devious character who manipulates (often vulnerable) people,
destroys careers (to the extent of driving people to suicide) and schemes
and lies all the time. So in a way the student is vindicated by the entire
rest of the movie, and one could argue that Tar has to stress the divisi-
on of art and artist (or better artistic and private persona) for otherwi-
se she could - at least subconsciously — never look into the mirror.
Secondly, at its heart this is not a film about music (although the “Death
in Venice” context of Mahler 5 provides interesting associations). We
never really get a meaningful picture of Tar’s artistry; those few clips of
at most 30 seconds during rehearsals are not enough to warrant that, as
much as some have talked about her funny conducting technique. Ulti-
mately we have to believe that she is a great conductor, it is not demon-
strated — and probably rightly so. (This reminds me of McClary’s argu-
ment that the better composers never included the song that gets Orfeo
back Eurydice in their operas — they knew that any attempt to realise
the divine music that swayed the gods would inevitably disappoint, so
they only had someone reporting about it. Only secondary composers
tried setting it, and their efforts did indeed always disappoint). The fo-
cus is entirely on the downfall of a complex and deeply flawed character
— her being a celebrated artist is “just” the backdrop for that, and the
rehearsal scenes part of the outline of her personality/character rather
than her artistry.

Finally, much has been made of Marin Alsop’s critique of the film, na-
mely that the first big movie about a female conductor does her gender
a disservice by making its main character a female equivalent of some-
one like James Levine. Yet Alsop is explicitly named in one of the first
lines Tar has in the movie (I think the second one) — and not for her ar-
tistry as such but as the first of four examples of women having made it
in conducting, so — according to Tar — no further special support of fe-
male conductors is necessary anymore. It seems therefore not only to
be expected but even appropriate if Alsop’s response focuses entirely on
that aspect; she was directly challenged - it’s almost a bait.

I would be interested in other people’s views of this fascinating movie.
It’s a highly complex character study, and as such very well made. As a
sidenote, I was surprised how much German dialogue during the rehe-
arsal scenes was left unsubtitled (Cate Blanchett’s umlaute are excellent,
by the way).
(L) Completely disagree with your first point. Even if Tar is off the
mark in her treatment of the student--frankly, I don’t think she
is, much--and wrong, *he* is desperately wrong and fucked up
himself. “I don’t have time for ‘cis male composers’ like JSB”? Stay
the hell away from music, schmuck! Thus I don’t view this sce-
ne as a synecdoche for her devious and ultimately disintegrating
character.
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I also feel the choice not to show her excellence as a musician is,
certainly, intentional, and arguably artistically intelligent. Just as,
perhaps save for her bizarre roughing up of the schoolgirl, we don’t
see her abuse. Despite the brilliant actor’s presence in every sce-
ne, much of what is crucial remains offscreen, to be uncovered and
pondered on our own.

I have to agree that the film is not “about” music; nor, eventu-
ell (wie sagt man das?), even musicians. It’s a straight up tragedy,
sensitively and knowledgeably told in the experience-language of
music and musicians; no? (And, bitte sehr, we don’t *see* Oedipus
kill his father nor romance his mother.)

Yes, indeed; her German is excellent.

Finally, Alsop’s comments are tendentious misunderstandings.
Offended as a conductor, woman, and lesbian, was it? The first is
easily disposed. The plot dynamic concerns a person in a position
of power, based in artistic accomplishment. The second perspecti-
ve is more complex, indeed debatable. I think it does a disservice to
the film’s subtlety to view it as a male narrative cruelly and unjustly
stapled onto a female character. Yet I would not say that gender is
irrelevant. The key moment may be when she says early on that Al-
sop et. al. had prepared the way for her, so now she believes gender
is insignificant, NB, to *music*. She could be *wrong* in this, and
we must realize her error.

But I believe that the framework is that, thanks to art--thanks to
music--she is now in a position to indulge her tragic character
flaws, ultimately culminating in her downfall. That is more im-
portant to what’s happening than her lesbianism, or indeed her
gender.

The tiny scene towards the end when we find that her true name
is “Linda” and her social origins are ostensibly American working
class may be a subtle key. Her brother accuses her of living a lie
with her entire life. Otherwise, class is conspicuous by its absen-
ce throughout. Might the film be another telling of Gatsby? Worth
considering.

Wolfgang Marx (L) It’s not black and white in the Julliard sce-
ne, even if both of them make it appear that way. I don’t mean
that we should ignore JSB’s music, of course, but that the ar-
gument that art and artist can be kept separate is no longer
valid, at least not with regard to living ones. The first 30 mi-
nutes of the movie are so over-the-top anti-woke that it’s cle-
arly a caricature, particularly given that this doesn’t come up
again explicitly later on. I can’t imagine that any conservatoi-
re student would adopt that aggressive a stance in this kind of
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situation in real life. It’s meant to act as a bait, just like Tar’s
comments in the opening interview.

I agree that much of her manipulative behaviour is not shown
directly, but a few times it clearly shines through. There are
her devastating references for Krista, her hints to Francesca
that she will give her the job (while her remarks to others at
the same time make it clear that that was never her intention),
or the way in which she puts Elgar on the programme and se-
cures the solo part for her favourite. Btw, that she has highly
qualified musicians as her personal assistants to maintain her
diary and carry her bags beggars belief.

“The key moment may be when she says early on that Al-
sop et. al. had prepared the way for her, so now she belie-
ves gender is insignificant, NB, to *music*” That is also an
example of her callousness — I made it, so no further support
for women is necessary anymore? And while there are many
deeper layers and subtleties here it can’t have escaped the ma-
kers of this movie that they are creating a kind of female Le-
vine, and that this would have predictable consequences in
today’s world (particularly given that I believe this is an ori-
ginal story, not based on a book or so).

The point about class (and about Tar making both her first
and surname sounding more unique/interesting, trying to
escape her upbringing) is well made.

(L) “I made it, so no further support for women is necessary
anymore.” Yes; I think that’s the nuance exactly. But I belie-
ve “it can’t have escaped the makers of this movie that they
are creating a kind of female Levine” is a point entirely paral-
lel to Alsop’s not at all articulated objections to the character’s
lesbianism. The decision to take a character, especially one as
carefully ambiguously drawn as this one, as an outright, en
clair synecdoche or allegorical representation is on the inter-
preter, not the artist. No? Bluntly, Alsop is projecting. Of cou-
rse the filmmakers would have foreseen such a thing. But they
elected, fairly to my mind, to ignore the prior restraint that
would impose on their storytelling. And I thought the most
bluntly “anti-woke” scene was her “trial” before the whatcha-
macallit board, which stopped short of presenting the pro-
cedure as a kangaroo court; but only just.

(M) Beyond content analysis, I do think there’s more to say about

the way the film is directed and paced.

(L) (M) Absolutely. These prominent but ultimately rather
external considerations distract from the genuine art of the
piece.
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(N) Great to read your comments, Wolfgang. In brief: I found Tar
fascinating. True, the protagonist is an appalling individual, but —
regardless of the script’s allusions to real-life composers and con-
ductors, #MeToo, and canon discourses - the film is a work of ficti-
on. As such, I'm a little surprised by some of the hostility towards it
(not just from Marin Alsop, but also fellow feminist musicologists).

Example 2: Facebook discussion of the movie Tar

Of course, this is about a movie rather than about a musical perfor-
mance or recording, yet this movie is about music — and the genres of music
and film critique are similar enough to support my point here. While both
examples are unstructured and don’t try to discuss their topic in as exhau-
stive a way as a formal review would, both provide critical insights that pe-
ople who have not been to the recital or seen the movie may find interesting.
The second example discusses the issues it raises in much more detail than
the first one, yet both combine information and entertainment for their re-
aders in ways that many “traditional” reviews might not. In the case of Tdr,
I encountered so many social media “reviews” of this kind that I almost
didn’t need to read any formal film review in order to get all the relevant
information. (I still did it as there are some film critics whose views I value,
yet it wouldn’t have been necessary to make me want to watch the movie.)

Conclusion

The three stages of Irish music criticism discussed here cover some 160
years. In their early days, reviews in Irish newspapers could be of very low
quality, often written by journalists without any music-specific knowledge
who treated concerts as social occasions. Until late in the nineteenth cen-
tury, reviews remained unsigned, while statements about the pieces per-
formed and the quality of their renditions were regularly bland and unin-
formed. Some papers used reviews to pursue a nationalist agenda, praising
Irish music as a proxy of Irish culture and nationhood.

Charles Acton’s term as main concert reviewer of the Irish Times
marks a high point of music criticism in Ireland. Reviews were published
more regularly, their quality had improved significantly and Acton’s influ-
ence beyond the pages of his newspaper attests to the regard he was held in
by the Irish musical scene. His approach to reviewing Irish performances
that did not (yet) match those by top international ensembles is an instruc-
tive example of the issues arising in a country that was more at the periph-
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ery of the international music scene. Of course, this only applied in an art
music context; in traditional and (at least since the rise of U2) also popular
music, Ireland has been much more central for a long time.

The changes in music criticism triggered by the digital revolution are
not specific to Ireland; they occur everywhere in equal measure. While a
journal such as GoldenPlec will only find a significant readership in Ire-
land, informal music criticism on social media reaches across geographical
boundaries and can easily involve people from several continents. Just as
more and more people nowadays get their news virtually exclusively from
social media feeds (Which means being restricted to what their friends are
sharing), they could also choose social media as the main source of their
music (and other) reviews, with the added benefit of being able to interact
directly with those engaging in the reviewing activity.

While the developments in Ireland are not fundamentally different
from those in other European countries, the small size of the country and
its comparatively even smaller musical scene have posed specific challeng-
es. For example, there has never been a full-time, permanent music critic in
Ireland — and apart from Acton it is unlikely that anyone could ever make
a living by reviewing concerts and recordings alone. By relying more and
more on the unpaid work of enthusiasts and the equally unpaid contribu-
tions to social media discussions, music criticism in the digital realm has
only exacerbated this trend in the twenty-first century.
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Introduction - Karlovac’s newspapers and their editors

The musical life of the city of Karlovac (Croatia) has been the subject of re-
search interest on several occasions, among which the books With Music
through the History of Karlovac (ed. Ljiljana S¢edrov)” and Music of Four
Rivers: History of the Music of the Karlovcko Pokuplje Region® by Grozdana
Marosevi¢ stand out. The strategic position between the Croatian interior
and the Adriatic coast, the proximity of the capital, and the fact that many
dignitaries had property in that area, enabled Karlovac to develop both eco-
nomically and socially, and also emerge as a city with a lively and dynamic
cultural and musical life. Elements of that cultural and musical life, which
would otherwise have remained hidden or difficult to access, are presented
to us in a special way in the local newspapers published in Karlovac. Most
of the information about daily happenings in the city did not reach the
newspapers in the capital (or beyond). In addition to the German-language
newspaper Der Pilger (1841-1847), the following Croatian-language news-
papers were published in Karlovac in the nineteenth century in which we
1 The research for this work was funded by the Croatian Science Foundation under the

project IP-2020-02-4277 “Institutionalization of Modern Bourgeois Musical Culture
in the 19" Century in Civil Croatia and the Military Frontier” (MusInst1g).

2 Ljiljana S¢edrov, ed., Glazbom kroz povijest Karlovca [With Music through the His-
tory of Karlovac] (Karlovac: Glazbena $kola Karlovac — Karlovacka Zupanija, 1994).

3 Grozdana Marosevi¢, Glazba Cetiriju rijeka. Povijest glazbe Karlovackog Pokuplja
[Music of Four Rivers: History of Music of the Karlovacko Pokuplje Region] (Zagreb:
IEF, HMD, 2010).
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can find articles about music: Karlovacki viestnik (1861), Glasonosa (1861—
1865), Karlovacki viestnik (1866), Svjetlo (1884-1905), Sloga (1886-1888) and
Karlovacki glasnik (1899-1903), and until the end of the First World War,
Glasonosa (1905-1909) and Sloga (1910-1919). Some of the aforementioned
newspapers were short-lived because the response from subscribers was
not satisfactory, and the financial expenses for printing were high. This pa-
per will present the preliminary results of research on the subject under-
taken within the project “Institutionalization of Modern Bourgeois Musi-
cal Culture in the 19" Century in Civil Croatia and the Military Frontier
(MusInst19)” funded by the Croatian Science Foundation.*

Table 1: Overview of Karlovac newspapers in the “long” nineteenth century

Period

Editor/s of publication Frequency

Owner Ivan Ne-

Der Pilger ~ Franz C. Schall 1841-1847 3 times a week pomuk Prettner
Karlovacki Dragutin Akurti, from
. . 13 March Skender Vab- 1861 semi-weekly 02 Jan — 29 Jun
viestnik .. .
kovi¢/Fabkovi¢
from the end
of September
1864 to the end
Abel Luksi¢, from 1862 of December
Skender Vabkovi¢, in 1865, published
Glasonosa 1863 Josip Eugen Tomi¢, 1861-1865 semi-weekly  in Vienna; mo-
Ivan Trnski, from May stly news abo-
1865 August Senoa ut Slavs in Vi-
enna, almost no
more news from
Karlovac
06 Jan - 25 Sep;
Karlovacki Owner, editor
. . Ljudevit Tomsi¢ 1866 weekly and publisher
viestnik .
Dragutin Kos-
tincer
Svjetlos Adolf G.vPrettner,v 'ffom 1884-1886; 1889~ semi-weekly
1891 Dusan Lopasic 1905
4 So far, the research covers the papers Karlovacki viestnik (1861), Glasonosa (1861—

1865), Karlovacki viestnik (1866), Svjetlo, Sloga (1886-1888) and Karlovacki glasnik.

5 It is stated in the literature that Sloga (1886), as well as Glasonosa (1905) and Sloga
(1910) are stages in the publishing of the Svjetlo newspaper. The name change in 1886
to Sloga happened due to censorship and the confiscation of the paper. Cf. Marija
Vrbeti¢, “Novinstvo u Karlovcu 1841-1941 [Journalism in Karlovac 1841-1941],” in
Karlovac: 1579-1979, ed. Puro Zatezalo (Zagreb: Historijski arhiv u Karlovcu, 1979),
313.
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Period

Editor/s oo blbesn Frequency

Adolf Milkovi¢; from
Sloga 1887 Dragutin Huzina 1886-1888 weekly

Karlovacki .
glasnik Dragutin Hauptfeld 1899-1903 weekly
Glasonosa  Dusan Lopasi¢ 1905-1909 weekly
Sloga Dusan Lopasi¢ et al. 1910-1919 weekly

Special attention was paid to the types of newspaper articles related to
music in the Karlovac press and the range of their topics. An attempt was
made to answer the question of what news about music reached the public,
how it was presented and, consequently, what the importance of music as a
cultural and social factor was in the city of Karlovac throughout the nine-
teenth century.

Who were the editors of the Karlovac newspaper?’

Dragutin Akurti (Accurti; 1829-1885) held a number of important po-
sitions: he was a member of parliament, a judge, and a sub-county secre-
tary.y He was the first editor of the first Karlovac newspaper in the Croatian
language, Karlovacki viestnik (from No. 1 to 20), published by the Nation-
al Reading Room (Narodna ¢itaonica) in Karlovac, but he left that position
following his move to Rijeka where he was appointed accountant of the Ri-
jeka County. In Rijeka, he was also active on the cultural front as a member
of the National Reading Room of Rijeka, and he also participated in perfor-
mances by theatre volunteers (1854). His place was taken by Skender Fab-
kovié/Vabkovié (1826-1905), who was a teacher at the Main school in Kar-
lovac in 1860.° From 1861 he edited the newspaper Karlovacki vjestnik, from
1862 the newspaper Glasonosa, while from 1866 he edited the pedagogical
magazine Napredak, which he himself kept.

The editor, owner and printer of the newspaper Glasonosa, which was
published from 1861 to 1865, was Abel Luksi¢ (1826-1901), and the newspa-
per was closed shortly after Luks$i¢’s move to Vienna due to the high costs of
maintaining the newspaper. Olga Markusevski points out for Luksi¢:

6 More about Karlovac newspapers in: Vrbeti¢, “Novinstvo u Karlovcu 1841-1941,”
303-28.

7 Tatjana Radaus$, “Accurti, Dragutin,” Hrvatski biografski leksikon, internet edition,
1983, https://hbl.lzmk.hr/clanak.aspx?id=283.

8 Branko Plese, “Fabkovi¢, Skender,” Hrvatski biografski leksikon, internet edition,
1998, https://hbl.lzmk.hr/clanak.aspx?id=5798.
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Certainly, his journalistic style distinguishes him from all the editors
and newspaper owners of the time. He ‘talks’ very intimately with read-
ers, regularly informs them about the ongoing affairs of his printing
house, about publishing problems and perspectives, about his family
circumstances, and says a friendly goodbye to them when a paper stops
being published.’

In addition to being a bookseller, printer and newspaper editor, Abel
Luksi¢ was also the organizer of guest concerts in Karlovac in the 1860s,
which will be mentioned later.

In 1866, the newspaper Karlovacki viestnik was published for a short
time and was edited by the Slovenian writer and teacher Ljudevit Tomsi¢/
Tomsic¢ (1843-1902), who was a teacher in Karlovac in the period from 1865
to 1870." In 1867 he printed in Karlovac a collection of songs for “song-lov-
ing” school youth, Vénac Iépih pésmicah: cérkvenih i svétovnih [A wreath of
beautiful songs: church and secular].

The gap that occurred after that testifies to the importance of the lo-
cal press for today’s researcher as an important source of information about
everyday life in the city. It wasn’t until 1884 that this was remedied with the
start of publishing the newspaper Svjetlo. It was edited in the first phase by
Adolf Gustav Prettner. His grandfather Ivan Nepomuk Prettner opened a
printing house, bookstore and bookbindery in Karlovac in the 1830s. The
editorship was taken over from A. G. Prettner by journalist and writer
Dusan Lopas$i¢ (1852-1921), whom Ivo Ott describes as an excellent critic of
daily life in Karlovac: “Editorials, feuilletons and critical accounts of politi-
cal, cultural, and especially communal and city topics, will rank him among
the best journalists of his times.”

The name of Dragutin Hauptfeld (1855-1921) is known as that of the
owner of a well-known printing house in Karlovac which operated from
1887 to 1948. Both Hauptfeld (as a baritone) and his children (five sons and
five daughters, of whom Draga Hauptfeld (1881-1952) achieved an interna-

9 Olga Markusevski, “Jo$ nekoliko napomena o Luksic¢u [A few more notes about Luk-
$i¢],” Kaj 11, no. 4 (1979): 53-5. See also: Marija Vrbeti¢, “Djelovanje Abela Luks$ic¢a
$ezdesetih godina proslog stoljeca [Activities of Abel Luksi¢ in the sixties of the last
century],” Kaj 11, no. 4 (1979): 47-51.

10  France Koblar, “Tomsi¢, Ljudevit,” Slovenska biografija, internet edition (Ljubljana:
Slovenska akademija znanosti in umetnosti, Znanstveno raziskovalni center SAZU,
2013), https://www.slovenska-biografija.si/oseba/sbiz11854/.

11 Ivo Ott, “Dusan Lopasi¢, novinar i publicist [Dusan Lopasi¢, journalist and publi-
cist],” Kaj 11, no. 4 (1979): 61-6.
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tional singing career)” actively participated in the cultural and musical life
of Karlovac.”

To date, we have not been able to find relevant information about the
life and activities of the editors of Sloga Adolf Milkovi¢ (1859?-1920) and
Dragutin Huzina (?-?).

From these brief descriptions, it can be seen that the aforementioned
editors, at the time of their work in these newspapers, were young people
of broad general culture who were active participants in the cultural life of
Karlovac, the city where they worked for part or for most of their lives.

Music in newspapers - types of writing

As the previous review shows, newspaper articles in Karlovac cover the
decades of the 1840s, the 1860s (1861-65 and the first part of 1866) and the
period from 1884 until the end of the First World War. The number and va-
riety of testimonies about musical life in the newspapers testifies to their
importance for the creation of a picture of the cultural and musical life of
the city. Newspaper articles were, on the one hand, an expression of public
opinion on certain topics, while on the other hand, they formed and shaped
that opinion. We can distinguish several types of writing related to music.
It is important to point out that musical events are covered in this paper
in the broadest sense — they include different types of musical events: con-
certs, dances, parties, combined literary and musical events (e.g. so-called
siela or school performances), the role of music in theatrical performanc-
es, church music, the role of music in city celebrations (receptions or send-
offs of various dignitaries, holidays, etc.), but also music prints, activities of
music societies (including minutes of the meetings of music societies or in-
dividual musical activities of other city societies), activities of musicians,
and obituaries:

—  Newsabout music events — announcements with basic information

- Reports on musical events — notifications about the event with
possible comments on the success of the event

- Reviews or criticisms of musical events (sometimes in verse) — they
bring the reporter’s point of view on the event and its participants

12 Marija Barbieri, “Draga Hauptfeld,” Leksikon opernih pjevaca, 2013, https://opera
.hr/index.php?p=article&id=2968.

13 Ivan Ott, “Hauptfeld, Dragutin,” Hrvatski biografski leksikon, internet edition, 2002,
https://hbl.lzmk.hr/clanak.aspx?id=7313.
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- Reviews of the cultural (and musical) life of the city within the
framework of broader city topics

- Competitions
- Occasional songs

—  Advertisements.

In addition to events in the city of Karlovac, occasionally news is pub-
lished about events in other Croatian cities - most often from Zagreb,
Varazdin, Krizevci, but also Koprivnica, Sisak, Petrinja, Rijeka, Pozega,
DPakovo, Osijek, Senj, Slavonski Brod, Vinkovci and other places - but also
in cities outside Croatia: Vienna, Prague, Ljubljana, Maribor, Celje, Sara-
jevo, sporadically Rome, Paris, London, etc."* Although Silvija Tomasié¢,
speaking about music criticism in newspapers outside Zagreb, states that
for “Croatian music criticism, only ‘Glasonosa’ has a certain meaning, and it
is more than modest™ when viewed in the wider context of writings about
music, we come to previously unknown and rich testimonies of the city’s
musical life.

News, reports, reviews and criticism of music events

The category of musical events and their presence in the local press is un-
doubtedly the most extensive and the most frequently used in the existing
literature.' Only a small sample of newspaper articles on the subject will

14  On music criticism in the nineteenth century in a broader sense, see: Sanja Majer-
-Bobetko, “Glazbena edukacija, reprodukcija, periodika i kritika u Hrvatskoj u dru-
goj polovici XIX. stolje¢a [Music education, reproduction, periodicals and criticism
in Croatia in the second half of the nineteenth century],” in Hrvatska i Europa: kul-
tura, znanost i umjetnost, vol. 4: Moderna hrvatska kultura od preporoda do moder-
ne (XIX. stoljece), ed. M. Jezi¢ (Zagreb: HAZU, Skolska knjiga, 2009), 649-53. Regar-
ding Zagreb (but also the wider area) for the first half of the century, see: Snjezana
Miklausi¢-Ceran, “Odrazi koncertnoga Zivota Zagreba izmedu 1826. i 1858. u zag-
reba¢kim novinama i ¢asopisima [The Reflections of Zagreb Concert Life between
1826 and 1858 in Zagreb Newspapers and Journals],” (PhD diss., University of Za-
greb, 2012). On the cultural context: Ivana Ani¢, “Kulturni zivot Karlovca u vrijeme
Hrvatskog narodnog preporoda [The Cultural Life of Karlovac during the Croatian
National Revival],” (PhD Diss., University of Zagreb, 2015).

15 Silvija Tomasi¢, “Hrvatska glazbena kritika na narodnom jeziku od 1854. do 1870.
godine [Croatian music criticism in the vernacular from 1854 to 1870]” (graduate
thesis, University of Zagreb, 1980), 49.

16  Cf. Marija Vrbeti¢ and Agneza Szabo, Karlovac na razmedu stoljeca 1880-1914
[Karlovac at the turn of the century 1880-1914] (Zagreb: Skolska knjiga, 1989), eg
chapter Musical life, 156—71; Marijana Schneider, “U Karlovcu 1840-ih [In Karlo-
vac in the 1840s],” Zbornik Gradskog muzeja Karlovac, vol. 1 (Karlovac: Muzej grada
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be presented here. The largest number of articles is related to the activi-
ties of local societies: the National Reading Room/Narodna ¢itaonica (since
1838), First Croatian Singing Society “Zora”/Prvo hrvatsko pjevacko drust-
vo “Zora” (since 1860), Trading Tambura Society “Hrvatska” Trgovacko
tamburasko drus$tvo “Hrvatska” (since 1886), Craftsman-Workers’ Socie-
ty “Nada”/Obrtnicko-radnicko drustvo “Nada” (since 1887) which had its
own singing and tambura choir, the Trading Society “Merkur”/ Trgovacko
drustvo “Merkur® with its choir (since 1899), the Volunteer Fire Brigade/
Dobrovoljno vatrogasno drustvo (since 1871), Lady’s Society of St Aloysius/
Gospojinsko drustvo Sv. Vjekoslava (since 1874), Society of St Sava/Drust-
vo Sv. Save (since 1893).” Parties of the Officers’ Casino are followed, as well
as concerts of military music and occasionally (although rarely) we also
find information related to music within theatre performances or church
music. The work of the Karlovac Music School is reported on more or less
regularly, as well parties celebrating the end of the school year in general
schools (lower schools and gymnasiums). Special attention was given to the
concerts of local and foreign musicians who, due to the city’s proximity to
Zagreb, willingly organized performances in Karlovac in addition to their
Zagreb concerts. Most of the events are of a public or semi-public nature,
although the readers occasionally get glimpses of private parties held at the
homes of prominent families, such as the soirée at the home of Franjo Tiirk
(1836-1913), reported by “a friend of our paper [Svjetlo, op. L. K.]:.”

Over forty people from all social classes, in addition to guests from the
surrounding area and Zagreb, gathered in the beautiful rooms of the
patriotic and noble host, with whom the gracious hostess competed in
kindness and hospitality. The dances were directed by noble Mr Odo
Mrzljak, precisely with his extraordinary, bewitching skill which has
gained universal, wholehearted recognition.”

In the largest number of articles, we get basic information about musi-
cal events. In reports and reviews, music is primarily commented upon in

Karlovca, 1964), 65-77; Marija Vrbeti¢, “Kronika glazbenog Zivota Karlovca od 1884.
do 1904. godine [Chronicle of the musical life of Karlovac from 1884 to 1904],” Zvuk,
no. 2 (1964): 50—-9.

17 Rudolf Strohal, Grad Karlovac opisan i orisan [The town of Karlovac described and
outlined] (Karlovac: Tisak M. Fogine, 1906).

18  “Preko Cetrdeset osoba sviju slojeva, dapace zvanici iz okolice i Zagreba sakupili se u
liepih prostorija rodoljubnog i plemenitog domacina, s kojim se je natjecala milosti-
va gdja domacica u ljubezivosti i gostoljubivosti. Plesovi ravnase g. Odo pl. Mrzljak,
upravo izvanrednom, zacaravajucom viestinom, koja je stekla obée svesrdno prizna-
nje.” Anon., “Soirée Tiirk,” Svjetlo 3, no. 5 (30 January 1886): 3.
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a general way (“the music was beautiful,” “the music amazed,” “it was per-
formed with the greatest accuracy”) or the focus is on whether the choice of
music was in accordance with the general cultural climate (e.g. whether the
choice of repertoire was sufficiently “national”). Attendance at the musical
event is often commented upon, but we also get information on who had ac-
cess (members, guests or a larger ticket-buying audience).

The writings about the concert that the young Czech pianist Ludmi-
la Zadrobilkova (1844-1872) gave in Karlovac on 22 December 1861 can be
highlighted as an example of the highly personal approach that a report-
er might take. This performance was made possible thanks to the person-
al acquaintance from Vienna of the artist with the editor of Glasonosa Abel
Luksi¢ and his wife, with whom Zadrobilkova and her mother stayed in
Karlovac. The newspaper Glasonosa followed almost every step the art-
ist took — from the announcement of her arrival, the reception, the con-
cert, and the farewell, and several occasional songs were also published.
The description of her appearance and character is full of admiration, even
idealization:

The public papers described our artist with the greatest emotion, mind,
and all-powerful skill of their pen: for the time being, nothing else can
be said about her except that her dear mother carries her as a gentle bud
of a pure Czech rose, a bud we say, who, even at its tenderest age, appears
to its observer full of kindness, clarity, personal self-control and burn-
ing love for the Slavs, to whom she is proudly associated everywhere.”

Regarding the repertoire we only find out the last names of the com-
posers, and the review of the performance is very poetic in accordance
with the earlier description and with a certain reserve due to writer’s own
“inexperience” in relation to the writing in other papers that are “strict-
ly critical:”

She played seven pieces by herself and by famous composers: Drei$ok,
Schulhof and Chopin, with so much skill, power, tenderness, fire and
poetic levity, that we can’t say a word more about her skill, except sol-

19  “Javni listovi opisase umjetnicu nasu najvecjim cuvstvom, umom, svemoznom vjesti-

nom pera svojega: nama pako za sada neda se nista drugoga o njoj izreci, ve¢ da joj
mila majka u povodu svojem vodi njeZan popoljak|!] ¢iste ruZice ceske, pupuljak[!] ve-
loduha, bistrine, osebne samovlade i goruce ljubavi za Slovjenstvo, kojemu se svagd-
je ponosno pribraja.” ***, “Dne 18. t. m. prispje nam u grad [...],” Glasonosa 1, no. 19
(22 December 1861): 4.
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emnly confirm all that, so far, other strictly critical newspapers have
written about her.*

On the other hand, the concerts held by the Czech singer Ruzica
Hagenova did not receive nearly as much attention. The Karlovac news-
paper published an article about her concert by a reporter from Zagreb
with a brief remark that the concert was “quite liked” and that “the singing
was worthy of praise,” but complained that the compositions at the con-
cert were already well known (“We only regret that we didn’t hear anything
new.”).” Reporting on the Karlovac concert held on 20 January 1863 the
writer was not full of praise, but he tried to express his criticism mildly:
“On Mrs Haagen one can see that she is skilled at singing, but the strength
and grace of her voice is already disappearing. The sun of her glory prevailed
in the west.”

In Glasonosa, from January 1864 through the first half of the year, the
column “Karlovacke posurice” [Karlovac’s wits] was published in a feuil-
leton type with very personal reviews of the reporter on social and cul-
tural events in the city, among which musical events occupy an important
place. Although the author’s approach is subjective, the overview we get of
the musical activities in the city of Karlovac is more than basic information
or report.” In addition, this type of reporting develops a personal trait in
which the reporter is an interlocutor, a trustworthy person who addresses
the reader directly, intimately and in a semi-public tone:

Let’s be in collusion, let’s get into a nice circle, let’s put our heads togeth-
er, and let me whisper something in your ear. But only you, dear read-

20 “Sedam nam je komadah $to svojih $to slavno poznatih kompozitorah: DreiSoka,
Schulhofa i Chopina preizvrtno tolikom vjestinom, mocju, njeznoséju, vatrom i po-
eticnim uzljetom igrala, da nam se neda niti recice vise o vjestini njezinoj prosboriti
van svetéano potvrditi sve ono, Sto su do sada ostale strogo kriticke novine o njoj napi-
sale” ***, “Koncert gospodi¢ne Mile Zadrobilkove,” Glasonosa 1, no. 20 (25 Decem-
ber 1861), 4.

21 “Zalimo samo, sto necusmo $to novoga.” Anon., “Iz Zagreba. (Dobra kob. - Potreba.
— Zabave u dvorani i streljani. — Koncert Ruzice Haagenove.),” Glasonosa 3, no. 3 (18
January 1863): 2.

22 “Na gosp. Haagenovoj vidi se, da je pjevanju vjesta, al sile i miline glasa nestaje joj vec.
Sunce joj slave prevagnulo zapadu.” Anon., “Koncert gosp. Haagenove [Conccert of
Mrs Haagen],” Glasonosa 3, no. 4 (25 January 1863): 2.

23 See for example: Anon., “Karlovacke posurice,” Glasonosa 4, no. 4 (17 January 1864):
4. The author perhaps could be Ivan Trnski (1819-1910), who lived in Karlovac at the
time and edited Glasonosa. (according to: Milan Grlovi¢, Album zasluznih Hrvata
XIX. stoljeca, 2 vols. (Zagreb: Maticev litografski zavod, 1900)).
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ers — you and me. Do you know what’s new? Quietly, quietly, so that no
one hears!™

Since the beginning of publication of the Svjetlo newspaper in 1884, we
have found detailed reviews and musical reviews of concerts in Karlovac
that go a step further than the impression of the performance itself. Thus,
already in the second issue of Svjetlo 1884, an unsigned reporter critically
reviews the concert of the Singing Society “Zora” held on New Year’s Eve
1883. The author reviews not only the quality of the performance of certain
points of the program, the precision of the choir’s intonation, but also the
compositions themselves, as well as the quality of the rendition of the Ger-
man text into Croatian.” In this sense, in the newspaper Sloga, the contri-
butions signed by D. L. [probably by Dusan Lopasi¢, op. L. K.] from 1887
should be highlighted, which very precisely dissect individual points of the
concert program, emphasizing that everything was written with the best
intentions. However, for Zora’s “humorous concert” on 5 February 1887, he
concludes: “That’s how we evaluated that ‘humorous’ concert. There was lit-
tle humour and little ‘concert’, as well.”™

On the occasion of the 100" anniversary of the death of the Croatian
composer Dora Pejacevi¢ (1885-1923), let us also mention that in 1904 the
citizens of Karlovac also had the opportunity to hear her compositions.
Namely, on his tour the Czech violinist Jaroslav Kocian (1883-1950), a stu-
dent of Otakar Sevéik, played, among other things, two of the countess’s
compositions: Canzonetta and Menuetto (probably op. 8 and op. 18, the lat-
ter dedicated to Kocian).” At the concert held on 26 January 1904 in the
Zorin-dom (Zora’s Hall) “without previous noise, without any advertising,”
as stated by Svjetlo, he played an extensive program in front of a full hall
accompanied by the Italian pianist Tullio Voghera (1879-1943) and delight-
ed both with his technical skill and his interpretation. For Dora Pejacevic’s
compositions, the author of the review wrote that “the songs [...] are quite

24 “Ajde da opet Surujemo, da se uhvatimo u liepo kolo, da stavimo glavu uz glavu, pak
da vam $apnem koju u uho. Al samo vi, mile italice - vi i ja. Al znate $ta nova? Tiho,
tiho, da nitko necuje!,” Anon., “Karlovacke posurice,” Glasonosa 4, no. 18 (1 May
1864): 2—3.

> »

25  Anon., “Koncert ‘Zore’,” Svjetlo 1, no. 2 (3 January 1884): 1.

26 D.L., “Saljivi koncert “Zore’,” Sloga 2, no. 7 (13 February 1887): 3.

27 Koraljka Kos, Dora Pejacevic¢ (Zagreb: JAZU, Muzikoloski zavod Muzicke akademi-
je, 1982), 189-90.
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simple, but even here the virtuous artist showed how his soul, so to speak, ab-
sorbs everything into itself [..].”*

Reviews of the cultural (and musical) life of the city
within the framework of wider city themes

City topics are significantly represented in Karlovac newspapers. They serve
the role of allowing criticism of the city’s situation on the one hand, but also
of offering correctives or acting as instigators of change on the other. We of-
ten find evocations of past times in which everything worked better, so that
the use of former, better models is encouraged in the current era as well.”
In the articles, questions are posed to the city government but also to the
public as a separate entity.

if we wanted to write about social life in Karlovac and told only the na-
ked truth, we would get into a lot of trouble or would have to give up on
our idea; because within our walls the pleasantly fragrant flower of so-
cial life does not bloom [...] Only in very abbreviated terms will we pres-
ent to our readers the gradual decline of our domestic societies. [...] And
our general social life, what is it like? Harmony and unity, where are
you? Discord and arrogance, where are you not? [...] And that’s how we
reached the point where we have to stop criticizing, where our babbling
is over. We will rather show the way with weak forces which will lead us
from shaky social relations to harmony and brotherhood.*

It is clear from the newspaper articles that musical life is an important
element of the culture of the city of Karlovac. Through the organization of
musical associations, societies and institutions, as well as through individ-
ual events (concerts, parties), the functioning of society and (dis)agreement

28  “pjesmice [...] sasvim jednostavne, ali i tu je vrli umjetnik pokazao kako njegova dusa,
tako rekuci, upija sve u sebe [...].” Anon., “Koncert Jaroslava Kociana,” Svjetlo 20, no.
5 (31 January 1904): 3.

29  See for example: Anon., “Druztveni zivot [Social life],” Svjetlo 6, no. 46 (15 Novem-
ber 1891): 1.

30 “kad bi mi htjeli pisati o druztvenom karlovackom Zivotu, i o njemu izrekli samo golu
golcatu istinu, zapali bi u nemalu nepriliku ili bi morali odustati od nase namisli;
jer u nasih zidinah necvate ugodno mirisni cvietak druztvenog Zivota |...] Tek u vrlo
skracenih redcih predocit ¢emo nasim Citateljem postepeni nazadak nasih domacih
druztva. [...] A ob¢i nas druztveni Zivot, kakav je taj? Slogo i jedinstvo, gdje ste vi?
Neslogo i nadutosti, gdje vas nije? [...] I tako smo dospjeli k tocki, gdje nam je presta-
ti kritikom, gdje je kraj naseg bugarenja. Mi cemo radje uz slabe sile naznaciti put,
koj ce nas privesti iz razklimanih druztvenih odnosaja k slozi i bratimstvu.” Anon.,
“Druztveni zivot [Social life],” Svjetlo 1, no. 8 (24 January 1884): 1-2.
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surrounding the realization of a common idea or goal is evaluated. We will
single out three examples characteristic of Karlovac:

1.  establishment/reorganization of a singing society
2. functioning of the music school, and

3. the need to establish city music.”

In 1866, the Karlovac Singing Society (from 1868 the First Croatian
Singing Society “Zora” in Karlovac) at the incentive of Gjuro Klari¢ (1838-
1909),”* began a reorganization which, as Polovi¢ points out, turned the so-
ciety into “a serious and orderly civil society.”” In an article published in the
newspaper Karlovacki viestnik, Klari¢ points out the advantages of singing
as an activity (desirable entertainment, no initial investment is required,
serves as comfort, it is an expression of educated people), foregrounds the
society’s task of spreading songs in the vernacular, but also calls for civ-
il pride:

Wouldn’t it be a shame for us, the famously patriotic city of Karlovac, if
on the occasion of that celebration [Zrinski’s 300" anniversary, op. L.
K.] it didn’t have its own singing society?**

Responding to that article in the text “Dvie tri o druztvih” [Two or
three words about societies] the unsigned author (possibly the newspaper
editor Ljudevit Tom$i¢) emphasizes the importance of citizen association
and warns of two factors that hinder the work of societies — interference in
politics and discord.” However, he raises the issue of the organization of so-
ciety to a general level by saying:

A city without a singing society seems dead to us, and Karlovac does
not deserve to be judged that way. Only diligently and harmoniously!

31 The author gave a more detailed presentation on discussions about Karlovac socie-
ties and institutions in the nineteenth-century press at an International Round Ta-
ble within the framework of the MusInst19 project in Zagreb, 8 October 2022.

32 About the life of Gj. Klari¢ see: Strohal, Grad Karlovac, 239—41. Cf. also: Vjeran Kur-
sar, “Hrvati u gradu na Bosporu: hrvatsko iseljeni$tvo u osmanskoj prijestolnici Is-
tanbulu u dugom 19. stolje¢u,” Hrvatska revija, no. 4 (2013), https://www.matica.hr
/hr/399/hrvati-u-gradu-na-bosporu-22748/.

33 Ivan Ott, Drazenka Polovi¢, and Ljiljana S¢edrov, Pjesmom za dom. Prvo hrvatsko
pjevacko drustvo “Zora”, Karlovac 1858-2008 (Karlovac: Gradsko kazaliste Zorin
dom, Grad Karlovac, 2008), 20.

34  Gjuro Klari¢, “Karlovacko pjevacko druztvo,” Karlovacki viestnik 1, no. 2 (13 Janua-
ry 1866): 9—10.

35  Anon., “Dvie tri o druztvih,” Karlovacki viestnik 1, no. 3 (20 January 1866): 18-9.
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We would advise our city to start some other society, but our princi-
ple is: easy, but firm! When the sun suddenly peeks out from behind the
clouds, it suddenly hides.*

Regarding the activities of the city’s music school, whose history dates
back to 1804, discussions in the Karlovac press had been intense since 1887,
and then again around 1900. Problems discussed include the organization
of the school and the need for reorganization, the obligations and salaries
of teachers, and the justification of spending money from the city budget,
while on the other hand, the need for a music school, i.e. its important role
in education, is not neglected.

A member of that committee and a city representative at the same time
asserted in front of us with emphasis: We will not destroy the music
school! But, dear sir, the way she is, the way she is now, she will wipe
herself out. That wobbly and clumsy machine will fall apart. Nobody
can doubt that today, whether Karlovac also needs a music school. That
she is completely justified and necessary, but not like this, as she is today,
she is not needed like this, and besides, she must not live like this even
for a moment longer. Because it’s nothing, a real monster, nonsense.”

Important issues related to music education are also the question of the
value of local — Croatian music, the employment of educated local people,
but also the evaluation of the artistic profession in general. In 1891, the pre-
viously announced reform of the school was started and articles in the Sv-
jetlo newspaper on the one hand welcomed the positive developments relat-
ed to the music school, especially regarding the creation of new school rules
(which were then published in Svjetlo), but on the other hand still lamented

36 “Grad bez pjevackoga druztva ¢ini nam se mrtav, a Karlovac nezasluzuje, da ga tako
sudimo. Samo marljivo i slozno! Savietovali bi nas grad i jos koje drugo druztvo, ali
nam je princip: lagano, no ¢vrsto! Kad sunce naglo iza oblakah zaviri, naglo se i sak-
rije.” Ibid.

37  “Neki je ¢lan tog odbora i gradski zastupnik ujedno pred nami uztvrdio emfazom: Mi
nedamo zatrieti glasbenu Skolu! Ali, dragi gospodine, ovakova, kakova li je sada ona
Ce se sama zatrieti. Taj klimavi i nespretni Ce se stroj razpasti. Nitko nemoZe danas o
tom sumnjati, da li je i za Karlovac potrebna glasbena uciona. Da ona je posve oprav-
dana i potrebna, ali ne ovakova, kakova li je danas, takova nije potrebna, a uz to ona
nesmije tako ni ¢asak dulje Zivjeti. Jer nije nista, pravi monstrum, nonsens.” Gradina,
“Glasbena uc¢iona,” Sloga 2, no. 3 (16 January 1887): 2. See also: Gradina, “Glasbena
uciona II,” Sloga 2, no. 4 (23 January 1887): 1—2; Gradina, “Glasbena uciona IIL,” Slo-
ga 2,no. 5 (30 January 1887): 1—2; Gradina, “Glasbena uc¢iona I'V,” Sloga 2, no. 6 (6 Fe-
bruary 1887): 1-2.
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about its glorious past.** However, already in the fall of 1892 we learn that
despite positive developments, no change took place. This is where the im-
portance of journalism, which is able to loudly highlight the problem and
encourage its solution, again comes to light:

We waited for a long time, and here in two weeks it’s the new school
year, so everything will remain the same again [...]. It has been more
than a year since the new music committee was elected; it’s almost a
year to the day since the president of the same school and the director
of the music school published the rules for the school in our newspaper
[...]. Well, those rules rest then, and we probably published them, so they
think, to fill our columns. [...] We have waited until now, but from now
on we won't. [...] So far, we have mentioned some things here and there,
but now we will protest until we see success. But these kinds of musical
difficulties cannot be endured any longer.”

Unfortunately, there was no success for some time,*’ at least until the
employment of a new young teacher and organist Dragutin Honsa (1872-
1957) in 1896, who remained in that position until 1901.* Reviews and crit-
icisms of the music school’s public exams despite the very often positive
evaluations of the performed works, were also an opportunity to remind
the public about the unresolved organizational situation. What’s more, in
1894, the unsigned author of the text “Public examination of the city’s mu-
sic school” asked:

Will the city of Karlovac really not want to get out of its musical mor-
tuary? Where are so many musically educated people, of whom Kar-

38 Anon., “Iz Karlovca. Nasa glazbena skola,” Svjetlo 6, no. 33 (16 August 1891): 5;
Anon., “Glasbena $kola,” Svjetlo 6, no. 41 (11 October 1891): 1-2. The rules of the
Music school are published in: Svjetlo 6, no. 44 (1 November 1891): 3; Svjetlo 6, no.
45 (8 November 1891): 3; Svjetlo 6, no. 46 (15 November 1891): 3; Svjetlo 6, no. 47 (22
November 1891): 2; Svjetlo 6, no. 48 (29 November 1891): 2.

39 “Cekali smo dosta dugo, a evo za dva ¢ednal!] i opet nove skolske godine, pa ée nam i
opet sve ostati pri starom [...]. Ima vel vise godinu dana, $to je izabran novi glasbeni
odbor; ima godinu skoro dan, sto je predsjednik istog i ravnatelj glasbene skole u na-
Sem listu priobcio javno pravila za skolu [...]. Nu ta pravila pocivaju onda, a mi smo
ih valjda priobdili, tako misle, da popunimo nase stupce. [...] Dosada smo Cekali, ali
odsada vise necemo. [...] Dosada smo tuj i tamo po koju spomenuli, ali sada cemo do-
tle ‘rogoboriti’, dok nebudemo vidjeli uspjeha. Ali ovakovih glasbenih neprilika nije
moguce dalje podnieti.” Anon., “Glasbene neprilike,” Svjetlo 7, no. 36 (4 September
1892): 2.

40  Anon., “Glasbena $kola i partes adnexae,” Svjetlo 8, no. 47 (19 November 1893): 2.

41  Marijana Pintar, “Honsa, Dragutin,” Hrvatski biografski leksikon, internet edition,
2002, https://hbl.lzmk.hr/clanak.aspx?id=7772.
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lovac was full? [...] Friends of progress should also think about that, be-
cause it is precisely in nurturing music and musical art that you can see
the temper and nobility of the heart not only of an individual, but also
of entire nations.*

According to articles in the press, the issue of city music in Karlovac
was a sore point. Because of its position and the accommodation of the
army, military music was often stationed in the city, which (except in some
cases of prohibition) could be engaged for social occasions — concerts, par-
ties, church ceremonies, and even funerals. On the other hand, the forma-
tion and maintenance of the city’s music meant a significant expense for the
city treasury and a series of organizational challenges (teaching, ensuring
of youth musicians, maintenance of instruments, etc.) which led to a per-
manent balancing between more or less (or shorter) successful city bands
throughout nineteenth century and the use of engagements of the present
military music (Music of the Slunj Regiment, Music of the 96" Imperial and
Royal Infantry Regiment (Ramberg music), Music of the 79 Imp. and Roy.
regiment of Count Jela¢i¢, Music of the 96™ Imp. and Roy. infantry regi-
ment of Baron Catinelli).* Thus, for example, the city budget for 1900 con-
siders the possibility of establishing a city music, as well as discussing its or-
ganization and quality:

Is civic music really that necessary for our city, and is there any chance
that military music will return to Karlovac any time soon? It would be
nice if Karlovac also had its own civic music, that’s right, but that mu-
sic would have to be a little different than in some other small town or
market place. If it is not complete music, which the city could be proud
of, then it would really be better if the city did not spend a single pen-
ny for this purpose.**

42 “Zar doista grad Karlovac nece jedared da se makne iz dojakosnjega svoga glazbenog
mrtvila? Gdje su toliki glazbeno naobrazeni ljudi, kojih je Karlovac pun bio? [...] Pri-
jatelji napredka treba da se zamisle i u ti, jer se upravo u njegovanju glasbe i glasbe-
ne umjetnosti vidi ¢ud i plemenstina srdca ne samo pojedinca, nego i ¢itavih naroda.”
Anon., “Javni izpit ovogradske glasbene $kole,” Svjetlo 9, no. 26 (1 July 1894): 2-3.

43 On the history of military and city music In Karlovac, see: Maro$evi¢, Glazba Cetiri-
ju Rijeka, 60-4.

44  “Dali je gradjanska glasba za nas grad bas tako nuzdna i da li neima izgleda, da se
vojnicka glasba za koje vrieme vrati u Karlovac? Liepo bi bilo, kada bi i Karlovac imao
svoju gradjansku glasbu, to stoji, ali ta bi glasba morala biti malo drugacija, nego li
gdje u kojemu drugom gradi¢u ili trgovistu. Ako to nebude podpuna glasba, kojom bi
se grad mogao ponositi, onda bi doista bolje bilo, da grad netrosi u tu svrhu niti nov-
¢i¢a.” Anon., “Gradski prorac¢un za godinu 1900,” Svjetlo 14, no. 40 (5 November
1899): 1.
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The topic of city music came up for discussion in the city budget at the
proposal of the city music committee, but this issue was raised in Svjetlo
on several occasions already in March 1899, feeling the “pulse” of the pub-
lic.” According to articles from the second part of the year, we learn that
the founding of the city’s music as a “little harmonia” that could play at the
dances and parties did not happen due to a lack of musicians, as well as a
lack of will and support,* but the management of the Singing Society “Zora”
managed to agree with the command of Cattinelli’s 96™ Infantry Regiment
that a part of its military band would be stationed in the city until spring.”

Competitions

Given that the people of Karlovac were enterprising in their work for the
“people’s cause,” it is not surprising that in Karlovac newspapers we find an-
nouncements or information about calls for compositions as an encour-
agement to musical creativity. The earliest example can be found in the
newspaper Glasonosa in 1862, in which Ivan Trnski’s text “Slava mlados-
ti” [Glory of Youth]* was published immediately before the poet’s visit to
Karlovac.” The prize was five imperial ducats, and applications were sent to
the Glasonosa editorial office. The committee for evaluating the submitted
works comprised Oton Hauska (1809-1868),” the city’s Kapellmeister and
composer, Antun Supan, the director of the Karlovac Singing Society at the
time, and Janko Modrusan, as a member. The youth for whom the compo-
sition was intended were especially asked to:

try to understand well every line of this beautiful poem, to think prop-
erly in their time and to act according to the spirit and intention of the
poet in their life. Dashing youth, dear younglings! May this song be a
wake-up song and an incentive for all-round progress, development and
glorification of your people!”

45  Anon., “Gradska glasba,” Svjetlo 14, no. 10 (5 March 1899): 1; Anon., “Mala pitanja,”
Svjetlo 14, no. 12 (19 March 1899): 1-2.

46  Cf. Anon., “Glasba u Karlovcu,” Karlovacki glasnik 2, no. 43 (20 October 1900): 3.

47  Anon, “Glasba,” Karlovacki glasnik 2, no. 48 (24 November 1900): 3.

48  Anon.,, “Slava mladosti,” Glasonosa 2, no. 5, special supplement (15 January 1862).

49  See: Anon., “Prosle sriede sretno nam prispje,” Glasonosa 2, no. 10 (2 February 1862):
6.

50 Ivona Ajanovi¢-Malinar, “Hauska, Oton,” Hrvatski biografski leksikon, internet edi-
tion, 2002, https://hbl.lzmk.hr/clanak.aspx?id=7322.

51 “da nastoji dobro svaku rieccu ove preliepe pjesme shvatiti, valjano razmisliti i u svo-
je doba prema duhu i nakani pjesnika u Zivotu postupati. Mladezi ¢ila, omladino
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Eight compositions were submitted to the competition, and the jury
(after “four full hours of singing and assessing songs from all sides of musi-
cal art”) decided to award the prize to the composer, choirmaster and mu-
sic pedagogue of Czech origin Slavoljub Lzi¢ar (1832-1901).”* The editor of
Glasonosa, A. Luksi¢, undertook to print the song in thousands of copies
so that it could be spread among the school youth. Also, with the aim of
spreading national music, in May 1863 Luksi¢ sent a public request to sing-
ing societies and composers to send compositions “that are worth spread-
ing,” intending to set up a music printing department in his printing house
and, with the author’s permission, to print sheet music at his own expense.”

Another example of a competition can be found in the newspaper Kar-
lovacki viestnik entitled “Natjecaj za poputnicu Zrinjskoga” [Competition
for the Zrinjski March], on the occasion of the celebration of the 300th an-
niversary of the death of Zrinski in 1866, the main organizer of which was
the central committee for the anniversary celebration headed by Gjuro
Dezeli¢ (1838-1907).>* At the competition (although we don’t find out about

milal bila ti pjesma ova budnicom i podticalom za svestrani napredak, razvijanje i
uzveli¢anje naroda svojega!” Anon., “Slava mladosti.”

52 Anon., “Nagrada napjeva za pjesmu ‘Slava mladosti’ od I. T.,” Glasonosa 2, no. 