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Skladateljska drustva neko¢ in danes:
preplet stanovskega in nacionalnega

Jernej Weiss
Univerza v Ljubljani / Univerza v Mariboru

Pri¢ujo¢a monografija z naslovom Skladateljska drustva nekoc in danes
obravnava mednarodni kontekst delovanja razli¢nih skladateljskih drustev
v preteklosti in sedanjosti. S prispevki nekaterih najvidnej$ih domacih in
tujih raziskovalcev Zelimo ob 8o. obletnici ustanovitve Drustva slovenskih
skladateljev osvetliti delovanje primerljivih tujih ustanov. Te so v preteklo-
sti, vsaka po svoje, sooblikovala ne le glasbeno-ustvarjalno podrocje, tem-
vel tudi Stevilne druge sfere glasbene kulture.

Monografija v ospredje postavlja preplet njihovega stanovskega in na-
cionalnega poslanstva, ki je, odvisno od razli¢nih druzbenih prelomnic ne
le pri nas, temve¢ tudi drugod, odlo¢ilno zaznamoval podobo glasbeno-
-institucionalnega delovanja. Prav tovrsten soobstoj namre¢ na eni stra-
ni opredeljuje pomen skladateljskih drustev za ohranjanje glasbene identi-
tete in promocijo nacionalne glasbene ustvarjalnosti, na drugi pa razgrinja
njihove dejavnosti za zadovoljevanje stanovskih potreb njihovega ¢lanstva.

%%

Uvodni prispevek odlicne poznavalke delovanja slovenskega sklada-
teljskega drustva Sonje Kralj osvetli temeljne vidike delovanja Drustva slo-
venskih skladateljev (DSS) skozi prizmo sodelovanja z glasbenimi institu-
cijami, sorodnimi drustvi v nekdanji Jugoslaviji, Sloveniji in mednarodnem
kulturnem prostoru. Avtorica uresnicevanje drustvenega poslanstva ori-
$e s prikazom konkretnih pobud v glasbenem zaloznistvu in koncertni de-
javnosti ter pri spodbujanju nastanka novih glasbenih del, posredovanju
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notnega gradiva, zasciti avtorskih pravic in mednarodnem sodelovanju v
posameznih obdobjih jugoslovanske in slovenske (kulturne) politike. Sle-
dijo ¢lanki odli¢nega poznavalca dunajskega glasbenega zivljenja Hartmu-
ta Kronesa, ki obravnava sodelovanja in konflikte med dvema sekcijama
Avstrijskega zdruzenja skladateljev, vodje Instituta terezinskih skladate-
ljev Lubomirja Spurnyija, ki v svojem prispevku opredeli pojem »terezinski
skladatelji« in opise vlogo glasbe v ekstremnih zivljenjskih razmerah v te-
rezinskem getu v letih 1941-1945, ukrajinske kolegice Lidie Melnyk, ki v
¢lanku opozori na veckrat ideolosko obarvan in pogosto nepopoln pri-
kaz opisa delovanja ukrajinskih skladateljskih zdruzenj v dvajsetih in tri-
desetih letih 20. stoletja in ene od najpomembnejsih ukrajinskih muziko-
loginj Lube Kijanovske, ki v prispevku osvetli tezavno obdobje Ivovskega
oddelka Zdruzenja skladateljev Ukrajine v konfrontaciji s sovjetsko ideo-
logijo. Mednarodno delovanje skladateljskih drustev izza Zelezne zavese na
primeru Okroznega zdruzenja Leipzig v okviru Zdruzenja skladateljev in
muzikologov Nemske demokrati¢ne republike (NDR), obravnava ¢lanek
dolgoletnega predavatelja na leipziskem Institutu za muzikologijo Helmu-
ta Loosa. Sodelavka in raziskovalka Instituta za muzikologijo Univerze v
Gradcu Ingeborg Zechner v prispevku opise delovanje Zdruzenja filmskih
skladateljev v ZDA v 40. in 50. letih 20. stoletja, britanska muzikologinja
Joanna Bullivant pa osvetli vlogo nekdanjega predsednika skladateljskega
ceha Velike Britanije, skladatelja Alana Busha in njihovo »neuradno diplo-
macijo« v Vzhodni Evropi.

V sklopu ¢lankov, ki osvetljujejo vlogo skladateljev in skladateljskih
drustev na podrocju bivse Jugoslavije hrvaski raziskovalki Lucija Konfic in
Petra Babi¢ prikazeta vlogo skladateljev v glasbenih drustvih v celinski Hr-
vaski v 19. stoletju, makedonska zgodovinarka in muzikologinja Nataga Di-
denko obravnava preplet profesionalnega in nacionalnega v Zvezi skladate-
ljev Makedonije v preteklosti in sedanjosti, srbski kolegici Maja Vasiljevi¢
in Biljana Lekovi¢ predstavita Stevilne primere glasbenega sodelovanja, iz-
menjave in prenosa med ¢lani UKS, SAKOJ in SOKOJ ter sovjetskimi in-
stitucijami, bosanski muzikologinji Fatima Hadzi¢ in Amra Bosni¢ pa kot
prvi natanc¢neje osvetlita sarajevsko delovanje enega izmed pomembnejsih
¢lanov DSS ter njegovega nekdanjega predsednika Daneta Skerla.

Izzive nekaterih skladateljskih drustev po Evropi naslavljajo prispev-
ki madzarskega skladatelja Matéja Hollésa (Postati ali ne postati civilno
zdruzenje?), dolgoletnega generalnega sekretarja Hrvaskega muzikoloske-
ga drustva Antuna Tomislava Sabana (Hrvasko drustvo skladateljev: 8o let
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soustvarjanja nacionalne kulture in druzbenega dogajanja) in aktualnega
predsednika DSS Dusana Bavdka, ki v prispevku (Drustvo slovenskih skla-
dateljev — vloga v druzbi in izzivi danasnjega casa) prikaze bogato in vse-
stransko delovanje Drustva slovenskih skladateljev.

Iz zgodovine vemo, da so se slovenski skladatelji Ze pred ustanovitvi-
jo DSS povezovali v bolj ali manj enotne skupine. Vendar pa je Sele ustano-
vitev Drustva slovenskih skladateljev 22. decembra 1945 skladateljem omo-
gocila nove moznosti; sprva je DSS skrbelo za izvajanje novonastalih del,
od leta 1954 pa z ustanovitvijo Edicij delovanje razsirilo $e na podrocje za-
lozni$tva, s ¢imer so bili postavljeni temelji za celostno uresnic¢evanje ci-
ljev in potreb slovenskih skladateljev. Poslanstva ter skrbi za kakovost in
ugled slovenske glasbe doma in na tujem pa DSS ne uresnicuje le na podro-
¢ju glasbenega zaloznistva, zascite avtorskih pravic, promocije glasbenih
del in mednarodnih povezav, temve¢ tudi z izvirno koncertno dejavnostjo.

S komplementarnimi raziskavami temeljni znanstveni prispevek o
DSS iz disertacije Sonje Kralj dopolnjujejo ¢lanki odli¢nega poznavalca slo-
venskih kulturno-politi¢nih razmer Alesa Gabrica (Kulturnopoliticni milje
obdobja zacetkov delovanja Drustva slovenskih skladateljev), Nialla O’Lo-
ughlina (Skladatelj Ivo Petric¢ in Drustvo slovenskih skladateljev) in Jerneja
Weissa (Ansambel Slavko Osterc (1961-1981): glavni promotor ustvarjalnosti
¢lanov Drustva slovenskih skladateljev v tujini).

Iz posameznih prispevkov je sicer mogoce razbrati, da se skladateljska
drustva po vsej Evropi srecujejo s podobnimi tezavami: z zmanjSevanjem
drzavnega financiranja ter posledi¢no izdaj in koncertnega delovanja, upa-
danjem clanstva ter povezovanjem v vecja kulturno-umetniska zdruzenja,
kar pogosto vodi v izgubo identitete. Pa vendar ¢lanki jasno kazejo, da so
kljub veckrat neugodnim razmeram, omenjena drustva v vecini drzav ne
le ohranila primarno vlogo zagotavljanja stanovskih potreb, temvec se v
posameznih obdobjih delovanja uvrstila med klju¢ne sooblikovalce Sirsega
nacionalnega glasbenega Zivljenja. Tako se zdi uresni¢evanje nacionalnega
poslanstva $e vedno klju¢no za ohranitev njihove identitete, uspesnost nji-
hovega delovanja pa zagotovilo za nadaljnjo rast in razvoj sodobne glasbe-
ne kulture.
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Composers’ Societies Past and Present: Combining
the Professional and the National

Jernej Weiss
University of Ljubljana / University of Maribor

The present monograph, entitled Composers’ Societies Past and Present, fo-
cuses at the international context of the activities of various composers’ so-
cieties of the past and present. As we celebrate the 80" anniversary of the
founding of the Society of Slovene Composers, we aim to shed light on the
activities of comparable institutions in other countries, with the help of
contributions from prominent scholars in Slovenia and abroad. In the past,
these societies played a part — each in their own way - in shaping not only
musical creativity but also numerous other fields of musical culture.

A key focus of the monograph is the combination of the profession-
al and the national in the activities of composers’ societies. Conditioned by
various social turning points, this combination has decisively shaped the
nature of institutional activity in the musical sphere, both in Slovenia and
elsewhere. If on the one hand this coexistence defines the importance of
composers’ societies in preserving musical identity and promoting nation-
al musical creativity, on the other hand it reveals the range of activities un-
dertaken by these societies in order to meet the professional needs of their
members.

%%

The introductory paper (The Coexistence of the Social, the Profession-
al and the Artistic in the History of the Society of Slovene Composers) by
Sonja Kralj, a leading expert on the Society of Slovene Composers, sheds
light on the Society’s activities through the prism of cooperation with
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musical institutions and related associations in the former Yugoslavia, in
Slovenia and in the international cultural sphere. The author outlines the
realisation of the Society’s mission by presenting specific initiatives in mu-
sic publishing and concert activities, in encouraging the creation of new
musical works, the distribution of sheet music, copyright protection and
international cooperation in individual periods of Yugoslav and Slovene
(cultural) policy. This is followed by papers from Hartmut Krones, one of
the leading experts on Viennese musical life, who addresses the topic of
cooperation and conflict between two sections of the Austrian Compos-
ers’ Society; Lubomir Spurny, the director of the Terezin Composers’ Insti-
tute, who defines the concept of “Terezin composer” and describes the role
of music in the extreme conditions of the Terezin ghetto between 1941 and
1945; our Ukrainian colleague Lidia Melnyk, who draws attention to the of-
ten ideologically coloured and frequently incomplete representation of the
activities of Ukrainian composers’ societies in the 1920s and 1930s; and one
of the most important Ukrainian musicologists working today, Luba Ky-
janovska which sheds light on the difficult period of the Lviv section of the
Ukrainian Composers’ Association in its conflict with Soviet ideology. The
international activities of composers’ organisations behind the Iron Cur-
tain, using the example of the Leipzig District Association of the Associa-
tion of Composers and Musicologists of the German Democratic Republic
(GDR), are discussed in an article by Helmut Loos, the long-serving former
head of the Leipzig Institute of Musicology. Ingeborg Zecher, a researcher
in the Department of Arts and Musicology at the University of Graz, de-
scribes the activities of the American Screen Composers Association in the
1940s and 1950s and British musicologist Joanna Bullivant sheds light on
the role of the former chairman of the Composers’ Guild of Great Britain,
Alan Bush, and his “unofficial diplomacy” in Eastern Europe.

In a series of articles examining the composers’ societies in the for-
mer Yugoslavia, Croatian researchers Lucija Konfic and Petra Babi¢ ana-
lyse the role of composers in musical societies in continental Croatia in the
19th century. Macedonian historian and musicologist Natasa Didenko dis-
cusses the intertwining of the professional and the national in the Union of
composers’ of Macedonia in the past and present, while Serbian colleagues
Maja Vasiljevi¢ and Biljana Lekovi¢ present numerous examples of musical
cooperation, exchange and transfer between members of the UKS, SAKOJ
and SOKOJ and Soviet institutions. The series of contributions from the
former Yugoslavia concludes with the article by Bosnian musicologists
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Fatima Hadzi¢ and Amra Bosni¢, who for the first time shed light on the
artistic activities of one of the most important members of the DSS and its
president (1972-1976) Dane Skerl in Sarajevo.

The challenges facing some important composers’ societies around
Europe are addressed in detail in the papers of the Hungarian composer
Maté Hollds (To be or not to be a civil association?), the long-serving sec-
retary general of the Croatian Composers’ Society, Antun Tomislav Saban
(The Croatian Composers’ Society: 8o Years of Shaping National Cultural
and Social Life) and current Society of Slovene Composers (DSS) president
Dusan Bavdek, whose paper (The Society of Slovene Composers — Role in so-
ciety and today's challenges) presents the rich and multifaceted activities of
the Society of Slovene Composers and its role in society in the face of to-
day’s challenges.

We know from history that, even before the founding of the DSS, Slo-
vene composers formed more or less unified groups. Yet it was not until
the establishment of the DSS on 22 December 1945 that new opportunities
opened up for composers. To begin with, the DSS occupied itself with the
performance of new works. With the establishment of Edicije DSS in 1954,
however, it expanded its activities into music publishing, in this way laying
the foundations for the comprehensive fulfilment of the goals and needs of
Slovene composers. It realises its mission and helps ensure the quality and
prestige of Slovene music at home and abroad not only through music pub-
lishing, copyright protection, the promotion of musical works and interna-
tional connections, but also through original concert activities.

Sonja Kralj’s fundamental study of the work of the DSS in her disser-
tation is supplemented by complementary research in the form of papers
from Ale$ Gabri¢, a leading authority on Slovene cultural-political condi-
tions (The Cultural and Political Milieu of the Initial Period of Activity of the
Society of Slovene Composers), Niall O’Loughlin (The Slovene Composer Ivo
Petri¢ and Drustvo slovenskih skladateljev) and Jernej Weiss (The Slavko Os-
terc Ensemble (1961-1981): The Principal Promoter of the Creativity of the So-
ciety of Slovene Composers Abroad).

The individual papers show how composers’ societies through-
out Europe are facing similar challenges: above all, cuts in state funding
and a consequent reduction in publishing and concert activities, declin-
ing membership, and integration into larger cultural and artistic associa-
tions, which frequently leads to a loss of identity. At the same time, howev-
er, the papers clearly show that, despite frequently unfavourable conditions,
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composers’ societies in most countries have gone significantly beyond their
primary role of meeting professional needs and, in certain periods of their
activity, placed themselves among the key (co-)shapers of wider nation-
al musical life, cultural policy and national musical identity. Thus the ful-
filment of their national mission still appears crucial for the preservation
of their identity and continued existence, while the success of their work
seems to be a guarantee of the further development of contemporary mu-
sical culture.



The Coexistence of the Social, the Professional
and the Artistic in the History of the Society
of Slovene Composers

Sonja Kralj
Stalno predstavnistvo Republike Slovenije pri Evropski uniji, Bruselj, Belgija
Permanent Representation of the Republic of Slovenia to the European Union, Brussels, Belgium

On 22 December 1945, in the uncertain conditions of a barely established
state that was still grappling with the aftermath of the Second World War, a
general assembly took place in Ljubljana that resulted in the founding of the
Society of Composers of Slovenia, with Danilo Svara as its first president.
Slovenia’s very own society of musical artists thus took its place alongside
its Serbian and Croatian counterparts, founded on 18 February 1945 and 9
June 1945 respectively.

In post-war Yugoslavia, “new strivings leading to broad and healthy de-
velopment” were emerging, which would “elevate and enrich the popular
masses through music.”" This latter optimistic opinion was voiced in ear-
ly 1946 by Marjan Kozina, an important figure in the history of the Society
and of Slovene music in general, after whom the highest award given today
by Slovene composers to their fellow composers in recognition of lifetime
achievement is named. A certain amount of time would nevertheless have
to pass from the formal establishment of the Society, which by 1947 num-
bered 48 members, the majority of them members of the pre-war Ljublja-
na section of the Yugoslav composers’ association Udruzenje jugoslavenskih
muzickih autora (UTMA), to the actual commencement of activities.

Although most of the Society’s documents covering the period from
its founding to 1951 have been lost, references in the daily press give at
least a limited insight into the Society’s internal dynamics. A report on the

1 Marjan Kozina, “Iz beograjskega zivljenja,” Slovenski porocevalec VI, no. 5 (1946): 6.
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second general assembly by the Society’s secretary, the composer and eth-
nomusicologist Radoslav Hrovatin, reveals the author’s admiration for
those Serbian colleagues who had succeeded in organising six concerts
in their first year of activity, while the Slovene members “remain too en-
trenched in inherited individualism and are unable to break free from un-
productive isolation.”

The word “individualism” was a dangerous one at that time. Although
the first Yugoslav constitutional arrangements guaranteed artistic freedom,
at least at the declarative level, Slovenia at that time - as is vividly described
by Ale$ Gabri¢ — was characterised by the agitprop-dictated control of the
life of society, including cultural life.’ It is therefore no surprise that the first
work programme of the newly established organisation of Slovene com-
posers, drafted in 1947, included explicit ideological guidelines alongside
plans regarding music publishing. These guidelines were intended to lure
Slovene composers away from inherited individualism towards the cultur-
al construction of the popular masses, for which a different music created to
match the reality of the new life was required.*

The Slovene version of “socialist realism” differed from the Soviet mod-
el, and research to date has not confirmed any blatant ideological interfer-
ence in musical life by the authorities. It did, however, bring with it another
dangerous word: elite. Although music, being an abstract art, was consid-
ered less dangerous than literature or theatre, and also less “decadent” than
certain means of expression in the field of the visual arts, it nevertheless
still belonged in the circle of the arts, and therefore by its very existence
earned the negative label elite, which, in contrast to the more desirable ama-
teur cultural activities, was seen as a synonym for dubious and subversive
activities that could threaten the fundamental gains of the revolution.

The beginnings
The first documented traces of the activities of the Society of Composers

of Slovenia show that its priority in its earliest period was the protection
of copyright. A republic copyright institute, headed by the lawyer Martin

2 R(adoslav) H(rovatin), “Ob¢ni zbor Drustva skladateljev Slovenije,” Nasi zbori, glas-
beno-knjizna priloga 11, no. 3 (1947): 10; Redakcija [Editorial Board], “Iz NR Sloveni-
je, Drustvo skladateljev Slovenije,” Muzicke novine 11, no. 12 (1947): 2.

3 Ale$ Gabri¢, Slovenska agitpropovska kulturna politika: 1945-1952 (= Borec 43, no.
7-9) (Ljubljana: Mladika, 1991).

4 Redakcija, “Iz NR Slovenije,” 2.
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Briski, was set up under the Society’s aegis in 1947, in accordance with the
provisions of the Copyright Act. It is no surprise that, of all the profession-
al organisations in the republic, it was Slovenia’s composers who were first
to take steps to protect copyright, given that they were able to build on the
experiences of the pre-war UJMA, of which the majority of the newly estab-
lished Society’s members had been part. In his role as president of the re-
public institute, the composer Karol Pahor worked diligently to ensure that
legislative provisions were implemented in practice. He also managed to se-
cure the cooperation of the professional associations of writers, visual art-
ists, musicians and dramatic artists.

With the establishment of the Union of Composers of Yugoslavia in
1950, the circumstances were right for the transfer of copyright protec-
tion from the state to composers’ unions and associations. The Society of
Composers of Slovenia joined the Union a year later under its new pres-
ident Matija Bravnic¢ar, who would later also head the Union, and with a
new name - having renamed itself the Society of Slovene Composers (DSS)
in line with the rules. The Society participated actively in establishing the
Copyright Protection Institute under the Union’s aegis.’

The process of setting up the activities of the new institute brought
considerable challenges, in part linked to questions of the decentralisation
of the distribution of resources among the republics and among individual
societies of authors and composers, in part to questions of the internal or-
ganisation of the institute, and in part to changes in tax legislation, which
was unfavourable to authors and composers. Nevertheless, it may be as-
serted that in this first post-war decade the Society held far greater powers
and influence in the copyright field than at any point in its history to date,
and that despite the extraordinarily convoluted and ever-changing legisla-
tive framework, it managed to steer a course relatively skilfully between the
reefs of this complex and sensitive issue.

The newly founded Union of Composers of Yugoslavia also assumed
responsibility for the central planning of international cooperation, which
it initially established through reciprocal visits to composers’ associations
in Eastern European countries. These took place according to predeter-
mined quotas designed to ensure numerically balanced exchanges of rep-
resentatives of Yugoslav composers and international partners; these were
5 SAKOJ was officially approved by the Ministry of Internal Affairs of the Federal Peo-

ple’s Republic of Yugoslavia in Decision VI, No. 26078, on 8 September 1951. DSS Ar-

chive, Registrar I, January 6-December 12, 1951, document no. 311, dated January 3,
1952.
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then distributed among the composers’ societies of the individual repub-
lics, which decided autonomously on the international participation of
their own members within the allocated frameworks.

Interestingly, despite the relative closure of the borders, Slovenia’s
composers’ society was visited by a handful of guests from Western coun-
tries even in its first decade of activity. The first visit mentioned in the DSS
archives is that of the artistic director of the Edinburgh International Festi-
val, accompanied by a member of the festival’s committee, in January 1951.°
The authorities kept a close eye on international contacts and often sent cir-
culars to professional associations with detailed questions about them, on
the pretext of preparing lists of prestigious artists to invite to receptions
with international guests, and even enquiring about the language skills of
association members. It is to the credit of its successive executive boards
that the Society of Slovene Composers was not among the most conscien-
tious reporters of information of this kind. Even a request from the Union
of Composers of Yugoslavia to submit a list of English-speaking members,
apparently with a view to establishing contacts with American composers,
was refused on the grounds that it was necessary to cultivate official rather
than personal contacts with American composers, and that this would be
much easier if the Union were to provide “stylistically and formally suitable
translations” of texts discussing individual works.”

The second period

The second period of the Society’s history was marked by the change to the
model of social management that Yugoslavia, having distanced itself from
the Soviet model, introduced between 1953 and 1965 under the slogan “4D”
(democratisation, decentralisation, de-bureaucratisation and de-Stalinisa-
tion). The period is bookended by two changes of headquarters: in April 1954
the Society moved from its premises at the Academy of Music to a new home
in the offices of the Copyright Protection Institute at Gradi$¢e 7/1, while in
April 1965, after years of effort, it finally obtained its own premises at Num-
ber 6, Trg francoske revolucije in Ljubljana, where it still operates today.’

6 DSS Archive, Registrar I: January 6-December 12, 1951, documents no. 5, dated Jan-
uary 5, 1951; no. 7 dated January 13, 1951; no. 8 and 9 dated January 14, 1951.

7 DSS Archive, Registrar I, January 6-December 12, 1951, document no. 117, dated
April 18, 1951, and document no. 118, dated May 31, 1951.

8 DSS Archive, Registrar IV: April 11, 1954-April 30, 1955, document no. 33, dated
April 23, 1954, and Registrar January 1, 1964-December 4, 1965, document no. 1279,
dated April 15, 1965.
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The most important initiative within the Society in this period was the
commencement of independent publishing activities, succeeding a contrac-
tual collaboration with the state publishing house DrZavna zalozba Sloveni-
je, which included a joint programme committee and publishing plan. It
also included the music journal Slovenska glasbena revija, which appeared
in five volumes of four issues each, including a number of double issues, be-
tween 1951 and 1960. The journal’s music articles and sheet music sections
were edited by composers Marijan LipovS$ek and Matija Bravnicar. Despite
its modest scope and limited duration, this journal offers a valuable insight
into musical life in the 1950s and, given the conditions in which it appeared,
can be seen as a relatively ambitious and successful project.’

Independent publishing activities began under the name Edicije DSS
in September 1954 and were led by composer and pianist Marijan Lipovsek.
With a simple yet effective publishing programme, Edicije DSS has survived
to the present day and represents a pragmatic approach to the possibilities
that could be achieved in the given conditions, in other words the publica-
tion of solo and chamber works that were manageable in terms of scale and
costs and relevant in terms of content, in that they consist of works creat-
ed here and now and, at the same time, enjoy strong support from the So-
ciety’s membership, based on the direct interest of composers in the acces-
sibility of their works.

The first editions were created in an almost “cottage industry” style.
Between 1954 and 1970, the long-serving editor Marijan Lipovsek carried
out pioneering work on a Herculean scale, negotiating agreements with cal-
ligraphers and transcribers, correcting the proofs and transporting printed
materials by bicycle to printing houses and binderies himself.

Edicije DSS received a significant affirmation in the Yugoslav context
with an exhibition at the first Music Biennale Zagreb in 1961."

Although its priorities in the early years were the regulation of cop-
yright matters and the establishment of publishing activities, the Society
also promoted concerts of contemporary music in collaboration with other
organisers. After a first concert in 1947, at which it presented a programme
of Slovene music in collaboration with the Society of Performing Artists,
there came a decade of more or less randomly organised collaborations
during which the Society, owing to its lack of premises and limited financial

9 Editorial Board, “Editorial foreword,” Slovenska glasbena revija I, no. 1 (1951): 1.
10 Branimir Sakac, “Uoci Zagrebackog bijenala. Muzicki bijenale i njegova programska
koncepcija,” Zvuk, no. 73-74 (1967): 15—7.
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resources, was dependent on the programmatic openness of the Concert
Agency of Slovenia, the Slovenian Philharmonic and other partners.

From the systemic point of view, a significant predecessor of auton-
omous concert activities by the Society was the “joint working format” of
members of Slovenia’s composers’ and musical artists’ organisations under
the name Collegium musicum, an ensemble that operated under the artistic
direction of composer and pianist Pavel Sivic for a decade after its founda-
tion in 1957. Although foreign exchange restrictions and a shortage of sheet
music made scheduling concerts difficult, the “musical comradery” estab-
lished itself as important patron of the creators of contemporary music by
performing an impressive range of contemporary repertoire. One particu-
lar achievement of the Collegium musicum ensemble was its pioneering
work in educating listeners about contemporary music. Through themat-
ically coherent concert evenings enhanced by expert commentary, it pre-
sented musical works to which listeners would not otherwise have had ac-
cess, and did so in an engaging way."

The third period of the Society’s activity

The social context of the third period of the Society’s activity ranges from
liberalisation and the implementation of constitutional changes in Yugo-
slavia 1966 to the introduction of a system of “self-management cultural
policy” in 1974. In the history of the Society, this period represents a hey-
day in all areas of its activity, fostered on the one hand by external factors
such as the relaxation of the social atmosphere and the introduction of rel-
ative professional independence for those sectors that were considered “less
dangerous” to the political system, and on the other by the acquisition of its
own premises and the “thawing” of status restrictions within the Society’s
ranks. Thus, among the numerous activities that the Society now organised
into sections for the first time, representatives of popular music also found
a place — something that a decade earlier, when some members were anx-
iously warning the public about jazz, which was said to be “spreading like
weeds”, and causing young people to “give free rein to their instincts and for-
get about folk song and serious, noble music”,” would have seemed almost
unimaginable.

11 Sonja Kralj, “Sobivanje druzbenega, stanovskega in umetniskega v zgodovini Drust-
va slovenskih skladateljev” (PhD thesis, University of Ljubljana, 2011), 97-103.

12 Dragotin Cvetko, “Ob sodobnih problemih glasbene vzgoje,” Slovenska glasbena re-
vija II, no. 4 (1954): 59—-62.
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The most important initiative from this period is the DSS Concert At-
elier, launched in late 1966 at the instigation of composer and then secre-
tary Darijan Bozi¢. The idea behind the initiative was to combine contem-
porary creative explorations in music and art and give young musicians
the opportunity to perform concerts — at which at least half the works per-
formed would be by Slovene composers — in the Society’s new hall. The At-
elier’s first concert, on 21 November 1966, featured the mezzo-soprano Eva
Novsak and the pianist and composer Ljubo Rancigaj. Before the concert,
an exhibition of works by the sculptor Peter Cerne and the printmaker Jan-
ez Boljka was officially opened in the Society’s premises. Following an in-
troductory address by Jakob Jez, the musical evening in the packed hall
proved to be a big success.”

Many Slovene musical works commissioned by the Atelier team re-
ceived their premiere performances in the context of the Concert Atelier
series, while numerous works by international composers were also per-
formed in Slovenia for the first time. One interesting fact to which sever-
al writers have drawn attention is that in the 1960s, a period in which other
concert organisers were grappling with empty seats, the Society’s hall was
packed tight for Atelier concerts. Although “packed” is a relative term, giv-
en the hall’s small capacity, this consideration should be balanced by the
fact that the audience capable of appreciating programmes of this kind was
necessarily limited.

Other important aspects of the Atelier include the strengthening of co-
operation with performers at concert presentations and the promotion of
contemporary music. In view of the fact that, by 2005, more than 570 Slo-
vene soloists and around 7o foreign soloists, along with around 7o Slovene
ensembles and 20 foreign ensembles, had appeared in concerts of the Con-
cert Atelier series, the question arises as to how often works that were per-
formed for the first time as part of this series subsequently appeared on
concert programmes in other venues. Research to date has not provided an
answer to this question.

An additional attraction in the early years of the Atelier’s activity were
the accompanying exhibitions, whose openings coincided with concerts.
Unfortunately, owing to the Society’s difficult financial position, these
came to an end in the second half of the 1990s - a period in which the Soci-
ety’s concert activities almost dried up too. It is, however, worth asking why

13 Anon., “Koncertni atelje DSS,” Bilten DSS I, no. 6 (1966): 5.
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this combination of music and art was not resumed following the improve-
ment in the Society’s financial situation in the new millennium.

It may be concluded that the DSS Concert Atelier established itself as a
musical challenge for an educated and curious audience, and that the Soci-
ety’s little hall, which began 1999 under its new name of the Kogoj Hall, of-
fered, with its intimate atmosphere, a suitable venue for close encounters
with the latest musical explorations.

The third period of the Society’s is also characterised by a vigorous ex-
pansion of publishing activities and the transition from self-publishing to
professionalisation. This formally began on 6 January 1971, when publish-
ing was officially registered at the Commercial Court as a separate service
unit for the first time."* Marijan Lipovsek had been forced to retire the pre-
vious year due to illness and was succeeded by Ivo Petri¢, who led the So-
ciety’s publishing activities from 1970 until 2002. In developing its publish-
ing activities, the Society modelled itself on smaller publishing houses in
other countries, particularly in Germany, and received early advice about
legal arrangements for sheet music rights from Ivan Hanneberg, who had
successfully run the publishing activities of the Croatian composers’ soci-
ety for a number of years, and from Ruzica Stani¢, who headed the copy-
right office at the Union of Composers of Yugoslavia.” Following the regu-
lation of relationships with its members, the Society broadened its activities
and, in 1971, published a joint catalogue of sheet music in collaboration with
the Slovenian Philharmonic, RTV Ljubljana and the Slovenian Academy of
Sciences and Arts, all of which owned a considerable quantity of orches-
tral scores.

A year later, the Society signed its first international general representa-
tion agreement for sheet music with the German publisher Musikverlage
Hans Gerig.'* The areas of representation were divided between the two
publishers in such a way that the Society of Slovene Composers retained the
right to represent composers in “socialist countries”, while Musikverlage
Hans Gerig acquired the right of representation in the West. The two part-
ners also collaborated on a form of co-production, whereby the German

14  Ivo Petri¢, “Report by the Secretary of the DSS Executive Board on the activities and
actions from February 15, 1970, to January 16, 1972,” DSS Archive.

15 Kiralj, “Sobivanje druzbenega, stanovskega in umetniskega,” 457.

16 The contract was ceremoniously signed on 14 April 1972 at the Societies” premises
by President Dane Skerl, Secretary Ivo Petri¢ and Rudolf Liick, the Hans Gerig Pub-
lishing House’s classical music editor. DSS public statement, document no. 313, dat-
ed April 14, 1972, DSS Archive.
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publisher purchased a specific number of the Society’s editions, bound
them in covers with its own logos, and presented them on the internation-
al market as its own editions.

The signing of the agreement attracted considerable attention in do-
mestic cultural circles, since it was the first of its kind in Yugoslavia. The
Society was very proud of it, although from the point of view of revenue, the
results for Slovene composers were not exactly encouraging. In actual fact,
some aspects of the arrangement, including the printing of additional cata-
logues and brochures in foreign languages, meant that fulfilling the agree-
ment caused considerable additional expenses for the Society. Even so, the
final balance could be said to be positive, primarily because the partner-
ship with Hans Gerig was the first direct connection with the internation-
al publishing market. At a time when the Society was still establishing itself
as an independent music publishing house, it opened the door to opportu-
nities which, for reasons including politics, a lack of business connections
and unfamiliarity with market principles, it would not have obtained on
its own. Following this first international partnership, the next ones came
more easily. In 1974 the Society signed its second international general rep-
resentation agreement, this time with the German publisher Edition Peters
of Leipzig.”

This was followed by a third agreement in 1978 with the Hungarian
publisher Editio Musica Budapest. The contract with the largest Hungarian
music publisher was signed at the Edicije DSS exhibition, which was held at
the Franz Liszt Academy of Music in Budapest in March 1978. This agree-
ment granted DSS the rights to represent the publisher’s performance ma-
terials throughout Yugoslavia, thereby increasing the society’s income and
furthering its growing reputation.™

The publishing activities of the Society also included new initiatives
such as a collection of early Slovene works entitled Slovensko glasbeno iz-
rocilo (The Slovene musical tradition), launched in 1967, which, however,
did not remain under the Society’s auspices for long and in 1972 was ceded
under contract to the publishing house Obzorje, along with the funds ear-
marked for it; the Society’s newsletter Bilten (Bulletin), produced under the

17 D(ane) S(kerl), “Veliko priznanje. Glasbeno-zaloznisko sodelovanje med Edicijami
Drustva slovenskih skladateljev in Edition Peters iz Leipziga,” Delo XVI, no. 230
(1974): 8.

18  Minutes of the General Assembly of the Slovene Composers’ Society, 17 May 1978
and Letter from the DSS to the Slovenian Institute for International, Scientific, Tech-
nical and Educational-Cultural Cooperation, 18 September 1978, DSS Archive.
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editorship of Borut Loparnik; and promotional leaflets for Slovene compos-
ers prepared by Alojz Srebotnjak.”

A significant expansion into the publishing of sound recordings came
with the launch of the Musica Slovenica collection of gramophone records,
a joint initiative of the Society, RTV Ljubljana and the Helidon label, which
began in 1970. The Society was not as fortunate in this venture as it had
been with Edicije DSS, for several reasons. First, when planning its release
programme it was entirely dependent on RTV’s recording schedule and
archive recordings; secondly, it was also dependent on Helidon’s release
schedule, which prioritised commercial sound recordings; thirdly, there
was the issue of the lack of availability of high-quality vinyl pellets to press
into discs. Once these difficulties were joined by the financial problems that
characterised the Society’s existence in the subsequent period, the decision
was taken in 1979 to surrender the collection to Helidon.* This led to a gap
in the Society’s music publishing activities that would not be filled until the
creation of the Ars SlovenicA digital collection in 1996.™

At this point it is worth mentioning another significant expansion of
the Society’s activities in this period. Although the first initiative to com-
mission new Slovene works came from the Union of Composers of Yugo-
slavia, which in 1966 invited composers to create works to mark a political
jubilee, namely the 25" anniversary of the uprising of the Slovene nation,™
support for the creation of original Slovene musical works was from that
moment on a constant part of the Society’s programme.

The fourth period of the Society’s history

The fourth period of the Society’s history may be said to have begun after
the anti-liberal purges of the late 1960s and early 1970s, when the new Yu-
goslav constitution introduced a system of “self-management cultural pol-
icy”. It was in this period that the first tendencies towards centralism and
unitarism began to be felt. These became apparent in education and cul-
ture through proposals for common core curricula, and also significantly

19  Anon., “Poziv na subskripcio zbirke Slovensko glasbeno izrodilo,” Zvuk, no. 8o
(1967): 83; Anon., “Seja UO DSS dne 1. 9.,” Bilten DSS 11, no. 8 (1967): 7.

20 Minutes of the Committee for the Release of Slovenian Art Music Records, Decem-
ber 8, 1969 and document no. 224, 5 July 1979, DSS Archive.

21 Invitation to a press conference on the release of CDs, 18 April 15, 1997, DSS Archive.

22 Minutes of the Executive Board, 30 June 1966, DSS Archive.
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marked conditions within the microcosm of the Union of Composers of
Yugoslavia.

The period is considered the most difficult in the Society’s history to
date, since as a result of changed economic, political and social conditions
it found itself in a vortex of changes that greatly affected the content and
scope of its activities. Self-management and the delegate system were hard-
ly tailored to satisfy professional interests, particularly when combined
with a financial crisis and a significant deterioration in relations among
the constituent nations of Yugoslavia. At the same time, the composer’s art,
with the expressive means at its disposal, was not a convenient “poem to
use today” (to quote the well-known poem by Oton Zupan¢i¢), and this is
probably the reason why, in the whirlwind of turbulent social movements
in which the writers’ association played an important state-building role,
the composers’ society stood somewhat to the side.

It could be said of this period that the Society’s activities survived in
it despite the pressures from the wider social environment and conditions
in the Union of Composers of Yugoslavia, where executive board chair-
man Dane Skerl was faced with a paralysis of the activities of the profes-
sional service as a result of the distorted application of the delegate system
amid growing interethnic tensions. Skerl would later recall that in that pe-
riod there was a lot of talk but little action in the Union.”

The space for international cooperation had also narrowed. Slovene
composers took less and less advantage of the opportunities for exchang-
es offered by the Union, while they themselves had not yet established any
more prominent international cooperation.

The Society began to sink into financial crisis in this period. This was
partly caused by the inadequate funding of its core activities, with the Soci-
ety only receiving a third of the necessary funds from the republic’s budget,
and further exacerbated by the additional costs of expanding the Society’s
premises and renovating the ground floor of the building, where it planned
to open a sheet music shop in conjunction with DrZavna zalozba Slovenije.
A third reason was the temporary halt in the publishing arm’s international
operations as a result of ownership changes at its Western partners. The sit-
uation deteriorated to the extent that the Society was forced to ask the Un-
ion for an advance on copyright royalties, without which it would not have
been able to pay employees’ salaries or cover ongoing expenses.

23 Minutes of the General Assembly of the Slovene Composers’ Society, held on 16
March 1977, DSS Archive.



SKLADATELJSKA DRUSTVA NEKOC IN DANES | COMPOSERS  SOCIETIES PAST AND PRESENT

External challenges were joined by internal tensions. The members
of the Society no longer felt that it was sufficiently theirs, and therefore
no longer participated actively in its activities, while the executive board,
headed by Bojan Adami¢, was burdened by “a paper battle that grew worse
every day and threatened to turn us into bureaucrats who would completely
forget about music, if we hadn’t already.”™*

Further complications were caused by a new system of commissioning
musical works that seriously affected relations between the Society of Slo-
vene Composers and the Cultural Community of Slovenia, which under the
new political arrangements had also assumed responsibility for the field of
music. In a heated public debate, the Society accused the representative of
the authorities, who advocated a transition from directly supporting com-
posers to supporting performers, of a lack of professionalism and transpar-
ency in the allocation of funds, while for its part the Cultural Community
hit back with the accusation that funds for the promotion of new musical
works had been distributed on too informal a basis in the past.”

The strained relations between the two organisations also led to a re-
duction in funding for concert activities. Despite this, the Society staged a
gala concert on 19 December 1989 as a way of thanking the sponsors and
donors who had contributed financial means for the renovation of its prem-
ises. It was on this occasion that the Society’s clubroom was renamed the
Osterc Room and the concert hall of the DSS Concert Atelier became the
Kogoj Hall.**

The final period

The final period of the present outline of the Society’s history corresponds
to the period in which Slovenia attained independence and its first dec-
ade and a half as an independent state, in other words the years 1990-2005,
ending with the 6oth anniversary of the Society’s founding. The legislative
changes adopted in Yugoslavia in 1989 in order to allow multiparty elec-
tions had transferred the responsibility for culture back to the state and
municipalities. Slovene composers participated actively in the process of
establishing conditions for culture in the new state, both by setting out

24  Minutes of the General Assembly of the Slovene Composers’ Society, held on 20
March 1980, DSS Archive.

25  Kralj, “Sobivanje druzbenega, stanovskega in umetniskega,” 343-9.

26  Minutes from the 10" meeting of the DSS Executive Board, held on 6 December
1989, DSS Archive.
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programmatic guidelines and by taking part in protests against the pro-
posed tax legislation, which they said would leave artists at the mercy of the
market and equate them with tradesmen.

But initiatives regarding programmes took a back seat when Slovenia’s
barely established statehood was threatened by brute military force. Fol-
lowing the attack on Slovenia, the Society released a public statement in
which it condemned the Yugoslav army for usurping “the decision on the
freedom of the Slovene nation, which had exercised its inalienable right to
choose a free and independent state.“”” It also informed related professional
associations and business partners in other countries.

The Society’s activities in newly independent Slovenia were character-
ised by important initiatives regarding concert activities. These included
the Night of Slovene Composers, an event modelled on Vienna’s Lange Nacht
der Musik, which was inaugurated by composer Marko Mihevc in 1992 and
has become a fixture of the Society’s programme. The defining characteris-
tic of this event is the presentation of works in a variety of styles and com-
positional approaches, linked by the common circumstance of having been
composed within a short period before the event.* Since 1996, the Night of
Slovene Composers has been an integral part of the programme of the Slo-
venian Music Days.” As is the case with the Concert Atelier series, a key ele-
ment of its programme consists of premiere performances of works through
which the Society encourages the musical creativity of its members. In 2003
the event included, for the first time, a concert specifically aimed at a young
audience, organised in conjunction with Jeunesses Musicales Slovenia. This
too has since become a fixture of the Society’s programme.

With independent Slovenia having become a full member of the Inter-
national Society for Contemporary Music in 1992, the Society organised the
first edition of the contemporary music festival Musica Danubiana in 1998.
This event, under the artistic direction of Pavel Mihel¢i¢, connected the
new creative achievements of composers from ten central European coun-
tries. In 2004 the festival was transformed into a biennial international

27  Statement sent by the DSS to the media on 1 July 1991, DSS Archive.

28  Program application to the Ministry of Culture for 1992, dated September 30, 1991,
DSS Archive.

29  The Minutes of the 16™ meeting of the DSS Executive Board, held on 20 December
1995, and the 19" meeting, held on 14 May 1996, DSS Archive.
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manifestation under the name Unicum, and has become a regular part of
the Society’s concert activities.™

Among the most important international events organised by the So-
ciety since Slovenia was welcomed as a full member of the International
Society for Contemporary Music, following independence, are the ISCM
World Music Days, hosted by Slovenia for the first time in 2003 (in other
words towards the end of the period covered by the present paper). Under
the artistic direction of composer Pavel Mihel¢i¢ and the slogan New Mu-
sic for the Third Millennium, the Society presented, in collaboration with
event co-producer Cankarjev Dom, a programme of 28 concerts running
from 26 September to 3 October 2003 and attracting a total audience of
around 15,000. The event also included four sessions of the ISCM Gener-
al Assembly.”

Also worth mentioning, although it goes beyond the scope of this ar-
ticle, is that Slovenia hosted the ISCM World Music Days for a second time
in 2015.

In the field of copyright, the Society joined the International Confed-
eration of Societies of Authors and Composers (CISAC) in 1993 — in other
words before the establishment of the Slovenian copyright agency SAZAS
— thus enabling the re-establishment of copyright protection in the Socie-
ty’s own premises.”

A decade later, it also encouraged the creation of the Slovenian Music
Information Centre (SIGIC), providing it with premises and supporting it
in its early years with organisational and human resources.”

In the publishing field, Edicije DSS has continued to move with the
times and in 2003 introduced the Muzicije collection of digital editions of
sheet music, enabling scores to be printed more quickly and economical-
ly and allowing the publishing house to respond more quickly to the actu-
al needs of performers.”* The Society’s publishing activities have expanded
in the new millennium and stabilised at a level of sheet music publication
and sound recording releases that is appropriate for conditions in Slovenia,

30  Dusan Bavdek, “Report from the Round Table of Delegates from the Music Danubi-
ane Countries,” 2 November 1998, DSS Archive.

31 Katarina Bogunovic, ed., Nova glasba za tretje tisocletje = New music for the third
millennium: Catalogue Svetovni glasbeni dnevi ISCM (Ljubljana: s.n., 2003).

32 Document without a number, dated 21 February 1991, DSS Archive.

33 Minutes of the 6™ meeting of the DSS Executive Board, 8 April 2003, DSS Archive.

34  Letter to members, dated 24 March 2003, DSS Archive.
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complemented by strong rights management and representation activity
that is providing a solid financial foundation for future operations.

The Society began the celebrations of its sixtieth anniversary with the
separation of its operational and programme management, the restructur-
ing of its financial operations, significantly increased activity and renovat-
ed premises. It also obtained the use of the premises on the ground floor of
its building that it had been trying to secure since the 1980s.

The dynamics of society at that time could be illustrated by the words
of its President at the time, Jani Golob. When asked at the 60" anniversa-
ry celebrations how he predicted the future, he humorously replied: “In the
next sixty years, we will double or triple what we are doing now.”™

The importance of the Society of Slovene Composers

The Society of Slovene Composers is a professional association and, as such,
in addition to its wide range of programme activities, has also looked after
the professional needs of its members throughout the entire period of activ-
ity covered by the present paper. This has included giving its opinion on the
granting of freelance artist status or increases in the pension entitlements
or healthcare and tax benefits of Slovene composers. In its early years it also
provided loans to members who found themselves in financial and social
difficulties and helped them arrange workspaces, purchase manuscript pa-
per, and so on. It provided them with petrol vouchers and, in the period of
foreign exchange restrictions, even helped them buy tax-free musical in-
struments and tape recorders, in cooperation with the Union of Compos-
ers of Yugoslavia. Within the limits of its financial resources, it has contrib-
uted to preserving the memory of its late predecessors in their birthplaces
and places of remembrance.

The natural companions of the society of musical creators were per-
forming ensembles, including the aforementioned Collegium musicum and
the Ansambel Slavko Osterc. The latter began its artistic journey in 1961 as
part of the Collegium cycle, still without a name. Although not formally part
of the society’s regular activities, the ensemble played an exceptional am-
bassadorial role in promoting contemporary Slovenian and Yugoslav mu-
sical creativity at home and abroad under the direction of its long-standing

35 Jani Golob’s statement from the documentary film “Drustvo slovenskih skladateljev
in njegov ¢as [The Society of Slovene Composers and Its Time].” Based on a screen-
play by Sonja Kralj, the film was directed by Ale§ Zemlja and produced by Television
Slovenia’s Cultural and Arts Programme in 2005.

33



SKLADATELJSKA DRUSTVA NEKOC IN DANES | COMPOSERS  SOCIETIES PAST AND PRESENT

artistic director, Ivo Petri¢. The society supported the ensemble through-
out, probably also due to the fortunate circumstance that Petri¢ served not
only as the ensemble’s artistic director but also as the society’s secretary
and a member of the executive board, as well as the head of its publishing
activities. Another notable ensemble is Ansambel za sodobno glasbo MDy
(MD7 Contemporary Music Ensemble), which has participated in the Mu-
sica Danubiana festival since 2001 under the artistic direction of Pavel Mi-
hel¢i¢ and continues its work under artistic direction of Nenad First. Ad-
ditionally significant for this article is Komorni orkester solistov Drustva
slovenskih skladateljev (KOS DSS), the Chamber Orchestra of Soloists of
the Society of Slovene Composers, which was founded in 2004 on the ini-
tiative of its artistic director Marko Mihevc and is predominantly commit-
ted to the first performances of new chamber and smaller orchestral com-
positions by Slovenian composers.

Since the moment of its founding, the society has actively advocat-
ed for a place for Slovene music in institutional programmes, which it has
attempted to achieve through the presence of its representatives on pro-
gramme councils and on the advisory committees of cultural policy bod-
ies. It has awarded prizes to performers who made a significant contribu-
tion to the dissemination of contemporary Slovene music, drawn attention
to the importance of music in education, and frequently expressed its disa-
greement with the programming policy of leading musical institutions and
state radio.

The focus of the Society’s efforts in this field is clearly illustrated by the
dynamics of its relationships in the early period, most notably in its pub-
lic dispute with the Slovenian Philharmonic. This incident is highlighted
here because it goes beyond merely defending the frequently diametrically
opposed interests of the representatives of composers on the one hand and
performers on the other. The issue becomes complex because there are pro-
fessional colleagues on both sides of the dispute. The public request by Mat-
ija Bravnicar, the president of the Society’s executive board, to the Sloveni-
an Philharmonic in 1951 that it increase the proportion of Slovene works
in its programme - on the grounds that “Slovene music should not be a
Cinderella amid rich foreigners in its own land”* — was one that the Phil-
harmonic’s manager Lucijan Marija Skerjanc, a composer himself, found
hard to ignore. It is therefore no surprise that works by Slovene composers

36  Matija Bravnicar, “Programska politika Slovenske filharmonije,” Slovenski poroceva-
lec XII, no. 18 (1951): 5.
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accounted for almost a third of Philharmonic’s programme in the follow-
ing concert season. Yet this ratio was only retained for two years. Faced
with a dwindling audience — which, apparently, “had certain principles, and
according to these principles preferred to stay at home””’ - the Philharmon-
ic steered its programming in a safer direction and reduced the share of
home-grown music to its original proportions, while one of its board mem-
bers, the critic Valens Vodusek, berated the Society for allowing its exec-
utive board to “arbitrarily arrogate to itself the title of supreme supervisory
body of the whole of Slovenia’s musical and cultural policy.””*

But the differences of views and contrasting programming interests of
the two parties paled into insignificance when survival was at stake. So it
was that, in 1968, the Society of Slovene Composers strongly opposed the
authorities’ mooted plan to combine Ljubljana’s two symphony orchestras,
which would have meant the end of the Slovenian Philharmonic. Through
open letters and appearances by its representatives at round-table discus-
sions, it drew attention to the Philharmonic’s valuable role in Slovene musi-
cal life, thus justifying its mission as the “guardian” of the interests of Slo-
vene music.”

We may conclude with the thought that the activities of the Society of
Slovene Composers over the course of its history have been closely linked to
changing social and cultural-political circumstances, and that through this
historical process it has gone significantly beyond its primary role of satis-
fying the professional needs of its members and, in certain periods of its ex-
istence, taken its place among the key co-shapers of Slovenia’s musical life,
cultural policy and national musical identity.

Bibliography

Archival Sources
SI DSS archive:
Reg. I: January 6-December 12, 1951, document no. 5, 5. 1. 1951.
Reg. I: January 6-December 12, 1951, document no. 7, 13. 1. 1951.
Reg. I: January 6-December 12, 1951, document no. 8, 14. 1. 1951.
Reg. I: January 6-December 12, 1951, document no. 9, 14. 1. 1951.

37  Valens Vodusek, “Preokret v glasbeni politiki,” Nasi razgledi 111, no. 22 (1954): 17-8.
38  Ibid.

39  Editorial board, “Prevladuje mnenje, da je potrebno nekaj ukreniti. Pogovor za
okroglo mizo o problemih orkestralnega zivljenja v Ljubljani,” Delo X, no. 43 (1968):
5; document no. 14, dated 16 January 1968, DSS Archive.

35



SKLADATELJSKA DRUSTVA NEKOC IN DANES | COMPOSERS’ SOCIETIES PAST AND PRESENT

Reg. I: January 6-December 12, 1951, document no. 117, 18. 4. 1951.
Reg. I: January 6-December 12, 1951, document no. 118, 31. 5. 1951.
Reg. I: January 6-December 12, 1951, document no. 311, 3. 1. 1952.

Reg. I'V: April 11, 1954-April 30, 1955, document no. 33, 23. 4. 1954.
Reg. January 1, 1964-December 4, 1965, document no. 1279, 15. 4. 1965.

Minutes of the Committee for the Release of Slovenian Art Music Records, 8. 12.
1969.

Minutes of the General Assembly, 16. 3. 1977.

Minutes of the General Assembly, 17. 5. 1978.

Minutes of of the General Assembly, 20. 3. 1980.

Minutes of the Executive Board, 30. 6. 1966.

Minutes from the 10" meeting of the Executive Board, 6. 12. 1989.

Minutes of the 16" meeting of the Executive Board, 20. 12. 1995.

Minutes of the 19™ meeting of the Executive Board, 14. 5. 1996.

Minutes of the 6™ meeting of the Executive Board, 8. 4. 2003.

Document no. 14, 16. 1. 1968.

Document no. 224, 5. 7. 1979.

DSS public statement, document no. 313, April 14, 1972.

Letter to the Slovenian Institute for International, Scientific, Technical and
Educational-Cultural Cooperation, 18. 9. 1978.

Document without a number, 21. 2. 1991.

DSS statement for the media, 1. 7. 1991.

Invitation to a press conference on the release of CDs, 18. 4. 1997.
Program application to the Ministry of Culture for 1992, 30. 9. 1991.

Letter to members, 24. 3. 2003.

Bavdek, Dusan. “Report from the Round Table of Delegates from the Music
Danubiane Countries.” 2 November 1998.

Petri¢, Ivo. “Report by the Secretary of the DSS Executive Board on the activities
and actions from February 15, 1970, to January 16, 1972.”

Literature

Gabri¢, Ales. Slovenska agitpropovska kulturna politika: 1945-1952 (= Borec 43, no.
7-9). Ljubljana: Mladika, 1991.

36



THE COEXISTENCE OF THE SOCIAL, THE PROFESSIONAL AND THE ARTISTIC

Kralj, Sonja. “Sobivanje druzbenega, stanovskega in umetniskega v zgodovini
Drustva slovenskih skladateljev.” PhD thesis, University of Ljubljana, 2011.

Periodicals

Anon. “Koncertni atelje DSS.” Bilten DSS I, no. 6 (1966): 5.

Anon. “Poziv na subskripcio zbirke Slovensko glasbeno izro¢ilo.” Zvuk, no. 8o
(1967): 83.

Anon. “Seja UO DSS dne 1. 9.” Bilten DSS 11, no. 8 (1967): 7.

Bravnicar, Matija. “Programska politika Slovenske filharmonije.” Slovenski
porocevalec XII, no. 18 (1951): 5.

Cvetko, Dragotin. “Ob sodobnih problemih glasbene vzgoje.” Slovenska glasbena
revija I1, no. 4 (1954): 59-62.

D(ane) S(kerl). “Veliko priznanje. Glasbeno-zaloznisko sodelovanje med
Edicijami Drustva slovenskih skladateljev in Edition Peters iz Leipziga.”
Delo XVT1, no. 230 (1974): 8.

Editorial Board. “Iz NR Slovenije, Drustvo skladateljev Slovenije.” Muzicke
novine 11, no. 12 (1947): 2.

Editorial Board. “Editorial foreword.” Slovenska glasbena revija I, no. 1 (1951): 1.

Editorial board. “Prevladuje mnenje, da je potrebno nekaj ukreniti. Pogovor za
okroglo mizo o problemih orkestralnega Zivljenja v Ljubljani.” Delo X, no.
43 (1968): 5.

R(adoslav) H(rovatin). “Ob¢ni zbor Drustva skladateljev Slovenije.” Nasi zbori,
glasbeno-knjizna priloga 11, no. 3 (1947): 10.

Kozina, Marjan. “Iz beograjskega Zivljenja.” Slovenski porocevalec V1I, no. 5
(1946): 6.

Saka¢, Branimir. “Uoci Zagrebackog bijenala. Muzicki bijenale i njegova
programska koncepcija.” Zvuk, no. 73-74 (1967): 15-7.

Vodusek, Valens. “Preokret v glasbeni politiki.” Nasi razgledi II1, no. 22 (1954):
17-8.

Other Sources

Bogunovi¢, Katarina, ed. Nova glasba za tretje tisocletje = New music for the third
millennium: Catalogue Svetovni glasbeni dnevi ISCM. Ljubljana: s.n., 2003.

Zemlja, Ales. Documentary film »Drustvo slovenskih skladateljev in njegov ¢as.«
Screenplay by Sonja Kralj. Ljubljana: TV Slovenia, 2005.

37






(@) ov-ne |

E contra U: Zusammenarbeit und Streit zweier
Sparten im Osterreichischen Komponistenbund
Hartmut Krones

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

Am 14. Juni 1913 schlossen sich Osterreichs schopferische Musiker in einer
unter dem Vorsitz des Komponisten und Ehrenchormeisters des Wiener
Mainnergesangvereines Eduard Kremser stattfindenden ,,constituierenden
1. Versammlung des Oesterreichischen Komponisten-Clubs“ zu einer In-
teressen-Vereinigung zusammen, die nicht nur gesellschaftliche Kontakte
pflegen und Fachgespréche fordern sollte, sondern durchaus kimpferische
Aktionen zur Durchsetzung ureigenster Anliegen des Komponistenstandes
im Sinne hatte." Zunichst als ,,Club® gegriindet, war die 1917 in ,,Kompo-
nistenbund“ umbenannte Vereinigung zunichst vor allem ein Zusammen-
schluf$* von Komponisten der sogenannten ,heiteren Richtung®, also der
heute ,,U-Musik“ genannten Sparte. Unter Prasident Kremser war Carl Mi-
chael Ziehrer 1. Vizeprasident, nachster Prasident war dann der Operetten-
komponist Heinrich Reinhardt, sein ,,Vize* wurde Franz Lehdr. Auch Rein-
hardts Nachfolger Charles Weinbegrer war Operettenkomponist, und ihm
folgte 1925 mit Rudolf Sieczynski ein berithmter Komponist von Wienerlie-
dern, vor allem des Liedes Wien, Wien, nur du allein. Sieczynski sollte spa-
ter als christlichsozialer niederdsterreichischer Landesbeamter Leiter des

1 Zur Geschichte des Osterreichischen Komponisten sieche Hartmut Krones, ,,100
Jahre Osterreichischer Komponistenbund 1913-2013% in 100 Jahre Osterreichischer
Komponistenbund 1913-2013, Hrsg. Hartmut Krones (Wien: Praesens, 2013), 11-121.

2 Angesichts der zahlreichen Zitate in alter Rechtschreibung folgt auch der Autor den
damaligen Regeln.
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KZ-ahnlichen Anhaltelagers Wollersdorf werden, das die Austrofaschis-
ten 1933 errichteten, um linke und rechte politische Gegner zu inhaftieren.’

Als dann die RAVAG, die Osterreichische Rundfunkanstalt, ab 1926
gemeinsame Konzerte mit dem Komponistenbund veranstaltete, wurden
nur ,Wiener Weisen®, dann ,,Chansons und Kabarettlieder®, dann ,, Tanz-
lieder und sogar ,Kinderlieder” programmiert, weil die ,,Komponisten
ernster Richtung“ ohnehin ,,in gesonderten Abenden oder in anderen Pro-
grammen” gespielt wiirden. Erst April 1927 gab es die erste Sendung mit
»ernster Musik, doch sehr bald stornierte der Rundfunk die speziellen
Komponistenbund-Konzerte und bat um Partituren, um selbst die Aus-
wahl vorzunehmen.

1927 gab es eine Statuteninderung, die den OKB in eine Sektion fiir
ernste und eine fiir heitere Musik teilte, wodurch es — unter dem gemein-
samen Priasidenten Sieczynski — auch fiir die ernste Musik einen Teil-
Vorstand gab. Und er war durchaus prominent; ihm gehorten u. a. Jo-
seph Marx als Vorsitzender sowie Alban Berg, Egon Wellesz, Hans G4l,
Karl Weigel und Robert Heger an. Dadurch konnten nun auch zahlrei-
che Konzerte mit avancierter moderner Musik veranstaltet werden, in
denen neben den genannten Vorstandsmitgliedern auch Anton Webern,
Paul Amadeus Pisk, Josef Matthias Hauer, Ernst Krenek, Ernst Toch oder
auch Emil Hochreiter erklangen. — Die Bemithungen um eine Verlinge-
rung der Schutzfrist, die die Werke von Johann Strauf; langer tantiemen-
pflichtig machen sollte, fanden aber nur einen kleinen Erfolg: nach ei-
ner Verlingerung ,auf vorldufig 32 Jahre* blieben die weiteren Versuche
erfolglos.*

1930 wurden die zwei Sektionen dann endgiiltig selbstandig, weil auch
die ,,E-Sparte einen eigenen Prisidenten stellte: Joseph Marx. Der Rund-
funk prasentierte aber insbesondere Wienerlieder, weil

3 Mitteilung der Witwe Sieczynskis auf dem Fragebogen, den Siegfried Lang zur Er-
stellung seines Lexikons aussandte (Archiv des Osterreichischen Komponistenbun-
des). Siegfried Lang, Lexikon osterreichischer U-Musik-Komponisten im 20. Jahrhun-
dert (Wien: Osterreichischer Komponistenbund, 1986); zu Sieczynski s. S. 183f. 1996
erschien noch ein Nachtrag.

4 Hiezu siehe: Hartmut Krones, ,,Der Kampf der Komponisten der ,heiteren® Musik
um Anerkennung sowie um eine gerechte Abgeltung ihrer Kunst®, in Opereta med
obema svetovnima vojnama | Operetta between the two world wars (= Studia musico-
logica labacensia 5), Hrsg. Jernej Weiss (Koper, Ljubljana: Zalozba Univerze na Pri-
morskem, Festival Ljubljana, 2021), 73-91, hier 77-87.
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infolge reichlicherer Sendung von Werken der Literatur und insbeson-
dere von wissenschaftlichen Vortragen der Zeitraum, der fiir die Sen-
dung ernster Musik zur Verfiigung steht, gekiirzt werden muf3te.’

Dagegen fillten die Eigenveranstaltungen nur einen bescheide-
nen Rahmen, erreichten allerdings als internationale Austauschkonzer-
te zahlreiche Lander. Vor allem Egon Wellesz konnte seine Beziehungen,
die er als bedeutender Musikwissenschaftler besaf3, fiir diesen Austausch
nitzen. Zwischen 1931 und 1934 fanden Konzerte mit Osterreichischer
~ernster Musik in Kopenhagen, Berlin, Zagreb, Amsterdam, Utrecht,
Miinchen, Koéln, Helsingfors, Warschau, Paris, Posen, Stockholm, Prag,
Laibach und Ziirich statt, dann dnderten sich die Verhiltnisse durch die
christlich-soziale Diktatur des sogenannten Stindestaates, in dem alle
anderen Parteien verboten waren und auch das Kulturleben Einschrén-
kungen erfuhr.

Der politisch wohlgelittene U-Musik-Prasident Rudolf Sieczynski wies
damals vehement darauf hin, dafy das ,,BewufStsein rege werde[n miifdte],
daf$ das Wienerlied als typisches Osterreichisches Kulturgut einer fortgesetz-
ten, intensiven Pflege bedarf” und konnte neben neben den traditionellen
Konzerten ernster und unterhaltender Musik noch die sogenannten ,,Wie-
nerliederpremieren-Abende“ einrichten, die erneut einen Uberhang von ,,U-
Musik® zur Folge hatten. Trotzdem fanden die internationalen Austausch-
konzerte weiterhin statt, bis der Einmarsch der deutschen Armee im Mirz
1938 allen Osterreichischen Eigeninitiativen ein Ende setzte.

Und typischerweise galt der erste Beschlufl der wie alle Vereinigun-
gen mit den NS-Pendants ,gleichgeschalteten Urheberrechtsgesellschaft
A K.M. den Regelungen fiir die nur ,,U-Komponisten® betreffende ,,Ton-
film-Verrechnung® - sie wurden riickwirkend ,,dem bei der [deutschen]
STAGMA giiltigen Schliissel“ angepaf3t. Die Jahre 1938 bis 1945 konnen aber
nicht unser Thema sein, da sie dem Einfluf$ der 6sterreichischen Kompo-
nisten entzogen bzw. nur in Zusammenarbeit mit den Nationalsozialisten
zu Aktivitdten fithren konnten. Immerhin war die U-Sparte durch den Eh-
renprasidenten der AKM, Franz Lehar, wiirdig vertreten, da er von Reichs-
minister Dr. Joseph Goebbels als ,fithrender deutscher Unterhaltungskom-
ponist, ja sogar als der grosste iiberhaupt lebende Unterhaltungskomponist®

5 Festellung der musikalischen Leitung der RAVAG in der Besprechung mit dem Pri-
sidium des Komponistenbundes vom 18. November 1930. Osterreichische Autoren-
Zeitung 11, Heft 4 (Dezember 1930): 8.
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in den Beirat der STAGMA berufen wurde. (Alle Dokumente, die die ,,NS-
Jahre* 1938-1945 betreffen, kdnnen nachgelesen werden.)*

Nach der Wieder-Errichtung des ., Osterreichischen Komponistenbun-
des” vom November 1947 setzten sich leider auch die Mif$stimmungen und
Meinungsverschiedenheiten zwischen ,,E-Sektion® und ,,U-Sektion“ fort,
die zum Teil sogar weiterhin ideologisch-politische Lager der Jahre 1938—
1945 widerspiegelten. Zunichst mufiten sich die Mitglieder fiir eine der bei-
den Sektionen entscheiden, obwohl in einer Sitzung festgestellt wurde, daf3
es ,nach Ansicht samtlicher Anwesenden keine speziellen ,Unterhaltungs-
oder ,ernste’ Komponisten, sondern nur Komponisten guter und schlechter
Musik, die in beiden Sparten vorkommen konnen®, giabe.”

In den Folge arbeiteten die beiden nach wie vor getrennten Sparten
zwar unter gegenseitiger Information, aber trotzdem voéllig eigenstindig
nebeneinander; dabei gaben beide Sparten Schallplatten heraus® und ver-
handelten mit dem Rundfunk uber héhere Quoten Osterreichischer Musik
oder mit der Regierung iiber Subventionen fiir wissenschaftliche Untersu-
chungen oder fiir gesetzliche Mafinahmen zur Férderung zeitgenossischer
Musik. Unter der Prasidentschaft von Kurt Rapf profilierte sich die E-Spar-
te daneben (ab 1970) mit dem von Augustin Kubizek redigierten Fachblatt
Der Komponist, das Grundsatzartikel, Dokumentationen von Neuerschei-
nungen oder Berichte iiber wichtige Konzerte vereinigte, sowie mit dem
Orchesterkatalog, der samtliche Orchesterwerke Osterreichischer Kompo-
nisten, die nach dem 1. Jinner 1945 (noch) lebten, zusammenfafite;’ die U-
Sparte ergdnzte mit dem von Siegfried Lang herausgegebenen Lexikon 0s-
terreichischer U-Musik-Komponisten im 20. Jahrhunderts (s. Anm. 3), der
eine bedeutende Erginzung der Wissens um die Musikgeschichte des
Osterreichischen 20. Jahrhunderts darstellt.

Die Bereitschaft des Rundfunks zur Forderung der Osterreichischen
zeitgenossischen Musik geriet allerdings unterschiedlich. So gestand der
Rundfunk-Intendant von Radio Wien dem OKB 7 Sendungen pro Saison
6 Hartmut Krones, Das Ende der ,alten“ A.K.M. (Mdrz 1938), die Griindung der ,,neu-

en“ AKM (Juni 1945) und die Folgen (Wien: Selbstverlag der AKM, 2014).

7 Alle zitierten Sitzungsprotokolle befinden sich in der Geschiftsstelle des Osterrei-
chischen Komponistenbundes.

8 Eine Liste der erschienenen Schallplatten und CDs erstellte Katharina Bleier: ,,Schall-
platten- und CD-Produktionen des OKBS, in 100 Jahre Osterreichischer Komponi-

stenbund 1913-2013, Hrsg. Hartmut Krones (Wien: Praesens, 2013), Anm. 1, 135-50.

9 Emil Lubej, Michael Rot und Walter Szmolyan, Hrsg., Orchesterkatalog zeitgendis-
sischer Osterreichischer Komponisten, 2 Bande, Lose-Blatt-Ausgabe in Heftmappen
(Wien: Osterreichischer Komponistenbund, 1977).
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(primdr mit Wienerliedern) zu, was allerdings nicht zuletzt der Tatsache
zuzuschreiben war, daf$ der Intendant selbst Lieder und Liedbearbeitungen
verfalte. Und im OKB selbst planten die beiden Sparten unabhingig von-
einander eine ,Woche der U-Musik® und eine ,,Woche der zeitgendssischen
osterreichischen Musik®, die aber nur der ,,E-Musik® vorbehalten war. Die
E-Musik-Wochen wurden tatsédchlich ins Leben gerufen und florierten jah-
relang, weil sich auch die grofien Konzerthduser der Initiative anschlossen.
Diese ,,Wochen® gingen dann 1988 in dem Festival ,,Wien Modern® auf, des-
sen ebenfalls umstrittene Programmierung ein anderes Kapitel ist.

Als aber 1975 das Angebot des Kaufhauses ,,Herzmansky“ vorlag, in
diesen ,Wochen® in den Verkaufsraumen zeitgendssische Musik statt Ra-
dio-Berieselung zu spielen, weigerte sich die U-Sparte, Musik unbezahlt
zur Verfiigung zu stellen, wihrend die E-Sparte die Aktion als gute Wer-
bung sah. Das Projekt kam dann nicht zustande.

Kostlicherweise gab es selbst in der ,,U-Sparte® nicht nur ,,Geschéfts-
interessen®, also den Wunsch nach mdéglichst guten Verkaufszahlen der
Schallplatten (unabhéngig von der Qualitdt der Musik, also unter Inkauf-
nahme billigsten Kitsches); denn auch hier wollten einige mehr die Quali-
tat der Werke berticksichtigen. Man einigte sich in dsterreichischer Weise:
Man sandte je ein Vorstandsmitglied von U und E in den Produktions-
ausschuf3, dem vor allem Mitglieder der Musikfirmen angehérten; Zustim-
mung oder Ablehnung von einzuspielenden Werken muf3ten durch beide
Vetreter einstimmig erfolgen (Protokoll vom 15. Juni 1966).

Trotzdem blieb die Trennung aufrecht, allerdings versuchte vor allem
der der ,E-Sparte” angehorende Priasident Robert Schollum in den spéten
1960er Jahren, mit der ,Osterreichischen Gesellschaft fiir zeitgendssische
Musik® und der ,,Internationalem Gesellschaft fiir Neue Musik“ zu koope-
rieren. Das konnte allerdings nur sehr partiell gelingen, weil die beiden ge-
nannten Gesellschaften nur E-Musik-Veranstaltungen durchfiihrten und
weil zudem zwischen den z. T. eher konservativen E-Musik-Komponisten des
Komponistenbundes und den primér der avancierten Moderne angehoren-
den Komponisten der Internationalen Gesellschaft fiir Neue Musik deutliche
Feindseligkeit herrschte. Letzten Endes ging es aber auch darum, welche Mu-
sik im Rundfunk zu spielen sei — und daher letzten Endes um Geld. Und als
sich die E-Komponisten des Komponistenbundes um einen diesbeziiglichen
Termin zur Vorsprache im Rundfunk bemiihten, teilte der Vizeprésident der
U-Sparte mit, daf3 er bereits einen Termin im Rundfunk habe - allerdings
nur wegen Angelegenheiten der U-Musik (Protokoll vom 17. Mdrz 1972).

43



SKLADATELJSKA DRUSTVA NEKOC IN DANES | COMPOSERS  SOCIETIES PAST AND PRESENT

Im Oktober 1974 standen Neuwahlen des Vorstandes der Urheber-
rechtsgesellschaft AKM an, und die U-Sparte schlug folgendes vor: ,,Da die
AKM eine Verteilungsgesellschaft und keine Interessenvertretung ist, soll-
te derjenige Prisident werden, der die einnahmenstdirkste Musik vertritt.“
Und sie schlug den U-Komponisten Norbert Pawlitzki als Prasidenten vor,
wihrend sich die E-Sparte eine spétere Stellungnahme vorbehielt, de facto
aber nicht einverstanden war. In der néchsten Sitzung lehnte man aber den
Vorstofl der U-Musik ,,aus reprisentativen und traditionellen Griinden® ab.
Und versicherte, daf3 diese Meinung keineswegs ,,Ausdruck einer Ableh-
nung der U-Musik“ sei. Prasident wurde dann der von der U-Sparte als ein-
seitig abgelehnte E-Komponist Marcel Rubin, der auf Grund seiner Emi-
grationsjahre beste internationale Kontakte besaf3."

1982 wurde die ,Interessensgemeinschaft Osterreichischer Komponi-
sten“ ins Leben gerufen, ein Dachverband der drei Organisationen Kom-
ponistenbund (OKB), Internationale Gesellschaft fiir Neue Musik (IGNM)
und Osterreichische Gesellschaft fiir zeitgendssische Musik (OGZM), der fiir
Herbst 1983 oder Friihjahr 1984 den ,,Ersten 6sterreichischen Komponisten-
kongre3“ vorbereiten und dann auch durchfiihren sollte. Vertreter des OKB
in dem Dachverband waren zundchst Robert Schollum und der Musikwis-
senschafter (und Nichtkomponist) Hartmut Krones.” Der Termin stellte sich
dann als allzu optimistisch heraus, der Kongref§ fand jedoch im Oktober 1984
statt und widmete sich vor allem der sozialen Lage der Komponisten, wo-
durch der Zusammenhalt von E- Sparte und U-Sparte wieder enger wurde.”

Eine enge Zusammenarbeit des OKB mit der IGNM wurde dann am 4.
Mai 1984 beschlossen, der Dezember 1984 in einer Kampfabstimmung neu-
gewihlte Vorstand der IGNM hatte allerdings Bedenken, wodurch samtli-
che Pliane wieder sistiert wurden. Auch die vereinsrechtliche Griindung der
Dachgesellschaft IOK verzogerte sich, da die AKM die Statuten der IGNM
einsehen wollte, um genau zu wissen, wen genau und wozu sie die Dachge-
sellschaft fordern sollte. Im Zuge dessen kam es dann auch zu einer Mif3-
stimmung zwischen OKB und IGNM, die zu diversen Austritten aus den

10  Protokoll vom 11. Oktober 1974.

11 Eine ausfithrliche Darstellung der Aktivititen Rubins im Rahmen der AKM befin-
det sich in: Hartmut Krones, Marcel Rubin. Band 22 der Reihe Osterreichische Kom-
ponisten des XX. Jahrhunderts (Wien: Lafite, 1975), 33f., sowie im Nachtrag (Wien:
Lafite, 1989), 2; weiters in: Hartmut Krones, ,,Die Geschichte unserer Gesellschaft®,
in 100 Jahre AKM. Autoren, Komponisten, Musikverleger. 1897-1997, Hrsg. Man-
fred Brunner (Wien: AKM o. J., 1997), 10-33, hier 28-30.

12 Protokoll vom 29. Marz 1983.

13 Zu diesem Kongref8 siehe: Osterreichische Musikzeitung 39 (1984): 556f.
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jeweiligen ,,Gegengesellschaften fithrte. Zur IOK duflerte 1985 zudem die
U-Sparte des OKB Bedenken, ortete in den von E-Musik-Vertretern durch-
gefithrten Vorbereitungsgesprichen ein ,,mangelndes demokratisches Vor-
gehen“ und befand auch, ,,zuwenig Zeit zur Meinungsfindung“ gehabt zu ha-
ben. Zudem befiirchtete man ,,zu starke Interessen der E-Sparte innerhalb
der IOK." Daf3 gegen den als Prisident der IOK vorgeschlagenen Kom-
ponisten Roman Haubenstock-Ramati auch ein gewisser ,,antisemitischer
Reflex” durchgeschlagen hat, konnte zwar nur gleichsam seismographisch,
aber doch festgestellt werden; ausgesprochen wurde das nicht. Jedenfalls
wurde der Beschluf§ gefaf3t, nur dann der IOK beizutreten, ,,wenn die finan-
ziell und organisatorisch unabhiingige Stellung des OKB als Standesvertre-
tung gewahrt bleibt®.

Als dann trotzdem am 12. November 1986 die Griindungsversamm-
lung der IOK stattfinden sollte, scheiterte die Griindung an der Frage,
welche Gremien dort von wem beschickt werden sollten. Die U-Sparte
wollte einem Beitritt nur zustimmen, ,,wenn auch zwei Vertreter des OKB
in den Beirat entstadt werden konnen®, von denen einer selbstverstind-
lich der U-Sparte angehéren miisse. Und so gelangten die Vorstandsmit-
glieder nach langen Diskussionen zu dem einstimmigen Beschluf3, ,,dafs
die Zeit fiir einen Beitritt noch nicht reif sei“.” In weiteren Verhandlungen
ging es dann auch um die Verteilung der Mittel, wobei der Vorschlag ei-
ner Aufteilung 6o % fiir die U-Musik-Belange und 40 % fiir E-Musik-Be-
lange entriistet zuriickgewiesen wurde.” Auch stellte man fest, daf} es kei-
ne Vertreter der AKM in der IOK geben diirfe. Im OKB war man zudem
der Meinung, daf3 es

von Beginn an die Zielsetzung der IGNM gewesen [sei], die IOK-Spit-
ze zu iUbernehmen, wobei Prof. Burt IOK-Prisident werden wollte.
Zweitens wollte die IGNM dem OKB das Recht der Standesvertretung
nehmen.”

Und so schlief das Projekt IOK gleichsam von selbst ein.

Mittlerweile hatte die E-Sparte des Komponistenbundes in den Sai-
sonen 1983/84 und 1984/85 gemeinsam mit der ,Jeunesse (der ,,Musikali-
schen Jugend Osterreichs“) die in groflen Silen stattfindenden Konzertzy-
klen ,,Musik und Erotik“ sowie ,,Musik und Tanz"“ durchgefithrt. Um mehr

14 Protokoll vom 1. Februar 1985.
15  Protokoll vom 21. November 1986.
16  Protokoll vom 27. Februar 1987.
17 Protokoll vom 18. Dezember 1987.
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Publikum anzusprechen, wurden in den Zyklen allerdings auch ,tote“
Komponisten des 20. Jahrhunderts aufgefithrt (wie z. B. Arnold Schonberg,
Alban Berg oder Carl Orff). Da es deswegen sehr schnell Proteste etlicher
»lebender” Komponisten gab — und zwar sowohl aus der E- als auch aus der
U-Sparte —, kehrte man 1985/86 wieder zu einer in kleinen Sélen durchge-
fihrten Konzertreihe ,,Junge Komponistenwerkstatt® zurtick.

Zur Ehrenrettung der U-Musik-Sparte seien noch einige ihrer Grof3-
veranstaltungen der letzten Jahrzehnte angefiihrt, die neben den nach wie
vor regelméfligen, aber kleiner dimensionierten E-Musik-Konzerten die
ungebrochene Bekanntheit des Komponistenbundes in der offentlichen
Musikszene sicherten. So gab es 1998 sowohl bei einem Frithschoppen im
Haus der Begegnung ,,Altes und Neues aus Wien“ zu horen als auch im Mo-
zartsaal des Konzerthauses ein Konzert der Militarmusik des Gardebatail-
lons. 1999 fithrte man Kurkonzerte in Baden durch, und im Akzent-Thea-
ter spielte das Grofle Orchester der Gardemusik zehn Werke, die nach einer
Ausschreibung ausgewéhlt und dann auch produziert wurden. 2012 wur-
de tibrigens eine Fachgruppe ,,Film und Medienmusik“ gegriindet, die seit-
her iiberaus aktiv ist und die ,,U-Sparte“ inhaltlich ergdnzt. Dafi es bereits
in den 1960er Jahren die initiative gab, eine Sparte ,,Zweckmusik“ mit dhn-
licher Ausrichtung zu griinden, sei zur Ehre der damaligen Komponisten-
Funktiondre nachgetragen.

Ein letzter Nachtrag: Der Osterreichische Komponistenbund heif3t
seit 2021 ,,Austrian Composers®, weil man das sogenannte ,,Innen-Prob-
lem“ nicht 16sen konnte bzw. wollte. ,,Osterreichischer Komponisten- und
Komponistinnenbund“ wire zu lang gewesen, ,,Osterreichischer Kompo-
nist:Innenbund® zu komisch, denn: was ist ein Innenbund (im Gegensatz
zum Auflenbund). So ist offensichtlich nur in der englischen Sprache die
Welt noch in Ordnung, wie ja auch die vielen weiblichen Bachelors und
Masters (!) beweisen.
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Professional Practice Under Duress

For more than three-quarters of a century, the artistic life of the Theresien-
stadt (Terezin) ghetto has raised profound questions. Originally conceived
by the Nazis as a model community for middle-class Jews, it first received
deportees from the Protectorate of Bohemia and Moravia, Austria, Germa-
ny, the Netherlands, and Denmark. Later, Jews from Slovakia and Hunga-
ry were also interned here." A unique combination of town ghetto, concen-
tration camp, and transit camp, Terezin was, for a variety of reasons, also a
place where artists were permitted — and in some cases even encouraged —
to continue their creative work. Beyond their shared Jewish origin and the
1 The ghetto was established in late 1941 and liberated by the Red Army on May 8,
1945. The Theresienstadt ghetto was originally a fortress complex, founded in the
second half of the 18" century. It consisted of the so-called Small Fortress (serving
as a military and political prison) and the Great Fortress (also called the Main For-
tress), which included the town of Terezin. During the war, 140,000 people passed
through Terezin, 90,000 of whom were sent further east to extermination camps. At
the end of the war, 6,875 Jews from the Protectorate and about 240 from the territo-

ry of the occupied Czechoslovak borderlands — the so-called Sudetenland - survived
in Theresienstadt/Terezin.
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circumstances of internment, however, the connections among these mu-
sicians and composers were largely circumstantial, and the term “There-
sienstadt Composers™ should not be understood as denoting a coherent
school.

Among the many notable composers interned there were Viktor Ul-
Imann (1898-1944), Pavel Haas (1899-1944), Hans Krasa (1899-1944), Zik-
mund Schul (1916-1944), Karel Reiner (1910-1979), Gideon Klein (1919-
1945), Carlo Taube (1897-1944), Hans Winterberg (1901-1991), Viktor Kohn
(1910-1944), Franz Eugen Klein (1912-1944), Heinz Alt (1922-1945), Lena
Stein-Schneider (1874-1958), and Ilse Weber (1903-1944), among others.
Most of these belonged to the middle and younger generation of compos-
ers, associated with the modern tendencies of the 20 century. Yet they did
not share a common aesthetic or ethical programme, they did not employ
similar compositional techniques, nor were they united under the patron-
age of a significant artistic figure.

Michael Beckerman published an inspiring reflection, “Why Study the
Music of Terezin?”, on the website of the Terezin Composers Institute in
2018.” In it, he draws attention to the profound connection between the mu-
sic and the place of its creation. The topography of the ghetto here acquires
extraordinary significance and transforms the ordinary perception of the
works. In this way, the “Terezin programme” confers a special emotional
value upon them.

Seen from this perspective, the works created in Terezin have little in
common in terms of radical innovation or striking novelty. Instead, the
circumstances of their creation deeply permeated them and, in an unusu-
al way, defined their character. Purely practical considerations, determined
by the conditions of imprisonment, shaped their design. Thanks to this leg-
acy, we can witness the moment when composition itself became a hidden
struggle for survival.

Another factor that played an important role was that the fate of
these works — more than is usually the case — was closely bound to par-
ticular performers. These performers had often commissioned the works,

2 The term “Terezin composers” is widely used in both scholarly and popular litera-
ture (see, for example, Joza Karas, Music in Terezin 1941-1945 (New York: Beaufort
Books Publishers, 1985)), though it can sometimes be seen as problematic. The com-
posers associated with Terezin did not form a coherent school or movement, but
rather a historically conditioned group linked by the circumstances of internment.

3 Michael Beckerman, “Why Study the Music of Terezin?” The Terezin Composers’ In-
stitute, Newsletter 29, no. 2 (2018): 31—4o0.
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and in a number of cases, they were also the ones who saved the scores
from destruction.* Among the most important figures were the pianists
Juliette Aranyi (1911-1944?), Alice Herz-Sommer (1903-2014), Bernard
Kaft (1905-1944), Gideon Klein (1919-1945), Karel Taube (1897-1944), Renée
Gartner-Geiringer (1908-1944), Edith Steiner-Kraus (1913-2013), and Kar-
el Reiner (1910-1979). Prominent singers included Bedfich Borges (1909-
1992), Hedda Grab-Kermayer (1899-1989), Marion Podolier (1906-1975),
David Griinfeld (1914-1963), Harry “Hambo” Heymann (1907-1995), Walter
Windholz (1907-1944), and Karel Berman (1919-1995). The ranks of conduc-
tors were represented by Karel Ancerl (1908-1973), Franz Eugen Klein (1912-
1944), Rafael Schiachter (1905-1944), Karl Fischer (1893-1944), and Robert
Brock (1905-1979). Other important instrumentalists were Egon Ledec
(1889-1944), Karel Frohlich (1917-1994), Paul Kling (1928-2005), and Heinz
Jakob “Coco” Schumann (1924-2018).

Cultural Preludes to Theresienstadt

The cultural life of the Theresienstadt ghetto, established in November 1941,
had its beginnings in events that had taken place in the Protectorate capi-
tal several months earlier, following 15 March 1939. In Prague, against the
backdrop of increasing persecution, there developed a tradition of clandes-
tine home concerts and study circles. These activities were often concealed
not only from public view, but above all from the scrutiny of the occupation
authorities. They represented a spontaneous response to the systematic ex-
clusion of the Jewish population from public life: from orchestras, schools,
concert halls, and publishing houses. Their protagonists — musicians, com-
posers, visual artists, and teachers — strove to preserve creative activity ata
time when they were denied the right to perform publicly. Musical evenings
held in private apartments in Prague or Brno took the form of semi-legal
gatherings. Their programmes included not only chamber concerts but also
discussions, poetry readings, and improvised lectures. Several testimo-
nies and concert programmes have been preserved, yet due to the informal

4 At the same time, it should be remembered that a significant number of composi-
tions have not been preserved. Fragments, lost, or even hypothetical works occupy
an inseparable place in the cultural memory of the Theresienstadt ghetto. The rea-
sons for these losses were various: they may have been connected with deportations
to extermination camps in the East, with insufficient archival resources, or with the
chaos of the final days of the war. Some performances also had a more occasional
and informal character, and the hastily written compositions were not preserved.
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character of these events, the surviving sources are fragmentary and often
incomplete.’

A significant role in the organisation of these activities was also played
by local branches of the Jewish Religious Community in Protectorate
towns, above all in Prague, which, for example, initiated the establishment
of a music school. This institution provided a base for musicians affected by
repressive measures and enabled them not only to teach but also to contin-
ue their artistic work. Within this circle of activities also belongs the prepa-
ration and first performance of the children’s opera Brundibdr in the au-
tumn of 1942.°

By contrast, the situation in Germany had taken a different turn.
There, the Kulturbund deutscher Juden (Cultural Association of German
Jews), founded in 1933, organised concerts, theatre performances, and other
cultural activities for Jewish audiences.” In the Czech environment, howev-
er, no comparable institution emerged. One of the reasons was the relative-
ly short interval between the establishment of the Protectorate of Bohe-
mia and Moravia in March 1939 and the introduction of strict restrictions
against the Jewish population, including the prohibition of Jewish organ-
isations in the second half of 1941. From this period onwards, many musi-
cians were deported to Theresienstadt.

The social and cultural bonds that had developed during this earli-
er period played an important role once transferred to the Theresienstadt
ghetto. The ghetto community itself functioned on the basis of certain in-
ternal categorisations. One of the key factors determining prisoners’ sta-
tus — at least until the large deportations of the autumn of 1944 — was eth-
nic affiliation. Since the younger Czech Jews constituted the cultural and
social elite of Theresienstadt, this category also significantly shaped the
character of the ghetto’s cultural life.

5 On the cultural and social life of Jews in Prague in 1939-1941, see the personal tes-
timonies of Holocaust survivors. See also: Milan Kuna, Dvakrdt zrozeny. Zivot a
dilo Karla Reinera [Twice Born: The Life and Work of Karel Reiner] (Prague: H&H,
1999), 115—41.

6 Brundibdr is a children’s opera in two acts by Hans Krasa, with a libretto by Adolf
Hoffmeister. The opera was first performed by children from the Jewish orphanage
in Prague sometime around late 1942 or early 1943. In 1943, the child actors were de-
ported to Theresienstadt, where the opera was staged again. The performances be-
came very popular and were given approximately 55 times between 1943 and 1944.

7 On the Kulturbund deutscher Juden, see: Fred K. Prieberg, Musik im NS-Staat (K6ln:
Dittrich Verlag, 2000), 81-105.
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This predominance of younger Jews from the Czech lands was reflect-
ed in the musical life of the ghetto in several ways. It influenced not only the
repertoire — where works by composers such as Bedfich Smetana, Antonin
Dvorak, Josef Suk, Vitézslav Novak and Leo$ Janacek appeared promi-
nently — but also the language of rehearsals and performances, which was
predominantly Czech. The organisational structures of cultural activities,
including the formation of choirs, chamber ensembles, and later even a
symphony orchestra, were likewise shaped by this milieu. Musicians who
had been active in the Czech lands took on leading roles in the initial stag-
es, drawing upon networks already established in Prague and Brno. Over
time, however, these distinctions gradually diminished, as cultural life in
Theresienstadt came to integrate contributions from a broader spectrum of
deportees.

Musical Life

In Terezin, musical life underwent a series of transformations, from
strict prohibitions on both public and private performances to periods
of cautious tolerance and, eventually, official support. As noted above,
the artistic environment of Theresienstadt reflected a continuation of in-
terwar musical traditions, albeit under vastly different conditions. The
ghetto became a microcosm of prewar Central European cultural life,
where composers, performers, and intellectuals sought ways to sustain
artistic expression despite Nazi repression. Prominent composers such
as Hans Krasa and Viktor Ullmann assumed leadership roles, mentor-
ing younger musicians including Siegmund Schul and Gideon Klein. Ul-
Imann’s “Studio for New Music” functioned as a hub for contemporary
composition. Many works produced in Terezin were composed for spe-
cific performers and premiered within the ghetto — sometimes in front of
fellow prisoners, sometimes even Nazi officials. These personal relation-
ships often played a crucial role in preserving the music. Various formal
and informal musical activities took place. These included Czech and
German cabaret, children’s musical performances, and at least three op-
era companies.

Freizeitgestaltung played a particularly important role in Terezin. The
idea of organising leisure-time activities was already under discussion in
February 1942. This newly established department was intended both to
bring a measure of joy into the lives of the prisoners, and to control or elim-
inate undesirable social manifestations. With the agreement of the camp
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administration, it was formally set up in the autumn of 1942." The opening
of a coffeehouse in December 1942 symbolised the launch of cultural activ-
ities in Terezin. This event also marked the beginning of the SS propagan-
da plan. From this moment on, cultural and musical life were not only tol-
erated but actively supported and promoted — even beyond the borders of
the ghetto. Musical instruments and sheet music were gradually brought
into the camp, and works that had been banned in the Third Reich were
performed there.

Moritz Henschel (1879-1947) was appointed head of Freizeitgestaltung,
under which all cultural, educational, and sports activities were organised.
Administrative matters were handled by the young rabbi Erich Weiner
(1911-1944), later succeeded by the German-speaking Prague architect Otto
Zucker (1892-1944). Cultural activities in the ghetto reached their peak dur-
ing 1943-1944. As part of the so-called Stadtverschonerung (“City Beautifi-
cation”) project, Freizeitgestaltung was divided into several sections, one of
which was the music section. Hans Krasa became its head, while unit lead-
ers included Rafael Schichter (Opern- und Vokalmusik / Opera and Vocal
Music), Josef Stross (Kaffeehausmusik / Coffeehouse Music, until 1943), and
Pavel Libensky (Instrumentenverwaltung / Instrument Administration),
who after Stross’s deportation to Auschwitz also assumed his responsibil-
ities. Gideon Klein directed the Instrumentalmusik unit, which organised
all solo instrumental and chamber concerts of classical music.

In order to understand the repertoire and musicians who shaped this
cultural life, several important sources must be considered. One of the
most valuable testimonies to musical life in the ghetto is Viktor Ullmann’s
cycle 26 Kritiken tiber musikalische Veranstaltungen in Theresienstadt [26
Reviews of Musical Events in Theresienstadt].” Equally indispensable is the
so-called Hermann Collection, a wide-ranging set of documents relating
to the social and cultural life of the ghetto, assembled by the prisoner Kar-
el Herrmann/Hefman between 1943 and September 1944." Further insights

8 On the establishment of Freizeitgestaltung in Theresienstadt, see: H. G. Adler, There-
sienstadt 1941-1945: Das Antlitz einer Zwangsgemeinschaft (Tibingen: J. C. B. Mohr
[Paul Siebeck], 1955); see also: Ruth Bondy, Elder of the Jews: Jakob Edelstein of Ther-
esienstadt (New York: Grove Press, 1989).

9 Ingo Schultz, ed., Viktor Ullmann. 26 Kritiken iiber musikalische Veranstaltungen in
Theresienstadt, mit einem Geleitwort von Thomas Mandl (Neumiinster: Bockel Ver-
lag, 1993).

10 Before his deportation to Auschwitz in October 1944, Karel Herrmann (1905-1953)
managed to conceal a valuable document with one of his fellow inmates. In the ear-
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into both operatic and instrumental performances can be drawn from the
memoirs of survivors.

Two instrumental orchestras were active in the ghetto: the ensemble
of Carlo Taube, sometimes referred to as the Municipal Orchestra of the
Ghetto, and the string orchestra conducted by Karel Ancerl.” Chamber en-
sembles included the Lede¢ String Quartet and the Theresienstadt Quar-
tet. The young composer and pianist Gideon Klein, together with members
of the Theresienstadt Quartet, prepared performances of Dvordk’s Piano
Quartet in E-flat major, op. 87, Brahms’s Piano Quartet in C minor, op. 60,
Beethoven’s Piano Trio in E-flat major, op. 70 no. 2, and Schubert’s Piano
Trio in B-flat major, op. 99.”

Among the most active performers, measured by both frequency of
concerts and the breadth of repertoire, were Renée Girtner-Geringer
(1908-1944), Bernard Kaff (1905-1944), Alice Herz-Sommer (1903-2014),
and Edith Kraus-Steiner (1913-2013). Amateur musicians also played an im-
portant role: in Ancerl’s chamber orchestra, for instance, they made up as
many as two thirds of the players.” The same pattern was evident in opera
and choral ensembles, where the majority were amateur singers, while so-
loists moved freely between companies as required.™

For selected productions, a chamber orchestra was occasionally em-
ployed, as were the services of the architect, stage designer, and costume
designer FrantiSek Zelenka (1904-1944). Two operas were composed in the
ghetto: Der gldserne Berg by Franz Eugen Klein and Ullmann’s Der Kaiser

ly 1970s, Herrmann’s wife sold most of the sheets from his collection to the Terezin
Memorial (Terezin Memorial, Collections Department).

11 Ontheactivities of both orchestras, see: Milan Kuna, Hudba vzdoru a nadéje: Terezin
1941-1945 [Music of Defiance and Hope: Terezin 1941-1945] (Prague: Editio Biren-
reiter Praha, 2000), 92-104. Karel Ancerl later reflected on his activities in the There-
sienstadt ghetto in a short memoir, see: Karel Ancerl, “Music in Terezin,” in Terezin:
1941-1945, eds. FrantiSek Ehrmann, Otta Heitlinger, and Rudolf Iltis (Prague: Jew-
ish Community in Prague, 1965), 238-41.

12 Excerpts from reviews of Klein’s performances from the period of his studies in
the master class of Vilém Kurz, as well as from his later piano recitals, were pub-
lished by Milan Slavicky in the monograph: Gideon Klein: A Fragment of Life and
Work (Prague: Helvetica-Tempora, 1996, 90-4), which appeared simultaneously
with the Czech-language edition of the book.

13 On the significant role of amateurs in the cultural life of the ghetto, see: Gideon
Klein, “Nékolik pozndmek k hudebni kultute Terezina” [“A Few Words about Musi-
cal Culture in Terezin”], published in the third volume of the cultural journal Sesit,
which appeared in Czech in 1943-1944; see also: Slavicky, Gideon Klein: A Fragment
of Life and Work, 85-7.

14 Kuna, Hudba vzdoru a nadéje, 22-32.
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von Atlantis oder Die Tod-Verweigerung. While the former belongs to the
group of lost Theresienstadt works, the latter has in recent decades become
one of the most frequently performed compositions to have originated in
the ghetto.” Most of the participants in these cultural activities were de-
ported to Auschwitz in September and October 1944. After the deporta-
tions, musical life in the ghetto continued in some form, but never again
reached its earlier intensity.

The establishment and functioning of Freizeitgestaltung fit neatly with
the ideological aims of German propaganda. An opportunity for its suita-
ble exploitation arose in the second half of 1943 with the transport of 450
Danish Jews (5 October 1943). Due to complicated political negotiations,
these prisoners were granted several exceptions, including the fact that they
were not sent to extermination camps. Their presence in Terezin attract-
ed the attention of the international public. Immediately after their arriv-
al, the Danish government requested permission for a visit by the Danish
Red Cross. Adolf Eichmann granted the exception, and at the instigation
of the German Ministry of Foreign Affairs and the German Red Cross,
the SS launched the above-mentioned Stadtverschonerung project. In the
spring of 1944, once the ghetto had been prepared, Himmler authorised
a visit to Terezin and to one of the labour camps (probably the so-called
“family camp” in Auschwitz-Birkenau). The visit of the International Red
Cross commission, together with representatives of Denmark and Sweden,
took place on 23 June 1944. The delegation was guided primarily through
the reconstructed Danish quarters, and some of the Danish prisoners were
forced to participate in the filming of the propaganda movie by Gerron and
Peceny: Theresienstadt. Ein Dokumentarfilm aus dem jiidischen Siedlungs-
gebiet [Theresienstadt: A Documentary from the Jewish Settlement Area].
Edited only in the final days of the war in spring 1945, the film was never
presented to the wider public.

The Theresienstadt ghetto also has links to the history of the First
Czechoslovak Republic. It became the last site where Czech and Ger-
man cultures intertwined. Their interaction was not without tension and
15 The opera Der Kaiser von Atlantis oder Die Tod-Verweigerung [The Emperor of At-

lantis or the Refusal of Death], composed by Viktor Ullmann to a libretto by Pe-

ter Kien, was not performed in the Terezin ghetto. Its world premiere was given by

the Netherlands Opera at the Bellevue Centre in Amsterdam on 16 December 1975

(cond. Kerry Woodward). It was subsequently presented in San Francisco (1977), Is-

rael (1978), and England (1979). Further productions followed in Stuttgart (February

1985) and at the Wiener Kammeroper (September 1987, dir. George Tabori), the lat-
ter attracting significant public attention.
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disagreements, as had often been the case, but it nevertheless gave rise to
a deeply creative exchange. Everything that had led to the convergence of
the German, Czech, and Jewish cultural communities was destroyed by the
imposition of the Munich Agreement in 1938 and the subsequent political
events. In the Theresienstadt ghetto, this convergent culture briefly devel-
oped, only to then disappear definitively.
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Vor dem Fall des Eisernen Vorhangs:
die unvollendeten Geschichten ukrainischer
Komponistenverbinde der 1920—30e¢r Jahre

Lidia Melnyk
Univerza v Lvovu
Universitat Lwiw

Die Komponistenverbande in den Republiken der Sowjetunion werden
heute zu Recht in erster Linie als ideologisches Instrument der Kommu-
nistischen Partei zur Unterdriickung und Kontrolle jeglicher kreativen
Prozesse gesehen. Von Anfang an waren sie jedoch nicht unbedingt Len-
kungs- und Kontrollinstrument der Partei, sondern eine relativ autonome
Interessenvertretung der professionellen Musiker.

Wie auch Matthias Stadelmann in seinem Artikel ,,Musik und Macht:
Komponieren in der frithen Sowjetunion® betonte, waren in diesen Zeiten
die sowjetischen Komponisten

weder Opfer der Partei, noch deren Diener, sondern Gestalter aus ei-
gener Kraft. Der Komponistenverband war eine méchtige selbststandi-
ge Institution, die um die Kontrolle des Musiklebens rang. Zwar konn-
ten Musiker nicht gegen das politische System handeln, doch die Partei
kiimmerte sich — im Gegensatz zum Feld der Literatur - recht wenig um
die Musik und griff nur in seltenen Fallen ein.

Die Impulse, die zur Griindung der ersten Kiinstlervereinigungen
fuhrten, werden in der Forschung weitaus seltener berticksichtigt.’

Das Ziel des vorliegenden Beitrags ist es, die vielschichtige, facetten-
reiche, oft romantische und hoffnungsvolle, aber immer noch fast unbe-
kannte Geschichte — oder sogar mehrere Geschichten — darzustellen, die

1 Matthias Stadelmann, ,,Musik und Macht: Komponieren in der frithen Sowjetuni-
on", Osteuropa 60, Nr. 7 (2010): 184.
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der Griindung des Komponistenverbandes der Ukrainischen Sozialisti-
schen Sowjetrepublik vorausging.

In der Nacht auf den 23. Januar 1921 wurde einer der bedeutendsten uk-
rainischen Komponisten, dessen ,,Schtschedryk® gerade die grofiten Bithnen
der Welt eroberte, Mykola Leontowytsch wiahrend eines Besuchs bei seinem
Vater im Dorf Markiwka von einem bolschewistischen Agenten erschossen.

Die Rolle von Mykola Leontowytsch (1877-1921) in der Entwicklung
der ukrainischen Musikkultur zu Beginn des 20. Jahrhunderts lag vor al-
lem im Bereich der Erneuerung und moderner Transformationen der
Volksliedkunst. Der Komponist stammte aus der Familie eines orthodo-
xen Landpfarrers in fiinfter Generation, was eigentlich auch seine Lauf-
bahn als Geistlicher beeinflussen musste. Nach dem Abschluss des Pries-
terseminars lehnte er jedoch die geistliche Laufbahn ab, arbeitete mehrere
Jahre als Lehrer an Dorfschulen und bildete sich musikalisch autodidak-
tisch weiter. Zu dieser Zeit begann er sich, inspiriert von den Werken des
Nationalklassikers Mykola Lysenko, auch im Bereich der Bearbeitung uk-
rainischer Volksmelodien zu verwirklichen.

Ab 1909 nahm Mykola Leontowytsch Unterricht in Kyjiw bei dem be-
rithmten Musiktheoretiker Boleslaw Yaworskyj, dessen Theorie des modalen
Rhythmus, in welcher mehrere harmonische Systeme gleichbedeutend mit
dem Dur-Moll-System begriffen wurden, einer zeitgeméf3en und innovativen
Erklarung nichtklassischer harmonischer Strukturen darbot. In dieser Zeit
entstanden zahlreiche Chorarrangements des angehenden Komponisten, da-
runter auch das berithmte ,,Schtschedryk*, wohl von dem theoretischen Werk
seines Lehrers beeinflusst. 1916 fithrte M. Leontowytsch diese Bearbeitung
mit dem Universititschor Kyjiw auf, die vom Publikum begeistert aufgenom-
men wurde. Im Oktober 1921 erklang das Werk in der New Yorker Carne-
gie Hall. 1936 schrieb Peter Wilhousky, ein NBC-Mitarbeiter, den englischen
Text ,,Carol of the Bells“, was der ukrainischen Melodie weltweiten Ruhm ein-
brachte. Bemerkenswert ist, dass Mykola Leontowytsch gerade in den Jahren
1919-1921 in grofler Armut lebte — es fehlte an Nahrung und Kleidung.

Am 21. Januar 1921 reiste Mykola Leontowytsch nach Markiwka.
Am Abend des 22. Januar klopfte ein Fremder an die Tir des Vaterhau-
ses, stellte sich als Tscheka™Agent Afanassij Hrytschenko vor und bat um

2 TscheKa (russisch UK) ist die Abkiirzung fiir die Auflerordentliche Kommissi-
on zur Bekidmpfung von Konterrevolution, Spekulation und Sabotage (russisch
Upespbruaitnas Komuccuss 1mo 60ppbe ¢ KOHTPPEBOMIOLMEN, CIEKYISLuen u
caboraxkem), die nach der Oktoberrevolution gegriindete Geheimpolizei des Sowjet-
russlands.
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Ubernachtung. Am niachsten Morgen gegen 7:30 Uhr horte die Familie ei-
nen Schuss — Leontowytsch lag schwer verletzt mit einer Brustwunde im
Bett. Erst in den 1990er Jahren wurde durch die Offnung sowjetischer Ar-
chive offiziell bekannt, dass er gezielt durch sowjetische Agenten ermordet
worden war. In der sowjetischen Zeit war das Thema tabu, der Mord wur-
de lange verschleiert: Ein viel spéter veroffentlichter Bericht aus jener Zeit
nennt erstmals den Namen des Téters.’

Diese perfide Tat wurde nicht nur zur ersten ernsthaften Warnung vor
dem roten Terror fiir die vielen freidenkenden Kiinstler, sondern auch zum
Anlass fiir die Griindung des ersten offiziellen Komponistenverbandes. Die
Ermordung von Mykola Leontowytsch erschiitterte die ganze ukrainische
Gesellschaft. Am 1. Februar 1921 versammelte sich in Kyjiw eine grof3e Ge-
meinschaft von Kulturschaffenden, Professoren und Studenten des Kyjiwer
Musik- und Dramatischen Instituts namens M. Lysenko, um, wie es der or-
thodoxe Brauch auferlegt, am neunten Tag nach dem Tod des verstorbenen
Kiinstlers zu gedenken. Ein Komitee zum Gedenken an M. Leontowytsch
wurde gegriindet. Ein Jahr spéter wurde das Komitee in die Allukrainische
Mykola-Leontowytsch-Musikgesellschaft umbenannt.

An dieser Stelle ist eine wichtige historische Bemerkung angebracht.
Trotz vereinzelter Morde an fithrenden Personlichkeiten der Kultur und
Kunst wie an M. Leontowytsch oder dem impressionistischen Maler Ole-
xander Muraschko®, die von der neuen Regierung gnadenlos durch Kopf-
schuss beseitigt wurden, war die allgemeine Stimmung von grofder Begeis-
terung und Hoffnung auf nationale Autonomie und Wiedergeburt gepragt.
Die Bolschewiki, die bei den nationalen Minderheiten Unterstiitzung fiir

3 Valentyna Kuzyk, ,,fIk sarmays Mukona Jleontosuyu [Wie starb Mykola Leonto-
wytsch] Literaturna Ukrajina, 23. Mai 1996; Valentyna Kuzyk, ,,CtaBumo kpanky
Hap «i» (npo sarmGens M.Jleontosuua) [Uber den gewaltsamen Tod von Mykola
Leontowytsch]®, Muzyka, Nr. 3 (Mai 1996): 21-3.

4 Oleksandr Muraschko (1875-1919) war ein bedeutender ukrainischer Maler und
Kunstpiadagoge. Nach einer Kindheit in einfachen Verhiltnissen und einer kiinst-
lerischen Ausbildung in Sankt Petersburg sowie Aufenthalten in Paris und Miin-
chen entwickelte er seinen individuellen Stil unter dem Einfluss des Impressionis-
mus und der Sezession. Internationale Anerkennung erlangte er durch das Gemailde
»Karussell“ (1906), das mit einer Goldmedaille in Miinchen ausgezeichnet wurde. O.
Muraschko war Mitbegriinder der Ukrainischen Staatlichen Akademie der Kiins-
te (1917) und engagierte sich fiir die kulturelle Entwicklung der kurzlebigen Ukra-
inischen Volksrepublik. Am 14. Juni 1919 wurde Muraschko wihrend eines Spa-
ziergangs mit seiner Frau in Kyjiw von Unbekannten tiberfallen. Ein Schuss in den
Hinterkopf beendete sein Leben. Einige Kunsthistoriker ordnen Muraschko als ers-
tes Opfer des kommunistischen Regimes gegen ukrainische Kiinstler ein.
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die Griindung der Republiken suchten, erkannten, dass dieser Prozess
nicht aufzuhalten war, und beschlossen, sich an seine Spitze zu stellen. In
der neugegriindeten Ukrainischen SSR wurde diese Politik als ,,Ukraini-
sierung” bezeichnet.

Die ,,Ukrainisierung® brachte in den 1920er Jahren bedeutende Fort-
schritte in den Bereichen Bildung, Kultur und Wissenschaft. go Prozent
der Schulen und der Schriften, sowohl Biicher, als auch die Presse, waren
ukrainisch. Es wurde die Freie Akademie fiir proletarische Literatur ge-
griindet, die Ukrainische Akademie der Wissenschaften und sogar die Uk-
rainische Autokephale Orthodoxe Kirche wiederbelebt. Wie auch Andre-
as Kapeller vermerkte:

Die relativ liberalen Bedingungen der zwanziger Jahre erlaubten eine
Entfaltung der ukrainischen Kultur. Opern, Theaterstiicke und Run-
dfunksendungen wurden zunehmend ukrainisiert. In der ukrainischen
Literatur wetteiferten eine modernistische, eine neoklassische und
eine proletarisch-sozialistische Stromung miteinander. Als eigenwil-
liger Vertreter einer neuen ukrainischen sozialistischen Literatur trat
Mykola Chvyl’ovyj (1893-1933) mit seiner Freien Akademie fiir prole-
tarische Literatur hervor. Allerdings kam Chvyl’ovyj mit seiner Pole-
mik gegen die Abhédngigkeit der ukrainischen von der russischen Kul-
tur (vom ,,Allunions-Kleinbiirgertum®, wie er sie despektierlich nannte)
und seinem Appell einer Orientierung nach Westeuropa bald in Kon-
flikt mit der Zentrale und wurde des biirgerlichen Nationalismus bezi-
chtigt. Gefordert wurde auch die ukrainische Wissenschaft. Die neu be-
griindete Ukrainische Akademie der Wissenschaften entfaltete breite
Aktivitdten. Eine Reihe von ins Ausland emigrierten Wissenschaftlern
kehrten nach Kyjiw zuriick.’

Im Rahmen des Konzepts der ,Ukrainisierung®, das einerseits eine
Fortsetzung der positiven Entwicklungen der vergangenen Jahre darstell-
te, andererseits jedoch den engen und in hohem Mafle pragmatischen Inte-
ressen der neuen Macht diente, wurde es selbstverstiandlich, gerade die uk-
rainische Komponente des musikalischen Kulturerbes der Ukraine als jene
anzuerkennen, die den gesellschaftlichen Bediirfnissen entsprach. Die Fol-
gen dieser Entwicklung waren ambivalent, wie auch ukrainische Musik-
wissenschaftlerin Maiia Rzhevska betont:

Die positive Seite der Situation bestand darin, dass die ukrainische
Kunst erstmals ein dauerhaftes, konsequent strukturiertes Unterstiit-

5 Andreas Kappeler, Kleine Geschichte der Ukraine (Miinchen: Beck, 2024), 193.
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zungssystem seitens des Staates erhalten hat und in diesem Zusammen-
hang spiirbare Priaferenzen genoss. Die Kehrseite dieser Situation
bestand darin, dass die staatliche Unterstiitzung die Kunst in einem
bisher nicht gekannten Mafle abhéngig machte - bis hin zur physi-
schen Vernichtung von Kiinstlern, die den vorgegebenen Kriterien ni-
cht entsprachen und daher als hinderlich betrachtet wurden. Im Verla-
uf der 1920er Jahre entwickelte sich eine umfassende Reglementierung
des kiinstlerischen Schaffens. Deren fortschreitende Biirokratisierung
verlagerte sich von Diskussionen, Empfehlungen und Wiinschen hin
zu strengen Vorschriften, deren Nichterfiillung unweigerlich den schri-
ttweisen Entzug des Rechts auf Berufsausiibung zur Folge hatte.

Die Prozesse der ,Ukrainisierung® begiinstigten auf jeden Fall die
Griindung verschiedener Kiinstlerverbande, darunter im Bereich der Mu-
sik. So ist es kein Zufall, dass das Komitee zum Gedenken an M. Leonto-
wytsch bald 53 Mitglieder zdhlte, darunter 45 Einzelpersonen und 8 In-
stitutionen. Es muss jedoch besonders betont werden, dass die Musiker
nur etwa die Hilfte davon ausmachten: Es scheint, als hitten sich nach M.
Leontowytschs Tod einfach die fortgeschrittensten Kiinstler seiner Zeit
zusammengefunden.

Das Komitee wurde von anderen bedeutenden ukrainischen Kompo-
nisten und von M. Leontowytschs Zeitgenossen Kyrylo Stetsenko (1882—
1922) ins Leben berufen, der leider schon bald infolge einer Typhus-Erkran-
kung verstarb.

Zu den Grundern des Komitees zihlten bekannte Personlichkeiten
der ukrainischen Kultur jener Zeit: Kiinstler, Kunsthistoriker und Dich-
ter Yukhym Mykhajliw (1885-1935), der zum ersten Vorsitzenden des Ko-
mitees wurde, Journalist Oles Tschapkiwskyj (1884-1935) — Sekretdr des
Komitees, Komponist Pylyp Kozytskyj (1893-1960) — stellvertretender Vor-
sitzender, sowie Volkskundler Klyment Kwitka (1880-1953), Kunstwis-
senschaftler und Philologe Dmytro Rewutskyj (1881-1941), Komponisten,
Chorleiter und bekannte Musiker wie Yakiw Stepowyj (1883-1921), Myko-
la Werykiwskyj (1896-1962), Grygorij Weriowka (1895-1964), Fedir Popa-
dytsch (1877-1943), Porfyrij Demutskyj (1860-1927), Wassyl Werkhovynets
(1880-1938), bereits als Lehrer von M. Leontowytsch erwédhnter Boleslaw
Yaworskij (1877-1942), Borys Lyatoschynskyj (1895-1968), Felix Blumenfeld

6 Maiia Rzhevska, Ha 3nami uacie. Mysuxa Hadoninpaucvkoi Ykpainu nepuioi
mpemunu XX cmonimms y coyiokynvmypromy konmexcmi enoxu [Am Wende-
punkt der Zeiten. Musik der Dnepr-Ukraine im ersten Drittel des 20. Jahrhunderts
im soziokulturellen Kontext der Epoche] (Kyjiw: Autograph, 2005), 208f.
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(1863-1931), Nestor Gorodowenko (1885-1964), Schriftsteller, Bandurist und
Schauspieler Hnat Chotkewytsch (1877-1938), Dichter und Chorleiter Pawlo
Tytschyna (1891-1967), herausragender Theaterregisseur Les” Kurbas (1887-
1937), Schauspieler Iwan Sadovskyj (1876-1948), Prasident der Ukrainischen
Akademie der Kiinste Mykhajlo Burachek (1871-1942), der herausragende
Wissenschaftler und Kulturhistoriker Serhiy Yefremow (1876-1938), Kunst-
historiker Danylo Schtscherbakiwskyj (1877-1927), Leiter der ukrainischen
Zentrale fiir Auflenwirtschaft Dmytro Koliukh, Musikwissenschaftler und
Redakteur Mykola Katscherowskyj und v. m.”

De facto wurde die Mykola-Leontowych-Musikgesellschaft nicht
nur zum ersten Komponistenverband, sondern auch zur einflussreichsten
Kiinstlervereinigung der Ukraine in den 1920er Jahren. Die ambitionier-
ten Ziele wurden bereits in der Satzung der am 1. April 1922 reorganisierten
Gesellschaft festgelegt:

Satzung der Mykola-Leontowytsch-Musikgesellschaft

Zweck und Zusammensetzung

1.  Verewigung des Andenkens an den Komponisten [Mykola Leon-
towytsch]. Herausgabe seiner Werke.

o Forderung der Entwicklung der ukrainischen Musik in ihrer
Form und ihren Inhalten nach den allgemeinen politischen und
erzieherischen Aufgaben des Hauptausschusses fiir politische
Bildung und Aufklarung,

o Sammlung und kiinstlerische Verarbeitung der Volksmusik,

o Forderung der Entwicklung revolutionidrer Musik, Au-
ffithrung alter Musik und deren Bekanntmachung einer brei-
ten Offentlichkeit.

Die M. Leontowitsch-Musikgesellschaft kann eigene kiinstlerisch-
-schopferische Einrichtungen griinden sowie staatliche schopferische
Einrichtungen nutzen.

2. Zu den Mitgliedern der M. Leontowytsch-Musikgesellschaft diir-
fen kooptierte Vertreter der Musikkultur sowie alle 6ffentlichen,

7 Valentyna Kuzyk, ,Komirer mam’siti M. JleoHTOoBu4Ya Ta My3udHe TOBapUCTBO
iMm. M. JleonToBuYa AK (HEeHOMEH KYIbTYpU YKPaiHCBKOTO BijpOJ)KEHHS 20-30-
x pokiB XX cronitta [Das Komitee zum Gedenken an Mykola Leontowytsch und
die Mykola-Leontowytsch-Musikgesellschaft als Phinomen der ukrainischen Re-
naissance der 1920er und 1930er Jahrel in IV mizhnarodnyj konhres ukrainistiv.
Mystetstvoznavstvo. Knyha 2, Hrsg. O. V. Mishanich (Odessa, Kyjiw: Acomnianis
eTHonoris [Vereinigung der Ethnologen], 2001), 342fF.
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wissenschaftlichen, fachlichen und staatlichen Einrichtungen mit
eindeutigem Bezug zur Musikkultur gehoren.

3.  Personen, die sich fiir die ukrainische Musik besonders verdient
gemacht haben, wird der Titel ,,Ehrenmitglied der Gesellschaft”
verliehen.

4. Die Anzahl der Mitglieder der Gesellschaft ist nicht begrenzt.

5. Mitglieder, die die Tétigkeit der Gesellschaft verhindern, werden
ausgeschlossen.

Allgemeine Bestimmungen

6.  Die Mykola-Leontowych-Musikgesellschaft ist eine allukrainische
Organisation.

Sie untersteht dem Allukrainischen Komitee fiir Musik und Kunst der
Hauptverwaltung fiir politische Aufklirung.’

7. Sitz der M.-Leontowytsch-Gesellschaft ist in Kyjiw.
8.  Ihr Tatigkeitsbereich ist das gesamte Gebiet der Ukraine.

9. Fur ihre Tétigkeit richtet die Mykola-Leontowych-Musikgesel-
Ischaft Provinz- und Kreisverbande ein, die auf der Grundlage der
Satzung der Mykola-Leontowych-Musikgesellschaft tatig sind.

10. Die Musikgesellschaft hat einen eigenen Stempel mit der Aufschri-
ft ,Musikgesellschaft namens Leontowytsch”.

[...]
Vorstand

16. Fur die laufende Arbeit wahlt die Gesellschaft einen Vorstand, der
aus finf Personen besteht:

o dem Vorsitzenden,

« zwei Beisitzern,

Das Hauptkomitee fiir politische Aufklirung (TomosHuit ITomituko-OcBiTHii
Kowmirer, Tonosnonitocsita oder auch I'TIO) wurde durch ein Dekret des Rates
der Volkskommissare der Ukrainische SSR vom 14. Dezember 1920 ins Leben ge-
rufen, mit dem Auftrag, die gesamte politisch-erzieherische sowie agitatorisch-er-
zieherische Titigkeit in der Republik zu vereinheitlichen. Das Komitee, das unter
der Leitung des Volkskommissars fiir Bildungswesen stand, tibernahm die Orga-
nisation und Kontrolle sdmtlicher Institutionen, die im Bereich der politischen Bil-
dungsarbeit titig waren. Gemaf§ dem Beschluss des Komitees vom 25. Februar 1922
wurde die Leontowytsch-Gesellschaft direkt dem Komitee unterstellt und von die-
sem finanziell unterstitzt. Vgl. Yuriy Kondufor, Hrsg., Kynvmypre 6ydieruymaeo
6 Ykpaincvkiit PCP. 1917-1927. 36ipHux dokymenmie i mamepianie. [Der kulturelle
Aufbau in der Ukrainischen SSR 1917-1927. Sammlung von Dokumenten und Ma-
terialien] (Kyjiw: Naukowa Dumka, 1979), Dokumente Nr. 160 und Nr. 252.
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o dem Schriftfuhrer,
o dem Schatzmeister sowie
fiinf Kandidaten fiir diese Amter.

17. Der Vorstand vertritt die Gesellschaft gegeniiber staatlichen und
offentlichen Einrichtungen.

Er legt Rechenschaft ab, gibt den Kommissionen die Richtung und Auf-

gaben ihrer T4tigkeit vor, fithrt die Geschifte und setzt die von der Ge-

sellschaft beschlossenen Plane um.

18. Der Vorstand hat alle drei Monate der Hauptverwaltung fiir poli-
tische Bildung und jeden Monat dem Plenum der Mykola-Leon-
towych-Musikgesellschaft {iber seine Arbeit Bericht zu erstatten.

Ausschiisse

19. Die Mykola-Leontowych-Musikgesellschaft kann folgende Au-
sschiisse  einrichten: =~ Musikausschuss, Museumsausschuss,
Verlagsausschuss.

[...I°

Tatsachlich war die Griindung der ukrainischen Musikpresse eine der
grofiten Errungenschaften der Mykola-Leontowytsch-Musikgesellschaft
(in weitern MLM). Die erste Ausgabe der Zeitschrift Muzyka (Die Musik),
die im Januar 1923 in Kyjiw™ erschien, umfasste 32 Seiten, die letzte, die im
November-Dezember 1927 in Charkiw herausgegeben wurde,"” 92 Seiten.
Gemif Editorials hatte die neue Zeitschrift das wichtigste Ziel, ,,die heuti-
ge ideologische Verwirrung im kiinstlerischen Leben zu kldren®.” In Wirk-
lichkeit war die neu gegriindete Zeitschrift von rein ideologischen Narra-
tiven weit entfernt. Sie zeigte vielmehr eine auf3ergewchnliche thematische
Bandbreite sowie stilistische und geografische Weltoffenheit. Nur wenige
Jahre spdter waren diese fiir die engen Denkweisen der sowjetischen Ideo-
logie undenkbar geworden.

Die Seiten der Zeitschrift sind reich an wissenschaftlichen Abhand-
lungen fithrender ukrainischer Musikwissenschaftler, Komponisten und
Folkloristen, so wie Pylyp Kozytskyj, Mykola Hrintschenko, Mykhajlo We-
rykiwskyj, Klyment Kwitka, Hryhorij Werjowka, Lew Rewutskyj und v. m.

9 Institut fir Manuskripte der Nationalbibliothek der Ukraine W. I. Wernadskij,
Fonds 50: Gesellschaft M. D. Leontowitsch, Nr. 54, Blatt 1.

10  Muzyka, Nr. 1 (April 1923).
11 Muzyka, Nr. 5/6 (November-Dezember 1927).
12 Redaktion, ,,12 xBiTHs 1923 p. [12. April 1923], Muzyka, Nr. 1 (April 1923): 5.
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Die Beitrage spiegeln auf besondere Weise das gesamte Spektrum des musi-
kalischen Lebens jener komplexen und zugleich spannungsgeladenen Epo-
che wider. Die Publikationen verbinden detaillierte musikanalytische For-
schung mit kulturhistorischen und gesellschaftlichen Fragestellungen und
eroffnen damit einen interdisziplindren Zugang, der weit iiber die reine
Musikwissenschaft hinausweist.

Das Periodikum berichtet nicht nur iiber die unmittelbaren Prozes-
se innerhalb der nationalen Musikszene, sondern auch uber internationa-
le Wettbewerbe und Festivals, iiber Konzertereignisse sowie iiber Insze-
nierungen von Oper und Ballett. Ebenso wird die kiinstlerische Tatigkeit
namhafter Musikensembles thematisiert, die mafgeblich zur Professiona-
lisierung des ukrainischen Musiklebens beitrugen. Einen weiteren Schwer-
punkt bilden Fragen der Jugendkultur, des kiinstlerischen Nachwuchses
und der musikpadagogischen Bildung, wobei die Zeitschrift einen Raum
fiir die Diskussion aktueller Probleme der Kunst- und Wissenschaftsent-
wicklung er6ffnete. Ein besonderes Augenmerk gilt auch der Vorstellung
kiinstlerischer Portrits bedeutender Komponisten und Musiker aus der
Ukraine sowie aus dem internationalen Kontext, wodurch die Publikation
eine Plattform fiir den interkulturellen Austausch bildet.

Die Zeitschrift Muzyka war die erste Musikzeitschrift in ukrainischer
Sprache, deren Erscheinungsgeschichte selbst als kulturgeschichtliches
Phidnomen gelten kann. Sie unterschied sich von zeitgendssischen russi-
schen oder polnischen Fachzeitschriften durch ihre konsequente sprach-
liche und inhaltliche Orientierung auf die nationale Musiktradition. Auf
ihren Seiten wurden wissenschaftliche Arbeiten publiziert, die grundle-
genden Probleme der Entwicklung des musikalischen Kunstschaffens be-
handelt und ein breites Themenspektrum abgedeckt: von Fragen der Mu-
siktheorie und Musikasthetik {iber detaillierte Analysen zur Geschichte
einzelner Gattungen bis hin zu den Studien tiber das Leben und Schaffen
bedeutender Komponisten.

Von besonderem Interesse ist dabei die systematische Auseinander-
setzung mit den Entwicklungsprozessen des musikalischen Lebens sowohl
in den urbanen Zentren wie Kyjiw, Charkiw oder Lwiw als auch in den
landlichen Regionen. Diese duale Perspektive erlaubte eine differenzier-
te Darstellung der Wechselwirkungen zwischen professioneller Kunstmu-
sik und der lebendigen Volksmusiktradition, die im ukrainischen Kontext
stets eine zentrale Rolle spielte. Gerade durch die Beitrdge von internatio-
nal anerkannten Folkloristen wie Klyment Kwitka wurden umfangreiche
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Dokumentationen des miindlich iiberlieferten Liedgutes geschaffen, die
bis heute von unschitzbarem Wert fiir die internationale Volksmusikfor-
schung sind.

Damit entwickelte sich die Zeitschrift nicht nur zu einem Medium der
wissenschaftlichen Reflexion, sondern zugleich zu einem Instrument kul-
tureller Selbstvergewisserung. Sie erfiillte eine doppelte Funktion: Einer-
seits vermittelte sie aktuelle Informationen iiber das zeitgendssische Mu-
sikleben, andererseits trug sie maf3geblich zur Kanonisierung nationaler
Traditionen und zur Etablierung einer eigenstandigen ukrainischen Mu-
sikwissenschaft bei. In diesem Sinne kann Muzyka als ein einzigartiges Fo-
rum betrachtet werden, das die ukrainische Musik sowohl in ihrer histo-
rischen Dimension als auch in ihrem gegenwirtigen Entwicklungsprozess
sichtbar machte und sie in einen internationalen wissenschaftlichen Dis-
kurs einband.

So zum Beispiel erfahren wir in den Ausgaben von 1924 in den Nach-
richten aus dem Ausland sogar von Urauffithrungen von Werken Arnold
Schonbergs und Paul Hindemiths, Erich Korngolds und Franz Lehars®.
Andere zeitgenossische Komponisten, deren Namen bald aus der sowjeti-
schen Presse verschwinden sollten, wie Richard Strauss, Arthur Lourie, Al-
ban Berg und andere, wurden ebenfalls erwdhnt.

Die Zeitschrift Muzyka wurde von den meisten fithrenden Musikperi-
odika in der ganzen Welt abonniert, darunter The Musical Quarterly (New
York), The Sackbut, The Chesterian und Monthly Musical Record (London),
Archiv fiir Musikwissenschaft (Leipzig), Le Menestrel und Revue Musica-
le (Paris), Allgemeine Musikzeitung und Signale fiir die musikalische Welt
(Berlin), Musikblitter des Anbruch und Pult und Taktstock (Wien), Neue
Ziircher Zeitung (Zurich), Der Auftakt (Prag), Musica D'oggi (Mailand),
La Quena (Buenos Aires), sowie von Musikbibliothek Peters und Deut-
sche Musikgesellschaft in Leipzig und Union musicologique in Paris.”* Ei-
ner der aktivsten Mitglieder, Chordirigent und in der Zukunft berithm-
ter Dichter Pawlo Tytschyna hat von der MLM sogar ein spezielles Mandat
fiir Reisen durch Europa bekommen, um Informationen iiber die Arbeit
der Gesellschaft und das Musikleben in der Ukraine zu verbreiten, und
von der Redaktion der Zeitschrift Muzyka die Befugnis erworben, ,,pro-
fessionelle Beziehungen® zu Vertretern von Musikverlagen in Deutschland,
13 Anon., ,Xpounika [Chronik]“, Muzyka, Nr. 1-3 (1924): 56 ff.

14 Olena Bugaeva, Apxiéna cnadwjuna Mysuunozo mosapucmea imeni M. ]I.

Jleonmosuua [Archivbestand der Mykola-Leontowytsch-Musikgesellschaft] (Kyjiw:
Nationalbibliothek der Ukraine W. I. Wernadskyj, 2011), 200.
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Frankreich und Grofibritannien aufzunehmen und Artikel fiir die Zeit-
schrift Muzyka tiiber Neuigkeiten und den Stand der Musikkultur im Aus-
land zu verfassen.”

Gleichzeitig schien die Redaktion auch ideologisch ,richtig® zu funk-
tionieren, denn zum Beispiel beschreibt Yukhym Mykhajliw (der Vorsit-
zende der MLM) in den Nummern 1-3 von 1924, der ersten nach dem
Tod des grofien kommunistischen Fiihrers, seinen kurzen Besuch bei Le-
nin. Hier wird er sogar ehrlich beschrieben: ,,stdmmig, breitschultrig, mit
grofSer Stirn und kleinen, aber lebhaften Augen“." Ferner erinnert sich Y.
Mykhajliw daran, welche Musik der grofie Lenin wirklich liebte — nicht
den revolutiondren Beethoven, wie die Propaganda spiter immer wie-
der behauptete, sondern die sentimentalen Salonbarkarolen von Pjotr
Tschaikowskij.

Doch bereits im September 1924 wurde die MLM parteipolitisch dazu
gendtigt, die Losung ,,Oktober — in die Musik® als neue programmatische
Ausrichtung zu adaptieren. Die gleichnamige Deklaration wurde von der
Generalversammlung der Gesellschaft am 19. September verabschiedet und
in der Zeitschrift Muzyka veroftentlicht. Gleichzeitig wurde ein neuer Vor-
stand der Gesellschaft gewahlt. An seiner Spitze stand jetzt der Komponist
Mykhajlo Werykiwskyj, gefolgt von P. Kozytskyj als Stellvertreter und dem
Musikwissenschaftler Mykola Hrintschenko als Sekretar.

Nach dreijéahriger Existenz zeigt die Mykola-Leontowytsch-Musik-
gesellschaft reumiitig alle Miangel ihrer Arbeit auf, die vor allem durch
»das Fehlen einer kristallisierten ideologischen Linie“ entstanden”. Das
neue Motto sollte vor allem auch die neue Grundlage fiir die Arbeit der
Gesellschaft bedeuten, indem sie ,,das gesamte aktive musikalisch-revolu-
tiondre Element in sich vereint und die musikalisch-inaktiven oder ideolo-
gisch fremden Mitglieder aus der Gesellschaft ausschliefit“." Ferner stellt die
MLM eine Verbindung zur Kommunistischen Partei iiber deren Vertreter
im Prasidium her.”

15 Ibid., 28.
16  Yu[khym] Mykhayjliw, ,,[Tam’atu Jlenina [In Gedenken an Lenin]“, Muzyka, Nr. 1-3
(1924): 4.

17 Vorstand der Leontowytsch-Musikgesellschaft, ,Big IIpesnunii Mysnuunoro
ToBapucrsa iMm. JleontoBnya [Vom Vorstand der Leontowytsch-Musikgesellschaft],
Muzyka, Nr. 7-9 (Juli-September 1924): 132.

18 Ibid.

19 Vorstand der Leontowytsch-Musikgesellschaft, ,Jexmapanis Mysnuanoro
ToBapucra imennm JleontoBmua [Deklaration der Leontowytsch-Musikgesell-
schaft]“, Muzyka, Nr. 7-9 (Juli-September 1924): 132.
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Die Titigkeit der Musikgesellschaft sollte sich weitgehend an der
»Massenkunst“ orientieren und dabei zwei Hauptrichtungen den Vorzug
geben: Auffithrung revolutionirer und volkstiimlicher Lieder bzw. klassi-
scher Werke zur revolutiondren und heroischen Thematik und Einbezie-
hung moglichst vieler Volksmassen in die Musikkunst. Von nun an betei-
ligt sich die MLM aktiv am kulturellen Aufbau der Sowjetukraine, an der
sozialistischen Bewegung und an der Organisation von musikalisch-pada-
gogischen Massenveranstaltungen. Unter dem Druck der Machtstrukturen
wird ein Kampf gegen ,,Apolitizismus und Formalismus”, fiir die Partei-
zugehorigkeit der Musik und die Entwicklung einer internationalen Form
und eines sozialistischen Inhalts der Musikkultur gefiithrt.” Die schritt-
weise Ausweitung der Beziehungen zwischen professionellen Ensembles
und amateurhaften Musikgruppen fiithrte zur Umwandlung der Gesell-
schaft in eine ,,massenhafte” musikalisch-gesellschaftliche Organisation.

Bis Anfang 1927 er6ffnete und betrieb die Mykola-Leontowytsch-Mu-
sikgesellschaft 69 Zweigstellen in der ganzen Ukraine, mit etwa 930 Mitglie-
dern und 1013 Musikorganisationen, die aus Berufsmusikern und Amateu-
ren bestanden, die in Schul- und Studenten-, Bauern- und Arbeiterchoren
und -ensembles, Kammer-, Blas- und Volksorchestern usw. auftraten. Die
Gesellschaft registrierte 347 Bauernchore, 211 Arbeiterchore, 367 Schulcho-
re, 82 Arbeiter- und Bauernorchester und 7 Berufschéore, sowie einige ,,mo-
bile Quartette® — die Vorfahren des berithmten Lysenko-Quartetts.”

Bereits bei der Griindung trat der Gesellschaft als Vertreter der Musik-
studenten Borys Lyatoschynskyj bei, kiinftig der grofite Komponist der uk-
rainischen Musikgeschichte der 1. Hélfte des 20. Jahrhunderts. Fiinf Jahre
spater entstand in Kyjiw unter dem Dach der Mykola-Leontowytsch-Mu-
sikgesellschaft die Assoziation fiir zeitgendssische Musik der Ukraine, die
Borys Lyatoschynskyj sowie die anderen in der Zukunft sehr bekannten
ukrainischen Komponisten wie Lewko Rewutskyj oder Mykola Werykiw-
skyj angehorten. Das wichtigste Ziel der Assoziation war es, die neusten
Richtungen und Tendenzen der Musik zu erkunden und in die ukrainische
Musik zu implementieren.

Gleichzeitig verschirfte sich die Lage der Mykola-Leontowytsch-Ge-
sellschaft allmiahlich, was vor allem damit zusammenhing, dass auch die

20 Ibid.

21 Pylyp Kozytskyj, ,,Bceykpaincbke mysuane T-Bo iMm. JIeOHTOBMYA B I10r0 MUHYIOMY,
cydacHoMmy i B mepcrnexktusax [Allukrainische Leontowytsch-Musikgesellschaft in
ihrer Vergangenheit, Gegenwart und Zukunft]“, Muzyka, Nr. 5/6 (November-De-
zember 1927): 5.
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Kommunistische Partei der Sowjetunion immer weniger an der Politik der
»Ukrainisierung“ interessiert war. Das Erscheinen der Zeitschrift Muzy-
ka wurde 1926 voriibergehend eingestellt, stattdessen erschienen nur noch
sechs Nummern der ,,Ukrainischen Musikzeitung®. Die Formalisierung
des gesellschaftlichen Lebens des Landes innerhalb eines bestimmten poli-
tischen Rahmens fiithrte zu einer klaren Festlegung der Rolle und Mission
der Kunst sowie der Kiinstler. Kiinstlerische Werke wurden als ,,Produk-
tion“ definiert, die Kunstschaffenden als deren ,,Produzenten®, welche ge-
sellschaftliche Auftrdge zu erfiillen hatten. Ein weiteres Konzept, das die
Beziehungen zwischen Kunst und Gesellschaft regelte, war das der ,,Dienst-
leistung®, wobei diese Dienstleistungen bisweilen sogar unentgeltlich zu er-
bringen waren. So hief§ es beispielsweise:

Zur Unterstiitzung der zweiten landwirtschaftlichen Aussaat organisi-
erte das Volkskommissariat des Staatlichen Akademischen Opern- und
Balletttheaters der Stadt Kyjiw freiwillige Konzertbrigaden zur Betre-
uung von Betrieben und Institutionen. Sdmtliche Einnahmen aus den
Konzerten werden fiir die kulturellen Bediirfnisse der lindlichen Vo-
rorte und der nahgelegenen Dorfer bereitgestellt.”

Im Oktober 1926 wurde das Prasidium der Mykola-Leontowytsch-Ge-
sellschaft nach Charkiw verlegt. Eine Gruppe von Komponisten der Charkiwer
Filiale warf der Leontowytsch-Gesellschaft offen vor, eine ukrainisch-nationa-
listische Linie zu verfolgen und von den Aufgaben der revolutionéren proleta-
rischen Kunst abzuweichen. Trotz einer immer instabileren Lage und scharfer
Kritik erlebte die Gesellschaft im Jahre 1927 zwei absolute Hohepunkte ihrer
Tatigkeit: den ersten allukrainischen Komponistenwettbewerb, dessen ersten
Preis sich Lewko Rewutskyj fiir die 2. Symphonie und Borys Lyatoschynskyj
fiir die Ouvertiire iiber 4 ukrainische Lieder teilten, und die Organisation der
ukrainischen Exposition auf der Frankfurter Weltausstellung der Musik ,,Mu-
sik im Leben der Volker” (im Rahmen des sowjetischen Pavillons).

Die Teilnahme der Ukrainischen SSR an der Weltausstellung der Mu-
sik in Frankfurt am Main wurde durch einen Beschluss des Volkskommis-
sariats fiir Bildung vom 12. Mai 1927 offiziell bestatigt. Zugleich wurde der
Plan fiir die Vorbereitung der Exponate genehmigt. Innerhalb von 13 Tagen
(vom12.bis zum 25. Mai) wurden 391 Exponate gesammelt und an das Volks-
kommissariat des Allunionsverbandes fiir kulturelle Verbindungen mit
dem Ausland (BcecorosHnoe o011ecTBO Ky/IbTYPHOI CBSI3U C 3aTPaHMIIEI,
BOKC) nach Moskau iibermittelt, der die Ausstellung des ukrainischen

22 Zit. nach: Rzhevska, Ha 3nami uacis, 237.
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Sektors organisierte. Die Exponate bestanden aus Volksmusikinstrumen-
ten, Notenausgaben, Biichern und weiteren Musikpublikationen.”

P. Kozytskyj, der zur Delegation gehorte und auf der Ausstellung ei-
nen Vortrag iiber ukrainische Musik halten durfte, berichtete, dass sich die
ukrainische Abteilung {iber zwei Drittel der Wand erstreckte und durch
zwei Trennwiénde in zwei kleinere Unterabteilungen gegliedert war. In der
ersten befanden sich Musikinstrumente, ein Bildnis eines Kobsaren so-
wie einige vergrofierte Fotografien vom Kobsaren-Kongress. In der zwei-
ten waren Opernrequisiten ausgestellt. An den Wénden und Siulen hin-
gen Plakate und Diagramme. In einer separaten Vitrine waren ukrainische
ethnografische Publikationen sowie die Zeitschrift Muzyka ausgestellt. P.
Kozytskyj weist besonders darauf hin, dass es zu einigen Missverstandnis-
sen kam, weil die Initialen der USRR fast identisch mit denen der Sowjet-
union sind. So wurden manche ukrainischen Exponate von der Offentlich-
keit falschlicherweise als sowjetisch aufgefasst. Das wurde sogar in einigen
Pressemitteilungen erwiahnt.”* Diese Bemerkung ldsst sich durch die Aus-
gabe der Zeitschrift ,,Das neue Frankfurt® belegen, die fast ausschliefllich
der Weltausstellung der Musik gewidmet wurde, wobei eine der Abbildun-
gen einen ukrainischen Kobsar mit einer Kobsa zeigt, die jedoch als ,,russi-
sches Saiteninstrument® betitelt wurde.” Doch im grofien Ausstellungska-
talog ist die Ukraine mindestens viermal explizit erwihnt.**

Zugleich beklagte P. Kozytskyj nachtréglich die unverstandliche und
zugleich nachldssige Haltung sowohl seitens des Volkskommissariates des
Allunionsverbandes fiir kulturelle Verbindungen mit dem Ausland, als
auch des Quartetts des Moskauer Konservatoriums gegeniiber der Prisen-
tation ukrainischer Kammermusik. Es wurden mit der Eilpost die Werke
fur das Streichquartett ukrainischer Komponisten versandt, darunter von

23 Vsesojuznoe obs$cestvo kul'turnoj svjazi s zagranicej [Volkskommissariat des All-
unionsverbandes fiir kulturelle Verbindungen mit dem Ausland], Die Union der So-
zialistischen Sowjet-Republiken auf der Ausstellung ,Musik im Leben der Vilker®:
Frankfurt am Main, 11. Juni-28. August 1927: veranstaltet von der Gesellschaft fir
kulturelle Verbindung der Sowjetunion mit dem Ausland (Berlin [u.a.]: Peuvag,
1927).

24  Pylyp Kozytskyj, ,Mixkxunapogus MysuuHa Bucraska y @paukdypri Ha Maitni [In-
ternationale Musikausstellung in Frankfurt am Main]“, Muzyka, Nr. 5/6 (Novem-
ber-Dezember 1927): 61f.

25  Martin Elsaesser, ,Musik im Leben der Voélker: Internationale Ausstellung in Frank-
furt am Main®, Das neue Frankfurt 6 (Juli-September 1927), Abb. 23: 141.

26  Kathi Meyer, Katalog der Internationalen Ausstellung ,, Musik im Leben der Vilker<,
Frankfurt am Main, 11. Juni-28. August, 1927 (Frankfurt a.M.: Hauserpresse, 1927).
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B. Lyatoschynskyj, P. Senytsja, W. Kostenko und P. Kozytskyj, doch diese
Werke wurden nicht aufgefiithrt. ,,Das gesamte ukrainische Notenmaterial
war aus unbekannten Griinden in Moskau zuriickgelassen worden, was die
Auffithrung durch die Krifte eines anderen Ensembles vor Ort auch unmag-

« 27

lich machte®.

Bald darauf, im Februar 1928, wurden die Aktivititen der Myko-
la-Leontowytsch-Gesellschaft auf Regierungsebene scharf kritisiert, die
Gesellschaft aufgelost und Leontowytschs Name fiir ,,irrelevant® erklart.
Stattdessen wurde die Allukrainische Gesellschaft revolutiondrer Musi-
ker gegriindet (BceykpaiHcbke TOBapyuCTBO PEeBONIOLINIHNX MY3MKaHTIB,
BYTOPM) sowie die Assoziation der revolutiondren Komponisten der
Ukraine (Acomjanis peBomouiiiHux KomMmnosutopiB Ykpainu, APKY).
Treibende Kraft in der letzten war deren Leiter, der Komponist und Mu-
sikwissenschaftler Walentyn Kostenko, der in der sowjetischen Presse sys-
tematisch und mit grofler Schirfe Kritik an der Mykola-Leontowytsch-
Musikgesellschaft iibte.” Er warf der Leontowytsch-Musikgesellschaft
unter dem anderen die Aufblahung der Mitgliederzahl ohne Riicksicht auf
ihre ideologische und musikalische Qualitat, das Fehlen einer geeigneten
Fihrung und von Mafinahmen zur Bestimmung und Vervollkommnung
der sowjetischen Ideologie, die Unsicherheit der ideologischen Arbeitsli-
nie, den Mangel an ideologischer Reife, Biirokratismus, die Vorherrschaft
kirchlicher Elemente und Tendenzen usw. vor.

Die Zeitschrift Muzyka wurde nach einer kurzen Wiederbelebung im
Jahr 1927 durch die Neuerscheinung Muzyka — masam [Musik fiir die Mas-
sen] ersetzt, die munter {iber die zeitgerechte Thematik berichtete. Die ers-
te Nummer des Jahres 1928 ist noch als Organ der Allukrainischen Mykola-
Leontowytsch-Musikgesellschaft erschienen. Ab Ausgabe Nr. 7 desselben
Jahres wurde die Zeitschrift als ,,Monatszeitschrift fiir die Massenarbeit

27 Kozytskyj, ,Mixnapogus Mysnuna Bucraska®, 64.

28  Walentyn Kostenko, ,,JKoBrens i ykpaincpka mysuka [Der Oktober und die ukra-
inische Musik]“, Nowe mystetstwo 26 (1926): 4; Walentyn Kostenko, ,,Opranisanis
yKpaiHChbKMX MysudHux cuia [Die Organisation der ukrainischen Musikkrifte]
Kultura i pobut 39 (1926): 6; Walentyn Kostenko, ,,[latiomr acorisiiito peBomoninHmnx
kommosnTopis [Eslebe die Assoziation der revolutiondaren Komponisten]“, Nowe mys-
tetstwo 27 (1926): 3; Walentyn Kostenko, ,,JJpibHo-6yp>xyasHi Tedii B yKpaiHCbKiil
mysuui [Kleinbiirgerliche Stromungen in der ukrainischen Musik]“, Nowe mystetst-
wo 31 (1926): 2—5; Walentyn Kostenko, ,,My3bika Ha Ykpanne [Musik in der Ukrai-
nel“, Zhizn’ iskusstva 11 (1927): 2—3; Walentyn Kostenko, ,,Jlo po3BUTKY yKpaiHCBKOI
mysuku [Zur Entwicklung der ukrainischen Musik]“, Kultura i pobut 13 (1926): 1-3;
Walentyn Kostenko, ,,2x2=4", Nowe mystetstwo 7 (1927): 4-5.
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im Bereich Musik“ publiziert — als Organ der Musikabteilung des Volks-
kommissariats fiir Bildung, der Kulturabteilung des Gesamtukrainischer
Rates der Gewerkschaften, des Zentralkomitees des Komsomol der Ukra-
ine sowie der Allukrainischen Gesellschaft revolutiondrer Musiker. Dar-
aus wird ersichtlich, dass die fithrende Rolle der staatlichen Institutionen
— des Volkskommissariats fiir Bildung, der Gewerkschaften und des Kom-
somol - erheblich zunahm, wobei die Gesellschaft selbst weiterhin eher
eine Funktion als Mitbegriinderin ausiibte.

Im Sommer 1928 wurde die Griindung einer Komponistenwerkstatt
der Allukrainischen Gesellschaft revolutiondrer Musiker in Charkiw be-
kannt gegeben, die Tatsache vollig unbeachtet lassend, dass bereits seit Fe-
bruar 1925 eine solche Werkstatt in der Mykola-Leontowytsch-Gesellschaft
existierte. Doch die neue Werkstatt wurde nach dem Muster parteilicher
Organisationen strukturiert, indem als Leitungsorgan ein ,,Biiro“ gewahlt
wurde.” Um ihre Parteitreue noch mehr zu beweisen, schlossen sich beson-
ders aktive Mitglieder im Jahre 1930 sogar zu einer ,,Stof3brigade der Kom-
ponisten” zusammen. Thre strategischen und taktischen Aufgaben sah die
Stoflbrigade vor allem in der Intensivierung der kompositorischen Tatig-
keit, ,,indem sie in Dienste der Veranstaltungen des Proletariats gestellt wur-
de, die mit der Umsetzung des Fiinfjahresplans verbunden sind“ sowie in der
maximalen Aufmerksamkeit auf die Betreuung von Veranstaltungen, die
mit dem diesjahrigen Industrie- und Finanzplan sowie der Aussaatkampa-
gne zusammenhingen.’

Im Oktober 1929, in einer Phase der zunehmenden Radikalisierung
des sogenannten ,kdampferischen Marxismus®, spaltet sich die Allukraini-
sche Gesellschaft revolutiondrer Musiker in zwei Verbande auf: die ,,Prole-
tarischen Musiker® (,,Proletmuz®) in Kyjiw und die Assoziation proletari-
scher Musiker der Ukraine (APMU) in Charkiw mit Zweigstellen in Kyjiw,
Odessa und Dnipropetrowsk.” Die APMU stellte in vielerlei Hinsicht eine
Abspaltung von der Russischen Assoziation proletarischer Musiker (Pycckas
Accomynms IIponerapckux MysbikanTos, PATIM/RAPM) dar, deren ideo-
logische und organisatorische Leitlinien sie nahezu unverdndert iiber-
nahm. Charakteristisch fiir die RAPM und somit auch fiir ihre ukrainische

29  Rzhewska, Ha 3nami uacis, 258.

30 Ibid., 259.

31 Anton Mukha, ,HarmjionanpHa cmizka KOMIIO3MTOpiB YKpaiHu: g0 80-pidds
icnyBanus. Ictopuko-anamituanmit Hapuc [Nationaler Komponistenverband der
Ukraine: zum 8o-jahrigen Bestehen], in Ukrainisches Musikarchiv 3 (Kyjiw: Zen-
trmuzinform, 2003), 224.
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»Tochterorganisation® waren eine ausgeprigte Aggressivitit gegeniiber
kiinstlerischen Richtungen, die als ,burgerlich oder ,formalistisch® gal-
ten, eine deutliche Geringschiatzung nationaler Besonderheiten sowie ein ver-
einfachter und reduktionistischer Zugang zur Frage des kulturellen Erbes.
Statt differenzierter historischer Reflexion dominierte eine Haltung, die das
kiinstlerische Schaffen fast ausschlieflich durch die Linse der Klassenideolo-
gie bewertete.

Die Griindung der APMU war jedoch nicht allein ein organisatori-
scher Akt innerhalb der ukrainischen Musikszene, sondern in erster Linie
ein Instrument der Moskauer Zentrale zur Durchsetzung ihrer kulturpo-
litischen Vorgaben in den Peripherien der Sowjetunion. Damit wurde die
ukrainische Musikentwicklung in ein streng zentralisiertes ideologisches
Schema eingebunden, in dem Eigenstidndigkeit und Vielfalt kaum Platz
tanden. Fiir viele ukrainische Kiinstler und Musikwissenschaftler stellte
die APMU daher keinen Fortschritt, sondern vielmehr ein Instrument der
Kontrolle und Unterordnung dar.

In den ukrainischen Musikerkreisen wurde das Auftreten der APMU
entsprechend als Faktor der Destabilisierung wahrgenommen. Anstelle ei-
ner Foérderung genuiner kiinstlerischer Entwicklungen fithrte die Organi-
sation zu Spannungen und Konflikten innerhalb der Gemeinschaft der pro-
fessionellen Musiker. Die Orientierung an den Moskauer Direktiven hatte
zur Folge, dass nationale Initiativen marginalisiert oder als ,,schiddlich® dis-
kreditiert wurden, was wiederum die Weiterentwicklung einer eigenstian-
digen ukrainischen Musiktradition erheblich hemmte. APMU warf allen
ihren Gegnern aus anderen Formationen ,westlich-dekadente“ Tendenzen
vor. Damit entfaltete sich in der ukrainischen Musikkultur eine regelrech-
te Offensive der RAPM-Anhidnger gegen Andersdenkende.

Ab 1930 begann die allmihliche Einschrankung der ,,Ukrainisierung®
(Verringerung der Zahl ukrainischer Schulen und Zeitschriften, Schlie-
flung ukrainischer Theater, Einfithrung des obligatorischen Russischun-
terrichts in allen Schulen) und konsequente physische Vernichtung ukrai-
nischer Kiinstler, die spiter als ,,Erschossene Renaissance” bekannt wurde.
Im Jahr 1933 sind die Repressionen gegen die ukrainische Bildungselite mit
nie gekanntem Ausmaf ausgebrochen.

Es folgte eine grofl angelegte, vom aus Moskau Anfang 1933 in die
Ukraine entsandten Pavel Postyschew geleitete ,,Sduberung® unter der
ukrainischen Elite, der bisher umfangreichste Schlag gegen eine nich-
trussische Elite der Sowjetunion tiberhaupt. Ukrainische Kader in Lan-
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dwirtschaft, Bildungswesen und Kultur wurden massenhaft entlassen,
20 Prozent der Parteimitglieder ausgeschlossen, die Hélfte der regiona-
len Fithrungskrifte und drei Viertel der Parteifithrung ausgewechselt.
Viele Intellektuelle, Schriftsteller, Kiinstler und selbst Volkssidnger (Ko-
bsaren) wurden erschossen oder nach Sibirien deportiert.””

Gewisse Symbolik trug in dieser Hinsicht auch der bereits erwdahn-
te erste Vorstand der Mykola-Leontowytsch-Musikgesellschaft: nur einer
von fiinf Mitgliedern, der Komponist Pylyp Kozytskyj, hat die Sduberun-
gen {iberlebt. Die iibrigen, darunter der erste Obmann Yukhym Mykhajliw,
wie auch die Mitglieder Oles Tschapkiwskyj, Dmytro Koliukh (ehemali-
ger Leiter der ukrainischen Zentrale fiir Auflenwirtschaft) sowie Musik-
wissenschaftler und Redakteur Mykola Katscherowskyj wurden vom sta-
linistischen System vernichtet, wie auch zahlreiche andere Mitglieder der
Musikgesellschaft, darunter Regisseur Les” Kurbas oder Bandurist Hnat
Khotkevytsch.

Der Beschluss des Zentralkomitees der Kommunistischen Allunions-
Partei der Bolschewiki von 1932 ,,Uber den Umbau der literarisch-kiinstleri-
schen Organisationen™” bedeutete de facto das jahe Ende fiir all die ideolo-
gisch unterschiedlichen Musikinstitutionen. Das Zentralkomitee befiirchte

die Umwandlung dieser Organisationen von einem Mittel zur
grofitmoglichen Mobilisierung der sowjetischen Schriftsteller und
Kiinstler fiir den sozialistischen Aufbau in ein Mittel zur Kultivierung
der Isolierung von Kreisen, der Trennung von den politischen Aufga-
ben der Gegenwart und von bedeutenden Gruppen von Schriftstellern
und Kinstlern, die mit dem sozialistischen Aufbau sympathisieren

und beschloss ,den Verband der proletarischen Schriftsteller aufzulosen
sowie

alle Schriftsteller, die die Plattform der Sowjetregierung unterstiitzen
und sich am sozialistischen Aufbau beteiligen wollen, in einem einzi-
gen Verband der sowjetischen Schriftsteller mit einer kommunistischen
Fraktion zu vereinen

und ,,ghnliche Anderungen in anderen Kiinsten vorzunehmen™**

32 Kappeler, Kleine Geschichte der Ukraine, 203.

33 ,Beschluss des CK VKP(b) ,Uber den Umbau der literarisch-kiinstlerischen Organi-
sationen®, in 100(0) Schliisseldokumente zur russischen und sowjetischen Geschichte,
https://www.1000dokumente.de/Dokumente/Beschluss_des_ CK_VKP(b)_%22%c3
%9cber_den_Umbau_der_literarisch-k%c3%bcnstlerischen_Organisationen%22.

34  Ibid.
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Die Umsetzung des Beschlusses bedeutete die vollstindige Liquidie-
rung aller Musikorganisationen. Auf einer eigens einberufenen Liquidati-
onsversammlung wurde die organisatorische Selbststindigkeit dieser Ver-
einigungen beendet, was symbolisch das Ende einer Periode intensiver, oft
rivalisierender Aktivititen innerhalb der ukrainischen Musikszene mar-
kierte. Zur Vorbereitung des bevorstehenden Allukrainischen Kongres-
ses der sowjetischen Musiker wurde ein Organisationsbiiro gebildet, des-
sen Vorsitz A. H. Benkowytsch innehatte (eine Personlichkeit, deren Name
spater aus nahezu allen Quellen getilgt wurde). Dazu gehorten auch Py-
lyp Kozytskyj, Borys Lyatoschynskyj, Mykola Kolyada, Pawel Tolstyakow
und Lew Rewutskyj. Mit dem Prinzip der ,,Verstaatlichung“ des kiinstleri-
schen Lebens samt allen finanziellen Mitteln sollten konkurrierende Grup-
pen, die sich durch ideologische oder édsthetische Eigenheiten voneinander
unterschieden, in zentralisierte Strukturen tiberfithrt werden. Ziel war die
Durchsetzung einer einheitlichen Linie im Sinne des sozialistischen Rea-
lismus, dessen offizielle Verkiindung nur wenig spéter, im Jahr 1934, erfol-
gen sollte.

Bald darauf wurden die Aktivititen zur Griindung des Komponis-
tenverbandes der UKSSR breit angelegt, und das Jahr 1932 wurde jahr-
zehntelang unkritisch als sein Griindungsjahr angesehen, wenngleich die
Prozesse zu dessen tatsichlicher Funktionierung noch bis zum Jahr 1939
andauerten.”

Wihrend der sowjetischen totalitiren Ara wurden keine Informati-
onen Uber die Mykola-Leontowytsch-Musikgesellschaft in den offiziel-
len Nachschlagwerken veroffentlicht, auch wenn in dessen Redaktionen
oft ehemalige Mitglieder der Gesellschaft titig waren. Erst in jlingster Zeit
setzte sich die historische Wahrheit langsam wieder durch.
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Aktivititen der Lviver' Abteilung des
Komponistenverbandes der Ukrainischen SSR in der
Konfrontation mit der sowjetischen Ideologie

Luba Kijanovska
Univerza v Lvovu
Universitat Lviv

Im Jahr 1940, kurz nach der sowjetischen Besetzung Galiziens, wur-
de die Lviver Abteilung des Verbandes der sowjetischen Komponisten der
Ukraine gegriindet. Der Forscher des Lviver Kulturlebens Leschek Mazepa
prazisiert dieses Datum und fiithrt aufgrund der Archivmaterialien weitere
wichtige Information iiber diese Abteilung an:

Am 24. Dezember 1939 genehmigte der Vorstand des Ukrainischen
Komponistenverbands (UWC) ein Organisationskomitee fiir die westli-
chen Regionen der Ukrainischen SSR (d. h. das Organisationskomitee
des Lviver Komponistenverbandes, von allen kurz Lviver Komponis-
tenverband genannt), bestehend aus: Wasyl Barwinskyj (Vorsitzender),
Adam Soltys (stellvertretender Vorsitzender), Jozef Koffler (ausfiithren-
der Sekretir), Stanislaw Ludkewytsch und Aleksandr Breskin. 1940 ve-
reinigte das Organisationskomitee des Komponistenverbandes in Lviv
40 Komponisten und Musikwissenschaftler.”

Unter den Vorstandsmitgliedern des Lviver Organisationskomitees
des Komponistenverbandes der Ukraine war eine besondere Personlichkeit

1 Oft verwendet man die deutsche Ubersetzung des Namens der Stadt ,,Lemberg®
Aber, was die spéteren Benennungen des Namens der Stadt betrifft, besonders in
den offiziellen Dokumenten, schreibt man meistens ,,Lviv". Deswegen wird man in
diesem Artikel auch diese Version benutzt.

2 Leszek Mazepa, Cmopinku my3uuHozo munynozo /Iveoea (3 Heonybnikosaroezo) [Sei-
ten der musikalischen Vergangenheit von Lviv (aus dem Unveréffentlichten)] (Lviv:
Spolom, 2001), 92.
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der sog. Musikwissenschaftler Aleksandr Breskin — ein ehemaliger Mitar-
beiter der Redaktion der Kiewer Zeitschrift ,,Sowjetische Musik*, eigentlich
ein Mitarbeiter von kommunistischen Geheimdiensten, dessen Funktion
im Vorstand hauptsichlich die politisch-ideologische Uberwachung aller
anderen Mitglieder war. So traten die galizischen Musiker in die zentrali-
sierte Struktur des Komponistenverbandes der UdSSR ein, dessen Haupt-
aufgabe darin bestand, die Kiinstler ideologisch zu kontrollieren und ,,nati-
onalistische® oder ,modernistische® Abweichungen zu verhindern.

Wie alle anderen schopferischen Verbande in der Sowjetunion, die mit
der Idee einer strengen ideologischen Kontrolle und, wenn nétig, politi-
scher Repressionen gegen diejenigen, die mit dem totalitdren Regime nicht
einverstanden waren, gegriindet wurden, erfiillten die Komponistenver-
bande bestimmte Funktionen.

Die erste davon war die Funktion der strengen, gar aggressiven ideo-
logischen Steuerung der Thematik und Stilistik der Werke. Die kommu-
nistische Zensur legte fest, welche Themen und Sujets in Musikwerken be-
handelt werden sollten, und gab ,,empfohlene® Texte vor, zu denen Lieder,
Kantaten und Opern geschrieben werden sollten. Sie achteten auch dar-
auf, dass die Instrumentalwerke keine modernen, innovativen Ausdrucks-
mittel enthielten, die als ,,Verbeugung vor biirgerlichen Werten® angesehen
wurden.

Die zweite Funktion waren die Repressalien gegen diejenigen, die mit
der Parteilinie nicht einverstanden waren. Es gab regelmaflige Sduberungen
und Demonstrationsmafinahmen gegen jene Komponisten und Musikwis-
senschaftler, die von den zustidndigen Parteidiensten als ,,Priigelknaben®
ausgewahlt wurden. Dazu wurden grofle, demonstrative Veranstaltungen
organisiert, bei denen die hochrangigen Parteigenossen die unzureichend
bewussten Mitglieder von diesem oder jenem Verband darauf hinwiesen,
wo sie sich irrten und als wahre sowjetische Kiinstler zu wenig leisteten,
woraufhin die Kiinstler ihrerseits 6ffentlich Bufle taten und versprachen,
ihre Fehler zu verbessern.

Da die ideologischen Dienste nach dem Prinzip von Zuckerbrot und
Peitsche arbeiteten, wurden diejenigen, die dem System treu dienten, und
sogar diejenigen, die hoflich bereuten, auch belohnt, was die dritte Funk-
tion der Verbdnde war. In erster Linie handelte es sich um ein System von
Ehrentiteln — Ehrenkunstler, Volkskiinstler, verschiedene Preise, staatli-
che Auszeichnungen usw. Da die Verbdnde tiber betrichtliche Mittel ver-
fiigten — 5 % der Tantiemen aller Mitglieder — waren diese Kosten fiir den
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Unterhalt von Hausern des Schaffens (in der Ukraine war so ein Haus fur
Komponisten in Vorzel, kleinen Kurort in der Nihe von Kiew) bestimmt,
wo sich Komponisten zuriickziehen konnten, um Musik zu schreiben; fiir
die Organisation von Plenarsitzungen und Kongressen, bei denen nicht
nur Konzerte stattfanden, sondern auch recht tippige Bankette veranstal-
tet wurden; es gab eine Praxis der finanziellen Unterstiitzung der Mitglie-
der des Verbandes. Die Verbande vergaben auch Wohnungen an ihre Mit-
glieder, was in der Sowjetunion ein riesiger Vorteil war: Normale Biirger
mussten jahrzehntelange warten, um eine eigene Wohnung zu bekommen,
dabei konnten sie nicht selbst die Wohnung kaufen oder bauen. Dazu hat-
ten nur die Mitglieder des kiinstlerischen Verbandes eine reale Moglichkeit
ihre Werke zu veréffentlichen, zu publizieren, auf den Bithnen bzw. aufzu-
fithren oder auf Ausstellungen zu prasentieren.

Die vierte Funktion der Verbiande schlieflich war die organisatori-
sche, die am besten geeignete und natiirlichste Funktion jeder Institution
solcherart. Der zentrale Komponistenverband und die regionalen Verban-
de verfiigten iiber Musiksammlungen mit Notenschreibern, was in Er-
mangelung von Computern eine sehr wichtige Funktion war. Die Verbéan-
de verfiigten iiber Bibliotheken, in denen sie handschriftliche Kopien und
Editionen der Werke ihrer Mitglieder aufbewahrten.

Fir Lviver Komponisten waren solche Funktionen eines kiinstleri-
schen Verbandes, vor allem die beiden ersten Funktionen, unverstindlich
und vollig inakzeptabel — im Gegensatz zu ihren Kollegen aus der Ostuk-
raine, die bereits eine tragische Erfahrung der Unterdriickung durch das
kommunistische System erlebt hatten. Ganz andere Erfahrungen hatten
dagegen die Lviver Komponisten — Ukrainer und Polen. Die Mehrheit ab-
solvierte fithrende européische Konservatorien und Universititen in Wien,
Prag, Krakau, Paris usw. Nach ihrer Riickkehr nach Lviv traten sie auch den
kiinstlerischen Verbinden bei, wo ihr Hauptziel freie Auflerungen ihrer és-
thetischen Sichten, interessante Diskussionen und die gemeinsame Arbeit
fiir die fruchtbare Entwicklung der Kultur waren. Im Jahr 1934 griindeten
ukrainische Musiker den Verband Ukrainischer Berufsmusiker, gaben die
Zeitschrift ,,Ukrainische Musik* heraus, organisierten Konzerte, und nie-
mand schrankte ihre Initiative ein oder ordnete an, was und wie sie schaf-
fen sollten.

Daher war der neue modus vivendi fir sie ein tiefer Schock, den die
Lviver Kiinstler erlebten und dann nach einem Ausweg suchten. Ein be-
deutender Teil begabter Musiker — Mitglieder des oben genannten Vereins,
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darunter Stefania Turkevytsch-Lukijanovytsch, Antin Rudnytsky, Sinowii
Lysko und Jaroslav Barnytsch, wanderte in den Westen aus. Andere, wie
Vasyl Barwinskyj oder Borys Kudryk, wurden verhaftet und in sibirische
Lager verbannt. Diejenigen, die blieben: Stanislaw Ludkevytsch, Mykola
Kolessa, Anatol Kos-Anatolskyj und manche andere — mussten sich anpas-
sen, fanden aber gleichzeitig optimale Formen des Widerstands gegen den
destruktiven kommunistischen Einfluss.

Manche Ereignisse im Leben des Lviver Komponistenverbandes in
den dunklen sowjetischen Zeiten beschrieb die Autorin im einzelnen Ar-
tikel.’ Im vorliegenden Text werden allgemeine Prinzipien der Organisa-
tionsstruktur des kiinstlerischen Verbandes in der von der sowjetischen
Armee okkupierten und als Teil der UdSSR eingeschlossenen Provinz der
UdSSR, wie auch die wichtigsten Fakten, die von dem auflergew6hnlichen
Einfallsreichtum, der Beharrlichkeit und dem Mut, mit dem die Lviver Mu-
siker ihre Interessen verteidigt haben, gezeigt.

Trotz der Einhaltung der scheinbar allgemein verpflichtenden kom-
munistischen ,,Rituale” der kiinstlerischen Vereinigungen bildete der Lvi-
ver Komponistenverband eine grofie Ausnahme im ideologisch regulier-
ten kiinstlerischen Prozess der damaligen Sowjetunion. Dies ist zu einem
groflen Teil das Verdienst der Vorsitzenden des Verbandes: Vasyl Barwins-
kyj (1940-41), Stanislav Ludkevytsch (1944-1952), Anatol Kos-Anatolskyj
(1952-1983) und Mykola Kolessa (1983-1988). Nach Kolessa iibernahm die
Leitung des Lviver Komponistenverbandes Myroslav Skoryk (1988-2020),
doch die Periode seiner Tétigkeit in dieser Funktion féllt schon generell in
die ersten Jahrzehnte der Unabhingigkeit — von 1991 bis hin zur kompli-
zierten Periode am Anfang des 21. Jahrhunderts, weswegen dies nicht im
vorliegenden Artikel behandelt wird.

Man sollte speziell unterstreichen, dass alle oben genannten Vorsit-
zenden aus hochintelligenten galizischen Familien stammten, selbst Ab-
solventen europiischer Schulen waren oder in Lviv bei solchen hochaus-
gebildeten Padagogen studierten. Daher konnten sie sehr erfinderisch jene
Formen und Wege finden, um dem kommunistischen Regime zu widerste-
hen. Es ging in mehreren Fillen um existentielle Fragen, um die Rettung
des Lebens der Mitglieder des Lviver Komponistenverbandes schlechthin,

3 Luba Kyyanovska, ,Verborgene Bedeutungen in den Werken der Lviver Komponis-
ten als Verteidigung gegen die sowjetische Ideologie®, in Musikgeschichte in Mittel-
und Osteuropa. Mitteilungen der internationalen Arbeitsgemeinschaft an der Univer-
sitit Leipzig, Heft 21, Hrsg. Katrin Stock, Helmut Loos, Klaus-Peter Koch und Stefan
Keym (Leipzig: Gudrun Schréder Verlag, 2019), 206-27.
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um die Moglichkeit, irgendwo zu wohnen und zu arbeiten, auch wenn die-
se Mitglieder als ,Nationalisten®, ,,Spionen der feindlichen Staaten oder
»Verteidiger der verrotteten westlichen Werte“ von den kommunistischen
Behorden beschuldigt wurden.

Natiirlich anderten die Kiinstlerverbinde im Laufe der Jahrzehnte ih-
res Bestehens in der UdSSR die Artihrer Aktivititen, wie es in einem popu-
laren Witz hiefs, ,,schwankten sie mit der Parteilinie®. So lassen sich in der
Geschichte des Lviver Komponistenverbandes vier Perioden unterscheiden.

Die erste ist die kiirzeste, von der Griindung 1939/40 bis zum Juni 1941,
in der die Komponisten offensichtlich versuchten, sich irgendwie an die
neue Regierung anzupassen, bestimmte Schritte unternahmen, um sich
mit ihr zu verstindigen, was ihnen anfangs auch zu gelingen schien. Der
erste Vorsitzende in diesen Jahren war Wasyl Barwinskyj. Es liegt auf der
Hand, dass Barwinskyj als von der Sowjetunion ernannter Leiter des Kon-
servatoriums und des Komponistenverbands eine Verstindigung mit den
Behorden zum Wohle der Kiinstler, Professoren und Studenten anstrebte,
tiir die er sich verantwortlich fiihlte. Auflerdem hatte er in dieser Hinsicht
bereits viel Erfahrung: Von 1915, als er das Mykola-Lysenko-Musikhoch-
schulinstitut leitete, bis 1939 wechselte die Regierung in der Stadt viermal.
Deshalb ging er Kompromisse ein und schrieb unter anderem zwei Chore
mit ideologisch korrekten Texten ,,Portrdit Lenins“ und ,,Lied iiber das Va-
terland“. Was seine Offentlichen Auftritte betriftt, so wurde er nicht einmal
wirklich gefragt. Sein Schwager, Hans Puluj, erinnerte sich spéter:

Bei meiner... Reise nach Lviv besuchte ich ihn und er erzahlte mir, dass
die sowjetischen Funktiondre, als sie 1939 nach Lviv kamen, bald in se-
inem Haus erschienen und ihm sagten, er solle einen Mantel anziehen,
weil Stalin ihm befohlen habe, nach Moskau zu fahren. Dort musste er
Stalin seine Aufwartung machen, sich mit ihm fotografieren lassen und
bekam den Auftrag, einen Entwurf fiir eine politische Rede zu schrei-
ben. Dann las er diese Rede im Radio vor, die nur seine ersten drei Wor-
te enthielt.*

4 Onexcaunpep lanc Iymroi [Aleksander Hans Puluj, ,,Ociup 1939. 3 nuctiB nonpoBoi
morrtu. Bicti KombaranTa“ [Herbst 1939. Aus Briefen der Feldpost. Nachrichten ei-
nes Kombattanten], zitiert nach Kateryna Zagnitko, ,,dIx ¢pabpukysanacsa «Crnpasa
B. Bapsincbkoro» (Ha MaTepiajax KpuMiHanbHOI cripaBu 3 apxiBy CBY)“ [Wie der
»Straffall W. Barwinskyj“ konstruiert wurde (auf Grundlage von Materialien aus
dem Straffall aus dem Archiv des Sicherheitsdienstes der Ukraine)], Ukrainische
Musik, Quartalszeitschrift der Lviver Nationalen Musikakademie ,,Mykola Lyssenko®
30, Nr. 4 (2018): 180.
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Wihrend der Nazis-Okkupation waren alle kiinstlerischen Verei-
nigungen und Hochschulen fiir die einheimische Bevélkerung verboten.
Der Komponistenverband horte auf zu existieren und das Konservatori-
um konnte dank Barwinskyjs Bemiithungen seinen Status als Musikschu-
le behalten. Dies war ein grofler Erfolg, denn es ermoglichte vielen Musi-
kern, zumindest ein gewisses Einkommen zu erzielen und die Kriegsjahre
zu iiberstehen.

Die zweite Periode dauerte das erste Jahrzehnt der Nachkriegszeit bis
zu Stalins Tod, genauer gesagt bis zum Zwanzigsten Kongress der Kom-
munistischen Partei 1956, als Chruschtschow den ,,Personenkult® entlarvte
und das sog. ,,Chruschtschow-Tauwetter” begann. Sie war die dramatischs-
te Periode, da eine Reihe von ukrainischen Musikern und anderen Kiinst-
lern verhaftet und zusammen mit anderen galizischen Intelligenten nach
Sibirien und Kasachstan verbannt wurden.

Die Verfolgung ukrainischer Kiinstler und Gelehrten in Galizien wur-
de mit einer noch nie dagewesenen Hérte eingeleitet. 1944-1952 leitete den
Lviver Komponistenverband Stanislav Ludkewytsch, der sich ganz wenig
in die administrative Arbeit einmischte. Er hatte dazu keine Neigung und
Begabung und fiihlte sich in seiner Position unfahig, je mehr es strenge
ideologische Zensur, totale Verfolgung von Kulturschaffenden und Intel-
lektuellen, physische Zerstorung und Deportation von Hunderttausenden
von Einwohnern der neu annektierten Regionen der Westukraine gab.

Unter Missachtung jeglichen internationalen Rechts und moralischer
Normen beging das totalitire sowjetische System eines der grofiten
Verbrechen iiberhaupt — die Zwangsumsiedlung von Hunderttausen-
den seiner eigenen Biirger (die meisten von ihnen Frauen und Kinder).
Die Deportationskampagnen der sowjetischen Verwaltung zielten nicht
nur darauf ab, den Widerstand derjenigen zu unterdriicken, die damit
nicht einverstanden waren, sondern auch darauf, die nationale und so-
ziale Struktur der Gesellschaft zu verdndern, wie ihr Ausmaf beweist.’

In diesen Jahren gab es mehrere Repressionswellen im Zusammenhang
mit dem einen oder anderen Beschluss der Moskauer Zentralbehorden,

5 Vasyl Ilnytskyi und Volodymyr Starka, ,IToBcsikmeHHs Tepopy: pelnpecUBHO-
JenopTallifiHi 3axoM pafisAHChKOI Bnagu Ha TepuTopii Cxignoi lannuuum y 1944-
1953 pp.“ [Alltag des Terrors: Repressions- und Deportationsmafinahmen der sow-
jetischen Behorden im Gebiet Ostgaliziens in den Jahren 1944-1953], in Sowjetische
Repressionen in den westlichen Regionen der Ukraine (1939-1953): Geschichte, Per-
sonlichkeiten, Erinnerung: Sammelband, Hrsg. Vasyl Ilnytsky (Riga: Baltija Publi-
shing, 2022), 164-5.
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der in allen Provinzzentren sofort umgesetzt werden musste. Der erste Ho-
hepunkt der Repressionen fand 1948 statt. Im Lviver Komponistenverband
war sie vor allem mit der Verhaftung von Vasyl Barwinskyj, dem ersten
Vorsitzenden der Vorkriegszeit, verbunden. Er war so hochgeschitzt und
populir in Lviv, dass die kommunistischen Behorden es nicht wagten, ihn
in seiner Heimatstadt zu verhaften, und ihn unter dem Vorwand einer of-
fiziellen Angelegenheit nach Kiew lockten, wo er direkt am Flugsteig fest-
genommen wurde.

Das Strafverfahren gegen V. Barwinskyj stiitzte sich in erster Linie auf
seine familidren Bindungen und seine Tatigkeit als Leiter des Konser-
vatoriums. Der Haftbefehl... wurde am 28. Januar ausgestellt, und die
Verhaftung selbst fand am 29. Januar 1948 in Kiew statt. Vasyl Barwin-
skyj wurde mit ,traditionellen Formulierungen angeklagt: ,Karrie-
ristischer ukrainischer Nationalist, Agent des britischen und deutschen

Geheimdienstes, deutscher Komplize“.*

Selbstverstandlich wurde er aus dem Komponistenverband ausge-
schlossen, obwohl strikt das Protokoll der Sitzung des Verbandes von die-
sem Beschluss nur kurz informiert:

BerichtJ. Volynsky iiber die Entscheidung des Zentralkomitees der KPB
iiber die Oper Vano Muradeli ,,Die groffe Freundschaft“ und Aufgaben
der Lviver Komponisten. Ausschluss des Mitglieds des Verbandes der
Komponisten und Musikfonds V. Barwinskyj. Informationen von Ge-
nosse Babarik.”

Der ,,Genosse Barbarik“ — kommunistischer Zensor des Verbandes —
hat eine lange Rede gehalten, die mit folgenden Worten geendet hat:

Dieser ukrainische faschistische Nationalist war lange Zeit Mitglied des
sowjetischen Komponistenverbandes, machte aber keine Musik, weil
die sowjetische Musik nicht seiner Natur entsprach, und begriindete se-
ine Arbeitsverweigerung stets damit, dass er als Direktor eines Kon-
servatoriums viel zu tun habe und keine Zeit fiir Kreativitit habe. Ich
schlage vor, V. Barwinskyj als Verriter, Spion und Agenten der ukraini-

6 Zagnitko, ,,5Ix ¢abpuxysamacs «Crnpasa B. Bapsincbkoro»“. [Wie der ,,Strafrechts-
fall W. Barwinski“ konstruiert wurde], 180.

7 IIporokonu 3aranpHuUX 360piB 1 3aciganp npapmiHHa CHOiZKK 30 CiYHS 1948 — 16
rpynH: 1948 p. P-1864 om. 1 Ne13. [Tporoxon Ne2 24 u 28 mrororo. Apxis JIbBiBcbkoOro
BigpinenHa Cuinky komnosnutopis Ykpainn [Protokolle der Generalversammlun-
gen und Vorstandssitzungen des Verbandes vom 30. Januar 1948 bis zum 16. Dezem-
ber 1948. Fond R-1864 op. 1 Nr. 13. Protokoll Nr. 2 vom 24. und 28. Februar. Archiv
der Lviver Abteilung des Komponistenverbandes der Ukraine].
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schen faschistischen Nationalisten aus dem Komponistenverband und
der Musikstiftung auszuschlieflen.’

Fast zeitgleich wurde 1949 eine weitere repressive Kampagne gegen
~wurzellose Kosmopoliten“ eingeleitet. Hinter diesem Euphemismus ver-
barg sich die Verfolgung jiidischer Intellektueller. Die Hauptziele dieser
Kampagne sind klar im Beschluss des Plenums des Komponistenverban-
des der Ukraine in Charkiw angefiihrt:

Die Ideen der wurzellosen Kosmopoliten iiberschnitten sich stark mit
den Ideen des anglo-amerikanischen Blocks. In ihrer bestialischen
Bosheit spuckten sie auf alles Sowjetische und versuchten mit ihren
aggressiven Planen, einen neuen Weltkrieg gegen die Sowjetunion zu
entfachen.’

In Lviv wurde zum Opfer dieser Kampagne der oben erwahnte Mu-
sikwissenschaftler Josyf Volynsky, eine Person mit zweifelhaften ethischen
Qualititen. Paradoxerweise war er einer der konsequentesten Kritiker und
Verfolger Barwinskyjs und soll sogar die Verbrennung von Barwinskyjs
Manuskripten im Innenhof des Konservatoriums angeordnet haben. Er
wurde aus dem Komponistenverband mit der Begriindung ausgeschlossen,
er habe sich ,,dem Westen gebeugt®, und erst 1956, nach dem XX. Kongress
der Kommunistischen Partei, wieder in den Verband aufgenommen.

Im Jahr 1952 tibernahm die Leitung des Lviver Komponistenverbandes
Anatol Kos-Anatolskyj. Anatol Kos-Anatolskyj (1909-1983) war von 1952
bis 1983 stdndiger Leiter der Lviver Abteilung des Komponistenverbandes
der Ukraine. Er ist es wert, ausfiithrlicher besprochen zu werden, denn ihm
ist es zu verdanken, dass die Aktivititen des Lviver Verbandes im Rahmen
der gesamten kommunistischen Formation der kiinstlerischen Verbande
in der UdSSR einzigartig waren. Er stammte aus der intelligenten Familie
aus Kolomyja, sein Vater war ein bekannter Arzt in der Gegend. Im Jahr
1927 nahm er das Studium in zwei, noch dazu gegensitzlichen Richtungen
auf: an der juristischen Fakultdt der Lviver Universitit und am Mykola-
Lysenko-Musikinstitut, spater das Schymanovski-Konservatorium. Es hin-
derte ihn nicht daran, eine griindliche Ausbildung zu erhalten, sondern

8 Zagnitko, ,JIx ¢pabpukysanacs «Crnpasa B. Bapsincbkoro»® [Wie der ,,Straffall W.
Barwinskyj“ konstruiert wurde], 186.

9 Crenorpamma Bole3HOTO 3aceganust [Ipasnennst Coxo3a COBETCKMX KOMIIO3MTOPOB
Vkpaunsl. 23 mMapra 1949 T. I. Xapbkos [Protokoll der Auswirtssitzung des Vor-
stands des Verbandes sowjetischer Komponisten der Ukraine. 23. Mérz 1949. Char-
kiw], https://jdoc.org.il/files/original/4918aa958d1495f5dc5577babieaibse.pdf.
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bereicherte in gewisser Weise seine Weltsicht. Die Eloquenz und die Ge-
heimnisse der Rhetorik, die er als angehender Jurist beherrschte, halfen
Anatol Kos-Anatolskyj spater, unter sehr schwierigen Umstanden {iberzeu-
gende Argumente fiir die kommunistischen Behérden zu finden. Als Pia-
nist studierte er bei Taras Schuchevytsch, einem Absolventen des Berliner
Konservatoriums in der Klasse von Ernst Donaghy, dabei lernte er Mu-
siktheorie und Komposition bei dem polnisch-jiidischen Professor Seve-
ryn Barbag, der seinerseits bei Guido Adler und Josef Marx in Wien stu-
diert hatte. Dariiber hinaus nahm der junge Musiker Gesangsunterricht bei
Odarka Bandriwska, der Nichte von Solomiya Kruschelnytska.

A. Kos-Anatolskyjs rednerisches Talent und diplomatisches Geschick
sowie sein uniibertroffener Sinn fiir Humor und seine innere Unabhingig-
keit spielten eine entscheidende Rolle fiir seine Stellung unter dem kom-
munistischen Regime. Es lohnt sich, auf einige Fakten zu achten, die von
den Autoren der Memoiren uber den Kunstler, seine Verwandten und Kol-
legen angefiihrt werden. Die bekannte Lviver Musikwissenschaftlerin Ste-
fania Pawlyschyn liefert eine umfassende Analyse dieses sozio-psychologi-
schen Phianomens:

Kos-Anatolskyjs diplomatisches Geschick war so grof, dass er Abge-
ordneter des Obersten Rates der Sowjetunion, des hochsten Regierun-
gsorgans des Staats, wurde, ohne Mitglied der Kommunistischen Par-
tei zu sein! Das war fiir einen westlichen Ukrainer unglaublich. Es war
uns unangenehm, dass er alle seine Reden mit einem Lob auf die Par-
tei beendete. In einem emotional-romantischen Anwaltsstil, der heute
nicht mehr existiert, steigerte er die Dynamik seiner Reden von einem
ruhigen leisen Beginn bis zu lauten Schlussrufen wie ,,Es lebe...!“. Aber
wenn man diese pathetisch iibertriebene Intonation horte, wunderte
man sich, dass die Parteifiithrung darin nicht Spott und Demiitigung
statt Lob empfand, wie in den Schewtschenkos Zeilen ,,den Windhun-
den und den Jagdhunden und den Jagern und den unseren Vitern-Za-
ren... Ruhm!“ (in Anlehnung an das sarkastische Lob des russischen
Zaren im Schewtschenkos Poem ,,Traum®“ - L. K.) "

Diese seinen Talente kamen ihm gelegen, um den Kollegen-Kompo-
nisten und anderen Vertretern der galizischen Intelligenz in den schwers-
ten Lebensumstdnden kommunistischer Macht zu helfen. Kos-Anatolskyj

10 Stefania Pawlyschyn, ,Crmoragu nmpo A.Koc-Anaronscekoro® [Erinnerungen an A.
Kos-Anatolskyj], in Aunarons Koc-AHaTONMBCBKUIT y CHIOrafiax cy4acHUKiB [Anatol
Kos-Anatolskyj in Erinnerungen der Zeitgenossen], Hrsg. Taras Dubovny (Lviv: Az-
Art, 2009), 25.
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tibernahm die Leitung kurz vor Stalins Tod und bald danach, mit Beginn
der Tauwetterperiode, begann eine dritte Periode der Tétigkeit des Kompo-
nistenverbandes, die — trotz manchen Vergiinstigungen — auch als mehr-
deutig bewertet werden konnte. Die Jahre von 1956 bis Anfang der 1970er
sind allgemein als ,,die Chruschtschow-Tauwetterperiode® bekannt, die in
der gesamten UdSSR das so genannte ,,Phanomen der sechziger Jahre“ her-
vorrief. Besonders ausdrucksvoll erschien das Phanomen ,,der Generation
der 60er” in der Ukraine. Auch die Aktivititen des Lviver Komponisten-
verbands nahmen eine neue Richtung an. Diese Zeit war mit bedeutenden
Leistungen verbunden.

Kos-Anatolskyj initiierte eine Kampagne fiir die Freilassung und spa-
tere Rehabilitierung von V. Barwinskyj. Gleich nach dem XX. Parteikon-
gress 1956 und der Enthiillung des ,,Kultus von Stalin“ schickten Mitglie-
der des Lviver Komponistenverbands ein offizielles Schreiben an das Lviver
Regionalkomitee der Kommunistischen Partei der Ukraine: Das Schrei-
ben wurde vom Vorsitzenden des Verbands, A. Kos-Anatolskyj, und den
Vorstandsmitgliedern S. Ludkevytsch, M. Kolessa, J. Kozak und anderen
unterzeichnet.

Wir hoffen, dass das Lviver Regionalkomitee der Kommunistischen
Partei der Ukraine beim Prasidium des Oberstrats eine Petition einre-
ichen wird, um Barwinskyj Amnestie zu gewédhren und ihm zu erlau-
ben, nach Lviv zuriickzukehren und seine Arbeit fiir die Entwicklung
der ukrainischen Sowjetmusik fortzusetzen.”

Auf der Sitzung der Mitglieder des Lviver Verbandes (Juni 1958) wur-
de auf Initiative von A. Kos-Anatolskyj einstimmig beschlossen, Vasyl Bar-
winskyj wieder in den Verband aufzunehmen. Es ist bemerkenswert, mit
welchen Worten der Vorsitzende die Rechtfertigung seines Kollegen beklei-
det: ein echtes Meisterstiick der Rechtsanwaltskunst, aber dabei mit dem
verhiillenden Sarkasmus.

Als Vorsitzender des Lviver Komponistenverbandes bringe ich meine
grofle Genugtuung dariiber zum Ausdruck, dass unser Kollektiv mit
einem der prominentesten und &ltesten ehemaligen Mitglieder, einer
der bedeutendsten Personlichkeiten der Musikkultur in der Westukra-
ine, einem hochrangigen Fachmann, unserem nie zu vergessenden Le-
hrer V. Barwinskyj, wieder aufgefiillt wird. In Kenntnis des talentvollen

11 Ludomyr Filonenko, ,,Cropinkamn «oco60Boi cripaBu» Bacuist Bapsincbpkoro [Seiten

aus der ,,Personalakte von Vasyl Barwinskyjl“, Ukrainische Musik, Quartalszeitschrift
von der Lviver Nationalen Musikakademie , Mykola Lyssenko® 30, No. 4 (2018): 79.
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Werkes von V. Barwinskyj, seiner hohen ideologischen und kiin-
stlerischen Qualititen und insbesondere der Werke voll glithendem
Sowjetpatriotismus wie ,,Portrdit Lenins“ und ,,Lied iiber das Vaterland*
zu Worten von Maxym Rylsky, tiberrascht es mich tiberhaupt nicht,
dass Vasyl Oleksandrowytsch sich auch dort, von wo er jetzt zuriickge-
kehrt ist, als sowjetischer Patriot erwiesen hat, der unter allen Umstadn-
den versucht, seinen maximalen positiven Beitrag zur Schatzkammer
der sowjetischen Musikkultur zu leisten.”

Diese Bemithungen brachten positive Ergebnisse: 1958 kehrte Bar-
winskyj aus Sibirien, wo er zehn Jahre im Mordowischen Lager verbrachte,
nach Lviv zuriick. Dank der Bemiithungen von Kollegen wurde er teilweise
rehabilitiert, als Mitglied des Komponistenverbandes wieder in seine Rech-
te eingesetzt, dabei leistete Kos-Anatolskyj mit der Unterstiitzung des Vor-
standes auch eine minimale finanzielle Unterstiitzung fiir Barwinskyj. Erst
im Juli 1963, schon nach dem Tod des Kiinstlers, der am 8. Juni 1963 ver-
starb, richteten die Lviver Komponisten erneut einen Brief an den Obersten
Rat der UdSSR. Erst dann wurde er endgiiltig rehabilitiert.

Es ist sehr wichtig fiir uns zu wissen, was Barwinskyjs Schuld war und
ob er Giberhaupt schuldig war. Wenn die Verurteilung von Barwinskyj
einer der tragischen Fehler des Personenkults war, dann miissen wir
dariiber sprechen. Wir fordern, dass alles, was mit dem Fall des Kompo-
nisten zusammenhéngt, griindlich tiberpriift wird und er, wenn mégli-
ch, offiziell rehabilitiert wird.”

Im begrenzten Rahmen eines Artikels zeigte man ein besonders aus-
drucksvolles Beispiel der Innenpolitik des Lviver Komponistenverbandes.
In Wirklichkeit konnte man mehrere dhnliche Geschichten anfithren. Im
Vergleich zu anderen ukrainischen Komponistenverbanden herrschte hier
eine hochstdiplomatische Einstellung zur Aufldsung der scharfen Proble-
me, vor allem eng verbunden mit den nationalen Fragen.

Doch im rein schopferischen Bereich sah die Situation nicht so positiv
aus. Dass die Lviver Komponisten in ihren Werken nicht den sozialistischen
Realismus vertraten, sondern nationale Quellen individuell neu interpre-
tierten, war ein grofles Verdienst der Atmosphére in Lviv selbst, oft wurden
die Komponisten kritisiert, dass die Musik ihrer Lieder nicht geniigend den

12 Ibid.

13 Zitiert nach: Jewhen Laniuk, ,,JTons Mmutis B Totanirapaomy pexkumi [Das Schick-
sal eines Kiinstlers unter einem totalitiren Regime]“, Zbrutsch, 9. Mai 2013, https://
zbruc.eu/node/6983.

91



SKLADATELJSKA DRUSTVA NEKOC IN DANES | COMPOSERS  SOCIETIES PAST AND PRESENT

»richtigen ideologischen® Worten entspricht, d. h. Lviver Musiker akzeptier-
ten nicht ganz die sowjetischen Narrative. Jedoch gingen dabei die neuesten
kiinstlerischen Trends der Weltmusikkultur in den Werken der Lviver Kom-
ponisten jener Zeit leider vorbei — selbst bei jenen Kiinstler, die ihre kreative
Laufbahn in den 1930er Jahren auf moderne Weise begannen. Dazu gehorten
in erster Linie Mykola Kolessa und Roman Simovytsch, Schiiler von Vitezslav
Novak. Wihrend Kolessa in seinen Werken aus der Sowjetzeit noch versuch-
te, einige neuere Ausdruckseffekte zu verwenden, ohne jemals iiber das to-
nale System hinauszugehen, wagten es andere Komponisten nicht, sich vom
Stil des neunzehnten Jahrhunderts zu entfernen. Hier ist die tragische Ge-
schichte von Roman Simovytsch in erster Reihe erwdahnenswert. Simovytsch
war der radikalste Erneuerer unter den ,,Lviver Pragern®* und wurde als sehr
vielversprechender Kiinstler angesehen. Seine Schiiler erinnerten sich daran:

In den spaten 1940er Jahren improvisierte Simovytsch spontan und spi-
elte recht komplexe atonale Sequenzen. Aber zehn Jahre spéter spielte er
nur noch diatonische Dreikldnge. Natiirlich, eine solche Selbstbegren-
zung betrifft auch alle seine Werke. So brach die kommunistische ide-
ologische Zensur nicht nur die Menschen, sondern auch ihr Schaffen.”

Die einzige Ausnahme bildet das Werk des Komponisten Andrzej Ni-
kodemowicz, der polnischer Herkunft war. Er wurde im Jahr 1973 vom
Konservatorium verwiesen, aber nicht wegen des Modernismus, sondern
wegen der Tatsache, dass er ein gldubiger Katholik war und seine religio-
sen Uberzeugungen nicht aufgeben wollte. Dabei wurde er nicht aus dem
Komponistenverband ausgeschlossen, sondern Kos-Anatolskyj bemiihte
sich, ihm eine Stelle als Notenkopist beim Verband zu verschaffen, was ihm
nicht nur finanziell half, sondern ihn auch vor der Verfolgung als ,,Schma-
rotzer” (also, arbeitslos aus eigenem Willen, russisch rynespgen) bewahrte,
die in der UdSSR mit Gefangnis bestraft wurden. Aber seine innovativen
Kompositionen trafen bei den Kollegen auf Unverstdndnis.

14  So wurde die Gruppe von ukrainischen Studenten, die bei V. Novak in 1930-er Jah-
re in Prag Komposition studierten, genannt.

15 Zitiert nach: Olesya Bilas, , KoMmosutopcbkmit cTuab sIK YMHHUK XYyJOKHBOI
L[I/IICHOCTi ApaMaTUIHOTO CIIeKTAK/TI0 (Ha mpukazi My3nkn A. Koc-AHaTo/IbCbKOTO
ta B. Kamincpkoro mo BucraB HalioHanbHOro akajeMidyHOrO YKpPaiHCHKOTO
opaMaTU4YHOTO TeaTpy imeHi Mapii 3anpkoBenpkoi) [Komponistenstil als Faktor
der kiinstlerischen Ganzheit einer dramatischen Auffithrung (am Beispiel der Mu-
sik von A. Kos-Anatolskyj und V. Kaminsky fiir die Auffithrungen des Nationalen
Akademischen Ukrainischen Dramatheaters ,,Maria Zankowecka®)]“ (Manuskript
der Doktorarbeit, Lviver Nationale Musikakademie ,,Mykola Lysenko®, 2018), 205.
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In den 1960er Jahren begannen die Werke des Komponisten auf inter-
nationalen Musikfestivals in aller Welt aufgefithrt zu werden. Gleichze-
itig 16ste die Auffithrung seiner Werke in Lviv zumindest Verwirrung,
wenn nicht gar Hohn und Spott bei den Musikerkollegen und dem Pu-
blikum aus, das auf eine solche Musik véllig unvorbereitet war."

Man konnte noch ein krasses Beispiel des Verlustes eigenen schopfe-
rischen Potentials unter dem Druck der ideologischen Zensur schon nach
der stalinistischen Periode anfiihren. In den 1960er Jahren entschied sich
der junge Komponist, damals Student an der Fakultdt der Komposition am
Lviver Konservatorium, Myroslav Skoryk fiir mutigere Neuerungen, was zu
einem schweren Konflikt mit seinen Lehrern Ludkevytsch und Simovytsch
tithrte, und er war gezwungen, sein Studium bei Adam Soltys zu beenden.
Humorvoll beschrieb er seinen Konflikt mit Simovytsch:

Das Dekret von 1948 traf ihn so hart, dass er in seinen Kompositionen
keine zusammengesetzten Akkorde mehr verwendete, vor allem keine
Akkorde ohne Terzstruktur, und auch seinen Schiilern wurde es ver-
boten. Er vertraute mir einmal fast im Fliisterton an (er sprach gewoh-
nlich leise), dass er in seiner Jugend Musik mit dissonanten Akkorden
geschrieben hitte, dass er aber jetzt die Falschheit dieser Ubungen er-
kannt habe. Er war zweifellos ein begabter Musiker, und es wire inte-
ressant zu wissen, ob diese Musik iiberlebt hat oder ob er sie aus Angst
vernichtet hat...

Es ist klar, dass eine solche Anweisung eines Kompositionslehrers an ei-
nen Studenten zu einem Konflikt fithren kann. Alles begann mit einem
einzigen Akkord. Ich hatte ein Wiegenlied fiir Klavier komponiert, ein
angenehmes Stiick mit impressionistischem Einschlag, und in der Mi-
tte des Stiickes verwendete ich einen dissonanten Akkord g-c-des-f, der
zu einem Akkord f-a-des-f aufgelost wurde... Ich kimpfte drei Wochen
lang, Simowytsch zogerte, aber in der vierten Woche sagte er ,,nein®.
Das machte mich wiitend, und fiir die niachste Kompositionsstunde
brachte ich ihm den Marsch fiir Klavier mit, in dem es zwar keinen
einzigen Akkord mit einer Nicht-Dreiklangstruktur gab, auch keinen
Nonenakkord, aber der Klang war erstaunlich scharf dissonant, dank
der Verwendung von Septakkorden wie G-Dur, G-Moll und G-Dur in
verschiedenen Umkehrungen und in unmittelbarer Nahe. Simovytsch
war emport. ,,Was haben Sie geschrieben?®, fragte er leise. ,,Herr Profes-
sor, sagte ich, “aber es gibt hier keinen einzigen Akkord mit einer Nich-
t-Dreiklangstruktur!“ Der Professor ging zum Fenster und stand dort

16  Laniuk, Jons mutns B totanitapaomy pexxnmi [Das Schicksal eines Kiinstlers un-
ter einem totalitiren Regime].
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finf Minuten, wahrend ihm eine grofle Trane tiber das Gesicht lief. ,,Du
bist nicht mehr mein Schiiler”, sagte er noch leiser, “du vergeudest dein
Talent“. Das war das Ende unseres Unterrichts.”

Dieses Beispiel veranschaulicht sehr deutlich, wie repressiver und
ideologischer Druck, dessen wichtigstes Instrument gerade die kiinstle-
rischen Verbidnde waren, den kreativen Willen besonders empfindlicher
Kiinstler brach. Natiirlich wollte Skoryk nicht unter solchen Bedingungen
bleiben und zog bei der ersten Gelegenheit nach Kiew, wo er alle seine Ideen
viel freier umsetzen konnte. Erst 1988, am Vorabend der Unabhingigkeit,
kehrte er nach Lviv zuriick. 1980 emigrierte Andrzej Nikodemowicz end-
lich nach Polen.

Die letzte Periode der Tatigkeit des Lviver Komponistenverbandes in
der UdSSR dauerte fast zwei Jahrzehnte, die 1970er und 8oer Jahre. Sie kann
in zweierlei Hinsicht bewertet werden. Einerseits gab es zwar Repressionen,
aber nicht in einem so gigantischen Ausmaf, wie frither. Im kiinstlerischen
Bereich wurden vor allem Schriftsteller, Philosophen und Personlichkei-
ten des Offentlichen Lebens verfolgt; im musikalischen Bereich waren die
Vertreter der Kiewer Avantgarde am stiarksten betroffen, wihrend die Lvi-
ver Musiker etwas weniger von dieser Plage betroffen waren. Andererseits
bestand die erstickende Atmosphire des ideologischen Drucks weiter und
schrankte die kiinstlerische Freiheit erheblich ein.

Dennoch kann das Fehlen ausgepragter modernistischer Artefakte als
ein gewisses Versdaumnis und als eine Folge des ideologischen Drucks in
dieser Zeit betrachtet werden. Die Komponisten balancierten buchstéblich
auf Messers Schneide und griffen auf verschiedene indirekte, verschleier-
te Methoden des kiinstlerischen Ausdrucks zuriick, um ihre eigenen Ideen
zum Ausdruck bringen zu konnen. Aber keiner von ihnen konnte es sich
leisten, die neusten avantgardistischen Techniken offen anzuwenden und
dadurch blieben die Lviver Komponisten meistens in den Rahmen der spét-
romantischen Stilistik, ganz selten sie {iberschreitend. Dieses Versdumnis,
mit den rein politischen Ursachen verbunden, musste von den Komponis-
ten der nachsten Generation korrigiert werden, die nach der Unabhéngig-
keit aktiv am kiinstlerischen Leben der Ukraine teilnahmen.

Im Jahr 1983 endete Kos-Anatolskyjs Ara im Lviver Komponistenver-
band - und symbolisch begannen zu dieser Zeit allmahlich tektonische
Verschiebungen in der Gesellschaft, die schliefSlich zum Zusammenbruch

17  Luba Kyyanovska. Mupocnas Ckopuk: murensp i mopnHa [Myroslav Skoryk: der
Kiinstler und der Mensch], 2. Aufl. (Lviv: Verlag der Zeitschrift “Ji”, 2008), 68.
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der UdSSR fiihrten. Als letzter Vorsitzender des Verbandes der sowjeti-
schen Zeit kam der oben erwidhnte Absolvent des Prager Konservatoriums,
ein Vertreter der ,,Lviver Prager®, Dirigent und Komponist Mykola Koles-
sa. Frither (1953-1965) war er Rektor des Lviver Konservatoriums und in
dieser verantwortlichen Funktion tat sehr viel fiir die Unterstiitzung je-
ner Studenten, die mit ihren Fltern nach Sibirien verbannt wurden und
erst in der Periode des Chruschtschower Tauwetters in die Heimat zuriick-
kehrten, unter ihnen auch Myroslav Skoryk. Kolessa bemiihte sich — dhn-
lich wie sein Vorganger Kos-Anatolskyj — auf jede mogliche Weise die Mit-
glieder des Komponistenverbandes zu unterstiitzen und fiir sie giinstige
Umstande sicherzustellen. Dabei wurde er gezwungen, noch in dieser an-
schaulich freieren Zeit der Gorbatschower ,,Perestroika®, alle unentbehrli-
chen kommunistischen Ritualen einzuhalten. Darum wurde noch im Jahr
1988 - ganz kurz vor der Wende — der offizielle Bericht der folgerichtigen
Sitzung des Lviver Komponistenverbandes in den ,,besten” Traditionen des
ideologischen Geplappers geschrieben:

In dieser Zeit, in der die Ergebnisse der Arbeit unserer Organisation
fiir 1984-1988 zusammengefasst werden, erlebt unser ganzes Land einen
Aufschwung in den sozialen, industriellen und wirtschaftlichen Bezi-
ehungen und im kulturellen Aufbau. Die Zeit der Perestroika, die wir
jetzt erleben, erfordert die Aktivierung eines jeden Mitglieds der Ge-
sellschaft und seinen vollen Einsatz. Unsere Arbeit zur Umstrukturi-
erung der kompositorischen Téatigkeit wird durch die Umsetzung der
Beschliisse des Neunzehnten Gesamtparteitages und des Beschlusses
des Plenums des Zentralkomitees der KPdSU vom Juni 1988 bestimmt."”

Aber in dieser Zeit verstand schon fast jedes Mitglied solche Passagen
als puren Anachronismus.

Man konnte dieses halbe Jahrhundert der sowjetischen Okkupation
Galiziens und der Tétigkeit des Lviver Komponistenverbandes unter dem
ideologischen Druck kurz verallgemeinern. Das diplomatische Talent der
Vorsitzenden und der Mitglieder des Vorstandes, ihre Fahigkeit, politisch

18  3Bir mpo pobory JIpBiBCchKOI opranisanii CKY 3a mepion 1984-1988 p. Marepianu,
porpaMu, CT€HOTpaMM IIJIEHYMiB mnpabniHHA JIbBiBcbKkoi opranizanii Cminkm
KoMmmo3utopis Ykpainu. [Tanka Ne 8, 1989 p. ApxiB J/IbBiBcbKoOi opranisanii Crinkn
komrosnTopiB Ykpainu [Bericht tiber die Arbeit der Lviver Organisation der SKU
fir den Zeitraum 1984-1988. Materialien, Programme, Protokolle der Plenarsitzun-
gen des Vorstands der Lviver Abteilung des Verbandes der Komponisten der Ukrai-
ne. Ordner Nr. 8, 1989. Archiv der Lviver Abteilung des Verbandes der Komponisten
der Ukraine].
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gefahrliche Situationen richtig einzuschétzen und zu korrigieren, oft doch
mit der Hilfe der unentbehrlichen Zugestandnisse an das kommunistische
Regime, erlaubte es mehreren Musikern einfach zu iiberleben. Diese Opfer
verschafften den Lviver Komponisten die gewissen existentiellen Praferen-
zen, schrankten gleichzeitig unter den Bedingungen strenger ideologischer
Kontrolle ihre kreative Freiheit erheblich ein, und noch mehr, provozierten
den geistigen, intellektuellen Provinzialismus, gar die Angst vor den neuen
kompositorischen Ausdrucksmitteln, die zu jener Zeit schon in der ganzen
Welt weitverbreitet wurden.

Bereits Ende der 1970er und Anfang der 1980er Jahre traten dem Ver-
band junge Komponisten bei — Viktor Kaminskyj, Yuriy Lanyuk, Olga
Kryvolap und manche andere. Sie dachten viel freier als ihre Vorginger
und bezogen ganz selbstverstindlich moderne Ausdrucksmittel in ihr
kompositorisches Arsenal ein. Die néchste jiingere Generation {ibernahm
die verborgenen Ideale ihrer Lehrer ohne ihre Angst ums Uberleben, da-
rum bildeten vorzugsweise diese Musiker vor dem Zusammenbruch des
kommunistischen Reiches und im ersten Jahrzehnt der Unabhéngigkeit die
Musikkultur der Region. Dafiir benutzen sie die Moglichkeiten (in erster
Linie finanziellen) des Komponistenverbandes, der endlich seine natiirli-
che Funktion zu vollziehen begann: die Organisation des Musiklebens, von
Veranstaltungen, bei denen verschiedene individuelle Entdeckungen und
schopferische Ideen dargestellt werden konnten. Fiir die weitere Geschichte
des Lviver Komponistenverbandes braucht es einen weiteren Vortrag.
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Uber den Bezirksverband Leipzig des Verbandes
der Komponisten und Musikwissenschaftler

der DDR

Helmut Loos
Univerza v Leipzigu
Universitdt Leipzig

Die Verfassung der Deutschen Demokratischen Republik erhielt am 9. Ap-
ril 1968 eine von Grund auf neue, ,,sozialistische® Fassung, die sich insbe-
sondere gegen den ,westdeutschen Monopolkapitalismus® und den ,,Impe-
rialismus unter Fihrung der USA® richtete. Der Entwurf war im Februar
1968 veréffentlicht worden und wurde am 6. April 1968 durch Volksent-
scheid bestitigt, anschlieflend von Walter Ulbricht unterzeichnet. Im Vor-
teld war eine Kampagne fiir das ,,Ja zur neuen Verfassung”“ eingesetzt wor-
den, der sich in Leipzig mit eigenen Schreiben folgende Vertreter aus dem
Bereich der Musik anschlossen:

Ottmar Gerster (1897-1969), Komponist, Bratschist und Dirigent, An-
hianger der Arbeiterbewegung, erfolgreicher Komponist zu stets regime-
treuen Texten in der Weimarer Republik, im ,,Dritten Reich“ und in der
DDR. Er war an den Musikhochschulen in Weimar 1948-1951 als Rektor
und in Leipzig 1951-1962 als Leiter einer Kompositionsklasse tatig. Von 1951
bis 1968 war er Vorsitzender des Verbandes der Komponisten und Musik-
wissenschaftler der DDR. Sein meistgespieltes Werk in der DDR war die
»Festouvertiire 1948% ein Auftragswerk der Kulturabteilung der SED-Be-
zirksleitung Thiiringen zum Gedenken an die Revolution von 1848 und zu-
gleich als Lobgesang auf die Entwicklung des Sozialismus in der sowjeti-
schen Besatzungszone mit Zitaten der ,Internationalen®, der Marseillaise
und weiterer auch russischer Kampflieder.
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Fred Malige (1895-1985), Violinist und Komponist, wihrend der Weima-
rer Republik Mitglied und Kulturaktivist der KPD, dann verfolgt, nach dem
Zweiten Weltkrieg Mitbegriinder und Geiger im Rundfunk-Sinfonieorches-
ter Leipzig und ab 1960 freischaffender Komponist in Leipzig, komponier-
te u.a. eine ,Festliche Ouvertiire iiber FDJ-Lieder und war Trager des Va-
terlindischen Verdienstordens und des Kulturpreises 1967 der Stadt Leipzig.

Rudolf Fischer (1913-2003), Pianist und Musikpadagoge, 1948-1973
Rektor der Hochschule fiir Musik Leipzig und vielfach ausgezeichnet.

Karl-Heinz Pick (1929-2009), Pianist und Musikpadagoge, Professor
an der Musikhochschule Leipzig, Ehrenprasident der Deutschen Chopin-
Gesellschaft e.V.

Alle vier waren Mitglieder der SED und des ,,Verbandes der Kompo-
nisten und Musikwissenschaftler der DDR®, der am 6. April 1951 in Ber-
lin unter dem Namen ,,Verband Deutscher Komponisten® gegriindet wor-
den war und seit dem 4. April 1952 seine Funktion als Berufsorganisation
der Komponisten und Musikwissenschaftler, dann auch der Musikinter-
preten und Musikerzieher in der DDR wahrnahm." Aufgabe des Verban-
des war die Pflege und Entwicklung der Musikkultur der DDR, dazu hatte
er die Verbindung zu verschiedenen staatlichen und gesellschaftlichen Ein-
richtungen zu halten, um bei Fragen der Musik, des Musiklebens und der
Musikpolitik mitzuwirken, wie dem Ministerium fiir Kultur, dem Beirat
fiir Musikwissenschaft, dem Ministerium fiir Hoch- und Fachschulwesen,
dem Rundfunkkomitee, dem Biiro fiir Urheberrechte und dem Musikrat
der DDR. In Fragen der Programmgestaltung beriet er die Kiinstler-Agen-
tur der DDR und die Konzert- und Gastspieldirektion, er organisierte Mu-
sikkongresse und war Veranstalter der ,,Musik-Biennale-Berlin“ und der
dazu im Wechsel stattfindenden ,,DDR-Musiktage®.

Dem Zentralverband waren 11 Bezirksverbdnde angegliedert. Der Be-
zirksverband Leipzig fand sich im Frithjahr 1952 zunachst noch als Arbeits-
kreis Leipzig unter dem Vorsitz von Max Dehnert zusammen. Es folgten
die Vorsitzenden Siegfried Kohler ab Ende 1953, Fritz Geifiler ab 1956. 1968
ubernahm Hans Pezold zunichst kommissarisch den Vorsitz, blieb dann

1 Grundlegende Arbeiten: Daniel Kai Zur Weihen, Komponieren in der DDR. Insti-
tutionen, Organisationen und die erste Komponistengeneration bis 1961 (Koln: Boh-
lau, 1999). Gilbert Stock, Neue Musik in den Bezirken Halle und Magdeburg zur Zeit
der DDR. Kompositionen — Politik — Institutionen (Leipzig: Gudrun Schréder, 2008).
Ulrich Tadday, Hrsg., Musik der DDR? Komponieren im real existierenden Sozialis-
mus (Miinchen: edition text+kritik, 2022). Andreas Lueken, Hrsg., Musik in der DDR
(Baden-Baden: Tectum Verlag, 2024).
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in diesem Amt bis 1976, als es Peter Herrmann iibertragen wurde. 1983 wur-
de Karl Ottomar Treibmann zum Vorsitzenden gewahlt.

Von Anfang an lag ein besonderes Schwergewicht der Arbeit des Be-
zirksverbandes auf dem zeitgendssischen Musikschaffen. Die hohe Repu-
tation der Komponisten als Schopfer neuer Werke speiste sich letztendlich
aus der romantischen Musikanschauung, die sich seit dem 19. Jahrhundert
als Kunstreligion der Moderne etabliert hatte und damit die hochsten Wer-
te einer Gesellschaft reprasentierte, wenn nicht gar verkorperte. Die Beet-
hoven-Rezeption im 20. Jahrhundert dokumentiert dies eindrucksvoll, so
haben die Kommunisten das romantische Bild des Biirgertums in der Ar-
beiterbewegung tibernommen und die Verehrung noch zu tibertrumpfen
versucht.” Thr Ideal war dabei nicht der Ubermensch, sondern der sozia-
listische Mensch, der auf dem Bitterfelder Weg verwirklicht werden sollte.
Beschlossen wurde dieser Weg am 24. April 1959 auf der Autorenkonferenz
des Mitteldeutschen Verlages im Elektrochemischen Kombinat Bitterfeld
und sollte den Werktitigen einen aktiven Zugang zu Kunst und Kultur er-
moglichen und die Trennung von Kunst und Leben sowie die Entfremdung
zwischen Kiinstler und Volk iiberwinden. Am 24./25. April 1964 fand die
zweite Bitterfelder Konferenz statt, die das Ziel einer Bildung des sozialisti-
schen Bewusstseins und der sozialistischen Personlichkeit noch starker be-
tonte. Insbesondere im Bereich der Musik erwies sich das Konzept jedoch
in der Praxis als wenig erfolgreich und versandete mehr oder weniger trotz
eines Wiederbelebnungsversuchs auf dem siebten Parteitag der SED im
April 1967.° Das Ziel des sozialistischen Menschen blieb davon unberiihrt.

Dass im Verband der Komponisten und Musikwissenschaftler der DDR
den Komponisten von Anfang an die Musikwissenschaftler gleichberechtigt
zur Seite gestellt wurden, ist eine Folge der klaren Zielsetzung der SED und
der Wissenschaftsglaubigkeit der Moderne sowie insbesondere des Materia-
lismus. Dies wurde in einer Sitzung der Sektion Musikerziehung, Musikwis-
senschaft und Ernste Musik im Bezirksverband Leipzig deutlich formuliert:

2 Helmut Loos, ,,Leo Kestenberg and the Beethoven Myth. Social Democratic Cultu-
ral Policy in the 20th Century®, in Musica Galiciana. Kultura muzyczna Galicji w
kontekscie stosunkéw polsko-ukrainskich, Bd. 17, Hrsg. Grzegorz Oliwa, Kinga Fink
und Teresa Mazepa (Rzeszow: Verlag der Universitit Rzeszdw, 2021), 100-10.

3 Im Bezirksverband Leipzig beriefen sich die Genossen mit einem nur leicht modi-
fizierten Bericht vom 7. Parteitag der SED 1967 noch vier Jahre spdter nach dem
8. Parteitag der SED (1971) auf das ,Hauptprinzip des Bitterfelder Weges®“. StA
21761/053, Jubilden des Verbandes und Auszeichnungen: Die Zusammenarbeit zwi-
schen Kiinstlerverband und Arbeiterklasse bei der Entwicklung der sozialistischen
Nationalkultur.
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Daraus erwichst auch fiir die Sektion Musikwissenschaft unseres Ver-
bandes die Aufgabe, vor allem bei der Fixierung der inhaltlichen Vorga-
ben fiir neue Kunstwerke, in der Fithrung von schopferischen Diskussi-
onen wihrend der Entstehung dieser Werke aktiv titig zu sein.*

Mit der Fiihrung der schopferischen Diskussionen wurde den Musik-
wissenschaftlern zumindest implizit auch die Aufgabe zugeordnet, nach
wissenschaftlichen Kriterien die Qualitdt der neuen Werke zu beurteilen.
Im Rahmen der Kunstreligion {ibernahmen sie damit gewissermaflen die
Funktion der Glaubenskongregation. Dass dies in der Praxis nicht funkti-
onierte, hing nicht nur mit der Uneinigkeit der Protagonisten zusammen,
es war auch die Folge eines vollig depravierten Wissenschaftsbegrifts. Sol-
che Mechanismen lassen sich sehr gut in dem {iberschaubaren Rahmen ei-
nes Bezirksverbandes studieren. Hier eine Aufstellung der Mitgliedszahlen
des Bezirksverbandes Leipzig. Bei einer Ausgangszahl von 6o Mitgliedern
im Jahre 1960 stieg die Zahl auf 111 Mitglieder im Jahre 1978 und hielt sich
etwa in dieser Hohe bis zum Ende der DDR.

Bezirksverband Leipzig Berichterstattung’

W freisch ang. Muwi Komp. Inter. ME 20-30 31-40 41-50 51-60 61-70 .70

1960/01 60 58 2 15 45 18 20 11 100 1 10 15 9 14 11 1
1960/0360 58 2 15 45 18 20 11 10 1 10 15 9 14 11 1
1960/0462 60 2 16 46 18 21 11 1 1 10 16 9 15 11 1
1960/05 61 59 2 16 45 17 21 11 1 1 10 16 8 15 1 1
1960/06 59 2 16 45 17 21 11 1 1 10 16 8 15 11 1
1961/01 57 2 16 46 17 20 11 10 1 10 16 7 15 10 1
1962 58 3 11 12 11 10 11 6 1 6 20 8 14 7 6
1963 59 3 13 1 11 9 1 7 7 22 8 14 7 4
1964 78 5 14 11 9 13 29 7 15 30 12 14 8 4
1965 80 5 24 61 14 37 27 7 11 31 15 12 11 5
1966 77 4 23 58 14 36 24 7 12 27 16 12 10 6
1967 78 4 22 60 15 36 24 7 1 27 16 13 10 3
1968 79 6 22 63 16 40 21 8 13 27 17 15 10 3
1969 79 6 20 65 17 39 21 8 4 25 25 14 13 4
1970 8 6 21 70 21 40 21 9 5 28 28 13 14 3
1971 86 6 21 71 22 40 20 10 3 23 36 10 15 5
1972 90 5 21 74 24 40 20 10 1 4 21 39 1 15 5
1973 94 7 23 78 24 41 23 12 1 4 25 41 12 16 3

4 StA 21761/040, Sitzungen der Sektion Musikerziehung, Musikwissenschaft und Ern-
ste Musik: 25 Jahre Musikschaffen im Bezirk Leipzig — 23 Jahre Komponistenverband.

5 Sachsisches Staatsarchiv Leipzig (StA), 21761/210, 211, 212. Fiir die gesamte Zeit sind
diese Daten monatlich erhoben und protokolliert worden.
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Datum insg. W freisch ang. Muwi Komp. Inter. ME S 20-3031-40 41-50 51-60 61-70 ii.70

1974/01 95 7 24 78 28 38 21 14 1 5 28 39 11 16 3
1974/12 98 7 24 81 29 40 21 14 1 6 29 40 12 15 3
1976 98 8 23 83 32 38 21 14 1 2 22 37 21 15 9
1977 101 9 24 86 33 40 21 5 1 2 23 40 21 15 5
1978 102 9 16 95 35 48 21 6 1 2 15 45 23 14 12
1979 97 10 14 93 37 46 18 6 3 10 38 30 12 14
1980 92 11 14 89 36 41 18 8 3 11 38 31 9 11
1981 89 11 13 87 34 39 18 9 3 11 38 31 8
1982 94 12 15 91 39 39 19 9 3 1 34 35 14 9
1983 95 11 16 90 37 40 20 9 4 13 33 35 13 8
1984 96 13 15 34 41 38 20 10 7 14 34 35 12 7
1985 96 16 16 96 42 36 21 13 6 12 34 35 17 8
1986 97 15 13 99 41 36 21 14 6 13 33 36 17 7
1987 97 14 13 98 41 34 21 14 1 5 1 30 34 24 7
1988 96 14 15 95 40 33 22 14 1 4 11 30 34 24 8
1989/01 96 15 17 94 41 34 21 14 1 10 14 32 35 20

1989/04 96 15 17 94 42 34 20 14 1 1 13 32 35 20

1989/05 95 15 17 93 41 34 20 14 1 10 13 33 34 20
1989/09 94 14 14 94 41 33 19 14 1 1 12 32 30 23
1989/10 92 14 13 93 40 32 19 14 1 11 12 31 30 22
1989/11 93 14 13 94 41 32 19 14 1 12 12 30 31 22
1990/01 93 14 13 94 41 32 19 14 1 12 12 28 32 23
1990/02 90 13 13 90 40 32 16 14 1 12 10 28 32 21
1990/03 90 13 14 89 40 32 10 14 1 12 11 28 31 21
1990/04 93 13 14 92 41 34 16 14 1 13 13 28 30 22
1990/05 89 13 13 89 37 34 16 14 1 12 13 26 28 23
1990/06 86 11 13 84 33 34 16 13 1 11 13 23 29 21

Eine Aufstellung der anerkannten Komponisten des VDK Bezirkslei-
tung Leipzig, Stand 1. Midrz 1953 (StA 21761/210) zdhlt 40 Personlichkeiten
mit Adresse, Geburtsjahr und Parteizugehorigkeit auf (die Adresse wird im
Folgenden ausgelassen).

Barth, Paul 1897 SED Kurth, Alfred 1922 --
Dehnert, Prof. Max 1893  -- Link, Joachim-Dietrich 1925  --
Didam, Otto 1890 -- Lohse, Fred 1908 CDU
Habicht, Glinter 1916  -- Malige, Alfred 1895 SED
Hohlfeldt, Christoph 1922 NDPD Matz, Arnold 1904 --
Gerster, Prof. Dr. NP 1897 SED Meyer-Ambros, Franz 1882  --
Klein, Glinther 1921  -- Miihe, Hansgeorg 1929  --
Kluge, Karl 1889  -- Mohring, Adalbert 1890 --
Kohler, Siegfried 1927 -- Natschinski, Gerd

Kotschau, Joachim 1905 -- Niemann, Prof. Dr. Walter1 1876  --
Kreisel, Eberhard 1931 -- Petzoldt, Prof. Dr. Richard 1907 SED
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Richter, Ernst 1903 -- Stadler, Rolf 1929 --

Richter, Willy 1894 -- Stolte, Siegfried 1925 SED

Rubhardt. Dr. Paul 1892 CDU Trexler, Prof. Georg 1903 CDU
Rohnstock, Sofie 1875  -- Weismann, Prof. Wilhelm 1900 LDP

Staatmann, Walter 1890 -- Weyrauch, Johannes 1897 CDU
Sandig, Dr. Hans NP 1914  -- Werlé, Heinrich, Prof. 1887 SED

Serauky, Prof. Dr. Walter 1903 -- Winkler, Georg 1894 SED

Schmitz, Prof. Dr. Eugen 1882  -- Geifller, Fritz

Schwarz, Max 1899 CDU Hermann Wennig 1890 --

Nur 7 der 40 Verbandsmitglieder gehorten 1953 der SED an, weitere 7
Blockparteien. Die Mehrzahl der Mitglieder (26) war parteilos. Dies dnder-
te sich mit der Zeit, zumal sich im Bezirksverband eine SED-Parteigruppe
formierte, die die Richtung vorgab. Das Protokoll {iber die Parteigruppen-
versammlung am 21. 11. 1968, 17.00 Uhr zéhlt folgende Genossen autf:

Anwesend: Genosse Prof. Dr. Pezold, Dr. Krause-Graumnitz, Ragwitz,
Malige, Dr. Hempel, Dr. Miihe, Dr. Wolf, Schonfelder, Pachnicke, Her-
mann Wolf, Dr. Treibmann, Pick

entschuldigt: Genosse Dr. Piigner, Dr. Rothe, Prof. Dr. Felix, Prof Fi-
scher, Genossin Eva Fleischer

Eine Anwesenheitsliste der Parteigruppenversammlung am 15.10.81,
15.00 Uhr in Vorbereitung einer Wahlberichterstattung fiihrt folgende Na-
men an:

R. Malth, P. Herrmann, U. Clement, W. Wolf, Dr. Sramek, G. Schlotter,
Dr. Szeskus, S. Winkler, U. Zumpe, entschuldigt: Dr. Rothe, Prof. Felix,
OStR Reckling, Malige, Dr. Hempel, Dr. Lange, Prof. Pick, Prof. Brock

Das ,,Stiick fiir Virtuosen“ von Friedrich Schenker. Ein Modellfall

Ein problematischer Einzelfall soll hier einmal exemplarisch niher be-
leuchtet werden. Am 16. Mirz 1971 brachte Herbert Kegel in einem Mes-
sekonzert des Rundfunk-Sinfonieorchesters Leipzig (12. Anrechtskonzert)
das ,,Stiick fiir Virtuosen“ von Friedrich Schenker zur Urauffithrung.® Der
Posaunist Schenker war zusammen mit dem Oboisten Burkhard Gaetz-
ner mafigeblicher Griinder der ,,Gruppe Neue Musik Hanns Eisler” im De-
zember 1970, sie bestand aus insgesamt acht Mitgliedern des Rundfunk-
Sinfonieorchesters Leipzig. Mit Hans Eisler im Namen beriefen sie sich auf

6 Nina Noeske, Musikalische Dekonstruktion. Neue Instrumentalmusik in der DDR
(Kéln u.a.: Bohlau, 2007), 57 (UB LQ 80107 N771).
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den Staatskomponisten der DDR, hoben aber vor allem auf seine Schiiler-
schaft bei Arnold Schonberg und damit entgegen der Parteilinie auf die
avantgardistische Moderne ab. Fiir Schenker war der Name das ,,Symbol
fiir fortschrittliches, konstruktives Musikdenken der Gruppe, der Ausdruck
einer kritischen Haltung zur Dummbeit in der Musik.“” Dies war eine kla-
re Kampfansage an den sozialistischen Realismus, die Staatsdoktrin der
DDR. So stand Schenker bereits unter Beobachtung der Partei, als auf der
Versammlung der Parteigruppe im Bezirksverband Leipzig des Verbandes
der Komponisten und Musikwissenschaftler der DDR (VKM) am 6. No-
vember 1969 die Auswertung des letzten Musikfestes vorgenommen und
ein grofer Erfolg konstatiert wurde.® Als Vorbilder wurden ,,so hervorra-
gende Vertreter der sozialistischen Musikkultur wie Schostakowitsch, Proko-
fiew u.a.“ genannt, die Programmgestaltung insgesamt allerdings als unzu-
friedenstellend bezeichnet. Hier kam Schenker ins Spiel:

Man sollte in Zukunft aber trotzdem versuchen — aus jedem Musikfest
kann man nur lernen — gewisse Dinge noch besser zu beachten. Z.B.
zu dem Werk von Friedrich Schenker. Zu einem Musikfest sollte auch
einmal ein Risiko eingegangen werden, aber beide Werke von Schenker
- das Oboenkonzert und die Trioballade - sind meiner Meinung nach
schon allein technisch nicht einwandfrei. Wenn wir die Analysierung
der Werke in den nidchsten Wochen vornehmen, miissen wir zu einer
solchen Einschitzung kommen.

Dass die Bewertung eines neuen Werkes nicht aus der Analyse her-
vorgeht, sondern nachtréglich ein zuvor bereits gefilltes Urteil zu begriin-
den hat, konnte kaum klarer ausgedriickt werden. Hinsichtlich Schenker
nimmt es nicht Wunder, dass die Partei die nichste Gelegenheit wahrzu-
nehmen suchte, Schenker als Komponist vorzufithren. Die Leipziger Par-
teigruppe nahm sich dieser Aufgabe an und demonstrierte damit, wie der
Staat gegen oppositionelle Komponisten vorgegangen ist und auf ihr Schaf-
fen Einfluss genommen hat. Die Bezirkssekretarin Ruth Dahne hat tiber die
Aktivitdten bereits im Vorfeld des Konzerts folgende Aktennotiz verfasst:

Aktennotiz [StA 21761/172]

7 Burkhard Glaetzner und Reiner Kontressowitz, Hrsg., Spiel-Horizonte. Gruppe Neue
Musik ,,Hanns Eisler” 1970-1990 (Leipzig: s.n., 1990), 37 (UB LP 15000 N481 G5).

8 StA 21761/172, Protokoll iiber die Parteigruppenversammlung am 6. November
1969, 17 Uhr. Auf den Musiktagen 1969 sahen die Genossen den ,,Bitterfelder Weg
in Aktion® StA 21761/172, Protokoll vom 6. Oktober 1970: ,,6.10.1970 d/b.“
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Am 15.3.[1971], 8.30 Uhr, informierte uns Genosse Zwchuckelt,” Mitarbe-
iter des SED-Bezirksleitung — Abt. Kultur, iiber folgendes:

Von Mitgliedern des Rundfunk-Sinfonieorchesters war bekannt gewor-
den, daf$ das ,,Stiick fiir Virtuosen von Friedrich Schenker umstritten
sei. Genosse Zschuckelt bat mich [Ruth Dahne] und den Parteisekretar
unseres Verbandes,” an der Probe, die um 9.30 Uhr in der Kongrefshal-
le begann, teilzunehmen. Aufler Kollegen Ragwitz und mir waren auch
noch Kollege Malth, Rat des Bezirkes, Kollege Steinert, Rat der Stadt —
Abt. Kultur, da es sich um ein Messekonzert handelte, teil.

Das Stiick umfaf3t Solo fiir Englisch-Horn, Oboe, Fagott und Kontrabaf3,
Altflote, Piccolo, Trompeten, fiir Schlagzeug entsprechende Eskapaden.

Nach dem Vorspiel setzten wir uns sofort mit Kollegen Schenker und
Kegel auseinander, hatten nur wenige Orchestermitglieder gegen uns,
die meisten waren mit uns einer Meinung, daf das Stiick unmoglich sei.
Als ich Herrn Schenker die Frage stellte, ob er sich mit dieser Musik an
den Horer oder nur an das Orchester wendet, war er entsetzt, wie {iber-
haupt eine solche Frage gestellt werden konnte.

Die Frage, in welcher Form ich seine Musik den Schrittmachern in den
Betrieben anbieten soll, damit er als junger Komponist gefordert wer-
den kann und in vielen Konzerten wieder gespielt werden kann, konn-
te er mir nicht beantworten. Er sagte lediglich, ich experimentiere halt.

Kollege Dr. Wolf, Malth und Ragwitz stellten die Frage, wie lange er
noch experimentieren will, um auf einen festen Standpunkt zu kommen.
Darauf sagte er, ich suche nach neuen Wegen. (2 Stunden Diskussion)

Nach der Probe sind wir sofort ins Biiro gefahren, haben die SED-Be-
zirksleitung davon informiert und darauf hingewiesen zu iiberlegen, ob
man das Stiick in einem Messekonzert tiberhaupt zur Auffithrung brin-
gen kann. Genosse Zschuckelt erkldrte uns, daf3 er sich mit dem Staatli-
chen Rundfunkkomitee in Verbindung setzen wird und daraufhin kam
Kollege Bayer am Dienstagfriith [16. 03. 1971] zur Generalprobe.

Uber diese Diskussion sind wir jedoch nicht informiert, da wir nicht
anwesend waren. Das Stiick wurde jedoch nicht abgesetzt, da Herr Kegel
geduflert hat, wenn das Stiick nicht zur Auffithrung kommt, werde ich
das ganze Konzert nicht dirigieren.

Schreibfehler fiir Lothar Zschuckelt (siehe unten im Text), Parteisekretar am Institut
fur Literatur ,Johannes Becher und Dozent fiir Kulturpolitik und marxistisch-leni-
nistische Kulturtheorie, siehe: Sascha Macht, ,,Die Einflussnahme des DDR-Staats-
sicherheitsdienstes auf den Studienalltag am Institut fiir Literatur ,Johannes R. Be-
cher“, Zeitschrift fiir Germanistik, Neue Folge 26, Nr. 3 (2016): 583-601, hier 593.

https://www.jstor.org/stable/26583079.
Wolfgang Lesser (1923-1999) war von 1968 bis 1979 Erster Sekretdr des VKM.
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Der Konzertverlauf ging so vor sich: daf3 ein kleiner Teil applaudierte,
ein Teil buh rief und andere schwiegenl|.]

Dr. Wolf traf nach dem Konzert mit Herrn Kegel und der Brigade Juri
Gagarin fur eine halbe Stunde zusammen, um tiber das Gehorte zu dis-
kutieren. Die Brigademitglieder lehnten das Stiick ab. Herr Kegel mein-
te dazu, die 9. Sinfonie wire auch nicht gleich verstanden worden, man
miisste das Stiick mehrmals héren konnen. Dr. Wolf bat die Brigademi-
tglieder, den [sic] Komponistenverband in die Hiande zu legen, daf? sie
gemeinsam zwischen dem 1. und 3. April mit dem Band nach Espenha-
in kommen und mit Herrn Schenker, Vorstandsmitgliedern, tiber diese
Komposition noch einmal diskutieren werden.

Um Herrn Schenker auf den Teppich zu bringen, mochte der Ver-
band Herrn Kegel das aus der Hand nehmen und hier verantwortlich
zeichnen.

[Unterschrift Dahne]

Die Konzertberichterstattung in den Zeitungen der DDR fiel entspre-
chend zwiespiltig aus. In der Leipziger Volkszeitung erschien am 18. Méarz
1971 unter dem Titel ,,Vom Messekulturgeschehen. Problematische Urauf-
fithrung“ ein Artikel von -If (Werner Wolf):

Eins vermochte der junge Leipziger Komponist Friedrich Schenker [...]:
Er loste spontan Diskussionen aus. Das wurde schon an der der sehr
verschiedenartigen Publikumsreaktion wéhren der Auffithrung deut-
lich, mehr noch durch die starken Buh-Rufe, die sich in den Beifall fiir
den- auf dem Podium erscheinenden Komponisten mischten [...]

Das Stiick zeugt innerhalb der vom Komponisten selbst gesteckten
Grenzen von Einfallsreichtum, Klangsinn und Expressivitit. Doch hier
beginnen die Fragen [...]

Das [...] Stiick soll den hervorragenden Instrumentalisten als Virtuo-
sen durch Soli wie Zusammenspiel mannigfache virtuose Aufgaben
stellen, auch negative Seiten der Virtuositit aufdecken, auf Gefahren
hinweisen. [...] Zumindest die ersten Eindriicke wecken trotz mancher
Unterschiede zu starke Assoziationen zu westlich orientierten Stiicken,
die einseitig von der Absicht des Schockierens oder kaum zielgerichte-
ten Provozierens ausgehen. Da ist schon einmal die Begrenztheit, aber
auch die Verbrauchtheit der gewédhlten Mittel zu bedenken. Ihre Be-
grenztheit zeigt sich vor allem im Hinblick auf die viel weitergehenden
Aufgaben, die das Leben und die Entwicklung unserer Republik den
Kiinstlern stellen.
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In der Tageszeitung ,,Union®, der Parteizeitung der Ost-CDU (Dres-
den) vom 20. Mirz 1971 lautet der Titel: ,,Urauffithrung heifd diskutiert.
Friedrich Schenkers ,Musik fiir Virtuosen' im Messekonzert des Rund-
funk-Sinfonieorchesters®. Weiter wird ausgefiihrt:

Eine sehr geteilte Aufnahme fand die Urauffithrung des ,,Stiickes fiir
Virtuosen von Friedrich Schenker im Messe-Rundfunksinfoniekon-
zert. Manche spendeten enthusiastischen Beifall, andere, die even-
tuell meinten, Schumanns im Programmbheft abgedruckte musikali-
sche Haus- und Lebensregel ,,Schlechte Kompositionen mufit du nicht
verbreiten, im Gegenteil, sie mit Kraft unterdriicken helfen® als Auf-
forderung ad hoc verstehen zu miissen, reagierten mit Buh-Rufen, ein
grofSer Teil des Publikums nahm die Sache mit Humor und amiisier-
te sich vernehmlich. Denn wenn die Expression allzu exzentrisch wird,
dann liegt die Komik nicht fern. Und welchem Hoérer wollte man es
dann veriibeln, wenn er vielleicht bei bestimmten Kldngen an natura-
listische Lautmalereien eine Hithnerhofes, der Windsbraut oder etwas
dhnliches denkt und zu Lachen beginnt? [...]

Es bleibt zu fragen, ob man bei einer reich bestiickten SchiefSbude te-
ilweise auch noch Streichinstrumente als Schlagwerk benutzen sollte —
angstliche Gemiiter konnten um deren Schicksal besorgt sein. Wir je-
denfalls halten Werke wie das kiirzlich uraufgefithrte Klavierkonzert
von Fritz Geifler, die Uiber die Tradition hinauswachsen, indem sie sie
einschliefen, fiir wertvoller und wertbestandiger. [...] del-

Mit demselben Datum (20. 03. 1971) brachten die Sichsischen Neu-
este Nachrichten unter dem Titel ,,Virtuoses und Musikalisches“ folgen-
den Bericht:

Herbert Kegel brachte zu Beginn das ,,Stiick fiir Virtuosen“ von Friedri-
ch Schenker zur Urauftithrung. Der Soloposaunist des Rundfunk-Sin-
fonieorchesters ist schon mehrmals mit Kompositionen hervorgetreten,
die seine Begabung, aber auch seine Neigung zu bizarren Ausdrucks-
formen erkennen liefien. [...] Was er aber von den zahlreich aufgebo-
tenen Spielern — zumeist Blasern und allein sieben fiir die unterschi-
edlichen Schlaginstrumente — produzieren laf3t, erschien meist nur als
gerduscherzeugende Artistik. [...] Was ein gutes Orchester an virtuosem
Spiel zu leisten vermag, konnte es an dem Abend auf andere Weise zeigen
— bei einem modernen Werk, das sich nicht in solistischen Extravagan-
zen erschopft, sondern auch hohen musikalischen Gehalt hat: den ,,Kon-
zert fiir Orchester von Béla Bartdk [...] So war der Beifall nach diesem
modernen Werk ebenso verstidndlich, wie es die Mifdfallensduflerungen
eines grofen Teils des Publikums nach dem Stiick von Schenker waren.

108



UBER DEN BEZIRKSVERBAND LEIPZIG DES VERBANDES DER KOMPONISTEN ...

Das Séachsische Tageblatt, die Tageszeitung der LDPD (Liberal-Demo-
kratische Partei Deutschlands), brachte am 24. Mirz 1971 den Artikel ,,Or-
chesterkonzerte zur Messe. Umstrittene Urauffithrung beim Rundfunk®

Die Mittel, die er hier [Friedrich Schenker in seinem ,,Stiick fiir Virtuo-
sen“] anwendet sind hart, klanglich von einer direkten, zupackenden
Robustheit, die oft die Grenzen des Ertraglichen streift. Dem Zuhorer,
der von dieser Musik geradezu tiberrollt wird, ist es kaum moglich, die
formale Struktur des knapp viertelstiindigen Werkes zu erfassen. Zu vi-
ele Eindriicke stiirmen auf ihn zu, zu amorph erscheint das duflere Bild
dieser Partitur. [...] So waren die uniiberhorbaren Bekundungen des
Mif¥fallens in einer bisher kaum erlebten Ausprigung ein deutliches,
dem Komponisten reichlich Anlal zum Nachdenken gegebenes Mene-
tekel. Denn die Frage, fiir wen er schreibt, stellt sich auch fiir Schen-
ker wie fir jeden in unserer sozialistischen Gesellschaft schopferisch
Tatigen.

Damit hatte die Parteigruppe des Bezirksverbandes Leipzig des Ver-
bandes Deutscher Komponisten und Musikwissenschaftler reichlich An-
lass zur Bewiltigung. Sie bezog am 29. Mirz 1971 Stellung, indem sie darauf
hinwies, dass Werke Schenkers bereits hdufig Kritik hervorgerufen hatten,
und er ,,nachdriicklich auf die Fragwiirdigkeit seiner Haltung hingewiesen™
worden war. Leider sei festzustellen,

dafl er die ernsthaften Hinweise seiner Kollegen und des Bezirksse-
kretdrs bisher nicht beachtete, sondern weiterhin jenen von uns wie-
derholt kritisierten Weg des Experiments mit Mitteln des spatbiirger-
liche Modernismus um deren selbst Willen fortsetzt. Das beweist, daf}
Schenker sich seiner gesellschaftlichen Verantwortung als Komponist
in unserer Gesellschaft nicht bewufit geworden ist. Wir sind nach wie
vor entschlossen, alle Moglichkeiten der marxistisch-leninistischen Bil-
dung unserer Mitglieder zu nutzen, um die wichtige Rolle der Kunst in
der sozialistischen Gesellschaft zu behandeln und allen Kollegen immer
wieder bewufst zu machen. [...] Offenbar finden solche Werke bei ei-
nigen Interpreten und Veranstaltern in einem Maf3e Interesse, welches
nicht ihrer realen Bedeutung fiir die Entwicklung einer sozialistischen
Nationalkultur entspricht. [...]

Schliefdlich miissen wir die Frage stellen, ob wir auf dem gegenwirtig
fiir die Klassenauseinandersetzung so auflerst wichtigen und vom Klas-
sengegner besonders bevorzugten Sektor der Kulturpolitik tatsdchli-
ch die Macht ausiiben, [...] das ,,Stiick fiir Virtuosen“ vom Programm
abzusetzen.
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In der Beratung der Parteigruppe [...] kam deutlich zum Ausdruck, dafl
sich alle [...] fiir das Auftreten ihrer Verbandsmitglieder GMD Herbert
Kegel und Friedrich Schenker mit verantwortlich fithlen miissen. [...]
Zur Rezension des Genossen Dr. Wolf iiber die Urauffithrung [...]
auflerten sich die Genossen dahingehend kritisch, dafy in Anbetracht
der Publikumsreaktion die Haltung und der Aussagewert der Kom-
position im Mittelpunkt der Rezension hitte stehen miissen und ni-
cht in erster Linie (und fast ausschliefSlich) fachliche Details, von de-
nen einige zudem fraglich erscheinen (Einfallsreichtum, Klangsinn und
Expressivitit).

Abschliefiend wird eine ,,bessere Zusammenarbeit im Interesse einer
zielgerichteten kulturpolitisch wertvollen und interessanten Programmpla-
nung“ angemahnt, um der eigenen Verantwortung mit dem ,,Beginn ei-
ner echten konzeptionellen Zusammenarbeit“ gerecht zu werden, Formeln,
die in fast jeder offiziellen Auf3erung verwendet wurden. Die Stellungnah-
me wurde vom Parteigruppenorganisator Erhard Ragwitz noch am selben
Tag an den Genossen Roth in der SED-Bezirksleitung/Abt. Kultur in Leip-
zig und an die Genossin Apel im Zentralkomitee der Sozialistischen Ein-
heitspartei Deutschlands/Abt. Kultur in Berlin gesendet. Am 22. April 1971
sandten der Vorsitzende Prof. Dr. Hans Pezold und die Bezirkssekretdrin
Ruth Dédhne ein Rundschreiben an die Mitglieder des Bezirksverbandes
Leipzig des VKM:

Gemeinsam mit dem Rundfunk wird am 27. April 1971, 17.00 Uhr, in
unserem Sekretariat eine Aussprache tiber die Komposition ,,Stiick fiir
Virtuosen® von Friedrich Schenker stattfinden. Wir bitte sehr herzlich,
an dieser Beratung teilzunehmen.

Das Schreiben ging an Waldemar Markus, Thomas Wiinsch, GMD
Herbert Kegel, Friedrich Schenker, Burkhard Glaetzner, Dieter Weler,
Heinz Schonekerl, Hans Roscher, Fiedler, Adolph, Rudi Lehmann, Ger-
hard Gommelich, Berger (Berlin), Gotze, Lesser, Roth, W. Wolf (Rat d. B.),
Gehrke, Lippold, Schonfelder, Krause-Graumnitz, Dr. Wolf, Viertel, Dit-
trich, Pachnicke, Walter.

Der Skandal um Friedrich Schenkers ,,Musik fiir Virtuosen® beweg-
te auch noch die Bezirksdelegiertenkonferenz am 22./23. Mai 1971 in Leip-
zig, wie aus folgendem Diskussionsbeitrag hervorgeht, der sich auf den Ent-
wurf der Direktive des 16. Plenums des Zentralkomitees der SED beruft,
der sich wiederum dem Rechenschaftsbericht des XXIV. Parteitages der
KPdSU anschlief3t:
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Mit dem Vorankommen unserer Gesellschaft [...] wichst die Rolle der
Literatur und Kunst bei der Heranbildung der Weltanschauung des
sozialistischen Menschen, seiner sittlichen Uberzeugungen und seiner
geistigen Kultur®, heif3t es im Rechenschaftsbericht des XXIV. Parteita-
ges der KPdSU. [...]

Das sozialistisch-realistische Kunstschaffen hat seit der Zerschlagung
des Hitlerfaschismus in Deutschland das geistig-kulturelle Leben in un-
serer Republik in stindig steigendem Mafle und entscheiden beeinflufit.
Die besten Werke des sozialistisch-realistischen Musikschaffens solcher
namhafter sowjetischer Komponisten wie D. Schostakowitsch, S. Pro-
kofjew, A. Chatschaturjan, D. Kabalewski und vieler anderer gehoéren
zum festen kulturellen Besitz unserer Menschen. [...]

Nicht Subjektivismus, Individualismus, Nihilismus, Existenzialismus,
Antihumanismus der spatbiirgerlichen Moderne, sondern Optimis-
mus, Siegeszuversicht gedanklicher und emotionaler Reichtum sind
charakteristisch fiir unser kiinstlerisches Schaffen. [...]

Mehr und mehr wichst der Einfluf3 der Kiinstlerverbdnde — auch unse-
res Bezirkes - bei der Gestaltung und Entwicklung der geistig-kulturel-
len Lebens. [...] Mehr und mehr werden diese Kriterien Maf3stab fiir die
Beurteilung und Einschitzung neu entstandener Werke. [...] Die Arbe-
iterklasse stellt immer bewuf3ter ihre Forderungen, tritt immer haufiger
als gesellschaftlicher Auftraggeber bei der Schaffung neuer Kunstwer-
ke in Erscheinung. [...]

Es ist einfach undankbar, dafy wir unser Publikum dazu verurteilen,
durch langanhaltende und lautstarke Buh-Rufe den Veranstaltern, In-
terpreten und dem Komponisten klar zu machen, daf es ein Recht da-
rauf hat, durch Musik begeistert und bereichert, aber nicht aus dem
Konzertsaal vertrieben zu werden, wie dies bei der Urauffithrung des
»Stiickes fiir Virtuosen® von Herrn Schenker im 12. Anrechtskonzert
des Rundfunk-Sinfonieorchesters unter der Leitung von GMD Kegel
wihrend der Leipziger Frithjahrsmesse 1971 der Fall war.

Die Bemiithungen des Bezirksverbandes gingen weiter, es wurden in
der Reihe ,,Studio dvfm®“ [Deutscher Verlag fiir Musik] Diskussionsaben-
de veranstaltet, in denen immer wieder Komponisten und Interpreten auf
die Ideale des sozialistischen Realismus eingeschworen werden sollten. Im-
mer wieder wurde der sozialistische Hanns Eisler gegen die avantgardis-
tische Interpretation als Schonberg-Schiiler verteidigt, wie sie etwa Ebe-
rhardt Klemm am Institut fiir Musikwissenschaft der Universitit Leipzig
so massiv vertreten hat, dass er nach dem Tod von Heinrich Besseler 1965
nicht mehr weiterbeschiftigt wurde und sich freischaffend durchschlagen
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musste.” Auch die ,,Gruppe Neue Musik Hanns Eisler” sah sich diesen Vor-
wiirfen ausgesetzt, wie Diskussionen mit dem Bezirksverband des VKM
zeigen.

Am 22.6.71, 20.00 Uhr, fand der zweite musikalische Diskussionsabend
innerhalb der Reihe ,,Studio dvfm® in Leipzig-Information statt. [...]

Ich hatte den Eindruck, daf} die ,,gruppe neue musik hanns eisler auch
in diesem Konzert bemiiht war, Hanns Eisler nicht aus der Sicht seiner
hervorragenden Dienste um die Weiterentwicklung der proletarisch re-
volutiondren Kunst, auch nicht aus der Sicht seiner hervorragenden Be-
itrdge zum sozialistisch-realistischen Musikschaffen zu wiirdigen, son-
dern vielmehr einen nahtlosen Ubergang von der Schénberg-Schule
zum Schaffen einiger Komponisten der DDR in der Richtung zu ver-
deutlichen, die den Kompositionstechniken spétbiirgerlicher Musiken-
twicklung noch weitgehend verhaftet sind. [...]

Deutlich wird in diesem Zusammenhang auch, daf3 sich bei solchen Ve-
ranstaltungen ein Publikum zu konzentrieren scheint, welches ,,moder-
nistische Sensatidonchen® zu wittern glaubt aufgrund von Vorbehalten
gegeniiber unserer kulturpolitischen Generallinie.

Es ist bedauerlich feststellen zu miissen, daf3 auch einige Kollegen un-
seres Bezirksverbandes, die zur Diskussion sprachen, nicht erkennen li-
ef3en, daf3 unsere Diskussionen um neue Werke unserer Komponisten
in ersten Linie vom Standpunkt der Parteilichkeit, des sozialistischen
Realismus, des Inhalts und der Aussage eines Werkes gefithrt werden
miussen. [...]

Kollege Schenker hatte reichlich Gelegenheit, seine doch letztlich weit-
gehend spitbiirgerlich-modernistisch orientierte Schreibweise zu recht-
fertigen und tat dies insbesondere an Hand des Werkes von Katzer. [...]

gez. Erhard Ragwitz Parteigruppenorganisator

Dass hier Quellen aus den Akten der Parteigruppe des Bezirksver-
bandes Leipzig des Verbandes Deutscher Komponisten und Musikwis-
senschaftler wiedergegeben werden, ist quellenkritisch so zu werten, da ja
gerade die Binnensicht intendiert ist. So nehmen auch die vielen Erfolgs-
meldungen nicht wunder, die immer wieder fixiert wurden und die eige-
nen Bedeutsamkeit beweisen sollten. Hier ein Diskussionsbeitrag von Er-
hard Ragwitz fiir die Sitzung der SED-Bezirksleitung am 13. Februar 1972:

11 Helmut Loos, ,,Musikwissenschaft an der Universitéit Leipzig®, in 600 Jahre Musik an
der Universitdit Leipzig, Hrsg. Eszter Fontana (Wettin: Verlag Janos Stekovics, 2010),
265-84, hier 279.
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Diskussionsbeitrag Erhard Ragwitz f. Sitzg SED-BL am 13.2.72

[S. 3] In seinem Referat zu Fragen der Kulturpolitik des SED fiihrt Ge-
nosse Hager u.a. aus, dafd ,,[...] unsere Kiinstler mit grofSer Ernsthafti-
gkeit ihre oft komplizierten Schaffensprobleme dffentlich zur Diskussion
stellen.”

Wir sind stolz darauf, dal — Dank der guten Zusammenarbeit der ver-
schiedenen Sektionen in unserem Bezirksverband, insbesondere durch
die Initiative der Genossen Sektion Musikwissenschaft — regelmafiig
solche Werkdiskussionen in einer kameradschaftlichen, kollegialen,
offenherzigen und parteilichen Atmosphire, wie sie fiir die Entstehung
und Besprechung neuer Kunstwerke forderlich und giinstig ist, zu einem
festen, duflerst wichtigen Bestandteil unseres Verbandslebens zihlen. [...]

[S. 5] Haben doch unsere bisherigen Diskussionen gezeigt, dafd wir nur
in dem Maf3e Klarheit gewinnen konnten, wie kiinstlerische Fragen als
Teilfragen der Ideologie erkannt und geklart wurden. Unsere Erfahrun-
gen haben uns gelehrt: In dem Mafle, wie das Niveau unserer marxisti-
sch-leninistischen Weiterbildung steigt, wird sich auch die Qualitit un-
serer Werkdiskussionen und Musikgesprache weiter heben und ihren
Niederschlag finden in neuen sozialistisch-realistischen Kunstwerken,
die die ganze Vielfalt, den Reichtum und die Schénheit unseres soz-
ialistischen Lebens interessant, konfliktreich, niveauvoll, massenwir-
ksam und heiter widerspiegeln, die sich wiirdig erweisen unserer Gesel-
Ischaft, unseren Menschen, den Siegern der Geschichte, den Erbauern
des Sozialismus. [...]

Erhard Ragwitz Parteigruppenorganisator des BV Leipzig des VDK

Wie innerhalb der Parteigruppe der ,,Fall Schenker” mit seiner ,,Mu-
sik fiir Virtuosen® unterschiedlich bewertet wurde, ist in einer Aktennotiz
tiber die Parteigruppenversammlung am 2. Mérz 1972 verzeichnet:

Uber unsere Werkdiskussionen konnten wir erreichen dafl immer ein
echter Meinungsstreit gefithrt wurde. Oft haben wir uns gestritten, sind
nicht bose gewesen, sondern haben uns hohere Standpunkte erarbeitet
und zusammengeraulft.

[Gen(osse). Kapst fragt:] Hatten wir immer eine Konzeption? [...Kapst
auflert,] dafl mir personlich die Schenker-Diskussion nicht gefallen
hat. Peter Herrmann, gerade diese Diskussion war qualifiziert und von
groflem Nutzen, vor allem fiir den Komponisten Schenker. Denn wenn
er gut zugehort hat, konnte er viel davon lernen.

Gen. Pachnicke, jeder weif3, daf wir Erfolge haben und daf3 dabei Spane
fallen ist dufte [sic].
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Dr. Werner Wolf stellt fest, daf eine Reihe guter Vorschlige kamen und
festzuhalten, daf3 unsere Parteigruppe wenigstens einmal im Quartal
tagt.

Einigen konnten sich die Genossen lediglich auf die nichtssagende
Floskel, dass sie ,,zwar viel geleistet haben, aber noch vor ernsten Proble-
men stehen.”

Eine Aktennotiz vom Bezirksverband Leipzig vom 7. September 1972
tiber eine Sitzung der Parteigruppe des Vorstandes am 31. August 1972 listet
Mitglieder und Funktionen auf:

anwesend: Genosse Pachnike, Herrmann, Dr. Lippold, Prof. Pezold, Dr.
Hempel, Prof. Felix, Dr. Wolf, Ragwitz

Entschuldigt: Genosse Prof. Fischer, Malth, Dr. Miihe [...]
Funktionsverteilung

Stellvertreter des Vorsitzenden Erhard Ragwitz, Leiter der Sektion Mu-
sikwissenschaft Dr. Gunter Hempel, Ernste Musik Erhard Ragwitz,
Musikerziehung Prof. Dr. Hans Pezold, Tanz- und Unterhaltungsmusik
Alo Koll und Fred Dittrich, Arbeitsgruppe junger Komponisten Peter
Herrmann, Musiktheater und dramatisch gebundene Musik Dr. Karl-
-Heinz Viertel, Sektion Interpreten Prof. Dr. Ruth Boche-Kastner, Par-
teigruppenorganisator Prof. Dr. Werner Felix.

Dieser winzige Einblick in das innere Gefiige der SED-Parteigruppe
des Bezirksverbandes Leipzig des Verbandes der Komponisten und Musik-
wissenschaftler der DDR mayg illustrieren, wie wichtig eine genaue Einzel-
fallbetrachtung fiir eine realistische und gerechte historische Darstellung
gesellschaftlicher Prozesse ist. Entscheidungen und Auflenwirkung lassen
so ihren oft umstrittenen und widerspriichlichen Ursprung erkennen.
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Film music composition can be described as one of the most prolific do-
mains of musical creation in the United States in the twentieth century. In
addition to the enormous working opportunities Hollywood’s film indus-
try offered to music professionals, film music as an artistic form was special
in many ways, as the medium-boundedness of such music situated it aes-
thetically in a space between popular music and art music, which affected
both general and scholarly receptions of film music.’

Hollywood composers in the 1940s and 1950s undertook many differ-
ent musical tasks in the film production process — such as composing, ar-
ranging, conducting, etc. — before a legal framework that was based on the
industrialised division of labour between various arts and crafts was intro-
duced. Specialised professional societies were established to support work-
ers in Hollywood’s film industry. Examples of unionisation outside the mu-
sical sphere include the Screen Actors Guild, the Screen Writers Guild, and

1 See: Ingeborg Zechner, Franz Waxman: Zwischen Filmmusik und Konzertsaal
(Vienna:Bohlau,2024),385-8,andIngeborgZechner,“Unheard, Unseen, Underappre-
ciated? Die Verhandlung filmmusikalischer Werkhaftigkeit im Hollywood-Film der
1940er Jahre,” in Musik — Politik — Gesellschaft: Michael Walter zum 65. Geburtstag,
eds. Kordula Knaus and Susanne Kogler (Stuttgart: J.B. Metzler, 2023), 297. This
article is part of an ongoing research project on the composer Franz Waxman that is
financed by the Austrian Science Fund (FWF-Grant-DOI: 10.55776/P33029).
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the Directors Guild of America.” Against this background - and given the
active role unions played in Hollywood - it is not surprising that the labour
practices of musicians in Hollywood have been at the centre of research on
organisational and legal conventions concerning film music’ - an approach
that nevertheless covers only a part of the duties of film composers in Hol-
lywood. As film composers performed very different musical tasks for the
film industry, their work was also legally situated in the space between la-
bour and creative work. The special position of film composers in the space
between aesthetic and organisational conventions prompted the founda-
tion of the Screen Composers Association (SCA) in 1945 as a society to sup-
port the special needs of film composers in the industry.

In this article I argue that an examination of the foundational years of
the SCA, which is strangely under-researched, is a way to highlight, among
other things, the specific characteristics of composition in the medium of
film against the background of the music and the film industries. My ar-
ticle is based on the study of SCA records preserved at the Margaret Her-
rick Library in Los Angeles, as well as sources relating to the activities of
the SCA in other archives in the United States. I contextualise these ar-
chival documents by taking different professional societies in the film and
music industries into account, as well as the SCA’s public outreach strate-
gies. This approach allows me to expose aspects of a film composer’s work-
ing life in the United States beyond Hollywood. Composer societies such
as the SCA collectively exercised enormous power over how music ‘works’.
For example, the SCA dealt with industry labour practices and the legal
challenges of the international distribution of Hollywood film music, and
assisted composers in obtaining the performance rights for their music. In
addition to this, the SCA promoted the exchange of crucial information
on industry practices and provided social support for its members when
needed.

2 For a history of the Hollywood unions see: Kate Fortmueller and Luci Marzola, eds.,
Hollywood Unions (New Brunswick: Rutgers University Press, 2024).

3 See: James P. Kraft, “Musicians in Hollywood: Work and Technological Change in
Entertainment Industries, 1926-1940,” Technology and Culture 35, no. 2 (April 1994):
289-314; James P. Kraft, Stage to Studio: Musicians and the Sound Revolution, 1890-
1950 (Baltimore and London: Johns Hopkins University Press, 1996), and Gianluca
Sergi, “Organizing Sound: Labour Organizations and Power Struggles that Helped
Define Music and Sound in Hollywood,” in The Palgrave Handbook of Sound De-
sign and Music in Screen Media: Integrated Soundtracks, eds. Liz Greene and Dani-
jela Kulezic-Wilson (Basingstoke, Hampshire: Palgrave Macmillan, 2016), 43-56,
https://doi.org/10.1057/978-1-137-51680-0_4.
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Working for Hollywood: Challenges for Professional Music
Organisations in the Film Industry

Hollywood’s musical workforce in the studio era was generally organ-
ised along the principles of the division of labour. “Workers’ in music de-
partments were overseen by a studio head, such as Leo Forbstein at Warn-
er Bros. Many music department employees undertook different tasks as
part of their daily jobs: composers conducted their own scores (or those of
their colleagues) and arranged or orchestrated music, while orchestrators
worked as music copyists. Film music labour in the studio era involved dif-
ferent professional tasks that — from a legal perspective — brought various
challenges for the composers in the industry, especially in obtaining credit
and royalties for their creative work. Providing Hollywood with music was
especially challenging in the 1930s and 1940s, which saw numerous ground-
breaking technological shifts in music production and reception, includ-
ing the advent of sound film, and later, the LP record. Professional socie-
ties were thus established to support various professions in the music and
film industries in obtaining and negotiating their copyrights and perform-
ing rights. In practice, it was guilds and unions that supported workers in
the music industry, basing their engagement on the notion of labour. Nev-
ertheless, film composers often operated in the legal space between differ-
ent kinds of labour. This situation prompted the composer and president of
the SCA Adolph Deutsch to call the film composer “the forgotten man of the
movies” in a 1940s article in Musical America.*

One of the organisations that was probably most active in represent-
ing the rights of musicians (and continues to be so today) was the American
Federation of Musicians (AFM). The AFM was founded in 1896 to protect
the rights of American musicians - including “any musician paid for his
or her services” — and to prevent an influx of European musicians into the
American music market. The AFM concerned itself with the rights of musi-
cians working in orchestras at large, and was thus connected to the concert,
radio, and film industries. For many classical and popular musicians alike,
Hollywood’s film industry offered an opportunity for stable employment.
With the rapid technological advances of the era, the AFM especially con-
cerned itself with protecting live musicians against the exploitation of their

4 Adolph Deutsch, “The Composer: Forgotten Man of the Movies,” Musical America,
June 1946, 5.

5 Chris Wonderlich, “American Federation of Musicians,” in Encyclopedia of U.S. La-
bor and Working-Class History, ed. Eric Arnesen (New York: Routledge, 2006), 81.
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work in recorded music, which naturally shaped their work for Hollywood
during the early sound era.® In 1938, the American Society of Musical Ar-
rangers (ASMA) was founded in Hollywood by composers and orchestra-
tors in the movie industry, and had expanded nationwide by the mid-1940s.
This society was concerned with properly crediting the work of arrangers
in the context of improved recording technologies.” The needs of compos-
ers who worked as arrangers in Hollywood were represented by ASMA, but
also by the AFM.*

Outside the film industry, there were various organisations that con-
cerned themselves more generally with the work of composers: The Na-
tional Association of American Composers and Conductors (NAACC),
which was founded in 1933 by Henry K. Hadley, aimed at promoting
American music, e.g. through the organisation of concerts with music
by American composers and by fostering collaboration and mutual un-
derstanding between composers and conductors. After Hadley’s death in
1937, his wife Inez took over the organisation. In Hollywood, composers
frequently acted as “composer-conductors”,” performing their own music.
The names of film composers such as Franz Waxman or Victor Young
appear in a list of “co-operating composers” in the NAACCS Annual Bul-
letin of 1944/45.” This indicates that film composers were active in mu-
sical networks beyond the film industry, and thus integrated into Amer-
ican musical life.

A decade earlier than the NAACC, the League of Composers (LOC)
was established by Claire Reis" as an alternative to the International Com-
posers Guild. The LOC intended to promote contemporary music with an
international outlook through its programming and the commissioning

6 For this development and for the continuation of the separation between live-mu-
sic and recorded sound into the twenty-first century, see: Sergi, “Organizing Sound,”
46-7 and 52—4.

7 See: Wanda Marvin, “Arrangers Want Some ‘Cake, Too,” Billboard, December 9,
1944, 14, 22.

8 See: AFM, Wage Scales, Hours of Employment, Working Conditions Applying to Mo-
tion Picture Work, effective April 1, 1946 [MHL, SCA Collection, Folder 9. American
Federation of Musicians].

9 On the notion of the “composer-conductor” associated with Hollywood-film music,
see: Zechner, Franz Waxman, 189-95.

10 The NAACC’s records are preserved at US-NYp.

11 For an overview of Reis’ activities in the musical life of the United States, see: Penny
Thomas, “Claire Reis: Advocate for Contemporary Music” (PhD diss., University of
Florida, 1991).
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of new works, including, but not limited to, those by American compo-
sers.” Following the example of the League of Nations, the LOC sought to
foster common goals between composers in the spirit of understanding and
cooperation. The LOC had its own journal, Modern Music, which from the
late 1920s also included a film music column.”

In 1914, the American Society of Composers, Authors and Publishers
(ASCAP) was established to protect the copyright of its members’ composi-
tions and to collect royalties. In 1919, ASCAP signed an agreement with the
Performing Rights Society in Great Britain that allowed for the reciprocal
representation of their members. Despite these international agreements,
there were challenges in the distribution of royalties for film composers, as
seen in the example of Max Steiner, who became a member in 1933. Steiner
complained that he received far too few royalties from ASCAP, as film com-
posers apparently received only a small share of the performing license fees
that ASCAP collected from movie theatres. Additionally, Steiner felt that
his compositions for films shown internationally were not sufficiently re-
warded, since the international distribution of his music through film was
inadequately compensated.™

The specific requirements of film composers arising from their em-
ployment situation in Hollywood, making them “the forgotten group”, were
only partially addressed by the scope of these societies. In 1945, the Screen
Composers Association (SCA) was founded as a collective endeavour to
deal with these needs. Efforts to establish a society for film composers be-
gan as early as 1942. For this purpose, according to the SCA records, an in-
vitation letter was sent by a “Film Composer’s Emergency Committee”” to 65
film composers, of whom 43 attended the first meeting." The large number
of composers who responded indicates the great need for a society devoted
to film composers’ interests. The official inaugural meeting was held on July

12 See: Marion Bauer and Claire R. Reis, “Twenty-five Years with the League of Com-
posers,” The Musical Quarterly 34, no. 1 (January 1948): 2.

13 See: Richard Kitson, “Introduction to Modern Music (1924-1946),” RIPM, https://
ripm.org/pdf/Introductions/MMUintroEnglish.pdf.

14  See: Peter Wegele, Der Filmkomponist Max Steiner (1888-1971) (Vienna: Bohlau,
2024), 92-3.

15  The initial Film Composer’s Emergency Committee consisted of the following per-
sons: Anthony Collins, Adolph Deutsch, Leigh Harline, Arthur Lange, Edward Plu-
mn, Max Steiner, Roy Webb, and Victor Young [MHL, SCA Collection, Folder 37.
Film Composer’s Committee].

16  See: Blank letter of the Film Composers’ Emergency Committee, n.d. [MHL, SCA
Collection, Folder 22. Bulletins].
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20, 1945 in the Beverly Wilshire Hotel in Beverly Hills, with Daniele Am-
fitheatrof, David Buttolph, Robert E. Dolan, Adolph Deutsch, Leo Erody,
Hugo Friedhofer, Leigh Harline, Ray Heindorf, Werner Heymann, Arthur
Lange, Edward H. Plumb, Edward Powell, Mikl6s Rézsa, Herbert Stothart,
Franz Waxman, Charles Wolcott, Roy Webb, and Victor Young serving as
members of the organising committee.” Max Steiner and Adolph Deutsch
went on to represent the SCA as president and vice-president, Roy Webb as
treasurer and Leonard Zissu acted as legal counsel. In its inaugural meeting
in 1943, the society defined four major purposes of its actions:

(1) To form a Guild, Society, Alliance or League of Composers. No af-
filiation with the American Federation of Musicians is contemplated in
view of the fact that our work is purely creative and does not fall into
any Labor Union category.

(2) To formulate a Basic Agreement between our group, and the Motion
Picture Producers, anticipating the widespread use of our music in Tele-
vision, Slot Movie Machines, Juke Boxes, Radio, and the Concert Halls,
publication problems and general studio relationships.

(3) To survey and analyze the U.S. Copyright Law with a view to devis-
ing amendments which will correct existing inequities. To endeavour to
coordinate our amendments with these being drawn up by many other
groups of individuals, operations, and labor organizations and to pres-
ent an integrated plan to Congressional Committee on Copyrights.

(4) To promote closer relationships between composers and the vari-

ous arts and crafts that contribute to American films. To raise our ar-
tistic standards.”

To meet these goals efficiently, the SCA established a number of sub-
committees over the years to work on pressing matters. The Contract Com-
mittee focused on designing standardised clauses for composers’ contracts.”
The Expansion Committee, directed in 1954 by Marlin Skiles, reached out
to TV and radio composers to explore possible overlaps in interests. The
Composers’ Manual Committee, directed in 1954 by David Raksin and
Bernard Herrmann, was assigned the task of developing a “business bible”

17 See: Film Composers’ Committee Announcing the Inaugural Meeting of the Film Com-
posers’ Association [MHL, SCA Collection, Folder 22. Bulletins].

18  Blank letter of the Film Composers Emergency Committee [1943] [MHL.SCA Col-
lection, Folder 22. Bulletins].

19 In 1947 members in the Contract Committee included Daniele Amfitheatrof, Da-
vid Buttolph, Adolph Deutsch, Leigh Harline, Werner Richard Heymann, Arthur
Lange, Edward Powell, Miklés Rézsa, Charles Wolcott, and Edward Plumb.
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for SCA members “covering registering procedures in the film, radio and
television performance fields”.”> SCA membership fees depended on the
amount of annual income from motion picture work: in 1945, the mini-
mum fee was USD 20 for earnings below USD 5,000, while the highest fee
was USD 180 for earnings above USD 40,000/year.”

Despite this legal and revenue-oriented focus, the SCA also acted as a
social collective, supporting members during difficult periods of their lives
whenever necessary. When the German-American composer Werner Rich-
ard Heymann was hospitalised following a suicide attempt, the SCA col-
lected donations from their members to help Heymann cover his bills, as
he was financially destitute.” Composer societies such as the SCA often
formed not only for specific purposes, but also because of crucial needs that
required collective energy and resources. The following section examines
how the SCA’s four goals manifested in film composers’ working practices,
and thus serves as a means to better understand ‘how music worked’ in the
middle of the twentieth century.

Film Music Composition: Labour or Creative Work?

Legally, film composers in the Hollywood of the 1940s were hired as em-
ployees at a film studio, receiving a lump-sum payment, comparable to oth-
er professions in the film industry. Being hired as an employee meant that
film composers signed over the rights to their compositions to the film stu-
dio or production company. Generally, film composers were not entitled to
any royalty payments when their music was reused in other films produced
by the same company — a common practice in Hollywood, and one publicly
addressed by the SCA legal counsel Leonard Zissu.” Correspondence pre-
served in the SCA collection indicates that, despite several lawsuits brought
by SCA members such as David Raksin in the 1940s, a clause requiring com-
posers to sign over all copyrights and performance rights to the film studio
— thus making the company the recipient of ASCAP royalties — continued

20 SCA Press Statement, 17 June 1954 [MHL, SCA Collection, Folder 62. Press Releases
and Publicity].

21 See: SCA Notice regarding Dues [US-Wc, Erich Wolfgang Korngold Collection, Box
88, Folder 56].

22 Letter from Adolph Deutsch to Scott Bradley, 9 April 1950 [MHL, SCA Collection,
Folder 32. Correspondences].

23 See: Leonard Zissu, “The Copyright Dilemma of the Screen Composer,” Hollywood
Quarterly 1, no. 3 (April 1946): 317, https://doi.org/10.2307/1209289.
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to appear in composers’ contracts well into the 1950s.”* Hugo Friedhofer, for
instance, encountered this unfavourable clause — “the little blockbuster” in
Friedhofer’s words — in a 1952 contract with Twentieth Century Fox, which
prompted him to call for stronger SCA collective efforts, led by the busi-
nesses leading freelance composers:

[...] I believe it is essential to call a meeting of SCA members (strictly
unofficial, however) who comprise the upper echelon of the free-lance
group, in order to determine what our course of action is going to be.
Most certainly, a unilateral course of action on the part of men like Her-
rmann, Raksin, North, Amfitheatroff [sic], Buttolph, Waxman, Stevens,
Murray and your humble servant, might possibly serve as a slight deter-
rent in this matter. On the other hand, it might put us all on Skid Row,
and frankly, that might be preferable, since I've no doubt at all we’d be
meeting up with nicer people!™

Friedhofer’s suggestion indicates that, despite the often-addressed
‘miserable’ circumstances of composers working for Hollywood, by the end
of the studio era renowned freelance composers — organised in societies
such as the SCA — were regarded as having at least some agency in contrac-
tual matters. What remained problematic, however, was the legal distinc-
tion between labour and creative work. The division and regularisation of
labour in the film industry was explicitly promoted by unions such as the
AFM, which regularly published guidelines for “Motion Picture Work” to
standardise working practices, working hours and wages for AFM mem-
bers in Hollywood’s film industry. The AFM guidelines from 1946 state
that “Motion picture recording musicians” were required to take ten min-
utes rest per hour “away from the stand”. The rate for a single recording ses-
sion (three hours or less) per musician in 1946 was USD 39.90; overtime be-
fore midnight cost the production company USD 3.33 every fifteen minutes,
and after midnight the amount rose to USD 4.99.*° The AFM ensured that
musical workers in the film industry - including conducting film compos-
ers — were paid according to the time they worked.

The SCA wished to place film music composition on a legal footing
similar to that of “musical time workers”, as demonstrated by an annotat-
ed version of AFM conditions preserved in the SCA files. To accomplish

24  See: Copy of letter from Hugo Friedhofer to Adolph Deutsch, 6 February 1952 [MHL,
SCA Collection, Folder 31. Contract Committee].

25  Ibid.
26  See: AFM, Wage Scales, 8 [MHL, SCA Collection, Folder 9. American Federation of
Musicians].
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this task, the SCA asked film composers such as Erich Wolfgang Korngold
to submit their contracts to the society in order to review the current situa-
tion in the industry, a task that apparently remained necessary, as indicated
by the Friedhofer letter quoted above.” Notably, there was no common un-
derstanding in Hollywood regarding the conventional terms of composers’
engagement, and standardised practices seemed to have been largely absent
from the industry.

In the early stages of reviewing the legal standing of music in film,
a desire emerged for the various societies to coordinate their efforts un-
der the auspices of the AFM, and thus film composers were to be includ-
ed in the powerful musician’s union. This intention was strongly and pub-
licly opposed by the composer Virgil Thomson in his 1939 book The State
of Music, an attempt to describe “the island of home” of musical professions
in the United States.** Thomson, who composed primarily for documenta-
ry films, also addresses a general legal problem with music, which contin-
ued to be a topic of concern for the SCA: namely, whether music in gen-
eral should be considered labour or creative work — a division that proved
particularly problematic for film music. Thomson distinguishes between
musicians as time workers and composers as creators of intellectual prop-
erty. Musicians and composers, despite potentially working in the same in-
dustry, should be represented by separate professional bodies. In doing so,
Thomson proposes differentiation based on the nature of work rather than
the industry, thus not fully addressing the unique position of film compos-
ers situated between labour and creative work. Furthermore, he acknowl-
edges in his monograph the complex legal framework of music composi-
tion in the twentieth century:

Music still gets written, performed, and consumed, lots of it, in all cat-
egories. And neither the profession of writing nor the trade of perform-
ing it is quite yet immobilized by friction with the businessmen who or-
ganize the dissemination of it.”’

An interesting consequence of this “ friction with the businessmen” was
that, due to the involvement of the AFM, musicians often benefited financial-
ly more from the re-recording of a score for another film than the compos-
ers themselves. This practice of using library music was common at minor

27 See: Letter from Leonard Zissu to Erich Wolfgang Korngold, Oct 11, 1943 [US-Wg,
Erich Wolfgang Korngold Collection, Box 88, Folder 56].

28  Virgil Thomson, The State of Music (New York: William Morrow, 1939), 3.
29 Ibid., 250.
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studios as a cost-saving measure. * In simple terms, labour in the film in-
dustry was financially rewarded, whereas creative work received compar-
atively little compensation. According to the violinist Julius Toldi, the film
composer consequently was “the only one exposed to arbitrary exploitation”
in the film industry,” echoing also Deutsch’s statement quoted earlier.

One prerequisite for improving the position of the film composer was
providing them with proper credit for their work. Although this principle
may seem obvious, standard contracts often omitted such a clause. Excep-
tions included distinguished composers, such as Erich Wolfgang Korngold,
Max Steiner, Aaron Copland, or Dimitri Tiomkin. Their names and repu-
tations on the music scene helped the film company in promoting the film,
as a prominent composer was often considered a marketing asset rather
than a cost for the film studio.” For lesser-known composers, the situation
was, of course, different. It should be emphasised that the attribution of
screen credits to the composer did not grant them ownership of their crea-
tive work. Ben Winters has recently refuted the persistent myth that Korn-
gold supposedly held the rights to his film music compositions. In fact, Ko-
rngold operated under essentially the same contractual conditions as other
Hollywood film composers,” except that he was probably more publicly
visible through press coverage — a visibility shared by other major figures
in the industry which the SCA intended to use for its advantage.

The SCA aimed to have the profession of film music composition ac-
knowledged not as labour but as a creative work, subject to both copy-
right and performing rights. The problem of crediting film composers
for their creative contributions was discussed not only in internal SCA
meetings, but also publicly by the legal consultant Leonard Zissu, who

30  See: Minutes of the SCA Free Lance Composers Meeting, April 5, 1948 [MHL, SCA
Collection, Folder 40. Freelance Composers].

31 Letter from Julius Toldi to J.K. Wallace [President of Musicians Mutual Protection
Organisation], 10 March 1949. [MHL, SCA Collection, Folder 32. Correspondenc-
es]. Toldi, a musician in the Twentieth-Century Fox Orchestra, belonged to Arnold
Schoenberg’s private circle in Los Angeles, and promoted Schoenberg’s music in the
US (see: Kenneth H. Marcus, Schoenberg and Hollywood Modernism (Cambridge:
Cambridge University Press, 2015), 154-5).

32 See: Notes on the meeting of the SCA Contract Committee with the Screen Writ-
ers Guild and the Radio Writers Guild, 4 Dec 1945 and for an assessment of the con-
tracts of Korngold see: Ben Winters, Korngold in America: Music, Myth, and Holly-
wood (New York: Oxford University Press, 2025), 53—82.

33 See: Winters, Korngold in America, 82.
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sought to raise awareness of the issue.’* The diverse professional tasks re-
quired of a composer at a film studio placed them in a position between
labour and creative work. Again, Thomson in The State of Music reveal-
ingly adds to his distinction of different kinds of work the aspect of util-
ity as follows:

Different kinds of work are measurable for payment in different ways.
The time a composer actually takes to write a given piece is not a reason-
able or possible way of measuring that work’s commercial value. Its val-
ue for payment must be measured by its utility, as all professional ser-
vices are.”

In fact, music composed for the film medium is highly advantageous
to the final product, as otherwise its “utility” might be questioned. In a way,
the SCA’s advocacy for differentiated contracts for AFM services (e.g. con-
ducting), and non-AFM services represents a practical continuation of
Thomson’s more general argument: separating labour from creative work
while also acknowledging the space in between by considering the mat-
ter of utility. When Franz Waxman was contracted in 1947 by Paramount
tor Sorry, Wrong Number, he signed separate agreements for his services as
composer and conductor, the latter under AFM scales* — most likely due to
the involvement of the SCA.

National and International Trajectories of the Screen Composers
Association

Fromtheverybeginning,theSCA connectedwithnationalandinternation-
al composer societies, as well as with other professional industry societies
in television and radio, and collectively pursued efforts in dissemination
and publication. The medium-bound character of film music contributed
to a wide international distribution. Werner Richard Heymann, a found-
ing member of the SCA, argues in aletter to Leonard Zissu that film music
reaches a far broader international audience than newly composed music
for the concert hall, due to protectionist policies in European countries.
Heymann suggests the SCA should use this argument with ASCAP to in-

34 See: Leonard Zissu, “The Copyright Dilemma of the Screen Composer,” 320, and
Leonard Zissu, “Commercial Mediums and the Composer,” The Composer’s News
Record 6 (1948): 2.

35  Thomson, The State of Music, 255.

36 See: Contract between Franz Waxman and Paramount, 19 Dec. 1947 [MHL, Para-
mount Pictures Contract Summaries, Franz Waxman f.1551].
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crease film composers’ incomes from the international ventures of film
companies.” As previously noted with Max Steiner’s dissatisfaction re-
garding his earnings from foreign films, composers’ incomes from in-
ternational distribution seemed to have been lower than expected. To as-
sess the situation, the SCA systematically registered royalties received by
their members from ASCAP from foreign countries in 1947, including
cheques received until October of that year. From a total sum of USD
513,663.56 twelve SCA composers — including such prominent and pro-
ductive figures as Max Steiner, Victor Young, Bronislav Kaper, and Franz
Waxman - received a total of USD 2,955.45. Max Steiner’s income alone
accounted for almost one-third of this sum, reportedly for more than 270
film scores.”

Foreign music and performing rights societies — most notably Brit-
ish organisations such as the British Performing Rights Society and the
British Film Music Society - served as important benchmarks for the
SCA in shaping policies to secure fairer compensation for film compos-
ers. Through comparisons with these organisations, the SCA identified
a significant disparity: its members consistently received far lesser roy-
alties from the American ASCAP than from their British counterparts.
This discrepancy prompted the SCA to release the following pointed
critique:

Yes, we know there is a world war in progress, that incomes are to be
frozen, that taxes are to be astronomical, that gasoline is rationed, that
theatre attendance might drop off. But we also know that The Perform-
ing Rights Society, Ltd., London England, went right on functioning
through the 1941 blitz, and paid more money to American film com-
posers than they received from A.S.C.A.P. for a corresponding period.”

This discrepancy in royalties arose from the fact that the British Per-
forming Rights Society recognised small performing rights to the re-
spective film composer, and ASCAP did not at the time. Consequently,
the SCA provided its members with standard contractual clauses, mod-
elled after British agreements, that should be included in Hollywood

37  See: Letter from Werner Richard Heymann to Leonard Zissu, Apr. 2, 1948 [MHL,
SCA Collection, Folder 5. ASCAP - Foreign Distribution].

38  “ASCAP Distribution of Royalties received from Foreign Language Countries,” 29
Sept. 1947 [MHL, SCA Collection, Folder 5. ASCAP-Foreign Distribution].

39  “The New A.S.C.A.P. Classification and its Meaning to Film Composers” [MHL,
SCA Collection, Folder 37. Film Composers’ Committee].
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contracts.* This focus on contractual matters and the benchmarking pro-
cess illustrates the importance of international cooperation in improving
the position of film composers in the United States. Over the years, secur-
ing the proper amount of foreign royalties through negotiations with AS-
CAP became one of the SCA’s primary functions. Composers such as Al-
exandre Tansman, who composed several film scores in the 1940s and was
not fully familiar with the legal situation of film composers, turned to the
SCA for assistance in obtaining royalties, particularly because he was not
an ASCAP member.* Supporting film composers in claiming their royal-
ties from foreign performing rights societies through ASCAP cannot be
seen as a purely financial matter, because for the composers themselves it
also helped to strengthen the legal recognition of film music composition
as a legitimate professional activity.

The SCA also engaged with other composer societies in the United
States, such as the NAACC or LOC, often through intermediaries such as
Aaron Copland, who was active in both spheres. In particular, the LOC
provided a regular platform for film composers, and Leonard Zissu pub-
licly advocated for them in the LOC’s Composer’s News Record, comparing
their professional situation to that of musicians in other “commercial medi-
ums”.** The 1947 monograph Composers in America by Claire Reis, found-
er of the LOC, included film composers for the first time as an integral part
of American musical life. Reis’ initiative received support from music critic
Lawrence Morton and composer Aaron Copland, both of whom are credit-
ed extensively in the book’s acknowledgements. Notably, the monograph’s
title reflects the émigré backgrounds and diverse nationalities of composers
in the film industry, rather than presenting them as “American composers™.*
Lawrence Morton, whose brother Arthur worked as an arranger in Holly-
wood and was listed among the founding members of the SCA, also contrib-
uted - in addition to various articles on film music in the press — a foreword

40  See: “Draft Containing Proposed Standard Clauses of Composer-Producer Single
Picture Contract With a Minor or Independent Studio Without Publisher Affili-
ation” and “Draft Containing Proposed Standard Clauses of Composer-Producer
Term Contract for a Major Studio and/or a Studio with Publisher Affiliation” [MHL,
SCA Collection. Folder 31. Contract Committee].

41 See: Letter from Alexandre Tansman to the SCA, 1 Feb. 1949 and letter from Adolph
Deutsch to Alexandre Tansman, 4 Feb. 1949 both [MHL, SCA Collection, Folder 32.
Correspondence].

42 Zissu, “Commercial Mediums and the Composer,” 2.

43  For the historiographical importance of the monograph see: Zechner, “Unheard,
Unseen, Underappreciated?” 272-3 and 284-93.
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to the first edition of Clifford McCarty’s Film Composers in America from
1953, which remains a standard reference on Hollywood film music to this
day.**

Although Hollywood films were distributed internationally, their orig-
inal scores were not always preserved. The Hollywood Reporter cited SCA
member Daniele Amfitheatrof, returning from several weeks in Europe, not-
ing that Hollywood musical films shown in Italy had their scores replaced
with newly composed Italian music. This was not due to governmental reg-
ulation but cost: apparently the licensing fees for performing American cop-
yrighted music, collected by the Italian Society of Authors, were so high that
producing new music in Italy was cheaper.” This example highlights the
striking differences in the enforcement of national performing rights laws
between Italy — and other European countries — and the United States.

The music distributed internationally via film faced challenges from
these differing national performing rights laws. In Italy, performing-rights
societies segregated receipts from licensing fees, paying composers each
time their music was ‘performed’ in a film. In contrast, American film stu-
dios often owned music publishing houses. This meant that ASCAP profits
from foreign distribution went directly to these publishers — and the studi-
os — rather than to the composers. Between 1938 and 1953, the SCA pressed
ASCAP on foreign royalties, using Roy Webb’s case, where he reportedly
received insufficient foreign royalties, as a legal precedent.** The 1948 SCA
Bulletin highlighted this disparity and further underscored an additional
challenge for film music composition:

The motion picture producers employed talented composers to write the
background music for their motion pictures. These musical composi-
tions were never printed or sold, but as a rule they became the property

44  Clifford McCarty, Film Composers in America: A Checklist of Their Work (New York:
Valentine, 1953). The book was reviewed by Frederick W. Sternfeld for Notes. In his re-
view the discrepancy between film music composition and concert hall-composition
is clearly stated, revealing the bias in the reception that prefers concert hall compos-
ers that write film music (see: Frederick W. Sternfeld, “Review of Film Composers in
America: A Check List of Their Work by Clifford McCarty,” Notes 11, no. 1 (1953): 105.)

45  See: Anon., “Made in Italy’ Sound Tracks Hurt U.S. Musicals There,” The Hollywood
Reporter, 30 June 1949, 10 [MHL, SCA Collection, Folder 5. ASCAP-Foreign Distri-
bution]. For thematization of the problem at SCA a few years earlier see letter from
M. Curci to Bornstein [Bourne Music Publishers], 14 June 1943 [MHL, SCA Collec-
tion, Folder 5. ASCAP-Foreign Distribution].

46  See the extensive records on the case in [MHL, SCA Folder 5. ASCAP - Foreign Dis-
tribution].
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of the producer’s music subsidiary. The ASCAP catalog, including for-
eign societies for which ASCAP has acted, is estimated to include a mil-
lion musical compositions.*

By noting that “film music was never printed or sold” and therefore
would not fit into the traditional copyright categories overseen by perform-
ing rights societies, the SCA Bulletin identified a fundamental media-spe-
cific problem of film music.

Published or Not-Published, That Is the Question

A central issue for film music, as also noted in the ASCAP Film Composers’
Request for Improved Classification from March s5, 1943, was that “[o]ur sco-
res are not published”.** Unlike other musical works, symphonic film music
exists primarily as recorded sound rather than as a published written sco-
re, except for popular theme songs. A SCA press release framed this pro-
blem as an injustice, arguing that the lack of publication meant that film
composers were inadequately represented at ASCAP, resulting in financi-

al disadvantages:

Picture music is rarely published (i.e. printed) and thus a film score of
great importance and heard by millions would rate less weight, in the
opinion of ASCAP, than a meritless ‘pop’ tune which happens to be
published. As a result, many film composers are excluded from mem-
bership in ASCAP.¥

Since ASCAP recognised performing rights for manuscript works in
concert halls and on the radio - following the example of the British Per-
forming Rights Society — the SCA argued that manuscript motion picture
scores “should be credited with performance” by ASCAP, which apparent-
ly was not yet the case at the end of the 1940s. Records in the SCA files sug-
gest that this lack of acknowledgement of film music as an artwork that was
subject to performing rights was influenced by persistent prejudices against
the artistic value of film music, which was described as

merely compilations and arrangements of ‘mood’ music; [and in de-
scribing the production process] that the composer goes to a file labelled

47  SCA Bulletin, August 1948. [MHL, SCA Collection, Folder 22. Bulletins].

48 [MHL, SCA Collection, Folder 37. Film Composer’s Committee].

49 SCA Press Statement [1943?] [MHL, SCA Collection, Folder 62. Press Releases and
Publicity].
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‘storm’ or ‘seduction’ or ‘misterioso’ and measures out sufficient bars of
that music to cover the scene.*

The dilemma faced by film composers arose from the dual challenge of
the film medium’s ephemeral nature and the fact that performance rights
laws were primarily based on published music, nourishing prejudices such
as the one quoted above. The only exceptions to this were theme songs,
which were used to popularise a theme from a film score — David Raksin’s
song “Laura” from the eponymous film being a notable example. Warner
Bros., just like other Hollywood production companies, strategically mar-
keted suitable themes in the film score as songs.” While not every effort
succeeded, when it did, it generated additional revenue.

Financially, the publication of film music as songs rarely benefited the
composer, because performing rights were typically assigned to the mu-
sic publishing arms of the film studios.” Additionally, composers general-
ly had no control over whether their music was published or in what form,
as such decisions were made by studio executives.” From the mid-1930s on-
ward, Hollywood often exploited film theme songs as part of multi-chan-
nel marketing strategies, reusing the music across various media — records,
radio, and more. While the musicians represented by AFM who were em-
ployed in re-recording music were compensated for each recording ses-
sion,’* film composers were usually excluded from these payment schemes.

High-ranking composerssuch asKorngold, R6zsaor Waxman occupied
a somewhat privileged — though not exceptional - status, which made them
eligible to receive at least a portion of music sales: For example, in the case

50  “Review of ASCAP Film Composers’ Request for Improved Classification,” 3 [MHL,
SCA Collection, Folder 37. Film Composer’s Committee]. For the problem of ac-
knowledging film music as a legitimate art form see: Clair R. Reis, Composers, Con-
ductors and Critics (New York: Oxford University Press, 1955), 126-31.

51 See: Winters, Korngold in America, 47-9 for adapting Korngold’s music for Another
Dawn into a theme song, and for the process of at David O. Selznick’s studio see: In-
geborg Zechner, “Hollywoods Filmmusik und ihr Weg zur Populdrkultur: Kontexte
- Historiographie — Medialitdt in den 1940er- und 1950er-Jahren,” Acta Musicologi-
ca 95, no. 1 (2023): 83—4.

52 See also: “Notes on the meeting of the SCA Contract Committee with the Screen
Writers Guild and the Radio Writers Guild,” 4 Dec 1945 [MHL, SCA Collection,
Folder 22. Bulletins].

53  See: Zissu, “The Copyright Dilemma of the Screen Composer,” 318.

54  See: e.g. “Motion Picture Production Recording Musicians Personal Service Con-
tract,” in AFM, Wage Scales, Hours of Employment, Working Conditions Applying to
Motion Picture Work, effective April 1, 1946, 20—5 [MHL, SCA Collection, Folder 9.
American Federation of Musicians].
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of the theme song “Tomorrow” from the film The Constant Nymph (Warn-
er Bros. 1943), published with Warner Bros.’ music subsidiary Witmark
& Sons, Korngold was entitled to 50% of the net profits from sheet music
sales.” Yet, at a time when sheet music revenues were minor compared to
income from records or radio broadcasts, these payments likely remained
modest. Similarly, for the extra-filmic distribution of Miklos Rézsa’s Spell-
bound Concerto from the eponymous Hitchcock film, the composer was
contractually granted royalties of five cents of every record sold (with a
shop price of USD 3.95 per record).” For the Hal Willis Production Sorry,
Wrong Number with Paramount Pictures in 1948, Franz Waxman explicit-
ly made sure that he was to receive ASCAP composer royalties, although he

did not hold the copyright of the score:

If any of Mr. Waxman’s music is published he is to receive the usual
composers’ royalties. In the event any musical theme in the score is
composed by Mr. Waxman is acceptable for adaptation into a popular
song, then a lyricist is to be supplied by Hal Wallis Productions, Inc.,
at its own expense, and Wallis will assign all rights except non-exclu-
sive synchronization rights of the song to Famous Music Corporation,
which will enter into an agreement to pay to Wallis the same royalties
as we pay them with regard to other pictures, in addition to royalties to
be paid to Waxman and the lyricist.”

These examples demonstrate how the terms of performing rights var-
ied widely across the industry, depending not only on the practices of studi-
os and their affiliated music publishing houses, but also on the negotiation
skills of the composers themselves — a process often facilitated by the SCA.
SCA strategically aligned their argument concerning the re-use of film
music with AFM policy,” advocating that composers should be credited
with performing rights when their compositions were reused. Unlike Ital-
ian performing-rights societies, however, ASCAP in the late 1940s only ad-
ministered non-dramatic performing rights — the so-called “small rights”.
Whenever “dramatic rights” came into play, such as the re-use of a score in
a different film, ASCAP declined responsibility unless special contractual

55  See: Zechner, “Hollywoods Filmmusik und ihr Weg zur Populdrkultur,” 82-3.

56  See: Memo by Richard H. Dann, 20 Sept. 1945 [US-AUS, David O. Selznick Collec-
tion, 980.5].

57  Memo from Louis Lipstone to Sidney Justin, 16 April 1948 [MHL, Paramount Pic-
tures Contract Summaries, Franz Waxman, f. 1551].

58  See: International Musician 49, no. 8 (1951), 34—-5 [MHL, SCA Collection, Folder 9.
American Federation of Musicians].
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arrangements had been made, concessions usually granted only to the most
distinguished composers.

To counter this inequity, the SCA drafted suggested clauses for stand-
ard contracts, particularly for studios with affiliated publishers, to raise
awareness among composers and increase their negotiating power. One
striking clause in these drafts stipulated that if a producer failed to publish
the composition within 9o days of the film’s release, copyright to the music
could be claimed by the composer:*

It is further agreed with respect to musical compositions other than
popular musical compositions, that if PRODUCER shall have failed to
publish such a composition within ninety (90) days after the release of
the motion picture, COMPOSER shall have the right, to be exercised
by notice in writing to be given jointly to the PRODUCER and pub-
lisher within thirty (30) days thereafter, to procure a re-assignment of
the copyright and all rights in such musical composition excepting the
‘motion picture and synchronization rights’ with respect to the motion
picture in which such musical composition shall have been so record-
ed and used.”

The inclusion of this very clause from the SCA’s proposed standard
contract might have provided Franz Waxman with the opportunity in 1956
to publish excerpts from his music to Crime in the Street (Allied Artists,
1956) under the title Theme, Variations, and Fugato with his own publish-
ing company Fidelio Music.“

Conclusion

An examination of records from composer societies such as the SCA proves
particularly revealing for understanding musical practices in the rapid-
ly changing media environment of the twentieth century. The SCA’s files
highlight four major areas that shaped the lives and professional identities
of film composers in mid-twentieth-century America: first, the disintegra-
tion of musical professions, which compelled many musicians to work si-
multaneously across industries as composers, arrangers, and performers;

59  “Draft containing proposed standard clauses of composer-producer term contract
for a major studio and/or a studio with publisher affiliation” [MHL, SCA Collection,
Folder 31. Contract Committee].

60 Ibid., 3.

61 For the aesthetic and ontological implications of this publication see: Zechner, Franz
Waxman, 370-1.
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second, the usual existence of a single musical composition across different
media, each of which carried its own aesthetic conventions and profession-
al practices; third, the centrality of the publication of music as a written text
in American copyright law, which marginalised forms of music that existed
primarily as sound; and finally, the internationalisation of the film and mu-
sic industries after WWII, which introduced new legal and economic chal-
lenges for music professionals in different national contexts.

The SCA’s foundational years — during which the society consolidated
its purpose, aims, work plans, and organisational structures — produced a
significant body of archival material. These sources are invaluable not only
because they document the immediate concerns of composers at the time,
but also because they preserve a contemporary perspective that avoids ret-
rospective distortion. Placing this contemporary assessment in a broader
historical and aesthetic framework helps to illuminate how the medial po-
sition of film music — hovering between written text and ‘ephemeral” sound
- fundamentally shaped its reception.

Indeed, the long-standing exclusion of film music from Western music
historiography can be traced to two factors. First, the prevailing modernist
attitudes in music composition that predominated for a long time in music
scholarship.® And secondly, film music’s ambiguous position within legal
and medial categories, which is a constant topic in the SCA records. In this
sense, film music as a new compositional practice of the twentieth centu-
ry exposes crucial tensions among sound, text, labour, and authorship, es-
pecially when studied through the professional realities of composer-per-
formers and their networks. Collaboration was central to the production
of Hollywood film music, which depended on networks of composers, ar-
rangers, orchestrators, performers, and studio executives.® Yet collective
agency, as embodied in professional organisations such as the SCA, has re-
ceived little scholarly attention. This neglect may reflect a broader histori-
ographical bias that foregrounds the individual composer, the single ac-
tor over the collective and the institutional structures that shaped musical
practice. Film composers themselves, including figures such as Franz Wax-
man, often reinforced this individualistic narrative as part of their strate-
gies of professional identity formation.** Nevertheless, if we are to under-
stand ‘how music works’ in this context, it is essential to engage with the

62  For this assessment see also: Winters, Korngold in America, 2.

63  See: Nathan Platte, Making Music in Selznick’s Hollywood (New York: Oxford Uni-
versity Press, 2017), 11-3.
64  See: Zechner, Franz Waxman, 234-5.
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wider networks and organisations — such as the SCA - that mediated the
profession, negotiated rights, and shaped the conditions of film music’s cre-
ation and circulation.
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The Composers’ Guild of Great Britain and

“unofhcial” musical diplomacy in Eastern Europe
Joanna Bullivant

Kraljevi konservatorij v Birminghamu
The Royal Birmingham Conservatory

British “official” musical diplomacy with Eastern Europe has been perceived
as a project that began only in the 1950s. Cameron Pyke has described the
“Test Match” delegation led by Sir Arthur Bliss who visited the Soviet Un-
ion at the behest of the British Council in 1956." This tour, prompted by gov-
ernment plans to use cultural exchange to foster economic relations with
the Soviet Union, prefigured the legendary visits made by Benjamin Britten
between 1963 and 1971. Taking into account the Balkans, it was also Britten
who visited Yugoslavia in 1955 in the first stage of his famous tour of the Far
East. Britten and Peter Pears visited Ljubljana, Maribor, Zagreb and Belgrade
between the 20" and 30" November, giving several concerts, hearing a per-
formance of Peter Grimes in Serbo-Croat, and meeting President Josip Tito
himself on 29" November. While J.P.E. Harper-Scott has doubted sugges-
tions that the tour had any political dimension,” it is certainly the case that
the British Council - the body generally responsible for cultural diplomacy

* I am extremely grateful to Sonja Kralj and Jernej Weiss for help with researching
Bush’s visit to Ljubljana. A shortened version of my discussion of the First Inter-
national Congress in Prague is forthcoming in: Joanna Bullivant, “The Compos-
er’s Guild,” in Elizabeth Maconchy in Context, eds. Justin Vickers and Lucy Walker
(Cambridge: Cambridge University Press, 2026).

1 Cameron Pyke, “An Exciting Time with All the Russians Anglo-Soviet Musical
Contacts,” in Benjamin Britten in Context, eds. Vicki P. Stroeher and Justin Vickers
(Cambridge: Cambridge University Press, 2022), 188.

2 J.P.E. Harper-Scott, Ideology in Britten’s Operas (Cambridge: Cambridge University
Press, 2018), 218-9.
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on behalf of the British government — met the composer in more than one
location and lent Britten and Pears their car.’ Philip Reed has also noted the
role played by the British Council during the Japan leg of the tour, with an
instruction coming from the organisation’s Head Office to their then-rep-
resentative in Japan, Reginald Close, to find someone to sponsor a concert
to be given by Britten and Pears.* 1955 was a timely moment for Britten to
visit Yugoslavia for other reasons too. It came at the end of the difficult peri-
od of Soviet-Yugoslav relations that culminated in the Belgrade Declaration
of that year, which normalised relations between the two countries.’ Tito
himself had visited the UK in March 1953, and in March 1955 sculptor Hen-
ry Moore had exhibited his work in Zagreb, Belgrade, Skopje and Ljubljana
in a tour that arose as a result of negotiations between the British Council
and the Yugoslav Embassy.® As Sonja Kralj writes in this volume, the mid-
1950s also marked the point at which Yugoslav composers’ societies began
to open relations with the West.”

In the mid-1950s, then, conditions were perfect for opening up previ-
ously frozen diplomatic channels between Britain and countries of Eastern
Europe and engaging in cultural exchange. Yet what of any earlier activi-
ties? Stewart Duncan has recently revealed an important earlier pedigree
for musical diplomacy in Eastern Europe. In the context of a desire to do
more to project British culture positively around the world in the 1930s, the
British Council sponsored two choral tours that took in cities of Eastern
Europe. In 1936 the New English Singers toured Vienna, Budapest, Brno,
Prague, Krakow and Warsaw, and in 1938 the Fleet Street Choir of Lon-
don visited Prague, Zagreb, Belgrade, Sofia, Bucharest, Budapest, Krakow
and Warsaw, showcasing the excellence of the English choral tradition

3 Peter Pears and Philip Reed, The Travel Diaries of Peter Pears, 1936-1978 (Wood-
bridge: Boydell Press, 1995), 22.

4 Ibid., 57.

5 Zelimir Kog&evié, “Henry Moore’s Exhibition in Yugoslavia, 1955,” in British Art
Studies: British Sculpture Abroad, 1945-2000, eds. Penelope Curtis and Marti-
na Droth (London and New Haven: Paul Mellon Centre for Studies in British Art
and Yale University Press, 2016), https://britishartstudies-o3.netlify.app/issues/o3
/moore-belgrade/.

Ibid.

Sonja Kralj, “The Coexistence of the Social, the Professional and the Artistic in the
History of the Society of Slovene Composers,” in Composers’ Societies Past and Pres-
ent: Combining the Professional and the National (= Studia musicologica Labacen-
sia 9), ed. Jernej Weiss (Koper, Ljubljana: Zalozba Univerze na Primorskem, Festival
Ljubljana, 2025), 19-37.
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as an exemplary cultural export, and one that represented Britain as a cul-
tural and political alternative to totalitarianism.’

We might reasonably assume that the period 1939-1955 was one of hia-
tus given the cataclysmic impact of the Second World War and subsequent
tensions of the early Cold War. Nevertheless, as this article will demon-
strate, there was a striking exception to this picture in non-governmental
or “unofficial” musical diplomacy undertaken by the Composers’ Guild of
Great Britain in the period 1947-8. This diplomacy on behalf of the fledg-
ling guild was almost entirely the work of British communist composer
Alan Bush (1900-95), a figure who, unlike Britten, would go on to have a
frosty relationship with the British Council and who was already under
observation by the British security service, MI5.” Despite this lack of an
official imprimatur, his activities on behalf of the Composers’ Guild were
important in three respects. Firstly, this represented some of the earliest
post-war musical diplomacy from Britain, and thus exposed audiences to
recent British music (particularly, in contrast to the choral tours, orchestral
music) for the first time. Secondly, this activity casts an intriguing light on
the sentiments in Britain of the immediate postwar period before the hard-
ening of Cold War ideological divisions. As I have discussed elsewhere, in
1945 it was by no means clear to left-leaning British cultural figures that the
country would unilaterally ally with the United States, as opposed to find-
ing a position of compromise that enabled some relations with both East
and West."” Finally, while Bush’s tenure at the Guild was relatively brief, his
actions laid important groundwork for later musical diplomacy both with-
in the organisation and beyond.

The Composers’ Guild

The Composers’ Guild was founded in 1945 as a specialist sub-section of
the Society of Authors, with the first General Meeting of Members taking
place on 24 May that year. This was not the first effort in Britain to estab-
lish a professional musical society for the benefit of composers. The Society
of British Musicians was founded in 1834 to promote the work of composers

8 Stewart Duncan, “An Excellent Piece of Propaganda’ The British Council’s Use
of Choirs as Cultural Diplomacy in the 1930s,” The Musical Quarterly 105, no. 1-2
(2022): 6-7.

9 See: Joanna Bullivant, Alan Bush, Modern Music, and the Cold War: The Cultural
Left in Britain and the Communist Bloc (Cambridge: Cambridge University Press,
2017), 96-115.

10 See:Ibid., 111-13 and 136-8.
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and performers, but was disbanded in 1865." The Society of Professional Mu-
sicians, later the still-existing Independent Society of Musicians, was found-
ed in 1882, and the Musicians’ Union (as the Amalgamated Musicians’ Un-
ion) in 1893. While these both performed crucial functions in supporting
professional musicians’ activities and employment rights, neither was exclu-
sively concerned with composers. Composer Elisabeth Lutyens and her fu-
ture husband, Edward Clark, formed a new Association of British Compos-
ers in early 1940, but the endeavour foundered after only a few months due to
poor planning and the conditions of war.” In the atmosphere of reconstruc-
tion in the final months of the war, however, the time was ripe for a renewed
attempt.

The Guild was founded as a reorganisation of the existing Composers’
Committee of the Society of Authors by composers William Alwyn, Bush,
Theodore Holland, Hubert Clifford, and Norman Demuth, with Bush’s
wife Nancy initially acting as the honorary (thus presumably unpaid) sec-
retary. At its inaugural meeting, the Guild appointed Vaughan Williams
as President and Thomas Dunhill as Chairman, the latter a composer of
light music and active advocate for composers through bodies like the Per-
forming Rights Society (PRS). Following Dunhill’s sudden death in 1946,
he was succeeded by Holland and then Bush. The agenda for this inaugu-
ral meeting gives an immediate insight into the priorities of the new or-
ganisation, setting out for discussion, among other things, co-operation
with American, French and Russian organizations with similar aims; rela-
tions with the BBC, the Performing Rights Society, and the Musicians” Un-
ion, the creation of specialist sub-committees; and the possible interchange
of lectures with other countries.” Importantly, unlike its counterparts that
would emerge or had been formed in Eastern Europe, the Guild was not an
organisation either receiving government subsidy or under its control. Brit-
ain had formed the Arts Council of Great Britain in 1946 to provide pub-
lic subsidy for the arts, but the organisation would become another antag-
onist to whom the Guild would make representations regarding support

11 See: Deborah Rohr, The Careers of British Musicians, 1750-1850: A Profession of Arti-
sans (Cambridge: Cambridge University Press, 2001), 171.

12 See: Annika Forkert, Elisabeth Lutyens and Edward Clark: The Orchestration of Pro-
gress in British Twentieth-Century Music (New York: Cambridge University Press,
2023), 148-59.

13 Composers’ Guild to Alan Bush, undat [1945], British Library Alan Bush Collection,
MS Mus. 642: Correspondence with the Composers’ Guild I, 1945-60.
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for living composers.'* Certainly, promoting professional rights and oppor-
tunities were high on the Guild’s early agenda, particularly through cre-
ating good relations with organisations like the PRS and the BBC. While
the BBC offered extensive patronage to composers, complaints of a lack of
transparency and inadequate opportunities were frequent.

Yet it is interesting in the initial discussions that fostering links with
other countries was at least as important, and that Russia is specifically
invoked as a point of collaboration alongside the US and France. Evident-
ly, these countries were the wartime allies and may therefore have posed
obvious candidates for initial collaboration. In considering this goal, it is
also at this juncture timely to introduce Bush in more detail.” Bush had
studied at the Royal Academy of Music and become a Professor of Har-
mony and Composition there in 1925. He became interested in politics in
the 1920s and began conducting a choir within a confederation of work-
ing-class choirs, the London Labour Choral Union, becoming its Musical
Advisor in 1929. At the same time, he started spending long spells in Ber-
lin studying musicology and philosophy, while also becoming acquaint-
ed with the lively and experimental working-class music movement there.
In 1935, he joined the Communist Party of Great Britain and remained a
dedicated communist until his death. In the remaining pre-war years, he
organised numerous mass musical-political events opposing fascism and
promoting Popular Front politics, frequently involving other composers
of his generation including Michael Tippett, Elisabeth Lutyens, Elizabeth
Maconchy and Alan Rawsthorne. From the 1950s, he became an increas-
ingly marginal figure in Britain due to his hardline Stalinist principles but
enjoyed a successful career in the German Democratic Republic with pro-
fessional productions of his four operas. Most relevantly for our purpos-
es here, Bush was both a fervent organiser and a cosmopolitan. He made
early contact with the Soviet Union among British cultural figures, trav-
elling there in 1938 and beginning a long correspondence with Grigori Sh-
neerson of VOKS, the Soviet organisation handling relations with foreign
countries. He was also close to German and Austrian communist émigrés
such as Hanns Eisler, Ernst Hermann Meyer, and Georg Knepler, who
spent time in Great Britain during the Nazi period, and had cultivated a
network of like-minded European contacts through events like the annual

14  See: Alan Bush to John Denison, 22 January 1949, MS Mus. 642.
15  For a biography of Bush, see: Nancy Bush, with Lewis Foreman, Alan Bush: Music,
Politics and Life (London: Thames, 2000).
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festivals of the International Society for Contemporary Music and the
1935 International Workers” Olympiad in Strasbourg. Finally, in this pe-
riod he was deeply concerned with the future of British music and mu-
sicians, seen through his own political lens. In an unpublished article of
1942, “The Outlook for the British Composer,” Bush contrasted the rela-
tively favourable conditions for composers under socialism with those in
Britain:

For some decades the public all over the world has tended to fight shy
of the works of living composers, but in many countries an exception
has been made in the case of the nationals of the country in question,
while in free Czechoslovakia, in Spain during the period of the Popular
Front Government, and in the Soviet Union during its whole existence,
the works of their living composers have been demanded by the public
as a necessary ingredient of every programme which was in any way of
a miscellaneous character.™

Bush went on to argue, however, that the existential struggle of the
Second World War could actually generate a new situation in Britain, as

Our institutions are being called in question, and our survival depends,
not in organising our affairs as we have been accustomed to do in the
past, but in moving during the fight towards a far more truly democrat-
ic state of society than we have ever known in actual practice, whatever
our theorists may have propagated.”

What Bush envisaged as democracy here was in fact the totalitarian-
ism of the Soviet Union. Nevertheless, what is significant here is his close
interest in the example of other countries’ musical practices. Seeing the
context of Bush’s ideas about forming a new society more supportive of liv-
ing composers, we can detect his influence here in seeking, from the start,
to model Guild policy on what he saw as the most successful composers’
societies abroad. As he wrote enthusiastically to Shneerson with reference
to the Soviet system, “This organisation is the beginning of a Union of Brit-
ish Composers.”™

16  Alan Bush, “The Outlook for the British Composer” (1942), unpublished typescript,
Alan Bush Archive, Histon, Cambridge, 2.

17 Ibid, 3.
18  Alan Bush to Grigori Shneerson, 30 November 1946, British Library Alan Bush Col-
lection MS Mus. 440: Correspondence with Grigori Shneerson.
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“A Musician in Eastern Europe”

With this context in mind, it is now possible to examine Bush’s activities
in Eastern Europe in greater detail. In 1947, the year in which he acted as
Chairman of the Composers’ Guild, the composer engaged in a busy pro-
gramme of travel, as shown in detail in Table 1.” He undertook two con-
ducting tours, one in January and February and one in October and Novem-
ber of that year. In the interim, he attended the First International Congress
of Composers and Music Critics at Prague in May 1947, and took his choir,
the Workers’ Music Association Singers, to the first World Festival of Youth
and Students in Prague in July and August. It is not clear exactly how of-
ficial all these visits were in terms of formally representing the Compos-
ers’ Guild. Already in August 1946, before being elected, Bush was planning
his first concerts in Czechoslovakia and lobbying Shneerson to organize for
the composer to add some time in the Soviet Union to the trip.”* By 30 No-
vember, he had been elected Chairman of the Guild and finalized his Czech
plans, but was only beginning to explore the possibility of visiting Yugosla-
via (while also still lobbying for a visit to the Soviet Union).” In fact, noting
the details of his appointments in Prague in Table 1, it seems likely that in
this immediate postwar period of rapid change and ad hoc arrangements, he
was only able to make the proper contacts and formalise his tour arrange-
ments for Yugoslavia and Bulgaria once already in Czechoslovakia. Never-
theless, Bush himself later presented the various visits as activities on behalf
of the Composers’ Guild and it is likely that his invitation to the First In-
ternational Congress, at least, was as a representative of his organisation.”
In addition, he certainly viewed the tours as acts of musical diplomacy, in-
volving both the showcasing of recent British music and opportunities to
learn from organizations abroad that were also reconstructing musical life
after the Second World War, especially as newly socialist nations.” Notably,

19  Bush wrote about his journey in letters, in a draft article, ‘A Musician in Eastern Eu-
rope’, which was published as: Alan Bush, “Musical Journey Through the Balkans,”
Changing Epoch 1 (London: Birch Books, 1947), 11-22, in a reproduction from the
Workers” Music Association’s Keynote magazine. “A Musician in Eastern Europe” is
extant as a typescript manuscript in the Alan Bush Archive, Histon.

20  Alan Bush to Grigori Shneerson, 23 August 1946, MS Mus. 440.

21 Alan Bush to Grigori Shneerson, 30 November 1946, MS Mus. 440

22 See: Miss N.E. Wadsley [BBC] to Major Badham, 11 March 1948, The National Ar-
chives: Public Record Office (TNA: PRO) KV2/3516: Bush, Alan D.

23 See: Alan Bush, “Script for Broadcast to Jugoslavia” (1947), Alan Bush Archive, 4.
Bush wrote therein: “I am greatly looking forward to a future opportunity of acting as
a kind of musical ambassador.”
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in one act of diplomacy, he subsequently arranged for the Workers” Music
Association to publish two songs he encountered, including Oskar Danon’s
“Kozara” in what may be seen as an act of tribute and reciprocity for the per-
formances of British music during his tour.

Table 1: Bush’s travels in Eastern Europe, 1947

Date Place Activities

January  Prague Attended opening ceremony of State Academy of Music, Theatre, and
Film
Attended celebration of the Cultural Department of the Czechoslovak
United Trade Union

Met Director and Music Director of Prague Radio: chamber music
concert arranged and talks illustrated by Bush’s songs sung in Czech
by Radio Choir

Meetings with British Council, British Embassy cultural attaché,
Yugoslav cultural attaché and Bulgarian Minister

January  Brno Conducted concert of British music, including Purcell and the Walton
Viola Concerto.
Met Bretislav Bakala, Musical Director of Brno Radio
Banquet with Society of Moravian Composers
Visit to Janacek Museum

February Belgrade Conducted concert of British music with Radio Orchestra (five rehe-
arsals)
Witnessed performances of Serbian folk dancing and workers’ choirs
Visited Belgrade Academy of Music
Saw a Soviet play and La Traviata
Met composer Oskar Danon
Dinner with Union of Serbian Composers

February Zagreb Heard Zagreb Youth Choir sing partisan songs
Attended performance of opera Ero the Joker by Jakov Gotavac
Conducted concert of British music

February Rijeka Conducted concert of British music

Heard amateur workers’ choirs of Croatian and Italian workers
February Ljubljana Conducted concert of British music (11 February)

Met Josip Vidmar and Valens Vodusek
February Sofia Interviewed for Radio Sofia™

Radio Choir performed Bush’s song ‘Make Your Meaning Clear’
(1939) with a reference to Georgi Dimitrov.

Attended High Mass in Cathedral

Met Dimitrov

Conducted concert of British music (27 February)

16-22 Prague First International Congress of Composers and Music Critics at Pra-
May gue [representative of the Composers” Guild]”
Met Shostakovich

24 Item 97a, TNA: PRO KV2/3515: Bush, Alan D.

25  Alan Bush to Secretary, Prague Youth Festival Committee, 12 May 1947, Item 107a,
TNA: PRO KV2/3516: Bush, Alan D.
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25 July-  Prague and World Festival of Youth and Students in Prague with the Workers’
3 August Czech vil- Music Association Singers, including premiere of song Lidice broad-
(approx.) lages cast on Prague Radio.
Met Khachaturian and Shebalin

October/ Prague, Brno, Second conducting tour, with concerts including Prague with Radio
Novem-  Budapest, Ka- Choir and Orchestra (October), Krakow (21 November) and Katowi-
ber towice, Kra- ce (25 November).

kow.

Of particular interest in assessing Bush’s visits and their significance is
his first tour of Czechoslovakia, Yugoslavia, and Bulgaria in January and Feb-
ruary 1947, about which he subsequently wrote extensively. In spite of the lack
of any official British involvement, it is clear that Bush was treated to a VIP
experience. In Sofia, he was granted an evening with Prime Minister Georgi
Dimitrov, an invitation the composer put down to his mentioning Dimitrov in
a political song of the 1930s.* The Yugoslav portions were undertaken under
the auspices of the Committee for Culture and Arts, and the composer met
such prominent figures as the Slovenian politician Josep Vidmar and head
of the Music Section of the Slovenian Ministry of Culture Valens Vodusek.
In Serbia, Croatia, and Slovenia, he dined with the respective national com-
posers’ unions.” In judging his work on the side of acting as ambassador for
British music, the composer’s concert in Ljubljana is representative. This took
place at the Grand Union Hall, with Bush conducting a joint orchestra com-
prising Radio Ljubljana, Maribor and Slovenian Primorska. The concert was
remarkable not merely as a taste of English music but, as Bush later noted, for
the ‘appalling weather” which caused a brief blackout five minutes before the
start of the concert.** The programme consisted of works by Purcell, William
Boyce, John Ireland, Elgar, and Bush himself (Example 1).

Example 1: Bush’s concert programme for Ljubljana, 1947

H. Purcell: Ode for St. Cecilia’s Day; The Gordian Knot Unty’d
W. Boyce: Symphony No. 8 for String Orchestra

J. Ireland: Mai-Dun: Symphonic Rhapsody

A. Bush: Resolution

A. Bush: Fantasia on Soviet Themes

E. Elgar: Cockaigne

26  The Song is “Make Your Meaning Clear.” See: Alan Bush to Zola Sibeko, 23 Au-
gust 1976, British Library Alan Bush Collection MS Mus. 672: Correspondence with
South Africa/Chile/China/Guyana.

27 Bush, “Musical Journey Through the Balkans,” 17. To my knowledge, the dinner and
Bush’s visit were not noted in any official documents extant in the archives of the
Slovenian Composers’ Society.

28  Alan Bush, “Script for Broadcast to Jugoslavia,” 2.
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As a representation of the finest orchestral work by British composers,
this left a great deal to be desired. However, from Bush’s perspective, there
was a certain logic, beyond the showcasing of both himself and his teacher
Ireland. The inclusion of Purcell (17" century), Boyce (18" century), and El-
gar alongside the living composers gave the programme the character of a
historic journey through British music. The choice of Cockaigne (the name
signifying ‘old London town’) may have been intended by Bush to give an
unambiguous sense of British place, while being more manageable for an
unknown and ad hoc blended orchestra than, say, one of the symphonies
of Elgar or Vaughan Williams. Finally, the inclusion of Bush’s own works
on such explicitly political topics enabled him to project a notion of Brit-
ish culture as, at least potentially, in sympathy with the values of commu-
nist Yugoslavia. Indeed, this reimagining of British musical history as one
of historic popular resistance building towards a communist future was
one with which Bush had been concerned for some time. His pageant for
the 1939 Festival of Music for the People, his recently composed English
Suite (1945-6) and Piers Plowman’s Day (1946-7) all invoked English folk
and mediaeval musics and would form the groundwork for his first opera,
Wat Tyler (1948-50), a retelling of the 1381 English Peasants” Revolt. If this
was Bush’s intention with his programme, it did not achieve the desired re-
action in Ljubljana at least. Leading Slovenian musicologist Dragotin Cvet-
ko reviewed the concert for Slovenski porocevalec, and was lukewarm about
Bush’s own compositions in particular.”” The Fantasia on Soviet Themes es-
pecially provoked criticism as a jumble of motifs from Soviet films*™ and
partisan songs that were not connected effectively either expressively or
musically.” While noting the general unfamiliarity of British music, Cv-
etko himself was well-informed, noting that it would have been preferable
to gain an understanding of the very latest developments in British music
by hearing music by Britten, Tippett and Rawsthorne. For Cvetko, at least,
Bush’s attempt to introduce a political dimension into his programmes was
uninteresting in comparison to learning the musical qualities of British
music.

Bush’s own impressions of Eastern Europe were, however, distinct-
ly framed by his politics. In his reductive Marxist dialectical reading, the

29  Dragotin Cvetko, “Kulturni pregled: Nase koncertno Zivljenje,” Slovenski poroceva-
lec 41, no. 4 (18 February 1947): 4.

30 Cvetko was incorrect in determining the origin of the songs in film: in fact all were
revolutionary or mass songs.

31 Cvetko, “Kulturni pregled: Nase koncertno zivljenje,” 4.
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countries of Czechoslovakia, Yugoslavia and Bulgaria had reached their
new state of socialism by overcoming not only Nazi occupation but the
pre-socialist historical states of capitalism (Czechoslovakia) and feudalism
(Yugoslavia and Bulgaria):

Unless you have experienced it, it is difficult to imagine what it is like to
see men and women creating societies where richer opportunities for all
are unfolding every day, where greater material welfare is being made
available to all, and where an uncomplicated but noble outlook informs
a whole community. It is not only that the people of these three coun-
tries are free from the unspeakable horrors of Nazi domination and are
therefore enjoying the opportunity to live as they were living before. In
the process of liberation they have all overcome to a considerable though
varying degree the contradictions of their own pre-war social conditions,
contradictions inherent both in the unfettered capitalism of Czechoslo-
vakia and in the semi-feudal dictatorships of Yugoslavia and Bulgaria.”

For Bush, then, the current state of society in the three nations he vis-
ited was one of “dual liberation, both from foreign domination and from the
oppression of their own reactionary propertied classes.”” Within the frame-
work of this analysis, however, Bush’s primary interest was in the impact
this new society was having upon musical culture. The composer already
staunchly believed in the transformation of musical life in the Soviet Un-
ion since 1917, both in terms of state support and in a more spontaneous re-
newal of living folk music traditions.’* It is clear that he perceived a simi-
lar blossoming of musical culture in the countries of his tour. Bush wrote
of his very first impressions of Yugoslav culture upon arrival at the railway
station in Subotica for a three-hour wait, to discover ‘soldiers, workers and
peasants’ folk-dancing in the waiting room. When they moved to dinner

a young soldier came forward and sang for us the folk-songs and par-
tisan songs of his district to his own accordion accompaniment. In a
most dignified way he refused any remuneration — though he accepted
a drink - he wished only to introduce us to the songs of his country as
we were his country’s guests.”

Such evidence of the spontaneous and renewed folk culture of Yugo-
slavia (Bush does not consider whether any such entertainment may have

32 Bush, “A Musician in Eastern Europe,” 1 (my emphasis).

33 Ibid.

34  Alan Bush, “Soviet Musical Life” (1945-6), Alan Bush Archive, Histon.
35 Bush, “A Musician in Eastern Europe,” 1.
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been arranged for his benefit) was matched by Bush’s impression of the
beneficial conditions for composers:

The composers are very well organised in all three countries. There
are societies of composers in the three main cities of Czechoslova-
kia and in the capitals of Serbia, Croatia and Slovenia in Yugoslavia.
There organisation involve state support in some cases, and are able
to publish music as well as organise concerts, lectures and congress-
es. They are in close touch with the Radio Stations of their city, and
are responsible for concerts of new music and concerts by young and
unknown composers. The Radio Directors are keenly alive to their
responsibilities for helping in the development of their own creative
musical life. This familiarity with their own new composers accounts
for the great interest shown by the public in the six concerts of Brit-
ish music which I conducted. Most of the halls could have been filled
twice over, and in only one was the concert not entirely sold out, and
on that occasion there were over 1200 people present. Except in Sofia
British music had not been played in public in any of the towns I vis-
ited, as far as anyone could remember. The audiences were both criti-
cal and appreciative.*

These observations are particularly important. What Bush saw was
not only a blueprint for the kind of role a composers’ society could ideally
play to ensure performances and broadcasts of new music, but a perceived
benefit in the growth of public cultivation and enthusiasm for classical mu-
sic in turn. Importantly, it would be these impressions above all that Bush
would take back to the Composers’ Guild, and that he would carry on to
the First International Congress of Composers and Music Critics in Prague
that May.

The impact of Bush’s experiences on the activities of the Guild may be
seen clearly from the evidence of an article he wrote as Chairman for the
Society of Authors’ publication The Author, and which evidently post-dates
his tour of Eastern Europe. As the composer wrote of the organisation’s
progress since 1945

We have taken steps to link ourselves up with similar organisations of
composers in foreign countries. We are in touch with such societies in
Bulgaria, Czechoslovakia, Norway, Sweden, U.S.A., U.S.S.R., and Yugo-
slavia. In some of these countries the organisation of composers is con-
siderably in advance of the position here. [...] We have discovered that

36 Ibid., 2.
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in Czechoslovakia the Syndicate of Composers is allotted regular space
in the broadcasts of the Czech Broadcasting Stations for programmes in
which the choice of items is the responsibility of the Syndicate. Among
these concerts are regular periods given up entirely to works by young
and as yet unknown or little known Czech, Moravian or Slovak com-
posers. A similar situation exists in Yugoslavia, where the Society of
Slovenian Composers in Lyublyana [sic] is particularly active in this re-
spect. In addition in Yugoslavia the composers’ organisations receive fi-
nancial assistance from the Treasury to help them in the publication of
musical works of all kinds, for the selection of which they are responsi-
ble. In the U.S.S.R. the Union of Soviet Composers is one of the most in-
fluential bodies in all questions relating to the whole musical life of that
country. Thus contact with composers’ societies abroad is both inspiring
and instructive.”

As Bush indicates elsewhere in the article, the Guild had a very active
sub-committee for Film Composers and links with the USA were primar-
ily in that context due to the greater experience of Hollywood composers
of securing appropriate rights and working conditions. Of the remaining
countries with which links had been established, these were, barring Nor-
way and Sweden, entirely due to Bush’s recent efforts. His aims, using what
he had learned, were to target publishers and the BBC in particular to try
and achieve the sort of financial assistance and quotas for performance and
broadcast that he envied in Eastern Europe. While in his article for The
Author Bush omitted the paens to socialism that featured in his writings
about the tour, it is striking that this account of emulating and making
links with societies behind the Iron Curtain was published so openly and
uncontroversially in a trade magazine. It is also notable that Bush’s meet-
ings in Prague included the British cultural attaché and the British Coun-
cil, in spite of the fact that his movements were being watched with suspi-
cion by MIs. He was also able to broadcast talks about his experiences with
the BBC.” As noted earlier, in 1947 it was still conceivable that British post-
war cultural links could traverse both East and West, in a way that could
tolerate Bush’s ambitions.

37  Alan Bush, “The Composers’ Guild,” The Author (1947), copy in Alan Bush Archive,
Histon, 2 (my emphasis).

38  See: Memo from Eastern Europe Talks Clerk, Yugoslav Programme, to European
Programme Executive, 17 April 1947, BBC Written Archives Centre RCONT1: Cop-
yright, Bush, Alan, 1934-1962.
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Limits of Co-operation

While his article may have captured a particular moment of postwar op-
portunity, Bush’s ambitions for both international cooperation and the di-
rection of the Composers’ Guild were soon overtaken by events. Of particu-
lar importance in this respect is Bush’s attendance at the First International
Congress of Composers and Music Critics, organized by the Syndicate of
Czech Composers and attended by musicians from 16 countries. The event
articulated the kind of aims that Bush would be in wholehearted agreement
with, marking

the first Congress of this kind during which the guests of all Worlds
parts [sic] had the opportunity of meeting, of mutual comparison of
musical cultures of their nations, of discussing the most important
problems of modern music so as to build up fundamental conditions for
a clear-sighted collaboration in the future.”

Yet as Thomas D. Svatos has discussed, while the Syndicate rapidly or-
ganised a Second Congress for 1948 to continue to build international co-
operation, in the meantime Czechoslovakia underwent a dramatic com-
munist coup which stifled political opposition and aligned the country
with the Soviet Union.** In the Czech musical world, Miroslav Barvik was
instrumental in consolidating musical publications into a single, state-ap-
proved journal and transforming the Syndicate and other associations into
a single, Soviet-inspired Union of Czech Composers under his control, with
socialist realism as the sanctioned musical aesthetic.*' In Britain, too, there
was widespread awareness and condemnation of the attacks on Soviet com-
posers, including Shostakovich, that took place in January 1948.

Bush, for his part, remained true to his Stalinist principles and wel-
comed the Soviet condemnations as an important reset to return compos-
ers to their true goal of serving the people.*” He also attended the Second
International Congress and made crucial contributions to the discussions

39  Syndikat Ceskych Skladatelu [Syndicate of Czech Composers] to Alan Bush, 24 Jan-
uary 1948, British Library Alan Bush Collection MS Mus. 655: SPNM; Syndikat
Ceskych Skladatelu.

40 Thomas D. Svatos, “Sovietizing Czechoslovak Music: The ‘Hatchet-Man’ Miroslav
Barvik and his Speech The Composers Go With the People,” Music & Politics IV, no. 1
(Winter 2010), https://doi.org/10.3998/mp.9460447.0004.101.

41 Ibid.

42 See: Alan Bush, “A Remarkable Document,” Anglo-Soviet Journal 10, no. 3 (Autumn
1949):19.
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and to the eventual ‘Declaration’ signed by key participants.” While, as Jul-
ie Waters has discussed, the Prague Manifesto stopped short of prescribing
compositional methods or condemning individuals, it did indulge in So-
viet-style condemnation of American popular music and of modern musi-
cal ‘extreme subjectivism’, instead emphasising the importance of nation-
al culture.** It was also dominated by communists in positions of influence
(Example 2). Tikhon Khrennikov had seized control of the Union of Sovi-
et Composers following the events of January 1948, and both Bush and his
countryman Bernard Stevens were communists. Finally, the Declaration
invoked a loaded Cold War term by calling for a union of the progressive
composers and musicologists of all countries, a body that was subsequent-
ly created as the International Association of Progressive Composers and
Musicologists.*

Example 2: Signatories of the Prague Declaration*’

A. Estrella (Brazil)

V. Stojanov (Bulgaria)

St. Lucky, A. Kypta, A. Sychra, Jar. Tomasek (Czechoslovakia)
Roland de Candé (France)

M. Flothius, M. Rebling (Holland)

O. Danon, N. Devcic (Yugoslavia)

Denés Bartha (Hungary)

Zofia Lissa (Poland)

Hanns Eisler (Austria)

A. Mendelsohn (Rumania)

Tikhon Khrennikov, Boris Yarustovsky, Yuri Shaporin (USSR)
Georges Bernard (Switzerland)

Alan Bush, Bernard Stevens (Great Britain)

At this point, it is useful to return to Bush’s influence with the Com-
posers’ Guild. Unsurprisingly, Bush instantly lobbied for the Composers’
Guild to affiliate to the IAPCM and began gauging opinions ahead of a
meeting set for July 1948. Some replies were surprisingly receptive. Arthur

43 See: Julie Waters, “Proselytizing the Prague Manifesto in Britain: The Commis-
sioning, Conception, and Musical Language of Alan Bush’s Nottingham Symphony,”
Music & Politics 111, no. 1 (Winter 2009), https://doi.org/10.3998/mp.9460447.0003
.102; Jaromir Havlik, “The Prague Manifesto after (almost) Sixty Years,” Czech Mu-
sic (2007), https://www.thefreelibrary.com/The+Prague+Manifesto+after+(almost)
+sixty+years.-a0166034668.

44  Waters, “Proselytizing the Prague Manifesto in Britain.”

45  Ibid.

46 Nicolas Slonimsky, Music since 1900, 5" ed. (New York: Schirmer, 1994), 1068.
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Benjamin (composer and piano teacher of Britten, but no communist) was
all for the plan:

As I see it, if the formation of the “Second International Congress” is
aimed at supplanting the I1.S.C.M., which in my opinion is far from,
and is drifting farther from, a true representation of this country’s mu-
sical culture, then I am all for it. I need hardly state that if I thought
that it means that the movement is to be in any way political I could
not honestly subscribe to it. But if it means that musicians of all na-
tions will be drawn together in friendships and understanding it has my
whole-hearted support. That there is a serious crisis in the world of mu-
sic is not to be doubted, and I am all for trying any method which will
surmount the crisis.*

The First International Congress had already invoked “problems of
modern music” in the sense that had had considerable currency before the
Second World War and would continue to resonate in a variety of circles,
that is, the virtues of experimental or traditional systems of tonality. Ben-
jamin, a relative traditionalist musically, welcomed the affiliation if it bal-
anced what he perceived as the domination of the more avant-garde In-
ternational Society for Contemporary Music. However, for Benjamin and
ultimately for a majority of Guild members, involvement in politics was a
red line. Lennox Berkeley argued that joining the IAPCM would be “a most
undesirable step”, as “the manifesto circulated by the promoters of the project
is unmistakably tendentious, and raises very controversial points.”** Any no-
tion of joining the IAPCM was roundly defeated at an emotive Extraordi-
nary General Meeting, despite the efforts of not only Bush but other com-
munist members like Christian Darnton.” This loss was not Bush’s only
one in 1948. In March that year, the BBC wrote to MI5 requesting informa-
tion on Bush and noting that they had had to resist his endeavours to give
his broadcast talks on Yugoslavia ‘a strong political flavour’.** The BBC con-
sequently decided, without informing Bush, to restrict his employment as a

47  Arthur Benjamin to Alan Bush, 6 July 1948, British Library Alan Bush Collection
MS Mus. 463: Miscellaneous Correspondence 1948.

48 Lennox Berkeley to ‘Miss Sands’, 2 July 1948, British Library Alan Bush Collection
MS Mus. 463.

49  William Alwyn, “Notes in Retrospect,” in Time Remembered. Alan Bush: An o'
Birthday Symposium, ed. Ronald Stevenson (Kidderminster: Bravura Publications,
1981), 112; Christian Darnton to Alan Bush, 7 January 1949, British Library Alan
Bush Collection MS Mus. 464: Miscellaneous Correspondence January-April 1949.

50  Miss N.E. Wadsley [BBC] to Major Badham, TNA: PRO KV2/3516.

154



THE COMPOSERS GUILD OF GREAT BRITAIN AND “UNOFFICIAL” MUSICAL DIPLOMACY ...

speaker, though not as a musician.” In the newly hardened Cold War con-
ditions of 1948, Bush’s politics were no longer tolerable and, for the Com-
posers’ Guild, any sort of international collaboration that raised suspicions
of a political dimension was resolutely to be avoided.

Legacies

We might judge that in many respects Bush’s diplomatic work for the Com-
posers’ Guild in Eastern Europe had little legacy. His visit is largely forgot-
ten in the music histories of the region, and he became a figure of such sus-
picion in British government circles that in the 1950s their efforts at cultural
diplomacy began again, ex nihilo, with Britten and Henry Moore. On the
other hand, the visits were important in three respects. Firstly, the Com-
posers’ Guild did not lose all interest in relations with Eastern Europe, and
in 1960 Bush was instrumental in arranging a visit to the Soviet Union
with then-Chair Elizabeth Maconchy to address important issues of Sovi-
et non-compliance with copyright laws and the difficulties this created for
greater musical cooperation.” The Guild subsequently received a follow-up
visit by two Russian delegates, and then an invitation to the Prague Spring
Festival from the Union of Czech composers, all predating Britten’s trav-
els. However modest, Bush’s groundwork in making connections and in-
troducing British music to Eastern Europe partly facilitated aspects of the
later efforts towards normalising cultural relations in the 1950s and 60. Sec-
ondly, shorn of politics, Bush’s fact-finding shaped the priorities and activi-
ties of the Composers’ Guild in its formative period towards advocating for
British composers to receive the kind of opportunities for broadcasting and
publishing they saw enjoyed by musicians in Eastern Europe. While few
shared Bush’s desire for a radical transition to full socialism, the opportu-
nities and limitations of state support for culture were just being worked
out in Britain in this period. Finally, Bush’s activities provide a reminder of
the dangers of ignoring the nuances of history. While the British govern-
ment position would always be allied with the US and suspicion of the So-
viet Union ran deep, leading to the freeze in cultural relations before the
mid-1950s, diplomacy could operate on many levels from the state to the in-
dividual, and in the immediate postwar period of 1945-8, not only was So-
viet ideological control of Eastern Europe incomplete, but the process of

51 Item 125a, TNA: PRO KV2/3516.

52 Erica Siegel, The Life and Music of Elizabeth Maconchy (Woodbridge: Boydell Press,
2023), 183.

155



SKLADATELJSKA DRUSTVA NEKOC IN DANES | COMPOSERS  SOCIETIES PAST AND PRESENT

building a new postwar cultural world could permit greater flexibility and
multilateral cultural exchange than was subsequently the case in the final
years of Stalin’s leadership. While, ironically, he would attribute the posi-
tive things he experienced as the historical movement towards socialism,
his success in undertaking his tour and promoting it back in Britain rather
reveal individual initiative and a classic historical “What if?”
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Croatian 19"™-century composers functioned in a complex surroundings
determined by political, cultural and musical circumstances. They were ac-
tive both in larger towns and smaller provincial centres, and were very of-
ten key figures of their town’s cultural life as teachers, organists and Kapell-
meisters, while composing was often not perceived as their primary social
function. Furthermore, the cultural scene developed tremendously through
the course of the 19th century with only four musical institutions existing
at the beginning of the century in all Croatian lands, and more than 200
newly founded societies by 1914.” For that reason, and in order to provide
an adequate context of the circumstances in which Croatian composers op-
erated in the 19" century, we will first provide a general historiographical
context of 19"-century Croatia, then offer various models of relationship
between music and politics that existed in the 19th century, with special at-
tention being paid to the most important musical associations of the time,
before focusing on the question of composers’ role in these associations and
their perception in society at large.

1 The research for this paper was financed by the Croatian Science Foundation with
project IP-2020-02-4277 “Institutionalization of modern bourgeois musical culture
in the 19th century in civil Croatia and Military Border (MusInst1g)”.

2 Stanislav Tuksar, keynote lecture “Advancing Scintillation of Music Societies in Civ-
il Croatia in the Long 19" Century,” presented at the conference From Private to Pub-
lic: The Institutionalization of Bourgeois Music Culture in the Long 19" Century, Za-
greb, 14-17 May 2025.
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Political situation in Croatia throughout the 19" century

The first half of the 19"™ century was, in Croatian lands,” and especially
in Croatia proper, marked by the national revival movement. The usual
periodisation of the 19'" century views the period between 1790 and 1830
as a period of preparation, and the period between 1830 — and especially
1835 — and 1848 as a fully mature period of the Croatian national move-
ment. The period of preparation consisted of the aristocracy’s resistance
to the introduction of Hungarian as the official language in Croatia, of
attempts to achieve linguistic standardisation and to form a unique and
singular Croatian language, of endeavours in the field of culture (espe-
cially in literature and music, but in the visual arts, as well) and of the
establishment of (national) institutions.* Some of the most important
programmatic texts, poems and plays written in this period were Rec
domovini o hasnovitosti pisanja vu domorodnom jeziku [A word to the
homeland on the usefulness of writing in the national language] (1815)
by Antun Mihanovi¢, Genius patriae super dormientibus suis filiis (1832)
by Ivan Derkos, Kip domovine vu pocetku leta 1831 [Homeland’s State
at the Beginning of the Year 1831] (1835) by Pavao Stoos, Horvatov slo-
ga i zjedinjenje [Harmony and Unity of the Croatians] (1832) by Ljudevit
Gaj, Pjesma Hrvata [Song of the Croatians] (1842) by Dimitrija Demeter,
Horvatska domovina [Croatian Homeland] (1835) by Antun Mihanovi¢,
the poem Smrt Smail-age Cengié¢a [Death of Smail-aga Cengi¢] (1847) by
Ivan Mazurani¢ and first Croatian play Juran i Sofija ili Turci kod Sis-
ka [Juran and Sofija or the Turks under Sisak] (1839) by Ivan Kukulje-
vi¢ Sakcinski.

3 Modern Croatia historically consisted of the Kingdoms of Croatia, Slavonia and
Dalmatia (together often called the Triune Kingdom): the Kingdom of Croatia/Cro-
atia proper was bearer of historical and political continuity and of municipal state
rights; the Kingdom of Slavonia, parts of which were conquered by the Ottomans
and returned to Croatia after the Treaty of Karlowitz in 1699; and the Kingdom
of Dalmatia, governed by the Venetian Republic until 1797. After its fall, Dalma-
tia was briefly governed by Austria (1797-1806) and Napoleon’s France (1806-1815),
and then again by Austria (1815-1918). Even though it was formally part of the Tri-
une Kingdom, Dalmatia was separated from Croatia and Slavonia, had its own par-
liament and was not governed by the Croatian Ban, but was instead directly subject-
ed to the Emperor in Vienna. Furthermore, large parts of Croatian territory formed
the Military Frontier, a defence area constituted during the time of wars against the
Ottoman Empire and governed directly by the Court War Council/Ministry of War,
and only returned to civil Croatia in 1881.

4 Cf. Niksa Stanci¢, Hrvatska nacija i nacionalizam u 19. i 20. stolje¢u (Zagreb: Barbat,
2002), 164.



BETWEEN MUSIC AND POLITICS: THE ROLE OF COMPOSERS IN MUSICAL SOCIETIES ...

The process of establishing national institutions was not just a nat-
ural development from private initiatives (such as private concerts, thea-
tres, salons and other similar gatherings) to public institutions, but was also
linked with the political situation of the time. Namely, the greater part of
the first half of the century was a period of absolute dominance of Prince
Metternich, who thought that nations should be constructive, and not de-
constructive elements of the Empire. He thus strongly opposed political
nationalism, but was instead supportive of modernisation efforts (initiat-
ed by certain aristocrats in different parts of the country) and of so-called
cultural nationalism, believing that participation in different cultural as-
sociations would sufficiently satisfy national sentiments and eliminate the
desire for political association or the activation of politically and national-
ly conscious individuals.’ For that reason, a great number of museums, li-
braries, theatres and different learned societies were founded in this peri-
od all over the Habsburg Empire, including in Croatia. The most important
institutions founded in this period were Matica ilirska (1842, Matica Hr-
vatska since 1874), the National Museum (1846), Croatian-Slavonian Eco-
nomic Society (1841), and Society for History and Antiquities of the South
Slavs (1850), as well a number of theatres, such as Amadé’s theatre in Za-
greb (1797), Andrija Ljudevit Adamic¢’s theatre in Rijeka (1805), and Alek-
sandar Stankovi¢’s theatre in Zagreb (1834), and music institutions, includ-
ing Musikvereins in Krizevci (1813), Varazdin (1827), Zagreb® (1827), Osijek
(1830), Senj (1837/1842) and Petrinja (1841). These institutions will be dis-
cussed in more detail later in the text.

From the sociological standpoint, this was still a period of a hierarchi-
cally strongly divided society in which the nobility and high clergy consti-
tuted the natio politica. They held the entirety of political power and were
extremely economically potent, while the majority of the population con-
sisted either of serfs or of (much lesser in numbers) free peasants, with

5 Philipp Decker, “The Building of Nations in Habsburg Central Europe, 1740-1914"
(PhD thesis, London School of Economics and Political Science, 2017), 137, 158-9

6 The Zagreb Music Institute underwent several name changes throughout its histo-
ry. It was founded in 1827 as Societas filharmonica zagrabiensis, a name it retained
until 1847. During this period, it was also informally referred to as Musikverein in
Agram. Subsequent names included Skladnoglasja druztvo zagrebacko (1847-1852),
Druztvo prijateljah muzike u Zagrebu (1852-1861), Narodni zemaljski glazbeni za-
vod (1861-1895), and Hrvatski zemaljski glasbeni zavod (1895-1925). Since 1925, it has
been known as the Hrvatski glazbeni zavod (Croatian Music Institute). Cf. Ladislav
Saban, 150 godina Hrvatskog glazbenog zavoda [150 Years of the Croatian Music In-
stitute] (Zagreb: Hrvatski glazbeni zavod, 1982), 42-3.
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anarrow stratum of bourgeoisie in the towns. The bourgeoisie grew stronger
throughout this period and became the prime bearer of the national move-
ment in the 1830s and 1840s.” However, due to their political and economic
strength, members of the elites were still invaluable as maecenae and sup-
porters of various cultural endeavours in this period. Their support was of-
ten concrete and material, but was equally often charismatic, thus falling in
the domain of moral support (such as the cases of members of the aristoc-
racy that joined the national movement, thus confirming and strengthen-
ing its legitimacy). One of the most important maecenas of the period was
the bishop of Zagreb Maksimilijan Vrhovac,® but it was not unusual in gen-
eral for the dignitaries of the time to be patrons and supporters of cultural
institutions. Even though the initiative for the foundation of these institu-
tions usually came from future members themselves (e.g. Georg Karl Wis-
ner von Morgenstern and Ivan Padovec in the case of the Zagreb Musikv-
erein), the support of the elite, such as the royals, Bans (viceroys) and high
aristocracy, was indispensable for institutions in this period. For example,
the patrons of the Zagreb Musikverein were Bishops Maksimilijan Vrho-
vac and Aleksandar Alagovi¢, Archbishop, Cardinal and locumtenens ba-
nalis Juraj Haulik, Bans Ignjat Gyulay and Koloman Bedekovi¢, as well as
the aristocrats Sofija Jela¢i¢ and Sidonija Rubido Erd6dy; Bishop Mirko von
Ozegovi¢ was patron of the Senj Musikverein, and the abdicated King Fer-
dinand V, Dowager Queen Karolina Augusta, and Bans Josip Jela¢i¢ and Jo-
sip Soké&evi¢ were patrons of the Petrinja Musikverein.

These enlightening activities and cultural endeavours of prominent
individuals from the first half of the century, when paired with the nation-
al element, gave the first impetus for the development of the Croatian na-
tional revival movement (1830-1848). This political and cultural movement
had two primary objectives: national-linguistic integration of the entire
population of the historic Croatian lands, and the territorial integration

7 Arijana Kolak Bos$njak, “Drustvene strukture hrvatskih zemalja od 1790. do 1848.,”
in Temelji moderne Hrvatske. Hrvatske zemlje u dugom 19. stoljecu, eds. Jasna Tur-
kalj and Vlasta Svoger (Zagreb: Matica hrvatska, 2016), 134-6.

8 He called on priests in the diocese of Zagreb to collect “national treasure” (mean-
ing various aspects of national heritage, folk songs and tales, proverbs, characteristic
expressions, manuscripts, books etc.), bequeathed thousands of books from his per-
sonal library to Zagreb’s University Library, and founded a number of charitable and
health institutions. Furthermore, Vrhovac was an ardent defender of Croatian state
rights, advocated territorial unification of Croatian historical lands, and opposed
Hungarian hegemonistic tendencies. “Vrhovac, Maksimilijan,” in Hrvatska enciklo-
pedija, online edition, https://www.enciklopedija.hr/clanak/vrhovac-maksimilijan.



BETWEEN MUSIC AND POLITICS: THE ROLE OF COMPOSERS IN MUSICAL SOCIETIES ...

of these lands within one political entity.” The most important revival ide-
as were presented in a booklet by Janko Draskovi¢, one of the most prom-
inent members of the national revival movement, as well as a member of
one of the most important Croatian noble families. Disertacija iliti Razgov-
or darovan gospodi poklisarom zakonotvorcem Kraljevinah nasih za budu-
¢u Dietu ungarsku odaslanem [Dissertation or Discussion Presented to the
Gentleman the Envoys of our Kingdoms Sent to the Coming Hungarian
Parliament] (1832) was originally written as instructions for Croatian depu-
ties at the joint Croatian-Hungarian Parliament, and is today considered to
be the first formulated political programme of the Croatian national reviv-
al movement. Draskovi¢ dealt with matters of language, territory, and poli-
tics in general: he advocated for the re-empowerment of the authority of the
Croatian Ban and for the foundation of the Croatian autonomous govern-
ment. He propagated the use of Stokavian dialect, as the most widespread
one, and advocated for Croatian to become the official language in the en-
tire Croatian territory. He was also in favour of the abolition of the Military
Frontier and advocated for the Croatian lands to be united, as well as for the
establishment of “the Great Illyria/Illyrian Kingdom”, which would encom-
pass Croatian lands, Slovenian lands, and Bosnia. On top of that, in this
text Draskovi¢ made numerous modernising proposals concerning trade,
loans, industrial development and vocational education.”

With the shift from culture to politics, the national movement entered
its mature phase, whose two greatest achievements were the establishment
of the first political parties and the introduction of Croatian as the official
language. The symbolic beginning of the National Revival’s mature phase
is usually taken to be the launch of the first newspaper, Novine horvatz-
ko-slavonzko-dalmatinzke, in 1835. The initiator and first editor-in-chief
was one of the leaders of the Illyrian movement, Ljudevit Gaj. The newspa-
pers were first issued in Kajkavian dialect and in old orthography, and from
1836 onwards, and under the name Ilirske narodne novine, in Stokavian di-
alect and in the new orthography proposed by Gaj. They also had a literary
supplement, Danica horvatzka, slavonzka i dalmatinzka, in which a num-
ber of important revival poems were first published, including Antun Mi-
hanovi¢ Horvatska domovina, which was later adopted as the Croatian na-
tional anthem under the name Lijepa nasa.

9 Cf. Ivo Peri¢, “Pretpreporodno doba,” in Povijest Hrvata. Druga knjiga, od kraja
15. st. do kraja Prvoga svjetskog rata, ed. Franko Mirogevi¢ (Zagreb: Skolska knjiga,
2005), 366.

10 Ibid., 375-7.
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The first political parties were founded in 1841: the pro-Hungarian
Croatian-Hungarian Party, which advocated for close Croatian-Hungari-
an relations and for Hungarian to become the official language in Croatia;
and the pro-national Illyrian Party, which promoted territorial unification
of Croatian lands and cultural cooperation of south Slavic nations. Ljude-
vit Gaj formulated the Illyrian Party’s creed thus: “May God live the Hun-
garian constitution, the Croatian Kingdom and the Illyrian nation!”" The
Illyrian Party and its leader never opposed the Habsburg Monarchy itself,
and not even the union with Hungary per se, but were against the total, ab-
solute, union which some pro-Hungarian politicians often advocated. That
would prove to be a stumbling block in Croatian-Hungarian relations in
subsequent years, culminating in 1848. The first conflicts occurred as soon
as after the elections in 1842, but especially violent were those in 1845, which
resulted in “the victims of July” in which 13 were killed and 27 wounded.”
These conflicts continued in the years following the renewal of constitu-
tionalism and of political life after 1860.

The second great achievement of this period was the formal proclama-
tion by the Parliament, and on Ivan Kukuljevi¢ Sakcinski’s motion, of Cro-
atian as the official language in the Croatian Kingdom in 1847. This was ac-
complished after more than half a century of struggles against Hungarian
attempts to introduce Hungarian as the official language in Croatia, while
the Parliament and the estates insisted on the usage of Latin as a sort of a
barrier against the political imposition of Hungarian.

The Croatian national movement experienced its height in the revo-
lutionary year of 1848. On the Great National Assembly (25 March 1848)
30 “Demands of the Nation” (Zahtijevanja Naroda) were proclaimed. This
document, which in essence represented the National Party’s” political ide-
as, called for national and liberal reforms. They demanded, among other
things, for Josip Jelaci¢ (then a commander of the First Banal Regiment in
the Military Frontier and a known patriot) to be elected Ban, for territorial
unification of the Croatian lands, the abolition of serfdom, regular conven-
ing of Parliament, establishment of an independent Croatian government,

11 Cf. Ivo Peri¢, “Hrvatski narodni preporod - ilirski pokret,” in Povijest Hrvata. Dru-
ga knjiga, od kraja 15. st. do kraja Prvoga svjetskog rata, 389-90.

12 Cf. Dragutin Pavlic¢evi¢, Povijest Hrvatske (Zagreb: Naklada Pavici¢, 2002), 253-4.

13 After the Illyrian name had been banned in 1843, the Illyrian Party changed its
name to the National Party and remained an important factor in Croatian political
life throughout the 19th century. For more details see: “Narodna stranka,” in Hrvat-
ska enciklopedija, online edition, https://enciklopedija.hr/clanak/narodna-stranka.
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establishment of national institutions (such as a national bank and univer-
sity), and the introduction of liberal reforms (freedom of press, religion,
public gathering, equity in the court process).” However, the king accept-
ed only the first demand and appointed Jelaci¢ as Ban, while advising the
delegation to have other issues discussed in the Parliament. Nevertheless,
1848 was one of the turning points of Croatian history, and largely precise-
ly because of Josip Jelaci¢’s actions. He abolished serfdom (25 April 1848),
thus ending the feudal period in Croatia. He also convened the first repre-
sentative Parliament (5 June 1848), with both of these actions marking the
beginning of a new social order and the inception of the development of
bourgeois society. And, since the Hungarian side was trying to strengthen
its rule over parts of Croatia, Jelaci¢ had also declared a formal cessation of
all political and legal relations between the two states (25 April 1848) until
the Parliament reached a new compromise with Hungary (which would not
happen for the next 20 years). In the Hungarian independence war, which
broke out in the autumn of 1848, Jelaci¢ and Croatian troops fought on the
Austrian side against the revolution.” With that, they were not only con-
firming their loyalty to the ruler and the Monarchy, but were also defend-
ing Croatian interests as best as possible at the time.

While no revolution took place in Croatia in 1848, the crushing of the
Prague uprising and the Italian revolution in 1848, as well as of the Hun-
garian War of Independence in 1849, prompted the Emperor and the Vi-
enna authorities to prevent any possible future uprisings. The dominant
political figures of the Empire were aware that the previous system of the
ancien regime was too rigid, and that the country needed to be modern-
ised in order to survive, but wanted at the same time to exclude from polit-
ical life those parts of society that had led the revolutions. Thus, the March/
Octroi Constitution was proclaimed in 1849. Often ironically described as
“a Constitution Croatians were rewarded with, and Hungarians punished”,
the March Constitution made no distinction between lands that rebelled
against the Empire and those that fought on its side. While it was intended
to be a compromise between the achievements of the revolutions and tradi-
tional Austrian absolutism, the March Constitution represented the funda-
mental opposite of all liberal principles.” This constitution placed the vast

14  Cf. “Zahtijevanja naroda,” in Hrvatska enciklopedija, online edition, https://
enciklopedija.hr/clanak/zahtijevanja-naroda.

15 Cf. Pavli¢evi¢, Povijest Hrvatske, 260-3; Niksa Stanci¢, “Jelaci¢, Josip,” Hrvatski bio-
grafski leksikon, online edition, https://hbl.lzmk.hr/clanak/jelacic-josip-ban.

16  Cf. Mirjana Gross, Poceci moderne Hrvatske (Zagreb: Globus, 1985), 14-5.
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majority of political power and rights with the Emperor and his govern-
ment, while the parliaments were marginalised, and the Empire was divid-
ed into crownlands that had substantially less autonomy than before.” Even
though crownlands were nominally granted equality and the right of pres-
ervation of their own languages and national identities, one of the Consti-
tution’s main goals was to turn the Habsburg Monarchy into an unified
empire, without regional particularities or national differences that could
threaten the state’s stability.”” While the March Constitution was tradition-
ally viewed rather negatively because of all the limitations it imposed on
national and political freedoms, its positive aspects included the definitive
abolition of serfdom, universal equality before the law, freedom of move-
ment, and equal access to public services.”

The very restrictive constitutionalism of the March Constitution was
soon replaced with full absolutism, proclaimed in the Silvester Patent on 31
December 1851. This new absolutism, for that reason called Neo-absolutism,
was marked by strong Germanisation, unitarisation and centralisation. The
country was divided into districts (specifically introduced in an attempt to
efface historical borders of different kingdoms or their provinces that con-
stituted the Empire), and parliaments were abolished. In Croatia, the au-
tonomous government of the time, called the Ban’s Council, was abolished
and replaced with the Ban’s Government (1850), an administrative body re-
sponsible to the Ministry of Internal Affairs.” In 1854, simultaneously with
the introduction of new administrative and governance reform, the Ban’s
Government was further restructured into the Imperial and Royal Regen-
cy.” The use of the Croatian tricolour flag and of language were prohib-
ited in this period, and Croatia was divided into five districts instead of
historical lands. German was introduced as the official language in admin-
istration and education and a large number of newly appointed German
officials came to the country, while most of those active in the previous
period were retired. On the other hand, certain modernising efforts were

17 Individual parliaments were supposed to be convened during 1850, and the central
Parliament in 1851, but neither of them was actually convened until after the disso-
lution of Neo-absolutism. Ibid., 15.

18 Ibid.

19 Cf. Vlasta Svoger, “Political Rights and Freedoms in the Croatian National Reviv-
al and the Croatian Political Movement of 1848-1849. Reestablishing Continuity,”
Hungarian Historical Review 5, no. 1 (2016): 88.

20 Cf. “Banska vlada,” in Hrvatska enciklopedija, online edition, https://enciklopedija
.hr/clanak/banska-vlada.

21 Cf. Gross, Poceci moderne Hrvatske, 83—5.
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conducted - the capital of Zagreb was united into a single city in 1850, and
the Zagreb diocese was elevated to the status of an archdiocese in 1852.”
Furthermore, the Austrian Allgemeine Grundgesetz was introduced, the su-
preme court for Croatia — Tabula banalis — was established, the judiciary
system was modernised (although, often only in theory and not in every-
day court practice), and land registers and cadastres started being conduct-
ed more meticulously and were better regulated.”

In conjunction with these measures, the abolition of serfdom, the de-
velopment of national identity through the first half of the century, and the
elements of modernisation introduced by Neo-absolutism laid the foun-
dation for the development of bourgeois society in the second half of the
century.

After Neo-absolutism was abolished in 1859, the constitutional order
was reintroduced in the entire Habsburg Empire with the October Diploma
(1860) and February Patent (1861), which in turn enabled the reinstitution
of parliamentary political and public life. The period of the 1860s in Croa-
tia was characterised by attempts to define Croatian relations towards both
Austria and Hungary. At “The Great Parliament of 18617, the first to be con-
vened after 1848, three different political stances emerged that would define
the Croatian political space until the end of the Habsburg/Austro-Hungar-
ian Empire. The National Party took the stance that all legal and actual re-
lations with Hungary had ended in 1848, and were in favour of re-estab-
lishing them only under the condition that Hungary recognised the Triune
Kingdom’s state autonomy and territorial integrity. In contrast, the Union-
ists deemed that there had been no legal break of ties with Hungary in 1848,
and advocated for the re-establishment of a real union, while at the same
time opposing any connection with the Austrian lands. The third group,
the Party of Rights, advocated for the independence of Croatia, whether it
be a complete independence, as favoured by Ante Starcevi¢, or the existence
of joint affairs within the Monarchy, but without establishing central state
bodies, the possibility accepted by Eugen Kvaternik. Having the majority,
the National Party’s stance was officially accepted as the Parliament’s con-
clusion, i.e. that the union between the Croatian Kingdom and the Kingdom

22 Tomislav Markus, “Trojedna Kraljevina Hrvatska, Slavonija i Dalmacija od 1790. do
1918.,” in Temelji moderne Hrvatske. Hrvatske zemlje u dugom 19. stoljecu, eds. Jas-
na Turkalj and Vlasta gvoger (Zagreb: Matica hrvatska, 2016), 11; Pavlicevi¢, Povijest
Hrvatske, 265-6.

23 Mirjana Gross, Prema hrvatskome gradanskom drustvu (Zagreb: Globus, 1992), 87—
9.
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of Hungary had indeed ceased in 1848, but that it could be renewed if Hun-
gary recognised the autonomy and territorial unity of the Triune King-
dom.™ This conclusion, also sanctioned by the king, presented the basis
for Croatian-Hungarian relations in the following years, until the Croa-
tian-Hungarian settlement was concluded in 1868.

When the Austrian-Hungarian Compromise, or the Ausgleich, was
concluded in 1867, the Croatian Parliament was among those that refused
to accept state dualism and was thus dissolved, and the Ban Josip Sokéevié,
amember of the National Party, resigned.” Instead, Levin Rauch, a member
of the Unionist Party, was appointed as locumtenens banalis, with the task
to ensure the new dualistic order was accepted. The Croatian Royal Com-
mittee (composed completely of Unionists) was appointed, and it reached
the Croatian-Hungarian Compromise with the Hungarian Royal Commit-
tee in 1868. By that Compromise, the Hungarian side acknowledged Croa-
tia within its entire territory, Croatia and Slavonia were recognised as “po-
litical nations”, and the Croatian language was proclaimed as official in the
legislature, judiciary, and administration. The Parliament remained the su-
preme legislative body, and the Croatian Ban kept his position as the high-
est executive power (while the Hungarian Minister President had the right
to propose a candidate for the position).” The state affairs were divided
onto “joint affairs” (those related to the financing of the royal court, mat-
ters of the army, and financial matters, including taxation, trade and relat-
ed legislature), and “autonomous affairs” (internal affairs, matters of culture
and education, and judiciary, with the exception of naval law).” The Croa-
tian-Hungarian Compromise remained the basis of their relations for the
remainder of the Habsburg Empire.

The last third of the 19th century was marked by terms in office of two
Bans: a modernising period under Ivan Mazurani¢ (1873-1880) and “the
years of lead” under Karoly Khuen-Hédervary (1883-1903). Mazuranic¢’s
time in office was marked by modernising efforts, modelled on similar pro-
cesses conducted in the rest of the Habsburg Empire and Europe at large,
earning him the nickname “the reformer Ban”. He introduced reforms
in the areas of judiciary, administration, and education. Through them,

24  Markus, “Trojedna Kraljevina Hrvatska, Slavonija i Dalmacija od 1790. do 1918.,”
13—4.

25  Ibid., 15.

26  “Croatian-Hungarian Compromise,” Arts. §50, §51, §57, §59, $60, https://www.ths
.hr/_download/repository/Hrvatsko-ugarska_nagodba_9%281868.%29.pdf.

27 Ibid., Arts. §6, §7, §8, §9, S10, $48.
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the Ban became responsible to the Parliament, the administration and
judicial authority were separated, and court process was reformed and
modernised (judicial branches were divided, the independence of the
judges — as well as jury trials — was introduced, and punishments were
modernised). Furthermore, administrative organisation was modernised,
a law on native affiliation was passed, the right to public assembly was
regulated, and freedom of the press was introduced. However, maybe the
most important reform was the educational one that introduced a man-
datory four-year education, which was also secularised by the same re-
form. The mandatory education was free and equally available to chil-
dren of both sexes, while new, contemporary, teaching techniques were
introduced. Furthermore, the University of Zagreb was founded in 1874
with faculties of law, theology, and philosophy. On top of that, numerous
professional, cultural, and scientific societies were founded.”® MaZurani¢
also devoted significant efforts to reincorporate the Military Frontier with
the Croatian Kingdom, but the Hungarian government refused to allow
it while he was in the position of Ban, which de facto forced him to resign
in 1880, while the Military Frontier was united with the Triune Kingdom
the following year, 1881.”

The period of the 1860s and the 1870s, for the majority of which
Bans were nationally oriented politicians (namely, Josip Sokéevié¢ [1860—
1867] and Ivan Mazuranic), was the period of the stronger institutional-
isation of cultural life in which a number of initiatives for the advance-
ment of Croatian culture, education, and arts were taken. As early as
1860 (i.e. immediately after political life was restored after the period
of Neo-absolutism), Bishop Josip Juraj Strossmayer donated 50,000 for-
ints for the establishment of the South-Slavic Academy of Sciences and
Arts, and in 1866 he donated the same amount for the University of Za-
greb.” In 1861 the Parliament officially accepted the initiative for the es-
tablishment of the Academy, and it started operating after the king also
approved that motion in 1866. Furthermore, in 1861 the Parliament offi-
cially established the National Theatre, granted the Music Institute per-

28  “Mazuranié, Ivan,” in Hrvatska enciklopedija, online edition, https://enciklopedija
.hr/clanak/mazuranic-ivan; Pavlicevi¢, Povijest Hrvatske, 280-1.

29  Pavlic¢evi¢, Povijest Hrvatske, 282-3.

30  “Strossmayer, Josip Juraj,” in Hrvatska enciklopedija, online edition, https://
enciklopedija.hr/clanak/strossmayer-josip-juraj.
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manent financial support, and accepted the initiative for the foundation
of the University of Zagreb, which started operating in 1874.”

The Ban Mazurani¢ was succeeded by the Unionist Ban Ladislav Pe-
jacevi¢ (1880-1883), who was then succeeded by the Slavonian-born Hun-
garian aristocrat Karoly Khuen-Hédervary (1883-1903), with the task to
“pacify” Croatia (in the sense that he was to prevent the Croatian national
question from becoming too strong an issue on the level of the Empire, and
especially to prevent it from becoming a catalyst of discord or a disruptive
factor in a then still stable Dualism).” Khuen-Hédervary skilfully exploit-
ed already existing political, national, social and regional conflicts to form
a strong basis of supporters (mainly Slavonian landlords, foreign bourgeoi-
sie, Serbian minority, conservatives and unionists), whom he awarded with
positions or privileges. At the same time, his rule was repressive — politi-
cal opponents were prosecuted and intimidated, while public officials were
threatened with losing their jobs if they did not vote for the government’s
candidates at elections.” Such politics was often met with revolt, which was
most famously publicly demonstrated on two occasions: in 1885, after heat-
ed discussions as to whether Croatian historical documents should be kept
in Zagreb or Budapest, the Party of Rights’ MP Josip Grzani¢ physical-
ly grabbed the Ban and literary kicked him out of the assembly hall; and
in 1895, on the occasion of the festive opening of the new theatre build-
ing, when a group of students, protesting Khuen-Hédervary’s policies, pub-
licly burned a Hungarian tricolour banner (but not the official Hungari-
an flag).”* While details of political life in this period are too complex to be
presented in detail here, let us mention that Khuen-Hédervary mostly re-
lied on a coalition with the National Party, while his greatest opposition
was Ante Staréevi¢’s Party of Rights (which insisted on a completely au-
tonomous Croatia), but he was also opposed by the Independent National
Party (which was more pragmatic and supported the trialistic idea).” The
period of the 1880s and 1890s also coincided with the spread of Croatian na-
tional sentiment to the wider strata of society, when the modern political
31 Dinko Zupan, “Kulturni i intelektualni razvoj u Hrvatskoj u ‘dugom’ 19. stoljeéu,” in

Temelji moderne Hrvatske. Hrvatske zemlje u dugom 19. stoljecu, eds. Jasna Turkalj

and Vlasta Svoger (Zagreb: Matica hrvatska, 2016), 291-2, 295-6.

32 Markus, “Trojedna Kraljevina Hrvatska, Slavonija i Dalmacija od 1790. do 1918.,” 20.
33 Iskra Ivelji¢, “Prevlast unionista. Hrvatske zemlje od 1883.-1903. godine,” in Hrvat-
ska i Europa. Moderna hrvatska kultura od preporoda fz'a moderne, Vol. 4, eds. Josip

Bratuli¢, Josip Vonéina, and Dubravko Jel¢i¢ (Zagreb: Skolska knjiga, 2010), 93—4.
34  Pavlic¢evi¢, Povijest Hrvatske, 288-9o0.

35  Cf. Ivelji¢, “Prevlast unionista,” 94.
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nation consisted of the nobility (the old natio Croatica that lost part of its
social identity after 1848, but adopted a new, modern national identity), of
the old bourgeoisie, and of the new bourgeoisie (which emerged in the sec-
ond half of the 19" century, after the abolition of serfdom and especially due
to stronger urbanisation at the end of the century).*

While Khuen-Hédervary’s term in office is traditionally viewed as a
period of great anti-Croatian repression, it was also a time of modernisa-
tion, mostly thanks to Izidor Kr$njavi, the Minister of Religious Affairs and
Education: new schools and churches were built all over Croatia, the elec-
trification of the country was initiated, and the railway network was ex-
panded (however, this was highly intentional and in line with the saying
“Whoever owns the railways, owns the land”, which represented the con-
viction of part of the Hungarian political elite that through control of the
railways and other services the Hungarian language would be more easi-
ly introduced as the official language in Croatia).”” Moreover, in this peri-
od Zagreb was elevated to a modern European metropolis. Most of the city
centre was built in that time, including its most representative buildings
such as the high school complex — today the Mimara Museum, the build-
ings of the School and the Museum of Arts and Crafts, the Art Pavilion, the
main railway building, the park complex of “the Lenuci horse shoe”, and so
on.” The new National Theatre building was inaugurated in 1895, and King
Franz Josef I visited Zagreb on that occasion.

Music and culture were the most important platforms for legitimisation
of national demands and national identity, while from the 1860s onwards
their main purpose was to affirm the nation, i.e. they served as proof that the
Croatian nation was on an equal level of development as other European na-
tions. The 1860s and early 1870s was thus a period of definite institutionalisa-
tion. As early as 1861, the Parliament bore the cost of their finances and made
the Zagreb National Theatre and the DruZtvo prijateljah muzike u Zagrebu
[Society of the Friends of Music in Zagreb] into state institutions of the Roy-
al Croatian Land Theatre and the Music Institute. The Croatian Academy of
Sciences and Arts was also founded in 1861, the Opera of the National The-
atre in 1870, and the University of Zagreb in 1874. The late 1870s, 1880s and
subsequent decades were a period of general modernisation and the intense

36  Stanci¢, Hrvatska nacija i nacionalizam u 19. i 20. stoljecu, 124-5.

37  For more details see the chapter “Cije Zeljeznice, njegova i zemlja” [Whoever owns
the railways, owns the land] in: Pavli¢evi¢, Povijest Hrvatske, 288-9.

38 Ladislav Heka, “Grof Karlo (Kdroly) Khuen-Hédervary i Hrvati,” Zbornik Pravnog
fakulteta Sveucilista u Splitu 37, no. 3 (2016): 1069—70.



SKLADATELJSKA DRUSTVA NEKOC IN DANES | COMPOSERS  SOCIETIES PAST AND PRESENT

professionalisation of cultural, theatre and musical life, especially thanks to
the Minister of Culture and Education Izidor Kr$njavi, at a larger scale, and —
in the musical domain, and focusing on Zagreb - to the composer Ivan Zajc,
who served as director of the Opera and head of the Musikverein, as well as
being a music pedagogue and an extremely prolific composer.

Models of the relationship between music and politics
in 19"-century Croatia

The political dynamics outlined above influenced and shaped social and
cultural development. In this context, we will specifically examine the dy-
namics of the formation and types of musical associations in certain peri-
ods, as well as possible incentives and their desirable/undesirable influenc-
es in relation to the ruling political authorities.

The first (public secular) music school in Zagreb was opened on 13 May
1788, as part of the so-called Normal School, and it primarily educated fu-
ture teachers and organists.” However, there was the possibility of musical
education for other public students as well. Branko Rakija$ emphasises that
by the end of the 18" century, “there were general social needs for the city of
Zagreb — which was increasingly taking on a leading role in political and cul-
tural-educational life - to have its own music school.”*° The opening of mu-
sic schools was part of an effort to improve the education system, that is,
to provide more adequate (and comprehensive) training for teaching staff,
thereby meeting the needs of both the church and state. This process was
accompanied by a legislative framework that was meant to support the rul-
er’s duty to take care of (and assume a leading role in relation to the church)
the education of conscious and diligent citizens.* The school operated

39  Branko Rakija$, “Pojava i znacenje zagrebacke Muzicke skole iz XVIII st. u razvo-
ju nase muzicke culture [The emergence and significance of the 18" century Zagreb
Music School for the development of our musical culture],” Zvuk, no. 104-105 (1970):
184-99.

40 Ibid,, 190.

41 For more on the legislative framework of general education in relation to professional
music education see in: Marija Beni¢ Zovko, “Institucionalizacija glazbenoga obra-
zovanja u Zagrebu. Zaceci glazbenoga obrazovnog sustava [The Institutionalization
of Musical Education in Zagreb. The Beginnings of the System of Musical Educa-
tion],” in Music, Arts and Politics: Revolutions and Restorations in Europe and Croa-
tia, 1815-1860. On the Occasion of 200th Anniversary of Vatroslav Lisinski and 16o0th
Anniversary of the Death of Ban Josip Jelacié, ed. Stanislav Tuksar, Vjera Katalini¢,
Petra Babi¢, and Sara Ries (Zagreb: Department for History of Croatian Music, Cro-
atian Academy of Sciences and Arts — Croatian Musicological Society, 2021), 679-93.
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until 1841, when it was merged with the music school of the Music Insti-
tute in order to provide better conditions for musical education. From
1849 on, musical education for teachers was included in the newly estab-
lished Zagreb Teacher’s Training College (Preparandijalni zavod u Zagrebu).

An example of the first separate music school, founded in Karlovac in
1804 - based on newly recorded documents from the State Archives in Bu-
dapest — shows yet another aspiration: the first music teacher was employed
“as the organist of the monastic and parish church in Karlovac and at the
same time as a music teacher for the poorer urban youth.”** The school’s ac-
tivities, as school reports confirm, soon surpassed the tasks foreseen in the
founding document, and children of wealthier citizens were also included
in the music education programme.*

A somewhat different case is that of the Music Institute in Krizevci, found-
ed in 1813. As early as 1812, the Krizevci city council submitted a request to the
Lieutenancy Council “in accordance with the shared wishes of its citizens”,and a
“subscription from the residents of Krizevci from their own funds”** was planned
to cover the music teacher’s salary. However, in the request for approval of the
music teacher’s employment dated 13 January 1813, it is also stated:

There exists a need to appoint a music teacher at the school in Krizev-
ci, who, in accordance with the school curriculum - currently imple-
mented only in national elementary schools — would contribute to the
establishment of a teacher training school. There is no impediment to
appointing such a teacher, in line with the wishes of the citizens, to in-
struct local children, with the understanding that the citizens them-
selves would provide his remuneration. Moreover, should it be nec-
essary for him to assist with musical duties in church service, such
engagement would depend upon who is holding the patronage over the
respective church.”, Therefore, in KriZevci the initiative for the estab-

42 National Archive of Hungary, Budapest, HU-MNL-OL-A39, Fons 10, 8135, Docu-
ment 23426/1253, 26 July 1804. We would like to thank Mr Petar Uskovi¢ for the
translations of the documents from Latin.

43  Cf. Ljiljana S¢edrov, “Franz Zihak: ‘prvi zakonski u¢itelj glazbe ugovorom postavljen
u kraljevskom gradu Karlovcu’ [Franz Zihak: ‘the first legal music teacher appointed
by contract in the royal city of Karlovac’],” in Glazba, rijeci i slike. Svecani zbornik za
Koraljku Kos / Music, Words, and Images. Essays in Honour of Koraljka Kos, ed. Vjera
Katalini¢ and Zdravko Blazekovi¢ (Zagreb: Croatian Musicological Society, 1999), 265.

44  National Archive of Hungary, Budapest, HU-MNL-OL-C69 Departamentum schol-
arum nationalium, Fons 8, Pos. 1, Document 24608, 15 December 1812.

45  National Archive of Hungary, Budapest, HU-MNL-OL-C69 Departamentum schol-
arum nationalium, Fons 8, Pos. 1, Document 709, 13 January 1813.
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lishment of a musical institution stemmed from the citizens’ desire
for music education which they were willing to support financially.
However, no formal musical society was organised as a civic associ-
ation. Nonetheless, it is evident that the municipal authorities rec-
ognised in this initiative the potential foundation for the introduc-
tion of a teacher training school. Based on this, it may be concluded
that the Krizevci Music Institute represents a transitional form be-
tween a teacher training school, an independent music school, and
a civic association.

The establishment of later musical institutions followed shortly there-

after in several cities: in Zagreb (1827, with the Institute’s music school es-
tablished in 1829), Varazdin (1827, music school in 1828), and Osijek (1830,
music school in 1831). Aside from these three cities in Civil Croatia, this
type of institution — a Music Institute functioning as a citizens’ association,
with its own music school - can be found in Petrinja and Senj, both located
within the Military Frontier.**

Stanislav Tuksar identifies four categories of musical-aesthetic deter-

minants as the underlying motivations for the establishment of music in-

46
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The Music Institute in Petrinja was founded in 1841, and its statutes were confirmed
in 1842. Among the initiators of its founding were the music teacher Wilhelm Weiss,
a number of Petrinja citizens (primarily the merchant Mihael Mili¢i¢, who became
its first president) and military officers, including Josip Jelaci¢, then a lieutenant colo-
nel of the First Banal Regiment in Glina. Cf. Ivica Golec, Vojni komuniet Petrinja
kao gospodarsko i prosvjetno srediste Banske krajine (1777.-1871.) [The Petrinja Mil-
itir-Kommunitit as the Economic and Educational Center of the Banska Krajina Re-
gion (1777-1871)] (Sisak: Drzavni arhiv u Sisku, Hrvatski institut za povijest, 2003),
382-5; Petra Babi¢, “Musical Life in the Military Frontier: A Case Study of the 2nd Ba-
nal Regiment and Militir-Kommunitét Petrinja,” Arti musices 54, no. 2 (2023): 373-
96. The Senj Music Institute was established in 1842 “through the efforts and at the ex-
pense” of the Senj physician Bozidar Klemenci¢ (1806 or 1807-1877), with significant
support from Bishop Mirko OZzegovi¢ (1775-1869), who acted as its patron and ben-
efactor. The newspapers Ilirske narodne novine also mention financial contributions
from the noblemen Juraj and Ivan Vranyczany - the latter being both Klemenci¢’s
best man and the father of his wife, Agneza Vranyczany (also spelled Vragniczany).
Anon., “Dopis iz Senja [Letter from Senj],” Ilirske narodne novine 8, no. 98 (7 Decem-
ber 1842), 379. See also: Ante Glavici¢, “Iz starije proslosti senjske glazbe (1842.-1962.)
[From the older past of Senj music (1842-1962)],” Senjski zbornik, no. 24 (1997): 227-
52. Bozidar/Natalis Klemenci¢ married AgnezaVragnyczany (1820?-1855), daughter
of Ivan and Theresie Vragnyczany, on 6 November 1836 (https://www.familysearch
.org/ark:/61903/3:1:3QS7-899C-LyLZ?wc=9RK1-W3P%3A391644801%2C391920301
%2C391920701%26cc%3D2040054&lang=en&i=231&cc=2040054). Glavi¢i¢’s article
mistakenly mentions Juraj Ivan Vranyczany as one person, instead of two: Giorgio/
Juraj Vranyczany st. (1791-1869) and Ivan Vranyczany st. (1790-1866).
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stitutes, using the example of the Zagreb Music Institute. These categories,
which may also be applied to similar institutions, include: the aesthetic
(refinement of taste), the psychological (cultivation of feeling and the ev-
ocation of mood), the ethical (moral ennoblement), and the practical cat-
egory (acquisition of canonical works of European art music and their
precise performance).*” In addition to these determinants, which are em-
bedded in the statutes of the society itself — and which, at the time of seek-
ing Imperial and Royal Hungarian Lieutenancy Council approval, served
as the basis for evaluating the institution’s aim and purpose - the official
document granting permission to operate (dated 8 May 1827) lists two fur-
ther motivations: one aesthetic and one practical. These are described as
“the flourishing of the beauty of secular music for public enjoyment” and
“the attraction of a larger audience”, that is, the strengthening of the mu-
sical public.

Given that the contents of this document are presented for the first
time in this study, a more extensive excerpt is provided below:

Since this institution and its accompanying statute are aimed at cul-
tural activity and the promotion of music, the request for the statute’s
approval is fully aligned with that purpose and contains nothing that
would be contrary to proper order, good practice, or public peace and
order. Furthermore, as similar institutions have also been approved in
other major cities - among which the city of Zagreb is to be counted -
there is no reason why the beauty of secular [vulgari] music should not
flourish daily for the public’s enjoyment. Moreover, the management of
the local theatre has not only raised no objections to the establishment
of this Society but even regards it as a collaborator in attracting a larg-
er audience, and anticipates that it will greatly contribute to the desired
return of the listeners [..]*

A similar formulation of purpose can be found in the statutes of the
music institutes in Varazdin and Osijek. On the one hand, the significance

47  Stanislav Tuksar, “Erhéhte Bildung des Gefiihls ... Verfeinerung des Geschmacks ...
moralische Veredlung: drustveno-idejne i glazbeno-esteticke odrednice prvih statu-
ta glazbenih drustava u civilnoj Hrvatskoj 1820-ih godina [Socio-Ideological and
Music-Aesthetical Determinants of the First Statutes of Music Societies in Civil Cro-
atia in the 1820s],” in The Collection of Papers. 13th International Symposium “Music
in Society”, Sarajevo, 7-10/12/2022, ed. Lana Sehovi¢ (Sarajevo: Musicological Socie-
ty of the Federation of Bosnia and Herzegovina, University of Sarajevo, Academy of
Music, 2025), 162—4.

48 National Archive of Hungary, Budapest, HU-MNL-OL-Cs1, Fons 5, pos. 20, Docu-
ment 12130, 8 May 1827.
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of church music is emphasised as a “faithful and reliable servant of the true
faith”, serving the purpose of elevation in liturgical celebration; on the oth-
er hand, secular music is described as a “means of ennobling the minds and
hearts of young people and educating their reason”, functioning both as ar-
tistic enjoyment and moderate entertainment.”” The very founding of the
music society as a civic association is explained as the unification of small
and weak individual forces in a shared endeavour (as articulated in the so-
ciety’s purpose): “great things can arise only from the energetic and endur-
ing spirit of community”.’° Finally, among the objectives of the music asso-
ciation, we find elements already present in earlier musical institutions: the
promotion of certain charitable aims for those in need, and the provision of
free musical education for talented but impoverished children. One of the
essential components of this type of association - key to the development
of civil society - is the promotion of civic equality.” This is clearly articu-
lated in Article 7 of the statutes of both the Varazdin and Osijek societies:

Since the music association is a moral and artistic society in which all
its members are to work toward one and the same noble goal, all mem-
bers have the same duties and, accordingly, the same rights within the
association.”

The importance and influence of these societies can also be seen through
the names of their patrons and maecenas (as mentioned earlier in the text).

During the period of the Croatian National Revival (1835-1848), particular-
ly under the Bans Franjo Vlasi¢ (1766-1840, Ban 1832-1840) and Franjo Haller

49  Statuten der Gesellschaft der Musikfreunde der konglichen Freystadt Varasdin
(Varazdin: Gedrucktt bey Johann Sangilla, 1830).

so Ibid.

51 As Iskra Ivelji¢ points out: “Associations are an important part of modernity because
they are contrary to the class principle and function on the basis of civil equality. Mem-
bers are connected by a common interest, whether it is music, theatre or pleasant so-
cialising in reading rooms, and not by class affiliation. Associations also promote a
typical bourgeois lifestyle, in which leisure is filled with cultural, entertainment or
charitable activities in which women can also participate. Furthermore, the activities
of associations are important because they do not take place in a strictly private sphere
or a narrow circle of the class elite.” Iskra Ivelji¢, “Kulturna politika u Banskoj Hrvat-
skoj 19. stolje¢a [Cultural Policy in Banal Croatia in the 19th Century],” Historijski
zbornik 69, no. 2 (2016): 341-2.

52 Statuten [...] Varasdin; Statuten der Gesellschaft der Musikfreunde der koniglichen
Freystadt Eszek (Essegg: Gedruckt bei M. A. Diwald, k. k. priv. Buchdrucker, 1830).
In the statute of the Zagreb Musikverein see Art. 2: “Members of the Association are
divided into executive, supporting and honorary members, who enjoy the same rights.”
Statuten des Musik-Vereins in Agram (Agram: Gedruckt bei Franz Suppan, 1827).

176



BETWEEN MUSIC AND POLITICS: THE ROLE OF COMPOSERS IN MUSICAL SOCIETIES ...

(1796-1875, Ban 1842-1845), as well as the locumtenens banalis Bishop Juraj Haulik
(1788-1869, acting in the periods 1840-1842 and 1845-1848), the activities of mu-
sical societies were generally associated with a national component: the promo-
tion of the national language and folk music. This imperative is evident, for ex-
ample, in the Narodno ilirsko skladnoglasja drustvo [Illyrian National Music
Society], founded in 1839 at the Archdiocesan Seminary in Zagreb, as well as
in the 1847 renaming of the Zagreb Music Institute to the Skladnoglasja druzt-
vo zagrebacko [Music Society of Zagreb].” The statement of purpose of the Nar-
odno ilirsko skladnoglasja drustvo from 1845 emphasised the universality of the
feeling of belonging to one’s own nation, criticising the society’s deviation from
this noble mission, claiming that it had directed its efforts solely toward enter-
taining the youth of the seminary. This mission was to be achieved through the
cultivation of the national language and, subsequently, national music.**

Since, after his Creator, a man’s nationality is his first and foremost iden-
tity, which must not be desecrated, and is sacred; and since music holds
this identity closely and loyally as its companion and protector — then the
highest aspiration of the Illyrian National Music Society must be that na-
tional prosperity and one’s own nationality become its only and ultimate
sanctity; that it may soften the hearts of the sons of this gracious mother-
land and raise them to the highest level of refinement and education; for
blessed is only that nation whose families are cultured and educated [...]*

Immediately following the revolution, in the early 1850s, the Zagreb
Music Institute continued to pursue the goals of the Illyrian movement —
undertaking restructuring, changing the name to Druztvo prijateljah muz-
ike u Zagrebu [Society of Friends of Music in Zagreb] in 1852, collaborat-

53  From 1836 to 1846, the president of the Music Institute in Zagreb was Antun Kukul-
jevi¢. During that period, Ljudevit Gaj, Janko Draskovi¢ and others (Herman Buzan,
Pavao Stoos, Dimitrija Demeter, Mirko Lopasi¢, Ivan Kralj, Josip Juratovi¢) were ap-
pointed honorary members of the Institute. Cf. Saban, 150 godina Hrvatskog glaz-
benog zavoda, 64.

54 Itis important to emphasise that certain entrenched views regarding the two sklad-
noglasja societies merit critical re-examination - specifically, the characterisation
of the Music Institute as “purely German” and the Seminary Society as the “true (or
first) Croatian” one. These notions persist even in more recent scholarship, despite
the corrective efforts of Ladislav Saban. Cf. Ibid., 64—70, vs Katarina Koprek, “Ivan
pl. Zajc i glazbeno pjevacko drustvo ‘Vijenac’,” introductory study in Pjevacko dru-
Stvo “Vijenac” i Ivan pl. Zajc: skladbe Ivana pl. Zajca posvelene pjevackom drustvu
“Vijenac”, eds. Ines Foci¢ and Viktorija Cop (Zagreb: Katolicki bogoslovni fakultet
Sveucilista u Zagrebu, Hrvatsko drustvo crkvenih glazbenika, 2017).

55  Osnova Ilirskog Narodnog Skladnoglasja Druztva [Rules of the Illyrian National Mu-
sic Society], The Archdiocesan Seminary Archives, Vijenac Collection, box 2.
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ing with Vatroslav Lisinski, and publishing new statutes. These defined
the society’s purpose as “to promote and develop the art of music throughout
the homeland in general and to awaken a love for this art, with special regard
for the character of South Slavic music”.** This clearly reflected a desire to re-
organise and establish the Zagreb Music Institute as a national conservato-
ry. However, perhaps more decisive was the financial crisis of 1848, which
brought the Music Institute to the brink of dissolution. Ladislav Saban iden-
tified the causes of the financial crisis as a decrease in the number of mem-
bers and a decline in their financial capacity - including among the society’s
most generous patrons (such as Haulik).” In an effort to improve the situ-
ation, the Institute’s leadership took specific action at the highest levels. In
1848, the then-president of the Institute, Bishop Ivan Kralj (1792-1878, pres-
ident from 1847 to 1854), petitioned the Ban’s Council for the integration of
the Institute’s music school with the organ class of the teacher’s school. In
1849, he further appealed for the inclusion of the Institute within the frame-
work of the highest national educational and cultural institutions (such as
the museum, the Matrix croatica, library, theatre, and opera). At the invita-
tion of the Ban’s Council, a plan was drawn up to organise the Institute as
a conservatory, modelled on the Prague Conservatory. Although Ban Josip
Jelaci¢, who personally favoured the proposal, supported the idea, he was ul-
timately forced to reject it due to a lack of funds in the state treasury. Moreo-
ver, the immediate political circumstances — namely, the introduction of ab-
solutism — temporarily postponed the full realisation of these plans.
Although earlier literature often portrayed the 1850s as a period of
near-total interruption in concert life in Croatia — largely due to the ab-
sence of comprehensive research into concert activities and repertoire —
more recent studies (e.g. Kos, Miklausi¢-Ceran) emphasise the continuity
of musical practice during this decade.”® With regard to civic associations
in the field of musical art, the 1850s saw the emergence of male vocal en-
sembles known as Liedertafeln. These included the Warasdiner Mdnnerg-

56  Pravila DruZztva prijateljah muzike u Zagrebu [Rules of the Society of Friends of Mu-
sic in Zagreb] (Zagreb: Berzotiskom narodne tiskarnice dra Ljudevita Gaja, 1852), 1.

57  Saban, 150 godina Hrvatskog glazbenog zavoda, 71-3.

58  Koraljka Kos, “Hrvatska glazba u razdoblju romantizma,” in Hrvatska i Europa: kul-
tura, znanost i umjetnost. Sv. IV: Moderna hrvatska kultura od preporoda do mo-
derne (XIX. stoljeée) [Croatia and Europe: Culture, Science and Art. Vol. IV: Mod-
ern Croatian Culture from the Revival to Modernity (19" century)], ed. Mislav Jezi¢
(Zagreb: Skolska knjiga, 2006), 633—47; Snjezana Miklausi¢-Ceran, “Odrazi koncert-
noga zivota Zagreba izmedu 1826. i 1858. u zagrebackim novinama i ¢asopisima”
(PhD thesis, Muzicka akademija Sveucili$ta u Zagrebu, 2012).
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esangverein in Varazdin (1857), the Essegger Liedertafel in Osijek (1858),
the Liedertafel in Zagreb (1857), and the PoZeganer Liedertafel in Pozega
(1859). These ensembles are commonly perceived as foreign or Germanic,
and thus as rival entities to the national or domestic musical societies. The
case of the Zagreb Liedertafel, founded at the Zagreb Gymnasium by Jo-
hann Stohl, reveals several significant dynamics: (1) the importance of mu-
sical societies as a form of civic engagement, (2) the mechanisms of insti-
tutional control over such societies, and (3) the complexity and sensitivity
of decisions related to financing and the viability of their continued opera-
tion. In 1860, Johann Stohl was appointed as the educational supervisor of
the Music Institute’s school after his Liedertafel ensemble was swiftly incor-
porated into the Institute. While on the one hand, this appointment can be
interpreted as a political move aimed at monitoring the Society’s activities,
on the other it was, as Blazekovi¢ and Ries note, a strategically intelligent
decision by the Institute’s leadership. It ensured ongoing financial support
and prevented potentially damaging outcomes, such as member defection
to a competing society or the withdrawal of patrons from the Institute.”
The return of constitutional governance in 1860 marked a significant
resurgence in civic musical organisation. In the words of Iskra Ivelji¢, this
period witnessed “the release of long-suppressed cultural energy.”*® Among
the earlier musical societies, only the Zagreb Music Institute survived, and
in 1861 it was granted regular financial support by the Croatian Parliament.
However, the proposal to elevate the Institute to the status of a national
conservatory was rejected for financial reasons. Also in 1860, the Nation-
al Theatre was established, and in 1861 the Theatre Law was passed. It is
worth noting that the first initiative for the establishment of the National
Theatre was introduced during the 1840s, and in the 1850s there was an in-
itiative to found a National Theatre in Zagreb “under the patronage of Ban
Baron Josip Jelaci¢ as its principal instigator”.” This initiative took the form

59  Cf. Zdravko Blazekovi¢, “Narodni zemaljski glazbeni zavod (1860-1880) [National
Land Music Institute],” in Glazba osjenjena politikom. Studije o hrvatskoj glazbi iz-
medu 17. i 19. stoljeca (Zagreb: Matica hrvatska, 2002), 176-7; Sara Ries, “Musikvere-
in u Zagrebu i njegova $kola u prijelomnoj 1860 [The Croatian Music Institute and its
School in the Crucial Year 1860),” Arti musices 50, no. 1-2 (2019): 214. Cf. also Saban,
150 godina Hrvatskog glazbenog zavoda, 81-2.

60 Ivelji¢, “Kulturna politika u Banskoj Hrvatskoj 19. stoljeca,” 353.

61 Rules of the Joint-Stock Company for the Establishment of the National Theatre in
Zagreb, 13 December 1851, Archive of the Department for History of Croatian The-
atre, Croatian Academy of Sciences and Arts, Materials for Theatre History Collec-
tion, Year 1851.
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of a joint-stock company (1851), and a set of society statutes was drafted.
However, at that stage, the musical component had not yet been integrat-
ed into the theatre’s institutional framework.®* Toward the end of the 1850s,
several revisions of the society’s statutes were undertaken, but it was only
in 1860-1861, when the state formally assumed control over the theatre, that
the musical dimension gained equal footing: The Act on the South Slav-
ic Theatre of the Triune Kingdom (1861), Article 9, stipulated state funding
for the acquisition of two national operas by Vatroslav Lisinski from Albert
Striga, at the cost of 1,700 forints. Furthermore, the Theatre Statute of 1863
(Article 26) included provisions for the appointment of a permanent or-
chestra director.”

From the 1860s onward, musical activity in Croatia is most visibly
manifested in the establishment of numerous choral societies. The pre-
cursors to these societies can be found in the associations founded during
the Illyrian movement — namely, the Narodno ilirsko skladnoglasja drustvo
and the Prvo ilirsko glazbeno drustvo [The First Illyrian Music Society] —
the former affiliated with the seminary, the latter with the Royal Academy.
During the tenure of Ban Josip Sokéevi¢, and up to the Croatian-Hungar-
ian Settlement (1868), choral societies across continental Croatia submit-
ted their statutes for official approval. These were first received by the re-
spective city administrations and then forwarded to the Royal Lieutenancy
Council. In that period singing societies were established in Karlovac (Nar-
odno pjevacko drustvo u Karlovcu [National Singing Society in Karlovac] /
Druztvo karlovackih pjevacah [Karlovac Singer’s Society] (later Prvo hrvat-
sko pjevacko drustvo “Zora” [The First Croatian Singing Society “Zora”] in
1861),°* Pozega (Pozega Singing Society, developed from the Pozega Lieder-

62 “The purpose of the Society is to establish [...] a national theatre institute in Zagreb as
a seedbed of national dramatic art and dramatic literature.” Ibid.

63  For more on the history of the Croatian National Theatre, see Nikola Batusi¢, ed.,
Hrvatsko narodno kazaliste u Zagrebu: 1840-1860-1992 (Zagreb: Hrvatsko narodno
kazaliste, Skolska knjiga, 1992). For more on the context of the founding of the na-
tional theatre, and particularly on the role of music within it — specifically “an over-
view of the characteristics, challenges, and incentives surrounding the formation of
the opera department of the national theatre” — see: Vjera Katalini¢, “Aspirations and
Obstacles in the Institutionalization of the National Opera in Zagreb in the 1860s,”
in Music in Society. The Collection of Papers. No. 11: Music — Nation — Identity, eds.
Amra Bosni¢, Naida Huki¢, and Nerma HodzZi¢-Mulabegovi¢ (Sarajevo: Academy of
Music, University of Sarajevo, Musicological Society of the Federation of BiH, 2020),
391-426 [in Croatian and English].

64  The statutes of the Karlovac Singing Society were approved on 9 July 1861. However,
Abel Luksi¢ reported in his newspaper Glasonosa that the society had already exist-
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tafel in 1860/61 to 1863), Zagreb (Hrvatsko pjevacko drustvo “Kolo” [Cro-
atian Singing Society “Kolo”] in 1862, Croatian Typographers’ Singing
Society “Sloboda” in 1866), Osijek (Singing Society in Osijek, formed by
merging two earlier societies Kirchenmusikverein and Liedertafel in 1862),
Pakovo (Croatian Singing Society “Sklad” in 1863), Krizevci (Croatian
Singing Society “Zvono” in 1863), Petrinja (Petrinja Singing Society / Cro-
atian Singing Society “Slavulj” in 1864), Vukovar (Croatian Singing Socie-
ty “Dunav” in 1867).

The statutes of Croatian Singing Society “Kolo” in Zagreb served as a
model for the drafting of statutes in many other societies, and these con-
tinued to evolve throughout the century, adapting to new cultural practic-
es and societal expectations.

Singing societies were considered a desirable form of socialising for
several reasons. Primarily, their activities promoted the education (enlight-
enment) of the general population. Members were required to adhere to
specific, officially approved rules, and the functioning of the societies de-
pended on harmonious cooperation among their members. Singing was
also regarded as a favourable form of entertainment and it did not require
(significant) initial financial investment.® A brief period of decline in the
activities of singing societies with a pronounced national character oc-
curred during the tenure of Ban Levin Rauch (1868-1871), whose rule was
marked by repressive governance. In 1870, for instance, the Croatian Sing-
ing Societies “Kolo” and “Zora” were dissolved under the accusation that
they had “exceeded the boundaries set forth in their statutes through polit-
ical agitation”. In reality, however, their dissolution was prompted by the
fact that they “most conscientiously fulfilled their patriotic duty of awaken-

ed “for about ten years” (Anon., “Narodno pjevacko druztvo u Karlovcu [Nation-
al Singing Society in Karlovac],” Glasonos$a 2, no. 9o (8 November 1862): 3). Mono-
graphs on the society usually take the year 1858 as the beginning of its activity, the
year in which Janko Modru$an - upon returning from Vienna, where he had been
a member of a Viennese choral society — gathered a circle of friends united by their
shared love of singing and fellowship. However, the group remained informal until
the society’s formal establishment with the approval of its statutes in 1861.

65  Cf. Gjuro Klari¢, “Karlovacko pjevacko druztvo [Karlovac’s Singing Society],” Kar-
lovacki viestnik 1, no. 2 (13 January 1866): 9—10. See also: Anon., “Dvie tri o druztvih
[Two or three Words on Societies],” Karlovacki viestnik 1, no. 3 (20 January 1866):
18-9. An anonymous author (possibly the editor Ljudevit Tomsi¢) cites the Slovene
national reading rooms of Styria, Carniola, Carinthia, and Gorizia as exemplary
models of well-organised societies.
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ing Croatian national consciousness through Croatian song”.** The estab-
lishment and operation of (Croatian) singing societies thus represented a
meaningful contribution to Croatian culture — both as spaces for the ex-
plicit expression of national spirit and as agents of broader musical devel-
opment. These societies fostered the cultivation of musical audiences and
enabled musical engagement even in smaller communities. In the article
“Society of Friends of Music” from 1872, the author, signed with the initial
“D.”, reflects on the development of the musical milieu (in Zagreb and be-
yond), observing:

Music has therefore significantly progressed, gaining numerous friends
and supporters, as well as promoters and cultivators. [...] It was indeed
necessary to elevate our suppressed musical position, to blaze a trail,
and to seek and find friends and admirers of music, this noble art capa-
ble of stirring our entire being, and which is, at the same time, a vital
factor of social life. We have thus reached a turning point; we can now
proceed along a newly cleared path, and the near future will demon-
strate the power of musical practice, especially today, when there is
hardly a household or family not engaged with music. [...] From this
one may discern a certain tendency, a clear indication that the need
for music has become universal and that it is finally being rightfully
appreciated.’

Particularly noteworthy is the author’s proposal to establish an asso-

ciation, of private character and without any political features, that would
bring together musical amateurs, offering them an opportunity for further

66

67

Benjamin Zeininger, Hrvatsko pjevacko druztvo “Kolo” u Zagrebu (1862.-1892.): teca-
jem trideset godina. Jubilejski spis [Croatian Singing Society “Kolo” in Zagreb (1862—
1892): Over Thirty Years. Jubilee Paper] (Zagreb: Knjigotiskarski i litografijski zavod
C. Albrechta, 1892), 79.

D., “Druztvo prijateljah glasbe [Society of Friends of Music],” Narodne novine 38, no.
145 (26 June 1872): 1; no. 146 (27 June 1872): 1-2. In explaining the development and
significance of music, the author distinguishes between professional musicians and
artists — those for whom music is a vocation (an individual with ordinary talent be-
comes a competent musician, whereas one with exceptional, genius-level talent be-
comes an artist) — and friends of music, i.e. amateurs, for whom music constitutes a
part of general education and a form of leisure. It is this latter group that is credit-
ed with the dissemination and popularisation (“and thus making it more widespread
and popular among the people”) of music — beginning within the family setting and
subsequently extending to the broader public sphere.
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musical development through both performance and the appreciation of
“good music”."

The singing societies established during the tenure of the Ban Levin
Rauch were one church-affiliated society — the Croatian Singing Society “Vi-
jenac” (Zagreb, 1868) — as well as two founded in the territory of the Military
Frontier - the Croatian Singing Society “Danica” (Sisak, 1869) and the City
Singing Society “Sokol” (Glina, 1870). At the same time, however, the found-
ing of the opera ensemble at the Croatian National Theatre in Zagreb was
successfully accomplished, thanks to concerted efforts to bring Ivan pl. Zajc
from Vienna and secure increased annual state subsidies for the theatre.

The trend of founding singing societies would continue with almost
equal intensity until the 1890s. The establishment of the Hrvatski pjevacki
savez [Croatian Singing/Choral Union] in 1875 may be seen as the culmi-
nation of this singing movement. The primary objective of the Croatian
Singing Union was to promote national musical art, to support the work of
individual societies, and to encourage the establishment of new choral so-
cieties throughout the country. Initially, these societies were predominant-
ly civic in character; however, a diversification soon followed, with societies
forming around various professional and social groups, including students,
workers, craftsmen, civil servants, and educators. It is also important to
note that many singing societies maintained instrumental ensembles with-
in their membership. From the 1880s onward, tamburitza ensembles be-
came particularly widespread. Notable among them were the tamburitza
ensemble of the Music Society “Dunav” from Vukovar and the ensemble
affiliated with the student singing society “Hrvatska lira”. In 1886, an inde-
pendent tamburitza society — the Croatian Commercial Tamburitza Soci-
ety — was founded in Karlovac. Its aims were not only to promote national
music but also to adapt tamburitza music for performance in the bourgeois
salon setting.”” By this period, Sisak and Petrinja, now part of civil Croatia,
had become recognised centres for the making of tamburitzas.”

68 At present, no evidence has been found to suggest that such a society, intended to
gather amateurs as a counterpart to the Music Institute — which at the time was in-
creasingly oriented toward professionalisation — was established.

69  See more in: Lucija Konfic, “Rasprave o glazbenim institucijama i drustvima u kar-
lovackom tisku u ‘dugom’ 19. stolje¢u [Discussions on Musical Institutions and Soci-
eties in the Karlovac Press in the ‘Long’ 19" Century],” Arti musices 54, no. 2 (2023):
433-64.

70  Cf. Nada Bezi¢, “Tamburica — hrvatski izvozni proizvod na prijelazu 19. u 20. stolje-
¢e [The Tamburitza — A Croatian Export Product at the Turn of the 19" to the 20
Century],” Narodna umjetnost 38, no. 2 (2001): 97-115.
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By the beginning of the 20™ century, two contrasting political pe-
riods had also significantly shaped musical culture in Croatia. On one
hand, there was the era of the nationally oriented Ban Ivan Mazuranié¢
(1873-1880); on the other, the pro-Hungarian period under the Ban Karoly
(Dragutin) Khuen-Hédervary (1883-1903),”" which were explained in the
first chapter. It is also important to highlight two major cultural tendencies
that influenced the shaping of musical life. These were,

the nationalisation of culture, and the growing understanding of cul-
ture as not an exclusive domain or privilege of the intellectual elite, but
rather as a sphere of activity accessible to all — not only as consumers but
also as co-creators.”

As Ivelji¢ also points out:

This concept is ambivalent. On the surface, it appears to signal a liberal-
isation and even democratisation of the cultural sphere; yet, in reality, it
represents a new national monopolisation of culture, which suppresses
existing multiculturalism (linguistic and otherwise) imposing a nation-
al imprint upon everything.”

In conclusion, the following models of the relationship between music
and politics in Croatia, as they relate to the founding of various musical in-
stitutions and/or societies during the aforementioned period, may be sum-
marised thus:™

1. Functional model: The oldest of the models. Primarily concerns
military music in the narrower sense, as well as signal music in
urban contexts. It is rooted in the utilitarian function of music as
a tool of military organisation and urban administration.

2. Educational model: Emerged at the end of the 18" century. Applies
to music schools attached to Normalschulen, independent music
schools, and, to some extent, to music institutes and their affiliated
schools. Music education is aligned with the proper socio-politi-
cal order and sound pedagogical practice. Operates across the lev-

71 See also: Vjera Katalini¢, “Ban i/ili kralj? glazbene svecanosti u ¢ast velikodostojni-
ka u Zagrebu u drugoj polovici 19. stolje¢a [Ban and/or King? Musical Festivities in
Honour of High Dignitaries in Zagreb in the Second Half of the 19" Century],” Nar-
odna umjetnost 45, no. 2 (2008): 61-75.

72 Cf. Ivelji¢, “Kulturna politika,” 356.

73 Ibid.

74  These models often coexist and intertwine in practice, and many institutions and so-
cieties display characteristics of more than one model simultaneously.
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els of imperial/royal authority and municipal structures. The ruler
(emperor/king) authorises these institutions as part of the state’s
concern for the education of its subjects — aimed at training teach-
ers, educating broader social strata, and providing instruction
to underprivileged children. This model contributes to the shap-
ing of civic society by promoting both general and specialist (mu-
sical) education and reducing illiteracy.

Patronage model: Begins to take form in the 1820s. Encompasses
music institutes and, from the 1860s onwards, some music soci-
eties. Entails the patronage and material support of selected mu-
sic societies by influential individuals (e.g. patrons or “godfathers/
godmothers” of the institutions), which served to secure both
moral/artistic influence and a degree of oversight or control. Op-
erates on the level of the ban or bishop vis-a-vis associations/insti-
tutes; later also involves the nobility and the urban elite in relation
to music societies. This model supports the development of civic
society through collaboration among the aristocracy, high-rank-
ing clergy, and citizens.

Social (Socio-National) model: Emerges in the 1850s, with the es-
tablishment of music societies. Through control of statutes and
regulations, it contributes to the shaping of society (state/gov-
ernment — music society level). Includes singing societies, mixed
(singing-instrumental) societies, and instrumental groups such
as tamburitza and zither ensembles, as well as fire brigade bands.
Encourages desirable forms of sociability, both in society at large
and within multipurpose associations (e.g. the Trading Society
“Merkur”, volunteer fire brigades). It aims to strengthen national
spirit, exemplified by initiatives (not always realised) to establish
a national conservatory (ban - association, ban - king level). Pro-
motes national self-determination and enlightenment through
the authorisation of choral societies in urban and rural commu-
nities (state — town level), while also potentially suppressing such
efforts. Reflects a new social stratification — not simply aristocracy
vs citizens, but differentiation among citizens by profession, edu-
cation, and socio-economic status — and also signals an increas-
ing role of women in public life. This model is closely tied to the
strengthening of civic consciousness.
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5.  Representative model: Operates at the intersection of representa-
tional function, state or elite control, the development of national
culture, and the tastes of the broader public. Applies to theatres,
municipal ensembles, and large military orchestras (situated be-
tween representational and patronage models). Highly dependent
on substantial financial support (infrastructure, equipment, large
ensembles). Contributes to the shaping of civic society through
the development of cultural life and the cultivation of public taste,
but also to the professionalisation of musicians.

The Role of Composers in Musical Associations
and Their Perception in Society at Large

Musicians of the early 19" century were generally not perceived as compos-
ers. Their primary roles were those of performers, instrument players (most
commonly organists, though not exclusively) and singers, as well as mu-
sic teachers and/or Kapellmeisters. Some of the more skilled musicians also
composed music, not so much out of a personal need for artistic expression
but rather as a functional extension of their professional duties. Composi-
tion was thus understood as a necessary part of a musician’s skill set. The
role of composers within musical institutions can be observed through sev-
eral distinct forms:

a) asinitiators of musical institutions,

b) as directors of institutions or leaders of specific activities with-
in them,

c) asregular or honorary members of music institutions,

d) as authors of compositions dedicated to particular musical
institutions.

This section will highlight only the most prominent figures, given the
large number of musicians who, to varying degrees, contributed through-
out the 19" century within numerous musical societies.” It should also be
noted that in smaller towns musical life often depended entirely on the ef-
forts and expertise of a single musically educated individual. For instance,

75  Thus, composers whose work was not directly connected to any specific musical in-
stitution will not be discussed in detail here. For example, Ferdo Wiesner Livadi¢
(1799-1879), Fortunat Pintari¢ (1798-1867), Bela Adamovi¢ Cepinski (1856-1934),
Dragutin Carl pl. Turany (1805-1873); Franjo Krezma (1862-1881), or Dora Pejacevi¢
(1885-1923).
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in a job advertisement for a music teacher and Kapellmeister in Krizev-
ci in 1853, in addition to regular duties as an organist and conductor, it was
stated:

For guidance and the information of applicants, it is noted that in ad-
dition to the aforementioned regular salary, the position also includes
the school stipend [Organisten-Stola] — and, due to the general lack of
such individuals in the entire area, the opportunity to earn a signifi-
cant supplementary income through various musical services and pri-
vate instruction.”

While it is known that Franz Zihak (c. 1770-1817), the first music teach-
er in Karlovac, also composed music,” no compositional output has been
preserved (or discovered) for the first teachers at the Krizevci Music Insti-
tute — Franz Mann, Michael Pollischansky/Bollischansky, and Ignaz Skra-
bal/Skrabal. In Varazdin, the name of Leopold Ignaz Ebner (1769-1830)
stands out. Although he did not participate in the founding of the Varazdin
Music Institute, his work as a music teacher, organist, and skilled compos-
er laid the groundwork for its establishment. The figure most closely asso-
ciated with the Institute’s foundation was Johann/Ivan Gottfried Linden-
thal, who served as director of the newly established music school, led the
orchestra, and taught singing, violin, and piano. He also composed both sa-
cred and secular works.”™

The dominant musical figure in early 19'"-century Zagreb was Georg
Karl (Juraj Karlo) Wisner von Morgenstern (1783-1855).”” He likely arrived in
Zagreb in 1818 as secretary to Count Erdédy (according to Nada Bezi¢, pos-
sibly Josip IV or Juraj V or VI). As the most highly educated musician in the
city at the time, Wisner became one of the founders of the Zagreb Music In-

76 “Sluzbeni list. Br. 1230 Natiecaj,” Carsko-kr. sluzbene narodne novine 19, no. 259 (12
November 1853): 781.

77  Based on a report from the Magistrate dated 1810, Ljiljana S¢edrov states that the
composer wrote 13 Masses, several symphonies, arias, and other sacred composi-
tions. S¢edrov, “Franz Zihak,” 263.

78  Ana Cizmi¢, “Lidenthal, Ivan Gottfried (Johann),” in Hrvatski biografski leksikon,
online edition, 2013, https://hbl.lzmk.hr/clanak/lindenthal-ivan-gottfried.

79  Cf. Anton Goglia, “Juraj Karlo Wisner pl. Morgenstern,” Sveta Cecilija 35, no. 374
(1941): 38; Sveta Cecilija 36, no. 1 (1942): 15-23; Nada Bezi¢, “Prilozi za biografiju
Georga (Jurja) Karla Wisnera von Morgensterna, uoci 159. obljetnice smrti,” Arti
musices 35, no. 1 (2004): 47-61; Beni¢ Zovko, “Institucionalizacija glazbenoga obra-
zovanja u Zagrebu,” 690-1.
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stitute.” He was also an honorary member of the Philharmonic Society in
Ljubljana (from 1824), as well as those in Bratislava, Eisenstadt, and Sopron.
Wisner served as a music teacher at the Institute’s school, conductor of the
Institute’s orchestra, and director of the school.” His compositional output
includes approximately 30 to 40 works, predominantly sacred music, but also
orchestral and chamber music, and works for soloists or choir with orchestra.
He is also believed to have authored or contributed to the drafting of the In-
stitute’s first statute.” Wisner played a particularly important role during the
financial crisis of the Zagreb Music Institute in 1848/49. As Saban notes:

The dedicated instructors Wisner-Morgenstern, PoliSanski, and
Schnaidtinger generously declared themselves willing to forgo their
contractual salaries and instead be satisfied with receiving equal por-
tions of whatever funds remained in the treasury each month after es-
sential expenses had been paid - even if that meant working without
pay — so that the school would not be disbanded and the efforts of so
many years would not be lost.”

Wisner was also instrumental in initiating the establishment of
a Music Institute in Petrinja, following the model of the Zagreb Insti-
tute’s regulations, and recommended Wilhelm Weiss as the music teach-
er there.

Alongside Wisner Morgenstern, a significant role in the founding of
the Music Institute in Zagreb was played by the flautist and composer Fra-
njo Ksaver Cackovi¢ Vrhovinski (1789-1865). A judge by profession, he re-
ceived private musical instruction from a teacher known only as Marindl.
His compositions, influenced and inspired by the Croatian National Re-
vival, are based on patriotic Croatian melodies.** From the outset, he was
active in the Music Institute as a member of the governing board and an

80 Nada Bezi¢ proposes the hypothesis that one of the possible motivations for Morgen-
stern’s initiative to establish the Music Institute as a “more permanent post” was the
fact that, in 1827, he was dismissed from his position as cathedral chorister due to
complaints. Bezi¢, “Prilozi za biografiju Georga (Jurja) Karla Wisnera von Morgen-
sterna,” 53.

81  Among others, his students included the composers Ivan Padovec, Franjo Pokorni,
Mijo Hajko, Fortunat Pintari¢, Josip Juratovi¢, and Vatroslav Lisinski.

82  Cf. Bezi¢, “Prilozi za biografiju Georga (Jurja) Karla Wisnera von Morgensterna,” 57;
Tuksar, “Erhohte Bildung des Gefiihls,” 161-2.

83  Saban, 150 godina Hrvatskog glazbenog zavoda, 73.

84 Ladislav Saban, “Cackovi¢ Vrhovinski, Franjo Ksaver,” in Hrvatski biografski lek-
sikon, online edition, 1993, https://hbl.lzmk.hr/clanak/cackovic-vrhovinski-franjo
-ksaver.
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executive member, serving as head of the school from 1848 to 1850, and
he played a key role in the reorganisation of the school in 1850. Upon the
founding of the Croatian Singing Society “Kolo”, he was named an honor-
ary member, alongside Josip Juratovi¢ (1796-1872) and Ferdo Livadi¢. In his
will, he bequeathed all his compositions and a donation of 100 forints to the
Music Institute.

By the mid-19" century, several other important musical figures may also
be mentioned: Ivan Padovec (1800-1873), guitarist and composer — while his
exact role in the founding of the Zagreb Music Institute has not been firmly es-
tablished, he was one of its earliest members; Valentin JeZek/Jeschek (?-1835),
composer, violinist, and music pedagogue - a violin teacher at the Institute’s
music school in Zagreb;” Antun Kirschhofer (1807-1849), violinist, composer,
and conductor - a violin teacher at the newly established music school of the
Zagreb Music Institute; Josip Juratovi¢ (1796-1872), composer, organist, and
conductor - a representative of sacred music, he served as a singing teacher at
the Zagreb seminary (1821-1867) and worked to improve both the repertoire
and performance standards of the Zagreb cathedral. Juratovi¢ was active both
in the Narodno ilirsko skladnoglasja drustvo and in the Zagreb Music Institute
(as a member of the governing board from 1838 to 1868, and from 1851 on the
committee for the music school and concert organisation).

From the late 1830s, the first generation of students from the Zagreb
Music Institute began contributing through their involvement in various
musical associations. Mijo Hajko (1820-1848), even as a theology student
and recent graduate of the music school, took part in founding the Narodno
ilirsko skladnoglasja drustvo, serving as its president in 1841-42.*° His com-
positions were performed at the society’s concerts.

A turning point in the perception of composers, the role of society in
their development, and their broader social function came with the work

85  According to Nada Bezi¢, both Padovec and Jezek were detained for a day due to their ad-
vocacy for the Music Institute, after insisting on holding a concert that the city authorities
had prohibited. Nada Bezi¢, “Jezek, Valentin (Jeschek),” in Hrvatski biografski leksikon,
online edition, 2005, https://hbl.Izmk.hr/clanak/jezek-valentin. He composed around 20
works, including for solo flute or flute with other instruments, and pieces for orchestra. Cf.
also Antun Goglia, “Franjo Ksaver Cackovi¢ Vrhovinski,” Zagreb 9, no. 1-2 (1941): 17-23.

86  Alongside Hajko, the principal initiators of the Seminary Singing Society were Edu-
ard Fink, Franjo Gaspari¢, and Dragutin Koenig, all of whom were also students of
the Zagreb Music Institute.
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(and premature death) of Vatroslav Lisinski (1819-1854)."” As early as 1855,
Josip Vranyczany articulated this as follows:

This outstanding South Slavic composer, who now, regrettably, lives on
only through his excellent works and in the memory of those who knew
him, owes, just like every other talent, his beginning and emergence to
an external event, an external influence that awakened him, that opened
the path he was to follow. Without that influence many a talent would
remain buried, unable to shake off the iron chains that cruel fate often
imposes.™

These “external influences” in the pre-revolutionary period were a
combination of Lisinski’s talent and personal dedication (supported by Al-
bert Ognjan Striga) and the favourable political moment.” This resulted
in numerous vocal and instrumental works in the national spirit, and ul-
timately in the creation of the first Croatian national opera, Ljubav i zlo-
ba [Love and Malice] in 1846. This fortunate combination, paired with the
unfortunate circumstance of the composer’s early death in 1854, led, in the
early 1860s, to the formation of an image of Lisinski as a national hero in
the field of music — primarily as a composer. His vital role during the afore-
mentioned periods of crisis in the Zagreb Music Institute, particularly in its
restructuring and in drafting a modernised version of the Institute’s regu-
lations, a task he undertook voluntarily, faded into the background. Sim-
ilarly overlooked were his efforts as a concert organiser and as conductor
of the Institute’s choir and orchestra.”” However, we support the view ex-

87  See more in: Koraljka Kos and Marijana Pintar, “Lisinski, Vatroslav (Fuchs, Fuhs,
Fuks, Fux; Ignacije),” in Hrvatski biografski leksikon, online edition, 2013, https://hbl
Jlzmk hr/clanak/lisinski-vatroslav. Also: Lovro Zupanovié, Vatroslav Lisinski: Zivot,
djelo, znacenje (Zagreb: JAZU, 1969); Vjera Katalini¢, “Vatroslav Lisinski i njegovi su-
vremenici u mrezi glazbenih institucija [Vatroslav Lisinski and His Contemporaries
in the Network of Music Institutions],” in Music, Arts and Politics: Revolutions and
Restorations in Europe and Croatia, 1815-1860. On the Occasion of 200" Anniversary
of Vatroslav Lisinski and 160™ Anniversary of the Death of Ban Josip Jelaci¢, 25-44.

88 Josip Vranyczany, “Vatroslav Lisinski,” manuscript, Croatian State Archives, HR-
HDA-782 Obitelj Vranyczany, Box 1.

89  See more in: Stanislav Tuksar, “Lisinski — 1848 — Jeladi¢: Music, Arts and Politics in
the Life of the Young Man as Artist,” in Music, Arts and Politics: Revolutions and
Restorations in Europe and Croatia, 1815-1860. On the Occasion of 200™ Anniversary
of Vatroslav Lisinski and 160" Anniversary of the Death of Ban Josip Jelaci¢, 125-32.

90  Itshould also not be forgotten that, in addition to his involvement in the Zagreb Mu-
sic Institute, Lisinski was a member, conductor, and musical/artistic director of the
Prvo ilirsko glazbeno drustvo [First Illyrian Music Society], a secular singing society
composed of university youth, founded in 1840 by Albert Striga.
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pressed by Rozina Pali¢-Jelavi¢, who argues that Lisinski, “not only through
his work as a composer but through his overall musical engagement, contrib-
uted to the modernisation of contemporary Croatia”.”"

From the 1860s onward, it is necessary to highlight the names of the
first conductors (so-called technical directors) of Croatian choral socie-
ties: Oton Hauska (1809-1868; “Zora“ Karlovac), Vilim Just/Wilhelm Justh
(1826-1883; Pozega Singing Society), Slavoljub/Eduard Frantisek Lzicar
(1832—1901; “Kolo” Zagreb), Ivan Nepomuk Hummel (1820-1896; Osijek
Singing Society), Ivan Nepomuk Trischler (father) (1823-1897), later Dragu-
tin Trischler (son) (1857-1918), Hinko Hladacek (1837-1891) (“Sklad” Pak-
ovo), Ivan Laksar (1823-1881; “Zvono” Krizevci), Joseph/Josip Bfiza (1835—
1901; “Slavulj” Petrinja), Gjuro Eisenhuth (1841-1891; “Sloboda” Zagreb),
Antun Widhalm (“Dunav” Vukovar), Josip Zittenbaut (“Davor” Slavonski
Brod), Ivan Tropsch (1830-1913; “Sloga” Vinkovci), Josef Mazanek (1818—
1882; “Dvojnice” Bjelovar), Josip Vanjek (1844-1905; “Jeka” Samobor), and
Tomo Sestak (1852-1921; “Podravac” Koprivnica). These individuals were
mostly musicians who had come to Croatia from abroad, specifically from
other parts of the Habsburg Monarchy, and mostly from Bohemia (mod-
ern-day Czech Republic), such as Hauska, Lzi¢ar, Laksar, Bfiza, Tropsch,
Mazanek, Sestak, and Prohaska. Others arrived from Hungary (Hum-
mel) and Germany (Just). While their importance in founding and lead-
ing these singing societies is indisputable, as well as their broader contri-
butions to the musical life of their respective communities, the quality of
their compositional work varied. One notable exception is Gjuro Eisen-
huth (1841-1891), often referred to as the “Zagreb Strauss” of the pre-Za-
jc era.”” Trained in Zagreb and Vienna, Eisenhuth founded an orchestra
in Zagreb in 1861 with which he regularly organised concerts. From the
1860s on he occasionally played in the theatre orchestra, and from 1881 he
served as concertmaster, and later as conductor of operettas and operas. A
multi-talented figure, Eisenhuth also worked as a soloist, chamber musi-
cian,” and music pedagogue. He founded the orchestra of the Zagreb Fire
91 Rozina Pali¢-Jelavi¢, “Drustveni, politicki i ideologijski kontekst stvaralastva Va-

troslava Lisinskoga na podrucju zborske glazbe. U povodu 190. obljetnice rodenja

Vatroslava Lisinskoga i 200. obljetnice rodenja Ljudevita Gaja,” Povijesni prilozi 39

(2010): 155.

92 For more on Eisenhuth, see Antun Goglia, “Gjuro Eisenhuth,” Sv. Cecilija 20, no. 2

(1926): 37-48; Ivona Ajanovi¢-Malinar, “Eisenhuth, Gjuro,” in Hrvatski biografski

leksikon, online edition, 1998, https://hbl.lzmk.hr/clanak/eisenhuth-gjuro.

93  He performed in a trio with V. Lichtenegger (piano) and I. Oertl (cello); in a piano
quartet with I. Zajc (piano), E. Simm (viola), and I. Oertl (cello); and in string quar-


https://hbl.lzmk.hr/clanak/eisenhuth-gjuro

SKLADATELJSKA DRUSTVA NEKOC IN DANES | COMPOSERS  SOCIETIES PAST AND PRESENT

Brigade, conducted the Workers’ and Craftsmen’s Society “Sloboda”, the
Singing Society “Merkur”, the University Singing Society “Hrvatska lira”,
and from 1873 to 1891 the Croatian Singing Society “Kolo”. He was also a
founding member of the Church Music Society in Zagreb (1872), where
he worked on enhancing the sacred repertoire and performance practic-
es, particularly as organist of St Mary’s Church. Eisenhuth’s compositional
output reflects his deep involvement in practical music-making and the
ensembles he directed. He composed around 220 works, including cho-
ral pieces, songs, duets, sacred music, orchestral and chamber works, two
operas, an operetta, and dance music, among others. Highlighting his pro-
lific activity and commitment, Goglia noted: “There was hardly a concert in
Zagreb in which he did not participate... Everywhere, he was the soul of the
event and gave himself entirely.”’*

The central musical figure of the latter half of the 19th century, howev-
er, is Ivan Zajc (1832-1914).” After a successful period in Vienna (1862-1869)
where he built his reputation as a composer of operettas and comic operas,
Zajc came to Zagreb in 1870 with a clear mission:

To establish the first permanent national opera house, form a profes-
sional ensemble, create a standard repertoire, including national works,
and simultaneously organise professional music education.”

tets, frequently with D. Prettner (second violin), I. Schneider (viola), and his brother
Josip Eisenhuth (cello). He also played in various quintets, a sextet, an octet, as well
as in Eisenhuth’s piano trio, which was formed in 1890 and included his brother Jo-
sip and his daughter Luisa (piano).

94  Goglia, “Gjuro Eisenhuth,” 38.

95  From 1855 on, Ivan Zajc was the leading musician in his native city of Rijeka, where
he served as concertmaster and conductor of the theatre orchestra, organist and
choirmaster, as well as an organiser of concerts and civic festivities. The composi-
tions he wrote during this period were intended specifically for performance by the
ensembles he directed, or for teaching purposes and student performances at Rijeka’s
Philharmonic Institute. See more on Zajc in Vjera Katalini¢ and Rozina Pali¢ Jelavi¢,
“Zajc, Ivan,” in Hrvatski biografski leksikon, online edition, 2016, https://hbl.lzmk
.hr/clanak/zajc-ivan; Hubert Pettan, Ivan Zajc (Zagreb: Prosvjetni sabor Hrvatske,
1971); Stanislav Tuksar, ed., Ivan Zajc (1832-1914): Musical Migrations and Cultural
Transfers in the “Long” 19th Century in Central Europe and Beyond (Zagreb: Croatian
Musicological Society, 2016); Rozina Pali¢ Jelavi¢, Ivan pl. Zajc: Hrvatska nacionalna
povijesna operna trilogija: Mislav, Ban Leget, Nikola Subi¢ Zrinjski [Ivan von Zajc:
Croatian National Historical Opera Trilogy: Mislav — Ban Leget — Nikola Subi¢ Zrin-
jski] (Zagreb: Croatian Musicological Society, 2023); Antun Goglia, Ivan pl. Zajc: o
stotoj godisnjici njegova narodjenja (Zagreb: Tisak nadbiskupijeske tiskare, 1932).

96  Katalini¢ and Pali¢ Jelavi¢, “Zajc, Ivan.”
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He served as director and principal conductor of the newly established
opera until 1889, and as director and teacher at the Zagreb Music Insti-
tute until his retirement in 1908. Zajc’s compositional output — over 1,200
works — was both prolific and adapted to the needs of the local music scene.
He wrote operas, operettas, choral works (including dedicatory pieces for
nearly every choral society of the time), songs, instrumental music, and
numerous sacred compositions. Many works were written for pedagogical
purposes.

Although he cannot be compared to Zajc in terms of composition,
Franjo Ksaver Kuha¢ (1834-1911) also stands out for his overall influence on
musical culture and associations.”” His ideas, rooted in the Illyrian move-
ment, and published in both books and periodicals, profoundly shaped
public discourse about music and musical culture in Croatia during the
second half of the 19" century.

By the end of that century and at the turn of the 20", one more com-
poser must be mentioned: Franjo Serafin Vilhar-Kalski (1852-1928).”° He
had been active in Croatia since 1881, serving as director of the Music Insti-
tute in Karlovac (1881-84), choirmaster in Sisak (1884-86), Split (1886-89),
and Gospi¢ (1889-91), and from 1891 onwards as regens chori at St Mark’s
Church in Zagreb. He is regarded as the most prominent Croatian compos-
er of non-Croatian origin at the turn of the century. Vilhar-Kalski com-
posed over 300 works, including solo songs, choral pieces, instrumental
compositions (for piano, string quartet, and orchestra), as well as operas
and operettas. In his compositions, he frequently drew upon elements of
Croatian folk melodies, integrating them into his musical language.

97  Grozdana Maro$evi¢ and Sanja Majer-Bobetko, “Kuha¢, Franjo Ksaver,” in Hrvat-
ski biografski leksikon, online edition, 2013, https://hbl.lzmk.hr/clanak/kuhac-franjo
-ksaver; Vjera Katalini¢ and Stanislav Tuksar, eds., Franjo Ksaver Kuha¢ (1834-1911):
glazbena historiografija i identitet / Musical Historiography and Identity (Zagreb:
Croatian Musicological Society, 2013); Jerko Bezi¢, ed., Zbornik radova sa znanstve-
nog skupa odrzanog u povodu 150. obljetnice rodenja Franje Ksavera Kuhaca (1834-
1911), Zagreb, 20-21. studenoga 1984. (Zagreb: JAZU, Razred za muzicku umjetnost,
Muzikoloski zavod Muzicke akademije, 1984).

98  Anon., “Franjo Vilhar,” Sv. Cecilija 6, no. 9 (1912): 82—3; Sanja Majer-Bobetko, “Djelova-
nje stranih (osobito ¢eskih) glazbenika u drugoj polovici 19. stolje¢a u nasim krajevima
[Activities by Foreign (Especially Czech) Musicians in the Second Half of the 19" Cen-
tury in the Croatian Lands],” Rad HAZU, Book 7= Book 455 (2005): 195-201.

193


https://hbl.lzmk.hr/clanak/kuhac-franjo-ksaver
https://hbl.lzmk.hr/clanak/kuhac-franjo-ksaver

SKLADATELJSKA DRUSTVA NEKOC IN DANES | COMPOSERS  SOCIETIES PAST AND PRESENT

Conclusion

This study has examined the formation and development of various types of
musical institutions and societies within the broader framework of the po-
litical and socio-cultural circumstances of the “long 19" century”. Through
an analysis of the interplay between musical life and contemporary polit-
ical structures, five characteristic models of the relationship between mu-
sic and political authority have been identified: the functional, educational,
patronage, social, and representative models. These frameworks reflect the
ways in which power structures influenced, regulated, or supported musi-
cal associations, and how such institutions, in turn, contributed to the cul-
tural shaping of civil society.

In the overview of the key composer figures who played a significant
role in the establishment and/or functioning of various musical associa-
tions throughout the 19™ century, several conclusions can be drawn, as fol-
lows. Over the course of the 19" century, the perception of the compos-
er and of compositional work evolved from a marginal to the central and
most prominent aspect of musical activity. Compositional work also be-
came integral to the articulation of national and civic identities. Through
their creative work and organisational involvement, composers ensured the
continuity of institutional functioning, as well as the cultural relevance of
musical societies. Professionally educated musicians, through their knowl-
edge and skills, guaranteed artistic standards in both compositional and
performance contexts. Ultimately, given the prominent role that musical
societies played in the broader modernisation of society, the musicians who
led these institutions were of crucial importance in that process.

Bibliography

Archival Sources

Archive of the Department for History of Croatian Theatre, Croatian Academy
of Sciences and Arts, Zagreb, Materials for Theater History Collection,
Year 1851, Rules of the Joint-Stock Company for the Establishment of the
National Theatre in Zagreb, 13 December 1851.

Croatian State Archives, Zagreb, HR-HDA-782 Obitelj Vranyczany, Box 1.
Vranyczany, Josip. “Vatroslav Lisinski.” Manuscript.

National Archive of Hungary, Budapest, HU-MNL-OL-A39, Fons 10, 8135,
Document 23426/1253, 26 July 1804.

National Archive of Hungary, Budapest, HU-MNL-OL-Cs1, Fons 5, pos. 20,
Document 12130, 8 May 1827.

194



BETWEEN MUSIC AND POLITICS: THE ROLE OF COMPOSERS IN MUSICAL SOCIETIES ...

National Archive of Hungary, Budapest, HU-MNL-OL-C69 Departamentum
scholarum nationalium, Fons 8, Pos. 1, Document 24608, 15 December 1812.

National Archive of Hungary, Budapest, HU-MNL-OL-Cé69 Departamentum
scholarum nationalium, Fons 8, Pos. 1, Document 709, 13 January 1813.

The Archdiocesan Seminary Archives, Zagreb, Vijenac Collection, box 2, Osnova
Ilirskog Narodnog Skladnoglasja Druztva [Rules of the Illyrian National
Music Society].

Literature

Ajanovi¢-Malinar, Ivona. “Eisenhuth, Gjuro.” In Hrvatski biografski leksikon,
online edition, 1998. https://hbl.lzmk hr/clanak/eisenhuth-gjuro.

“Banska vlada.” In Hrvatska enciklopedija, online edition. https://enciklopedija
.hr/clanak/banska-vlada.

Batusi¢, Nikola, ed. Hrvatsko narodno kazaliste u Zagrebu: 1840-1860-1992.
Zagreb: Hrvatsko narodno kazaliste, Skolska knjiga, 1992.

Beni¢ Zovko, Marija. “Institucionalizacija glazbenoga obrazovanja u Zagrebu.
Zaceci glazbenoga obrazovnog sustava [The Institutionalization of Musical
Education in Zagreb. The Beginnings of the System of Musical Education].”
In Music, Arts and Politics: Revolutions and Restorations in Europe and
Croatia, 1815-1860. On the Occasion of 200™ Anniversary of Vatroslav Lisinski
and 160™ Anniversary of the Death of Ban Josip Jelacié, edited by Stanislav
Tuksar, Vjera Katalini¢, Petra Babi¢, and Sara Ries, 679-93. Zagreb:
Department for History of Croatian Music, Croatian Academy of Sciences
and Arts — Croatian Musicological Society, 2021.

Bezi¢, Jerko, ed. Zbornik radova sa znanstvenog skupa odrzanog u povodu
150. obljetnice rodenja Franje Ksavera Kuhaca (1834-1911), Zagreb, 20-21.
studenoga 1984. Zagreb: JAZU, Razred za muzi¢ku umjetnost, Muzikoloski
zavod Muzicke akademije, 1984.

Bezi¢, Nada. “Jezek, Valentin (Jeschek).” In Hrvatski biografski leksikon, online
edition, 200s. https://hbl.Izmk.hr/clanak/jezek-valentin.

Blazekovi¢, Zdravko. “Narodni zemaljski glazbeni zavod (1860-1880) [National
Land Music Institute].” In Glazba osjenjena politikom. Studije o hrvatskoj
glazbi izmedu 17. i 19. stoljeca, 168-211. Zagreb: Matica hrvatska, 2002.

Cizmi¢, Ana. “Lidenthal, Ivan Gottfried (Johann).” In Hrvatski biografski
leksikon, online edition, 2013. https://hbl.lzmk.hr/clanak/lindenthal-ivan
-gottfried.

Decker, Philipp. “The Building of Nations in Habsburg Central Europe, 1740-1914.”
PhD thesis, London School of Economics and Political Science, 2017.

Goglia, Antun. Ivan pl. Zajc: o stotoj godisnjici njegova narodjenja. Zagreb: Tisak
nadbiskupijeske tiskare, 1932.

195


https://hbl.lzmk.hr/clanak/eisenhuth-gjuro
https://enciklopedija.hr/clanak/banska-vlada
https://enciklopedija.hr/clanak/banska-vlada
https://hbl.lzmk.hr/clanak/jezek-valentin
https://hbl.lzmk.hr/clanak/lindenthal-ivan-gottfried
https://hbl.lzmk.hr/clanak/lindenthal-ivan-gottfried

SKLADATELJSKA DRUSTVA NEKOC IN DANES | COMPOSERS’ SOCIETIES PAST AND PRESENT

Golec, Ivica. Vojni komuniet Petrinja kao gospodarsko i prosvjetno srediste Banske
krajine (1777.-1871.) [The Petrinja Militir-Kommunitit as the Economic
and Educational Center of the Banska Krajina Region (1777-1871)]. Sisak:
Drzavni arhiv u Sisku, Hrvatski institut za povijest, 2003.

Gross, Mirjana. Poceci moderne Hrvatske. Zagreb: Globus, 1985.
Gross, Mirjana. Prema hrvatskome gradanskom drustvu. Zagreb: Globus, 1992.

Ivelji¢, Iskra. “Prevlast unionista. Hrvatske zemlje od 1883.-1903. godine,” in
Hrvatska i Europa. Moderna hrvatska kultura od preporoda do moderne,
Vol. 4, edited by Josip Bratuli¢, Josip Voncina, and Dubravko Jel¢i¢, 93-102.
Zagreb: Skolska knjiga, 2010.

Katalini¢, Vjera, and Stanislav Tuksar, eds. Franjo Ksaver Kuha¢ (1834-1911):
glazbena historiografija i identitet / Musical Historiography and Identity.
Zagreb: Croatian Musicological Society, 2013.

Katalini¢, Vjera, and Rozina Pali¢ Jelavi¢. “Zajc, Ivan.” In Hrvatski biografski
leksikon, online edition, 2016. https://hbl.lzmk.hr/clanak/zajc-ivan.

Katalini¢, Vjera. “Aspirations and Obstacles in the Institutionalization of the
National Opera in Zagreb in the 1860s.” In Music in Society. The Collection
of Papers. No. 11: Music — Nation — Identity, edited by Amra Bosni¢, Naida
Huki¢, and Nerma Hodzi¢-Mulabegovi¢, 391-426. Sarajevo: Academy of
Music, University of Sarajevo, Musicological Society of the Federation of
BiH, 2020.

Katalini¢, Vjera. “Vatroslav Lisinski i njegovi suvremenici u mrezi glazbenih
institucija [Vatroslav Lisinski and His Contemporaries in the Network
of Music Institutions].” In Music, Arts and Politics: Revolutions and
Restorations in Europe and Croatia, 1815-1860. On the Occasion of 200"
Anniversary of Vatroslav Lisinski and 160™ Anniversary of the Death of
Ban Josip Jelaci¢, edited by Stanislav Tuksar, Vjera Katalini¢, Petra Babi¢
and Sara Ries, 25-44. Zagreb: Department for History of Croatian Music,
Croatian Academy of Sciences and Arts, Croatian Musicological Society,
2021.

Kolak Bo$njak, Arijana. “Drustvene strukture hrvatskih zemalja od 1790. do
1848.” In Temelji moderne Hrvatske. Hrvatske zemlje u dugom 19. stoljecu,
edited by Jasna Turkalj and Vlasta Svoger, 134-43. Zagreb: Matica hrvatska,
2016.

Koprek, Katarina. “Ivan pl. Zajc i glazbeno pjevacko drustvo “Vijenac’.”
Introductory study in Pjevacko drustvo “Vijenac” i Ivan pl. Zajc: skladbe
Ivana pl. Zajca posvelene pjevackom drustvu “Vijenac”, edited by Ines Foci¢
and Viktorija Cop. Zagreb: Katoli¢ki bogoslovni fakultet Sveucilista u
Zagrebu, Hrvatsko drustvo crkvenih glazbenika, 2017.

Kos, Koraljka. “Hrvatska glazba u razdoblju romantizma.” In Hrvatska i Europa:
kultura, znanost i umjetnost. Sv. IV: Moderna hrvatska kultura od preporoda

196


https://hbl.lzmk.hr/clanak/zajc-ivan

BETWEEN MUSIC AND PoLITICS: THE ROLE OF COMPOSERS IN MUSICAL SOCIETIES ...

do moderne (XIX. stoljece) [Croatia and Europe: Culture, Science and Art.
Vol. IV: Modern Croatian Culture from the Revival to Modernity (19"
century)], edited by Mislav Jezi¢, 633-47. Zagreb: Skolska knjiga, 2006.

Kos, Koraljka, and Marijana Pintar. “Lisinski, Vatroslav (Fuchs, Fuhs, Fuks,
Fux; Ignacije).” In Hrvatski biografski leksikon, online edition, 2013. https://
hbl.lzmk hr/clanak/lisinski-vatroslav.

Markus, Tomislav. “Trojedna Kraljevina Hrvatska, Slavonija i Dalmacija od 1790.
do 1918.” In Temelji moderne Hrvatske. Hrvatske zemlje u dugom 19. stoljecu,
edited by Jasna Turkalj and Vlasta Svoger, 3-28. Zagreb: Matica hrvatska,
2016.

Marosevi¢, Grozdana, and Sanja Majer-Bobetko. “Kuhac, Franjo Ksaver.” In
Hrvatski biografski leksikon, online edition, 2013. https://hbl.lzmk.hr/clanak
/kuhac-franjo-ksaver.

“Mazurani¢, Ivan.” In Hrvatska enciklopedija, online edition. https://
enciklopedija.hr/clanak/mazuranic-ivan.

Miklausi¢-Ceran, Snjezana. “Odrazi koncertnoga Zivota Zagreba izmedu 1826.
i1858. u zagrebac¢kim novinama i ¢asopisima.” PhD thesis, Muzi¢ka
akademija Sveucilista u Zagrebu, 2012.

“Narodna stranka.” In Hrvatska enciklopedija, online edition. https://
enciklopedija.hr/clanak/narodna-stranka.

Pali¢ Jelavi¢, Rozina. Ivan pl. Zajc: Hrvatska nacionalna povijesna operna
trilogija: Mislav, Ban Leget, Nikola Subi¢ Zrinjski [Ivan von Zajc: Croatian
National Historical Opera Trilogy: Mislav — Ban Leget — Nikola Subi¢
Zrinjski]. Zagreb: Croatian Musicological Society, 2023.

Pavlicevi¢, Dragutin. Povijest Hrvatske. Zagreb: Naklada Pavici¢, 2002.

Peri¢, Ivo. “Hrvatski narodni preporod - ilirski pokret.” In Povijest Hrvata.
Druga knjiga, od kraja 15. st. do kraja Prvoga svjetskog rata, edited by Franko
Mirosevié, 384-93. Zagreb: Skolska knjiga, 2005.

Peri¢, Ivo. “Pretpreporodno doba.” In Povijest Hrvata. Druga knjiga, od kraja
15. st. do kraja Prvoga svjetskog rata, edited by Franko Miro$evi¢, 366-78.
Zagreb: Skolska knjiga, 200s.

Pettan, Hubert. Ivan Zajc. Zagreb: Prosvjetni sabor Hrvatske, 1971.

Pravila Druztva prijateljah muzike u Zagrebu [Rules of the Society of Friends of
Music in Zagreb]. Zagreb: Berzotiskom narodne tiskarnice dra Ljudevita
Gaja, 1852.

Standi¢, Niksa. Hrvatska nacija i nacionalizam u 19. i 20. stolje¢u. Zagreb: Barbat,
2002

Stanci¢, Niksa. “Jelaci¢, Josip.” Hrvatski biografski leksikon, online edition.
https://hbl.lzmk.hr/clanak/jelacic-josip-ban.

197


https://hbl.lzmk.hr/clanak/lisinski-vatroslav
https://hbl.lzmk.hr/clanak/lisinski-vatroslav
https://hbl.lzmk.hr/clanak/kuhac-franjo-ksaver
https://hbl.lzmk.hr/clanak/kuhac-franjo-ksaver
https://enciklopedija.hr/clanak/mazuranic-ivan
https://enciklopedija.hr/clanak/mazuranic-ivan
https://enciklopedija.hr/clanak/narodna-stranka
https://enciklopedija.hr/clanak/narodna-stranka
https://hbl.lzmk.hr/clanak/jelacic-josip-ban

SKLADATELJSKA DRUSTVA NEKOC IN DANES | COMPOSERS’ SOCIETIES PAST AND PRESENT

Statuten der Gesellschaft der Musikfreunde der konglichen Freystadt Varasdin.
Varazdin: Gedrucktt bey Johann Sangilla, 1830.

Statuten der Gesellschaft der Musikfreunde der koniglichen Freystadt Eszek.
Essegg: Gedruckt bei M. A. Diwald, k. k. priv. Buchdrucker, 1830.

Statuten des Musik-Vereins in Agram. Agram: Gedruckt bei Franz Suppan, 1827.

“Strossmayer, Josip Juraj.” In Hrvatska enciklopedija, online edition. https://
enciklopedija.hr/clanak/strossmayer-josip-juraj.

Saban, Ladislav. 150 godina Hrvatskog glazbenog zavoda [150 Years of the Croatian
Music Institute]. Zagreb: Hrvatski glazbeni zavod, 1982.

Saban, Ladislav. “Cac¢kovi¢ Vrhovinski, Franjo Ksaver.” In Hrvatski biografski
leksikon, online edition, 1993. https://hbl.lzmk.hr/clanak/cackovic
-vrhovinski-franjo-ksaver.

S¢edrov, Ljiljana. “Franz Zihak: ‘prvi zakonski u¢itelj glazbe ugovorom
postavljen u kraljevskom gradu Karlovcu’ [Franz Zihak: ‘the first legal
music teacher appointed by contract in the royal city of Karlovac’].” In
Glazba, rijeci i slike. Svecani zbornik za Koraljku Kos / Music, Words, and
Images. Essays in Honour of Koraljka Kos, edited by Vjera Katalini¢ and
Zdravko Blazekovi¢, 261-71. Zagreb: Croatian Musicological Society, 1999.

Tuksar, Stanislav, ed. Ivan Zajc (1832-1914): Musical Migrations and Cultural
Transfers in the “Long” 19" Century in Central Europe and Beyond. Zagreb:
Croatian Musicological Society, 2016.

Tuksar, Stanislav. “Lisinski — 1848 — Jelac¢ié: Music, Arts and Politics in the Life
of the Young Man as Artist.” In Music, Arts and Politics: Revolutions and
Restorations in Europe and Croatia, 1815-1860. On the Occasion of 200"
Anniversary of Vatroslav Lisinski and 160" Anniversary of the Death of
Ban Josip Jelacié, edited by Stanislav Tuksar, Vjera Katalini¢, Petra Babi¢
and Sara Ries, 125-32. Zagreb: Department for History of Croatian Music,
Croatian Academy of Sciences and Arts, Croatian Musicological Society,
2021.

Tuksar, Stanislav. “Erhohte Bildung des Gefiihls ... Verfeinerung des Geschmacks
... moralische Veredlung: drustveno-idejne i glazbeno-esteti¢ke odrednice
prvih statuta glazbenih drustava u civilnoj Hrvatskoj 1820-ih godina [Socio-
Ideological and Music-Aesthetical Determinants of the First Statutes of
Music Societies in Civil Croatia in the 1820s].” In The Collection of Papers.
13th International Symposium “Music in Society”, Sarajevo, 7-10/12/2022,
edited by Lana Sehovi¢, 155-66. Sarajevo: Musicological Society of the
Federation of Bosnia and Herzegovina, University of Sarajevo, Academy of
Music, 2025.

“Vrhovac, Maksimilijan.” In Hrvatska enciklopedija, online edition. https://
www.enciklopedija.hr/clanak/vrhovac-maksimilijan.

198


https://enciklopedija.hr/clanak/strossmayer-josip-juraj
https://enciklopedija.hr/clanak/strossmayer-josip-juraj
https://hbl.lzmk.hr/clanak/cackovic-vrhovinski-franjo-ksaver
https://hbl.lzmk.hr/clanak/cackovic-vrhovinski-franjo-ksaver
http://www.enciklopedija.hr/clanak/vrhovac-maksimilijan.
http://www.enciklopedija.hr/clanak/vrhovac-maksimilijan.

BETWEEN MUSIC AND POLITICS: THE ROLE OF COMPOSERS IN MUSICAL SOCIETIES ...

“Zahtijevanja naroda.” In Hrvatska enciklopedija, online edition. https://
enciklopedija.hr/clanak/zahtijevanja-naroda.

Zeininger, Benjamin. Hrvatsko pjevacko druztvo “Kolo” u Zagrebu (1862.—

1892.): tecajem trideset godina. Jubilejski spis [Croatian Singing Society
“Kolo” in Zagreb (1862-1892): Over Thirty Years. Jubilee Paper]. Zagreb:
Knjigotiskarski i litografijski zavod C. Albrechta, 1892.

Zupan, Dinko. “Kulturni i intelektualni razvoj u Hrvatskoj u ‘dugom’ 19.
stolje¢u.” In Temelji moderne Hrvatske. Hrvatske zemlje u dugom 19.
stolje¢u, edited by Jasna Turkalj and Vlasta Svoger, 273-308. Zagreb: Matica
hrvatska, 2016.

Zupanovié, Lovro. Vatroslav Lisinski: Zivot, djelo, znacenje. Zagreb: JAZU, 1969.

Periodicals

Anon. “Dopis iz Senja [Letter from Senj].” Ilirske narodne novine 8, no. 98 (7
December 1842), 379.

Anon. “Dvie tri o druztvih [Two or three Words on Societies].” Karlovacki
viestnik 1, no. 3 (20 January 1866): 18—9.

Anon. “Franjo Vilhar.” Sv. Cecilija 6, no. 9 (1912): 82-3.

Anon. “Narodno pjevacko druztvo u Karlovcu [National Singing Society in
Karlovac].” Glasonosa 2, no. 9o (8 November 1862): 3.

Babi¢, Petra. “Musical Life in the Military Frontier: A Case Study of the 2nd
Banal Regiment and Militdr-Kommunitdt Petrinja.” Arti musices 54, no. 2
(2023): 373-96.

Bezi¢, Nada. “Tamburica — hrvatski izvozni proizvod na prijelazu 19. u 20.
stolje¢e [The Tamburitza — A Croatian Export Product at the Turn of the
19th to the 20th Century].” Narodna umjetnost 38, no. 2 (2001): 97-115.

Bezi¢, Nada. “Prilozi za biografiju Georga (Jurja) Karla Wisnera von
Morgensterna, uodi 159. obljetnice smrti.” Arti musices 35, no. 1 (2004):
47-61.

D. “Druztvo prijateljah glasbe [Society of Friends of Music].” Narodne novine 38,
no. 145 (26 June 1872): 1, no. 146 (27 June 1872): 1-2. no. 146 (27 June 1872):
1-2.

Glavici¢, Ante. “Iz starije proslosti senjske glazbe (1842.-1962.) [From the older
past of Senj music (1842-1962)].” Senjski zbornik, no. 24 (1997): 227-52.

Goglia, Antun. “Gjuro Eisenhuth.” Sv. Cecilija 20, no. 2 (1926): 37—48.

Goglia, Antun. “Franjo Ksaver Cackovi¢ Vrhovinski.” Zagreb 9, no. 1-2 (1941):
17-23.

Goglia, Anton. “Juraj Karlo Wisner pl. Morgenstern.” Sveta Cecilija 35, no. 374
(1941): 38; Sveta Cecilija 36, no. 1 (1942): 15-23.

199


https://enciklopedija.hr/clanak/zahtijevanja-naroda
https://enciklopedija.hr/clanak/zahtijevanja-naroda

SKLADATELJSKA DRUSTVA NEKOC IN DANES | COMPOSERS’ SOCIETIES PAST AND PRESENT

Heka, Ladislav. “Grof Karlo (Kéroly) Khuen-Hédervary i Hrvati.” Zbornik
Pravnog fakulteta Sveucilista u Splitu 37, no. 3 (2016): 1069-70.

Ivelji¢, Iskra. “Kulturna politika u Banskoj Hrvatskoj 19. stolje¢a [Cultural Policy
in Banal Croatia in the 19th Century].” Historijski zbornik 69, no. 2 (2016):
335-70.

Katalini¢, Vjera. “Ban i/ili kralj? glazbene svecanosti u ¢ast velikodostojnika u
Zagrebu u drugoj polovici 19. stolje¢a [Ban and/or King? Musical Festivities
in Honour of High Dignitaries in Zagreb in the Second Half of the 19
Century].” Narodna umjetnost 45, no. 2 (2008): 61-75.

Klari¢, Gjuro. “Karlovacko pjevacko druztvo [Karlovac’s Singing Society].”
Karlovacki viestnik 1, no. 2 (13 January 1866): 9—10.

Konfic, Lucija. “Rasprave o glazbenim institucijama i dru$tvima u karlovackom
tisku u ‘dugom’ 19. stolje¢u [Discussions on Musical Institutions and
Societies in the Karlovac Press in the ‘Long’ 19" Century].” Arti musices 54,
no. 2 (2023): 433—64.

Majer-Bobetko, Sanja. “Djelovanje stranih (osobito ¢eskih) glazbenika u drugoj
polovici 19. stolje¢a u nasim krajevima [Activities by Foreign (Especially
Czecj) Musicians in the Second Half of the 19" Century in the Croatian
Lands].” Rad HAZU, Book 7= Book 455 (2005): 195-201.

Markus, Tomislav. “Izmedu revolucije i legitimiteta: hrvatski politicki pokret
1848-1849.” Fontes 12, no. 1 (2006): 19—40.

Pali¢-Jelavi¢, Rozina. “Drustveni, politi¢ki i ideologijski kontekst stvaralastva
Vatroslava Lisinskoga na podrudju zborske glazbe. U povodu 190. obljetnice
rodenja Vatroslava Lisinskoga i 200. obljetnice rodenja Ljudevita Gaja.”
Povijesni prilozi 39 (2010): 153-96.

Rakija$, Branko. “Pojava i znacenje zagrebacke Muzicke $kole iz XVIII st. u
razvoju na$e muzicke culture [The emergence and significance of the 18"
century Zagreb Music School for the development of our musical culture]
Zvuk, no. 104-105 (1970): 184-99.

»

Ries, Sara. “Musikverein u Zagrebu i njegova $kola u prijelomnoj 1860 [The
Croatian Music Institute and its School in the Crucial Year 1860).” Arti
musices 50, no. 1-2 (2019): 201-20.

“Sluzbeni list. Br. 1230 Natiecaj.,” Carsko-kr. sluzbene narodne novine 19, no. 259
(12 November 1853): 781.

Svoger, Vlasta. “Political Rights and Freedoms in the Croatian National
Revival and the Croatian Political Movement of 1848-1849. Reestablishing
Continuity.” Hungarian Historical Review 5, no. 1 (2016): 73-104.



BETWEEN MUSIC AND PoLITICS: THE ROLE OF COMPOSERS IN MUSICAL SOCIETIES ...

Other Sources

“Croatian-Hungarian Compromise.” 1868. https://www.ths.hr/_download/
repository/Hrvatsko-ugarska_nagodba_%281868.%29.pdf.

Tuksar, Stanislav. “Advancing Scintillation of Music Societies in Civil Croatia in
the Long 19" Century.” Keynote lecture presented at the conference From
Private to Public: The Institutionalization of Bourgeois Music Culture in the
Long 19" Century, Zagreb, 14-17 May 2025.


https://www.fhs.hr/_download/repository/Hrvatsko-ugarska_nagodba_%281868.%29.pdf
https://www.fhs.hr/_download/repository/Hrvatsko-ugarska_nagodba_%281868.%29.pdf




(@) ov-ne |

The Composer’s Association of Macedonia
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“Ss. Cyril and Methodius” University in Skopje, Institute of National History — Skopje

The beginning of the second half of the 20" century was characterised by
the realisation of the ideals of the Macedonian people to obtain national
rights and their own state. The process of developing a constitution in the
new Macedonian state thus occurred within the framework of the Yugoslav
federation. As such, during this period, as the established academician of
legal sciences Vlado Kambovski says:

The development of the Macedonian state showed a series of deviations
in the realisation of the main, libertarian idea, dictated by the general
characteristics of the social, political, economic and legal system of the
Yugoslav federation. Nonetheless, at the same time there marked signif-
icant progress on a national-cultural and social level: codification of the
Macedonian literary language, the development of Macedonian litera-
ture, arts, education, science and culture, the formation of state institu-
tions and social activities, etc.'

In creating the historical development of the newly formed Macedoni-
an state, with the laying of the foundations of national culture and educa-
tion, new perspectives for the development of musical culture opened up.
In this extremely important stage of its historical development, Macedo-
nia developed musical production and reproduction with equal intensity.

1 Vlado Kambovski, “Sedumdeset godini od prvoto zasedanie na ASNOM,” in AS-
NOM i makedonskata drzava: zbornik na trudovi od naucen sobir po povod odbelezu-
vanje na sedumdesetgodisninata od odrZuvanjeto na Prvoto zasedanie na ASNOM, ed.
Vlado Kambovski (Skopje: Makedonska akademija na naukite i umetnostite, 2017), 7.
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The aim was to discover the aesthetic identity of Macedonian musical cul-
ture in the spirit of the era, following the principle of one of the most fa-
mous philosophers of all time, Confucius, who said: “Let me hear the mu-

sic of a society and I will tell you what it is like

1”2

In this regard, in Skopje

— as a centre where almost all cultural events took place, in addition to
being the site of the already established musical-cultural and musical-ed-
ucational institutions (the Macedonian Philharmonic Orchestra,’ Radio
Skopje Symphony Orchestra* and Secondary Music School)’ - the need for

Georgi Stardelov, “Kon dvanaesettiot tom: Muzikata na po¢vata na Makedonija od
Atanas Badev do denes (XX vek),” in Muzikata na pocvata na Makedonija od Atanas
Badev do denes: prilozi za istraZuvanjeto na istorijata na kulturata na Makedonija,
vol. 12, ed. Georgi Stardelov (Skopje: Makedonska akademija na naukite i umetnos-
tite, 2004), 8.

A historical date for reproductive musical culture is November 24, 1944. Following a
decision by AGITPROP of the General Staff of the Government of Democratic Fed-
eral Macedonia, a meeting was held in the house of the Macedonian musician Todor
Skalovski, at which the desire to establish a symphony orchestra was explained,
with it being the first cultural institution of its kind in liberated Macedonia. The
orchestra’s development began on December 15, 1945, with the holding of the first
symphony concert in the hall of the Macedonian National Theatre (Makedonska fil-
harmonija 1944-1974 (Skopje: Makedonska filharmonija, 1974), without pagination).
On April 6, 1950, the orchestra was constituted as an independent artistic institu-
tion named the State Philharmonic of the People’s Republic of Macedonia (“Uredba
za osnivanje na Drzavna filharmonija na Narodna Republika Makedonija,” Sluzben
vesnik na Narodna Republika Makedonija V1, no. 11 (May 15, 1950): 71-2). Today it
operates under the name the Philharmonic of the Republic of North Macedonia.
With the historic broadcast of the Second Session of the Anti-Fascist Assembly for the
National Liberation of Macedonia (hereafter: ASNOM), on December 28, 1944, the
foundations of Radio Skopje were laid. Then, for the first time in the liberated home-
land, the words of the prominent Macedonian writer, essayist, publicist and social ac-
tivist Vlado Maleski were heard over the airwaves. “Radio Skopje is speaking, Radio
Skopje is speaking; Dear listeners, we are broadcasting live from the Assembly hall
the Second Session of ASNOM...” The radio station began regular operations on Jan-
uary 28, 1945. At that time, the Symphony Orchestra was also formed, which initial-
ly had a small number of musicians, but as the musician-performers returned from
the front and the fighting, it grew to 44 members (So zbor i slika: 50 godini svedostvo:
Makedonsko radio televizija (Skopje: Makedonsko Radio Televizija, 1994), 9-10, 22).
The decision to open the Secondary Music School was made at the proposal of the
Presidium for Education of the Presidium of ASNOM, at the session held on De-
cember 1, 1944 in Skopje (Anon., “Resenie za otvoranje Muzicka akademija, Sred-
na umetnicka $kola i U¢itelska $kola vo Skopje,” Sluzben vesnik na Federalna edini-
ca Makedonija vo Demokratska i Federativna Jugoslavija 1, no. 1 (February 18, 1970):
23). T. Prokopiev was appointed as the first director, and the school began regular
operations on February 2, 1945 (Snezana Anastasova-Cadikovska and Lazarevska
Lidija, eds., Muzicko-baletski ucilisen centar “Ilija Nikolovski-Luj”™ 1945-1995 (Skop-
je: Muzicko-baletski uciliSen centar “Ilija Nikolovski-Luj,” 1995), 5-6).
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the unification of Macedonian creative potential as soon as possible was
seen as a necessary condition for the future growth of Macedonian musical
culture. For this purpose, in 1947 the Society of Productive and Reproduc-
tive Musicians of the People’s Republic of Macedonia® joined the three piv-
otal republican associations of composers of the Socialist Federal Republic
of Yugoslavia (hereafter: SFRY) that were formed in 1945 (the Serbian Asso-
ciation of Composers, the Croatian Society of Composers and the Sloveni-
an Society of Composers).”

At the founding assembly held at the premises of Radio Skopje on Jan-
uary 19, the first management board was elected from the luminaries of
contemporary Macedonian musical culture: Petre Bogdanov-Kocko (presi-
dent), T. Skalovski (vice-president), Slavko Kostovski (secretary), Vasil Kor-
tosev (treasurer), Zifko Firfov, Vasil Gakonovski-Spato and Aleksandar Sa-
levski (members).®

The ambitious commitment and enthusiasm of the members of this
association resulted in the realisation of the first concert of the Society of
Productive and Reproductive Musicians of the People’s Republic of Mac-
edonia, held on February 5, 1947.° This concert marked the beginning of
the concert activity of the Society, and on May 9 of the same year, the op-
era Cavalleria Rusticana by the Italian composer Pietro Mascagni was pre-
miered in the Macedonian language at the Macedonian National Thea-
tre (hereafter: MNT) on an amateur basis. With this opera, directed by
Branko PrimoriSac from Belgrade, under the baton of T. Skalovski and
performed by the soloists Elisaveta Sav¢enko (Santuca), Milka Gusevska
(Lola), P. Bogdanov-Koc¢ko (Turidu), Stefan Rusjakov (Alfio) and Ganka
Atanasova-Markovi¢ (Lucia), accompanied by the choir and symphony or-
chestra of Radio Skopje and the Student Choir,” an unexpected success
was achieved in the institutional development of opera on the Macedoni-
an stage. The further foundations of opera in Macedonia were laid with the
Decree of the Ministry of Education on January 1, 1948, when the opera

6 Todor Skalovski, “Denes makedonskite muzi¢ari osnovuat svoe drustvo,” Nova
Makedonija, January 1947, 5.

7 Ivana Neimarevi¢ and Ksenija Stevanovi¢, SOKOJ - Organizacija muzickih autora
Srbije: 70 godina (Beograd: Sokoj - Organizacija muzi¢kih autora Srbije, 2021), 18.

8 Marko Kolovski, Sojuz na kompozitorite na Makedonija 1947-1992: Makedonski
kompozitori i muzikolozi (Skopje: Sojuz na kompozitori na Makedonija, 1993), 5-6.

9 Ibid., 6.

10  Marko Kolovski, “Vo spomen na eden velicestven ¢in,” Nova Makedonija, November
2017, 1-2.
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ensemble received the status of a professional artistic collective within the
MNT."

In addition to the significant contribution to the establishment and
support of the above-mentioned institutions, on May 25, 1949, upon the rec-
ommendation of the Ministry of Science and Culture of the Government
of the FPR Yugoslavia,” a reorganisation of the Society’s work was carried
out. After this, the responsibility for the development, valorisation, affir-
mation and enrichment of Macedonian musical creativity has been divid-
ed into two societies. One of these societies took care of the promotion and
professional survival of Macedonian musical artists,” while the other was
responsible for uniting Macedonian composers and musicologists, perma-
nently preserving and affirming their musical creativity.

In accordance with our interests, we will now focus on the activities
of the Society of Composers of the People’s Republic of Macedonia, which
has been operating independently since the founding assembly was held on
June 19, 1950 in Skopje. Over the past eight decades, it has carried out its ac-
tivities through various historical periods where the thought and creativity
of Macedonian composers were conditioned by the rule of several different
social orders and political systems. Despite the fact that various socio-po-
litical processes of transition and transformation have had an impact on
the intensity and nature of its work, the Society has maintained its key
role in the development and promotion of Macedonian musical culture.
A great contribution to this was made by it publishing activity, to which
particular attention was paid after the establishment of the Institute for
Publishing Activities of Composers of Yugoslavia in 1959, headquartered
in Zagreb.” This marked the beginning of the more intensive publishing
of the musical works of Macedonian composers. Analysing the available
scores from the Collection of Musical Art at the National and Universi-
ty Library “St Kliment Ohridski” in Skopje and the data published in the
book by the author Marko Kolovski, namely the Composers Association

11 Dragoslav Ortakov and Fim¢o Muratovski, Volsebniot Orfej — 55 godini Volsebniot
Orfej (Skopje: Makedonski naroden teatar, 2003), 3-1.

12 Anton Eberst, 30 godina Saveza udruzenja muzickih umetnika Jugoslavije (Novi Sad:
Udruzenje muzickih umetnika SAP Vojvodine: Udruzenje kompozitora SAP Vojvo-
dine, 1980), 10.

13 For more information see: Snezana Anastasova-Cadikovska, “Sojuz na muzickite
umetnici na Makedonija,” in Makedonska enciklopedija, vol. 2, ed. Blaze Ristovski
(Skopje: Makedonska akademija na naukite i umetnostite, 2009), 1389.

14  Kolovski, Sojuz na kompozitorite na Makedonija, 11.
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of Macedonia 1947-1992: Macedonian Composers and Musicologists,” we

came to the conclusion that among the most prolific composers whose

musical works were printed before the independence of the Republic of

Macedonia are: P. Bogdanov-Kocko (with 33 works), Vlastimir Nikolovski

(29), Toma Prosev and Risto Avramovski (24), Sotir Golabovski (23), Tra-

jko Prokopiev and Tomislav Zografski (20), Toma Mancev (19) and Stojce

Tosevski (18).

During the period of the Society’s greatest creative, organisational and
social activity, a major natural disaster occurred. This was the earthquake
that damaged almost all musical institutions in Skopje on July 26, 1963. In
the following years, all of the Society’s activities were aimed at solving the
basic problems of Macedonian composers. Thanks to the high maturity of
the Composer’s Union of Yugoslavia, that is, to all the member associations
that showed a willingness to help Macedonian composers, aid was urgent-
ly sent in the form of tents and other necessary materials, and temporary
accommodation was also provided for the most vulnerable families in the
Union’s building in Belgrade and at a resort in Bled. In addition, compos-
ers from Yugoslavia waived 2% of their copyrights over the next three years,
after which the collected funds (10,122,715 dinars) were used to resolve the
housing issues faced by Composers’” Association.” After the damage caused
by the earthquake had been overcome, the association restarted its pub-
lishing activities. The significant contribution to the production and dis-
tribution of Macedonian musical works was made with the recording of 12
gramophone records, which were realised as part of a project entitled An-
thology of Macedonian Music.”

15  For more information, see: ibid., 26-39.

16  Ibid., 14.

17 Those are: T. Skalovski, T. Prokopiev, P. Bogdanov-Kocko, Mihajlo Nikolovski, Sto-
jan Stojkov, Vlastimir Nikolovski, T. Zografski, Dim¢e Nikoleski, R. Avramovski,
Anthology of Macedonian Music - Choral Music, no. 1 (Skopje: Society of Compos-
ers of Macedonia, s.a.), vinyl; Atanas Badev, T. Skalovski, T. Prokopiev, D. Nikoleski,
V. Nikolovski, S. Tosevski, Aleksandar Lekovski, Dragoslav Ortakov, Anthology of
Macedonian Music — Choral Music, no. 2 (Skopje: Society of Composers of Macedo-
nia, s.a.), vinyl; V. Nikolosvki, T. Skalovski, R. Avramovski, T. Prokopiev, T. Prosev,
S. Stojkov, Anthology of Macedonian Music - Solo Music, no. 3 (Skopje: Society of
Composers of Macedonia, s.a.), vinyl; R. Avramovski, S. Stojkov, V. Nikolovski, S.
Golabovski, Anthology of Macedonian Music - Music for Piano, no. 4 (Skopje: So-
ciety of Composers of Macedonia, s.a.), vinyl; T. Zografski, T. Skalovski, S. Stojk-
ov, T. Prokopiev, R. Avramovski, V. Nikolovski, S. Tosevski, Anthology of Macedo-

nian Music - Solo Song, no. 5 (Skopje: Society of Composers of Macedonia, s.a.),
vinyl; R. Avramovski and T. Prosev, Anthology of Macedonian Music — Music for Or-
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The production of records continued into the 1980s, when new titles
were released with music by Stefan Gajdov,’8 T. Prokopiev,” T. Skalovski,*
Blagoja Ivanovski,” Stojan Stojkov,”” T. Zografski,” M. Nikolovski** and
others. During the same period, albums by renowned musicians-per-
formers and prominent members of the Society were also released, such
as V. Nikolovski (8 LPs), R. Avramovski (6), T. Prosev (10) and Ljubomir
Brangolica (6).”

The Society of Composers of the People’s Republic of Macedonia also
showed positive results within the framework of concert activity, which
came to the fore after organising the event Days of Macedonian Music.
Based on the data from the report on the work of the Board of Directors
of the Composers’ Association of Macedonia, we learn that the idea for es-
tablishing this event was initiated in 1973. Although initial approval for fi-
nancing was obtained from the Fund for the Promotion of Cultural Ac-
tivities in Macedonia, the idea was not realised until 1978.** The main aim

chestra, no. 6 (Skopje: Society of Composers of Macedonia, s.a.), vinyl; D. Nikoleski,
S. ToSevski, R. Avramovski, T. Prosev, Anthology of Macedonian Music — Chamber
Music, no. 7 (Skopje: Society of Composers of Macedonia, s.a.), vinyl; The Macedo-
nian Philharmonic Orchestra, Anthology of Macedonian Music — Symphonic Music,
no. 8 (Skopje: Society of Composers of Macedonia, s.a.), vinyl; V. Nikolovski and M.
Nikolovski, Anthology of Macedonian Music - To Clement, no. 10 (Skopje: Society
of Composers of Macedonia, s.a.), vinyl; D. Ortakov, R. Avramovski, V. Nikolovski,
T. Prosev, Anthology of Macedonian Music, no. 11 (Skopje: Society of Composers of
Macedonia, s.a.), vinyl; R. Avramovski, T. Prosev, D. Ortakov, S. Golabovski, An-
thology of Macedonian Music, no. 12 (Skopje: Society of Composers of Macedonia,
s.a.), vinyl.

18  S. Gydov, Stephan Gydov (Skopje: Society of Composers of Macedonia, s.a.), vinyl.

19  T.Prokopiev, Trajko Prokopiev (Skopje: Society of Composers of Macedonia, s.a.), vi-

nyl.

20 T. Skalovski, Todor Skalovski (Skopje: Society of Composers of Macedonia, s.a.), vi-
nyl.

21 B. Ivanovski, Blagoja Ivanovski (Skopje: Society of Composers of Macedonia, s.a.),
vinyl.

22 S. Stojkov, Mother Almighty (Skopje: Composers Association of Macedonia, s.a.), vi-
nyl.

23 T. Zografski, Tomislav Zografski: In praise of Cyril and Methodius; Essau on the Rain
(Skopje: Society of Composers of Macedonia, s.a.), vinyl.

24 M. Nikolovski, Mihajlo Nikolovski (Skopje: Composers Association of Macedonia,
s.a.), vinyl.

25  Kolovski, Sojuz na kompozitorite na Makedonija, 44.

26  Arhivska dokumentacija na Sojuzot na kompozitori na Makedonija, Izvestaj za rabo-
tata na Upravniot odbor na Drustvoto na kompozitorite na makedonija vo 1973 godi-
na, without pagination.
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of this event, which is now marking five decades of existence, is the pre-
miere performance and presentation of newly created musical works, but
also the presentation of works by the older generation of composers in or-
der to maintain and not forget the tradition. At present, Days of Macedo-
nian Music represents the sole pillar for the development, nurturing, re-
flection, presentation and affirmation of Macedonian musical creativity. Its
realisation is under the patronage of the President of Macedonia, and it is
financially supported by the Ministry of Culture and Tourism.

However, it is important to note that the most complete presentation
of the work of Macedonian composers was achieved within the framework
of the Tribune of Yugoslav Musical Creativity from 1964 to 1990, held in
Opatija, Croatia. Here, Macedonian authors had the opportunity to present
their own creative achievements and to encounter those of other compos-
ers. During that time period, 168 new compositions by Macedonian authors
were performed in Opatija, in which Macedonian soloists and ensem-
bles also participated. Among them were the following: 17 compositions
by R. Avramovski (performed in 1968, 1970-1971, 1974-1975, 1977, 1980—
1985, 1987 and 1990); five compositions by Lj. Brangolica (1968, 1970, 1972,
1982 and 1984); four compositions by Dimitrije Buzarovski (1976, 1982 and
1984); 14 compositions by S. Golabovski (1969, 1971, 1973-1975, 1977, 1980—
1981, 1985 and 1987); nine compositions by T. Zografski (1964, 1967, 1969—
1972, 1974); two compositions by B. Ivanovski (1972), three compositions by
Goce Kolarovski (1982, 1984 and 1990); three compositions by T. Mancev
(1982-1983 and 1990); two compositions by Kiril Makedonski (1964 and
1972); two compositions by Dimce Nikoleski (1973); eight compositions by
M. Nikolovski (1974-1975, 1978, 1980-1982 and 1984); 17 compositions by V.
Nikolovski (1964-1966, 1970-1972, 1979, 1981, 1984-1986 and 1989); one com-
position by Tode Novacevski (1980); 11 compositions by Dragoslav Ortak-
0V 1966, 1968-1970, 1972-1973, 1975-1977, 1980 and 1986; 42 compositions by
T. ProSev (1964-1971, 1973-1986); two compositions by T. Prokopiev (1972—
1973); three compositions by T. Skalovski (1973, 1982 and 1984); 14 composi-
tions by S. Stojkov (1971, 1978, 1980-1982, 1984-1989); five compositions by S.
Tosevski (1969-1970, 1972, 1978 and 1984); and four compositions by Blagoj
Canev (1981-1983, 1985 and 1987).”

The need for the presentation of Macedonian musical production and
reproduction led to the organisation of another significant event within the
framework of the Society of Composers of Macedonia. This was the annual

27 For more information, see: Kolovski, Sojuz na kompozitorite na Makedonija, 49-59.
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Struga Music Autumn event, which, since its founding in 1975,** has provid-
ed an opportunity for musicologists, music and ballet pedagogues, music
theorists, music media scholars and ethnomusicologists to jointly moni-
tor the state of Macedonian musical thought from their narrower scientific
fields, and to present them to the wider and professional. Part of the event’s
programme is the commemoration of the anniversaries of those compos-
ers who have passed away, which is done in order to nurture musical his-
tory and culture as one of the main pillars of society. This year marks five
decades since the first realisation of this musical and scientific event. An
analysis of the programme contents over the years shows that many pre-
miere performances have been held of newly created compositions, and
that at the many musicological sessions that have occurred both domestic
and foreign performers and academics have analysed and shed light on is-
sues related to musical science, Macedonian theory and studies in Mace-
donian musical creation and musical culture. The event is realised with the
support of the Ministry of Culture and Tourism.

Since the collapse of the SFRY and the creation of the Federal Republic
of Yugoslavia (1992), as a result of the declaration of independence of Slove-
nia, Croatia, Macedonia and Bosnia and Herzegovina, the Society has op-
erated under the name the Composers Association of Macedonia. Its task is
to continue the programme of fostering tradition and cultural cooperation
that was started during the years of the SFRY, and to deepen the national
culture in an independent and sovereign Republic of Macedonia. Looking
at its activities in the last decade of the 20" century in the context of think-
ing about musical creativity - and mainly concert activity, the public pres-
entation of creative, performing and musicological thought - it is a pleas-
ure to say that it has managed to skilfully face the problems, challenges and
all other burning issues of the Macedonian musical reality that are present-
ed to the creators of music in this context.

The beginning of the first decade of the 21* century was marked by the
military conflict in Macedonia, which began in January 2001 and ended
later that year in November. Since then, due to various political and social
developments, the Composer’s Association has faced certain difficulties in
terms of the thought and creativity of Macedonian composers. Many of

28  Programa za muzicka naucna konferencija “Struska muzicka esen” (Struga: Sojuz na
kompozitori na Makedonija, 10-12 septemvri 2010), 4.
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the older generation of Macedonian composers™” have now passed away,
and there is a growing need for composers from the younger generation.
Those composed who are still active on the scene include S. Stojkov (born
1941), Jane Kodzhabasija (1942), Ilija Pejovski (1947), D. Buzarovski (1952),
Zivojin Glisik (1954), Nikola Dimusevski-Kokan (1958), Miroslav Spasov
(1964), Jana Andreevska (1967), Vanja Nikolovski-Gjumar (1968), Kateri-
na Pejovska (1969), Robert Sazdov (1969), Nikola Kodzhabasija (1970), Pan-
de Sahov (1973), Evdokija Danajlovska (1973), Mihailo Trendafilovski (1974),
Goran Nacevski (1978), Goce Gavrilovski (1978), Soni Petrovski (1977), Va-
lentina Velkovska-Trajanovska (1976), Aleksandar Pejovski (1979), Dari-
ja Andovska (1979), Dragan Stojkovski (1979), Boris Svetiev (1980), Damjan
Temkov (1981), Elizabeta Ilievska (1982), Tairi Vulnet (1982), Fatos Ljuma-
ni (1983), Goce Simonoski (1984), Ana Pandevska (1985), and Mihajlo Ster-
jev (1985). Twenty-three of these work in Macedonia, while eight* now work
abroad. As the Macedonian composer and former president of the Com-
posers Association of Macedonia, V. Velkovska-Trajanovska, says of those
working outside the country:

On the one hand, it is a confirmation of their quality education and
knowledge, after which their work becomes part of the world’s musical
progress, but on the other hand, their lack in the field of musical educa-
tion is also felt in our country.”

Since the second decade of the 21* century, the Composers Association
of Macedonia has engaged in the more intensive production of recorded

29  Among the deceased composers who were once members of the Composers Associ-
ation of Macedonia are: Lj. Brangolica (1932-2023), Kire Kostov (1949-2023), Tode
Novacevski (1957-2022), Aleksandar Dzhambazov (1936-2022), T. Mancev (1950—
2020), B. Canev (1937-2020), S. Golabovski (1937-2014), Aleksandar Lekovski-Le-
kaj (1933-2013), S. Tosevski (1944-2008), acad. R. Avramovski (1943-2007), D. Or-
takov (1928-2007), Goce Kolarovski (1959-2006), acad. T. Skalovski (1909-2004),
Bogdan Sindilovski (1918-2003), acad. V. Nikolovski (1925-2001), Dragan Suplev-
ski (1933-2001), T. Zografski (1934-2000), T. Prosev (1931-1996), D. Nikoleski
(1943-1998), M. Nikolovski (1934-1994), B. Ivanovski (1921-1994), S. Gajdov (1905-
1992), P. Bogdanov-Kochko (1913-1988), D. Gjakonovski-Spato (1931-1987), Z. Fir-
fov (1906-1984), K. Makedonski (1925-1984), Taki Hrisik (1920-1983). Dragan Bo-
jadziev (1930-1981), T. Prokopiev (1909-1979) and Gligor Smokvarski (1914-1974).

30  These are M. Spasov, V. Nikolovski-Gumar, R. Sazdov, K. Pejovska, N. Kodzhabasi-
ja, M. Trandafilovski, P. Sahov and E. Danajlovska.

31 Valentina Velkovska-Trajanovska, “Tvorestvo makedonskih kompozitora u uslovi-
ma tranzicija 2001-2012,” Muzika regiona u uslovima tranzicije (1990-2010), no. 42
(2015): 56.
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music. With the support of the Ministry of Culture (hereafter: MC),”* the
Composer’s Association has released a number of CDs, with some notable
titles shown in the following table.

Table 1: The Discographic Production of the Composers Association of Macedonia:

Year of Publication: 2011

CD Title: Blagoj Canev: From the Composer’s Opus

Number of Musical Works: 15

Title of Musical Composition Composer

1. Folklore Suite ‘Ovcheolska’ for Piano; B. Canev”

2. ‘Intermezzo Suite’ for Piano;

3. ‘Three Musical Pieces’ for Piano;

4. ‘Sonata in E Flat’ for Clarinet and Piano;

5. ‘String Quartet in G}

6. ‘Flowers’ for Voice and Piano;

7. ‘Nights’ for Women’s Choir;

8. ‘Plain’ for Male Choir;

9. ‘The Tobacco Pickers’

10. ‘Suite Folkloric Canons’ for Wind Quintet;

11. ‘Brass trio’ in A-flat major

12. ‘Nine Miniatures’ for String Orchestra;

13. ‘Lento’ for String Orchestra;

14. ‘Symphony 79’

15. ‘Bachophony’ for Eight Instruments.

32 Since 1998, the MC has held annual competitions through which an annual scheme
for financing programmes and projects of national interest for culture is carried out.
At the beginning, the Composers Association of Macedonia was treated by the MC
as a national institution, having its own service. However, after a change in status
(December 31, 2001), and in accordance with the government policy to reduce the
number of employees in public administration, it operates in accordance with the
law on citizens’ associations and foundations and only projects are financed by the
MC. In fact, the funds that the Composers Association receives for orders for new
works from the MC are mainly related to the Days of Macedonian Music event, and
due to the need for new works for this festival, the orders are directed more towards
solo and chamber music. The release of audio editions in the second decade of the
21st century is in accordance with the action plan of the MC for the digitisation of
musical creation, and the support and stimulation of domestic musical creation with
regard to works in various formats in the period 2013-2017 (Stefanija Leskova Zelen-
kovska, “Vlijanieto na kulturnata politika i tvore$tvoto na makedonksite kompozi-
tori vo Republika Makedonija,” Muzika: spisanie za muzicka kultura, no. 20 (2014):
42-3).

33 B. Canev, Blagoj Canev: From the Composer’s Opus (Skopje: Macedonian Radio &

Television, Composers Association of Macedonia, 2011), CDr.
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Year of Publication: 2013

CD Title: Pictures in Sound: Macedonian Film Music

Number of Musical Works: 12

Title of Musical Composition Composer

1. ‘Frosina and T. Prokopiev

2. Wolf Night’

3. ‘Judgment and T. Zografski

4. Father’ (We are Cursed, Irina)

5. ‘Skopje Dreams’ Lj. Brangolica

6. ‘Happy New Year’ and Ljup¢o Konstantinov

7. ‘The Red Horse’

8. ‘Lead Brigade’ and Ilija Pejovski

9. ‘Knot’

10. ‘Inverted’ and Z. Spasovski

11. ‘Inverted-Circus Entropa’

12. ‘Like a Grey Killer’ Proekt Zlust™*

Year of Publication: 2013

CD Title: Dimcde Nikoleski: From the Composer’s Opus

Number of Musical Works: 4

Title of Musical Composition Composer

1. ‘Four Prayers’ for Tenor, Flute, Clarinet D. Nikoleski”
and Piano;

2. ‘String Quartet’;
3. ‘Sonata’ for Violin, Cello and Piano;
4. ‘Four Associations on a Folk Theme’.

Year of Publication: 2013
CD Title: Blagoja Ivanovski: From the Composer’s Opus
Number of Musical Works: 4
Title of Musical Composition Composer
‘Fresco’ — Symphonic poem; B. Ivanovski*
2. ‘Macedonian Dance No. 2’ for Symphony
Orchestra;

3. “Thinking - Symphonic poem’;
4. ‘Samuel’s Epic - Symphonic poem’.

34  Pictures in Sound: Macedonian Film Music (Skopje: Balkan Music Forum, Macedo-
nian Radio & Television, Composers Association of Macedonia, 2013), CDr.

35  D.Nikoleski, Dimce Nikoleski: From the Composer’s Opus (Skopje: Balkan Music Fo-
rum, Macedonian Radio & Television, Composers Association of Macedonia, 2013),
CDr.

36  B. Ivanovski, Blagoja Ivanovski: From the Composer’s Opus (Skopje: Balkan Mu-
sic Forum, Macedonian Radio & Television, Composers Association of Macedonia,
2013), CDr.
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Year of Publication: 2013
CD Title: Dragan Suplevski: From the Composer’s Opus
Number of Musical Works: 18

Title of Musical Composition Composer

© RN AW RN e
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14.
15.
16.
17.
18.

‘Capriccio’ for Violin and Strings; D. Suplevski”
“The Nightingale Sings on a Rose’;

‘Rum, dum, dum’;

‘Let’s Get Married’;

‘A Girl Went to The Water’;

‘Cae Sukatiye’;

‘Our Father’

‘Radio Dziv’;

‘Mile Pop Jordanov Is Lying Sick’

. ‘Grandpa Plowed’;

. ‘Tatunco Glorious Duke’

. ‘Little Girl with a Back Eye’;

. ‘God Bless Whoever Started It First;

‘Raise Your Eyes Maro Marco’;

‘I Happened to Be a Cute Little Girl’;
‘My Bilbil Sang to Me All Night Long’;
‘Marika Beautiful Girl’;

‘Marika Was Sitting in My Chair’.

Year of Publication: 2013
CD Title: Todor Trajéevski: From the Composer’s Opus from

the Source to Eternity

Number of Musical Works: 16

Title of Musical Composition Composer

Y RN v h e e

‘Aegean Story’; T. Trajé¢evski™
‘Virtuoso Collage’;

“The Dew Has Fallen’;

‘Midnight Ballad’;

‘Morning Sickness’

‘Folk Riddle’

‘Small Prespa Dance’;

‘Aneva’s game’;

‘I Believed in You Until the End’

. ‘Cupi Kostur¢anki’
. ‘Kale$ Anga’;
. ‘Musandra’

37

38

D. Suplevski, Dragan Suplevski: From the Composer’s Opus (Skopje: Music Publish-
ing Center, Macedonian Radio & Television, Composers Association of Macedonia,
2013), CDr.

T. Trajcevski, Todor Trajéevski: From the Composer’s Opus from the Source to Eternity
(Skopje: Music Publishing Center, Macedonian Radio & Television, Composers As-
sociation of Macedonia, 2013), CDr.
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13. ‘I’'m Bored’

14. ‘Spring has Come’;

15. ‘Passion and Romance’

16. ‘Old Love’.

Year of Publication: 2013

CD Title: Toma Pro$ev: From the Composer’s Opus
Number of Musical Works: 2

Title of Musical Composition Composer

1. ‘Symphony No. 3’ (Allegro, Adagio, Allegro); T. Progev”
2. ‘Concerto’ for Cello and Orchestra (Allegro, Adagio, Allegro)

Year of Publication: 2013

CD Title: Goran Nacdevski: From the Composer’s Opus
Number of Musical Works: 7

Title of Musical Composition Composer

1. ‘Sonatina’ for Baritone and Piano; S. Gajdov

2. ‘Sheet Music’ for Voice and Piano; T. Zografski
3. “Three Religious Songs’ for Baritone and Piano; G. Nacevski*’
4. ‘7 Sounds of Loneliness’ — “7 Aphorisms for Piano™

5. ‘Symphony Orchestra Solution’;

6. ‘Six Informal Conversations and Fugue’ for Violin and Piano;

7. ‘Fugue and Chorale’ for Cello and Piano.

Year of Publication: 2013

CD Title: Valentina Velkovska-Trajanovska:

Step in Front of the Darkness

Number of Musical Works: 10

Title of Musical Composition Composer

Y RPN ke e

10.

‘Step in Front of the Darkness’; V. Velkovska-Trajanovska"
‘Celestial Bodies (I-Meteors)’;

‘Orpheus of Infinity’

‘Toward the Cliff’;

‘Star Trail

‘Omen’;

“The Transfiguration’;

‘Clairvoyants’

‘Mirrors’;

‘Holy Land’.

39

40

41

T. Prosev, Toma Prosev: From the Composer’s Opus (Skopje: Composers Association
of Macedonia, 2013), CDr.

G. Nacevski, Goran Nacevski: From the Composer’s Opus: Elan: Games of Love (Skop-
je: Composers Association of Macedonia, Music Publishing Center, Macedonian Ra-
dio & Television, 2013), CDr.

V. Velkovska-Trajanovska, Step in Front of the Darkness (Skopje: Music Publish-
ing Center, Macedonian Radio & Television, Composers Association of Macedonia,
2013), CDr.
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Year of Publication: 2014

CD Title: Mihajlo Nikolovski: From the Composer’s Opus
Number of Musical Works: 5

Title of Musical Composition Composer

1. ‘String Quartet’; M. Nikolovski**
2. ‘Macedonia’ Cantata for Soloist, Reciter,

Mixed Choir and Orchestra;

3. ‘Ilinden Evening’ for Mixed Choir;

4. ‘Variations’ for Chamber Orchestra;

5. ‘Sheet Music’ for Alto and Chamber Orchestra.

Year of Publication: 2015

CD Title: Tome Mancéev: From the Compositional Opus

Number of Musical Works: 5

Title of Musical Composition Composer

1. Symphony No. 2 ‘Patagonia’ (Allegro Furioso, Comodo, T. Mancev®

Allegro Furioso E Marcato (Arrabiato-Vigoroso);
2. ‘Old Song’ - Concert Scenes for Symphony
Orchestra Op. 27;

3. Cantata ‘Homeland’ for Soloist, Reciter, Mixed Choir

and Orchestra, op.24;

4. ‘DD.. for Solo Flute;

5. ‘Cadenza and Coda Trio’ for Flute, Clarinet and Bassoon.

Year of Publication: 2021

CD Title: Ana Pandevska: From the Composer’s Opus

Number of Musical Works: 8

Title of Musical Composition Composer

1. ‘Life in a Boxj} A. Pandevska**

2. ‘Landscape Atmospheres’;

3. ‘09.05.2015%

4. ‘Quince and Darin’;

5. ‘The Space Traveller’;

6. ‘Marionettes’

7. ‘Pagliaca’;

8. ‘An Electroacoustic Symphonic Poem’.

42 M. Nikolovski, Mihajlo Nikolovski: From the Composer’s Opus (Skopje: Composers
Association of Macedonia, Music Publishing Center, Macedonian Radio & Televi-
sion, 2014), CDr.

43 T. Mancev, Tome Mancev: From the Compositional Opus (Skopje: Balkan Music Fo-
rum, Macedonian Radio & Television, Composers Association of Macedonia, 2015),
CDr.

44  A.Pandevska, Ana Pandevska: From the Composer’s Opus (Skopje: Balkan Music Fo-

rum, Macedonian Radio & Television, Composers Association of Macedonia, 2021),
CDr.
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Year of Publication: 2023

CD Title: Boris Svetiev: From the Composer’s Opus

Number of Musical Works: 7

Title of Musical Composition Composer
‘Quartet’ for Violin, Cello, Piano and Percussion; B. Svetiev®

1.
2. ‘Fantasy for S’ for Two Pianos;

3. ‘Fantasy’ for Piano;

4. ‘Peculiar Voyager’ for Voice and Piano;
5. “Three Miniatures’ for Piano;

6.
7

Chrystal Humoresque’ for Woodwind Quintet;
‘Concert Etudes’ for Piano and Symphony Orchestra.

The Composers Association of Macedonia, as an organisation that
unites Macedonian composers and musicologists, gives the following
awards: “T. Prokopiev’ — lifetime achievement award; ‘Pance Pesev’ — life-
time achievement award; “T. Prokopiev’ — award for the best premiere per-
formance of a work by a Macedonian author in the previous year; ‘Georgi
Bozikov’ — award for the best performance of a work by a Macedonian au-
thor in the previous year by ensembles or musical artists; and “Virtuosi’ -
award for the most successful musical or ballet artists.

Based on an analysis of the Composers Association of Macedonia’s ac-
tivities over the past eight decades, we can see that Macedonian compos-
ers — as members of this association — have overcome numerous challenges
and problems and have constantly strived, through a combination of pro-
fessionalism and national pride, to unite, protect, present and promote the
cultural and spiritual values of Macedonian musical creation. Specifical-
ly, through its activities and actions, the Composers Association of Mace-
donia has enabled Macedonian musical creativity to live and be created in
continuity, as a tradition, and a testimony to past, present and future times.
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Although the postwar musical life in Federative People’s Republic of Yugo-
slavia/Socialist Federal Republic of Yugoslavia (FPRY, SFRY) has received
some scholarly attention, preliminary findings indicate gaps in the mate-
rial, the dispersal of existing sources, and generally limited scholarly in-
terest of local musicologists in studying the Union of Yugoslav Composers
(Savez kompozitora Jugoslavije — SAKOJ)" and the Composer’s Associa-
tion of Serbia (Udruzenje kompozitora Srbije — UKS) after the dissolution
of the SFRY.” Although scholars from other disciplines, such as historians,
have shown interest in this period, they have predominantly focused on
the broader, macro-level aspects of culture and cultural politics, while pay-
ing comparatively little attention to the practices, works, and individual

1 The abbreviation SAKOJ was introduced in 1965. Until then, the acronym SKJ had
been in use, but we will not use it here in order to avoid confusion. SOKOJ was used
as a sort of successor institution in Serbia, but originally Organization of Music Au-
thors of Serbia (Organizacija muzic¢kih autora Srbije) which merged high-artistic
practice composers and authors of popular music.

2 An exception is the short monograph published by musicologists Ivana Neimare-
vi¢ and Ksenija Stevanovi¢ from 2021, which, unfortunately, contains neither a list
of consulted references nor evidence of original research aimed at uncovering new
data or reassessing existing findings. See: Ivana Neimarevi¢ and Ksenija Stevanovic,
Sokoj - Organizacija muzickih autora Srbije: 70 godina (Belgrade: Organizacija muz-
i¢kih autora Srbije, 2021). Important dates from the history of SOKOJ are provided
on the website of its successor institution in Serbia, established after the dissolution
of the SFRY. SOKO]J - Organisation of Music Authors of Serbia, https://www.sokoj
.rs/o-nama/istorijat/.
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contributions of artists. Therefore, through this research, we aim to bridge
the gap between macro-cultural history and case studies of cultural coop-
eration, highlighting the role of music and music artists. Consequently, we
decided to focus on a specific period that marks a significant crossroads.
While the period from the 1950s is noted in historiography as the ‘gold-
en age’ or, more broadly, as the period of Tito’s Yugoslavia’s ascent, the late
1960s and the 1970s bring decline and the beginning of a social crisis.” On
the flip side, this was the period of the so-called Cold War, when cultural
ties were shaped by the geopolitical conflict between the Soviet Union and
the United States, between East and West.* In this context, it is particularly
important to highlight the moment of the split between Tito and Stalin, as
it largely shaped the cultural relations between the two countries. For this
reason, we take the period following the split as the chronological reference
point for the beginning of our research. The boundary year for framing
the period under research, and the starting point of our study, is 1950 — the
year in which SAKO]J was officially established, five years after the founda-
tion of the UKS.’

3 See further in: John R. Lampe, Yugoslavia as History: Twice there was a Country
(Cambridge: Cambridge University Press, 2000), 323-5.

4 On the main premises of the SFRY’s foreign policy, see: Tvrtko Jakovina, Treca stra-
na Hladnog rata (Zagreb: Fraktura, 2011); Branko Petranovi¢, Istorija Jugoslavije
1918—1988: Socijalisticka Jugoslavija 1945—1988, Vol. III (Belgrade: Nolit, 1988), 357-
79; Leo Mates, Medunarodni odnosi Socijalisticke Jugoslavije (Belgrade: Nolit, 1976).
More details about SFRY cultural policy during Cold War, and “neutral” position
which followed to establishment of Non-Aligned Movement in 1961, see: Maja Vasil-
jevic, “Cultural Cooperation Between the Non-Aligned Yugoslavia and the Neutral
Finland From the 1960s to the 1980s,” in The Tunes of Diplomatic Notes: Music and
Diplomacy in Southeast Europe (18th-2o0th century), eds. Ivana Vesi¢, Vesna Peno,
and Bostjan Udovic¢ (Belgrade, Ljubljana: Institute of Musicology SASA, University
of Ljubljana Faculty of Social Sciences, 2020), 241-56, https://doi.org/10.18485/music
_diplomacy.2020.ch1s; Maja Vasiljevi¢, “View to Cold War Through the Pericentric
Lenses: Tito’s Yugoslavia and Kekkonen’s Finland,” Limes plus [Special edition “Cold
War”] 1 (2013): 9—28, https://doi.org/10.5281/zenodo.3723669.

5 UKS was one of the five organizations that comprised SAKOJ. According to report
from 1958, here are the number of members: Union of composers of Serbia (UKS/
Udruzenje kompozitora Srbije) 62, Union of Composers of Croatia (UKH/Udruzen-
je kompozitora Hrvatske) 56, Society of Slovene Composers (DDS/Drustvo sloven-
skih skladateljev) 69, the Union of composers of Bosnia and Herzegovina (UKBiH/
Udruzenje kompozitora Bosne i Hercegovine) 19, and Society of composers in Mac-
edonia (DKM/Drustvo na kompozitorite na Makedonija) 20 members. See: The Ar-
chives of Yugoslavia (Arhiv Jugoslavije, further AJ), fond 142 Socialist Alliance for
the Working People of Yugoslavia (further SSRNJ), box 82, fasc. 326.
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In this study, we will first examine in greater detail the context of
SAKOJ’s and UKS’s activities, and then, based on specific examples, illus-
trate how intercultural cooperation between Yugoslavia and the Soviet Un-
ion functioned. We will also aim to highlight the key problematic aspects
of these relations, specifically through examples of music cooperation, ex-
change, and cultural transfer from the 1950s to the 1970s.

Sources and Methodological Approach

Our research began with an examination of archival sources from the Ar-
chives of Yugoslavia, primarily correspondence from the Federal Commit-
tee for Cultural Relations with Foreign Countries (1953-1971), the archive
of the Agency for Business Registers, as well as periodicals, memoirs, and
internal documentation of institutions, which are dispersed across multi-
ple locations and chronologically inconsistent. We need to emphasize that
SAKOJ organized its Congress annually, mostly on the Adriatic coast, but
also having meetings on occasions such as the Composers’ Forum in Opati-
ja and others, where they discussed activities and international coopera-
tions thoroughly. UKS also had annual assemblies as a central activity. Still,
opinions of its members were not fully reported in public, and stenographic
notes and official records from their meetings were not preserved for every
year of their existence.

After a decade and a half of existence, SAKOJ launched its Bulletin
(Bilten saveza kompozitora Jugoslavije) in 1964, motivated by “the need for
mutual knowledge and cooperation.” Its purpose was to “inform the mem-
bers of the republican associations of composers about the most important
events for Yugoslav musical creativity,” while also aiming to contribute to in-
terpersonal acquaintance with music creators, as well as greater connection
and inform-relations between republican music centers and professional
music associations.’ The bulletin was intended for all institutions that co-
operate or have occasional contacts with the Alliance, embassies of the SFR,
as an overview of events, and journalists as a basic source of information
about the Union.” However, although very important for the research of
SAKOJ activities and history, the Bulletin was not published regularly. Af-
ter the first issue, there was a break until 1971. Then, it was published from
1975, from 1978-1985, and from 1987 to 1992. The only valuable source for re-
search on this topic is a monographic volume published in 1970, dedicated

6 Bilten saveza kompozitora Jugoslavije, no. 1 (January 1964): 1.
7 Ibid.
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entirely to the Union of Yugoslav Composers, and edited by its former pres-
ident, composer Predrag Milosevi¢. It includes contributions by composer
and conductor Oskar Danon, musicologist Roksanda Pejovi¢ (1929-2018),
and others. What makes this publication particularly significant is that
many of its authors were themselves participants in the history of SAKOJ
and/or conducted interviews with senior composers, drawing on their first-
hand experiences with the institution. Pejovi¢ is also the author of a publi-
cation marking the anniversary of UKS, A historical overview of the devel-
opment of the Association of Composers of Serbia in 1965," which is also the
only thematic publication dedicated to this organization to date.” An exam-
ple of a scientific approach to this topic after the dissolution of Yugoslavia
is an article by musicologist Vesna Miki¢ (1967-2019) dealing not only with
SAKOJ and its establishment, but also interconnections between SAKO]J
and its republic organizations.” Finally, we could collect some fragments
of history about SAKOJ and UKS in the journals Sound (Zvuk), Pro Musi-
ca, Knjizevne novine, and Borba. Still, the state of research on this topic is
fragmented into separate case studies about composers who were members
of SAKOJ and UKS, in which institutions were only marginally mentioned.

To this end, we will present several examples of cultural cooperation
to illustrate its mechanisms and strategies of action, with a special focus on
the exchange of cultural workers and the principles of establishing copy-
right. In order to contextualize these examples, we will briefly discuss the
socio-historical context in which these networks were established, as well
as explore the periods during which they were questioned, in alignment
with broader political interests. It is particularly important to emphasize
the significance of operating through institutional structures, that is, the
role of associations in this process.

Socio-Political Context and Circumstances

It is well known that Yugoslav-Soviet relations in the period after World
War II were largely based on viewing the Soviet model as exemplary, span-

8 Roksanda Pejovi¢, Istorijski pregled razvoja Udruzenja kompozitora Srbije (Beograd:
Udruzenje kompozitora Srbije, 1965).

9 A monograph dedicated to marking the 80" anniversary of its founding is currently
in preparation by musicologists: Sonja Marinkovi¢, Stefan Cvetkovi¢, Ivana Miladi-
novi¢ Prica, and Biljana Lekovié.

10 Vesna Miki¢, “O UKS-u i DSS-u SKJ/SAKOJ-u (u kontekstu politike) DDD,” in Us-
tanove, politika in glasba v Sloveniji in Srbiji 1945-1963, eds. Tatjana Markovi¢ and
Leon Stefanija (Ljubljana: Znanstvena zalozba Filozofske fakultete, 2015), 177-99.
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ning everything from the economy to party organization, with cultural
policy serving state propaganda. Although these two countries were the
closest allies in foreign policy, Yugoslavia’s independent stance in foreign
affairs led to the conflict in June 1948, marked by the Cominform resolu-
tion." After this period, relations between the two countries were charac-
terized by alternating phases of stability and instability, which is also re-
flected in the context of cultural policy and diplomacy.”

In these relations, cultural exchange played a significant role as a ‘soft’
form of political interchange.” To be more specific, the concept of cultur-
al diplomacy:

gained enhanced value where traditional diplomacy and military force
are limited. Namely, cultural exchange can serve as an instrument of
reconciliation between former adversaries, especially after a period of
intense international tension, and culture represents a field for the rap-
prochement of states. An example of this is the improvement of rela-
tions between East and West following Stalin’s death, which began pre-
cisely with renewed cultural exchange.™

Thus, following the conflict of 1948 and Stalin’s death in 1953, cultur-
al policy was or was supposed to provide a platform for establishing rela-
tions both with the East and with the West. This way of positioning the
SFRY included pacifism and a neutral position in the geopolitical constel-
lation, which would lead Yugoslavia towards the establishment of the Non-
Aligned Movement.” Speaking of political aspirations toward the East, for-
mal reconciliation between the two countries took place with the signing
of the Belgrade and Moscow Declarations in 1955. After relations deterio-
rated again over the next two years, the early 1960s saw a renewed normal-
ization of ties.” The following years were marked by a more liberal form

11 Andrija Jovanovi¢, “Jugoslovenski stav prema spornim pitanjima kulturne sarad-
nje sa Sovjetskim Savezom u periodu normalizacije diplomatskih odnosa,” Histo-
ria Moderna: Bosnia & Herzegovina 2, no. 2 (2021): 13, https://doi.org/10.62215/2744
-2365.2021.2.2.11.

12 For exact examples, statistics and events that shaped cultural cooperation of Yu-
goslavia, namely their cultural foreign policy from “historical NO” to Stalin up
to 1960s, see: Branka Dokni¢, Kulturna politika Jugoslavije, 1946-1963 (Beograd:
Sluzbeni glasnik, 2013).

13 “Introduction,” in Cultural Diplomacy, eds. Kristen Bound, Rachel Briggs, John
Holden, and Samuel Jones (London: Demos, 2007), 15-6.

14 Jovanovi¢, “Jugoslovenski stav prema spornim pitanjima kulturne saradnje,” 13.

15 See further in: Vasiljevi¢, “View to Cold War Through the Pericentric Lenses.”

16 Jovanovi¢, “Jugoslovenski stav prema spornim pitanjima kulturne saradnje,” 13—4.
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of socialism, which involved international cultural exchange with both
Western and Eastern bloc countries. In this process, the Soviet Union re-
mained a platform of strategic importance.”

Several key events should be highlighted, discussing cultural cooper-
ation. The exchange of letters between Nikita Khrushchev and Josip Broz
Tito in July and August 1954; the adoption of the “Decision on Measures for
the Restoration of Cultural Ties between the USSR and Yugoslavia” in Sep-
tember 1954 (Communist Party of the Soviet Union/Kommynucmu'uecxas
na’pmus Cose'mckoeo Cot’3/CK KPSS); and the meeting between Yugoslav
Ambassador Vidi¢ and Soviet Minister of Culture Aleksandrov in October
of the same year. As a result, a bilateral agreement was later concluded in
the form of the Belgrade Declaration, adopted on June 2, 1955. The final part
of the declaration emphasized the obligation of both states to conclude a
Convention on Cultural Cooperation to intensify cultural ties.” This agree-
ment came into effect on May 17, 1956, under the title “Convention on Cul-
tural Cooperation between the Federal People’s Republic of Yugoslavia and
the Union of Soviet Socialist Republics.”” Its purpose was to expand friend-
ly relations and to foster and strengthen cultural ties between the two coun-
tries. Furthermore,

The Convention provided for mutual cultural exchange through the ex-
change of scientific, professional, literary, and artistic works and publi-
cations, as well as the translation and publication of these works. It also
covered the exchange of lectures, concerts, theatrical performances,
sporting events, the organization of scientific and artistic exhibitions,
the exchange of scientific, artistic, and documentary films, among
others.™

The cooperation with the Soviet Union involved primarily the ex-
change of cultural workers based on the principle of guest appearances for
a specific period, and on the established plans for cultural or friendly co-
operation. Annual agreements were signed with various countries, and the
Soviet Union was no exception. However, when considering the broader

17 Ibid., 14-5.

18 Ibid., 15-6.

19  Precise data on not only cultural cooperation, but also all areas of foreign and do-
mestic policy of the SFRY, by year, and in this regard, specific bilateral and other
agreements that were signed, can be found in the journal Yugoslav Survey, see: Ju-
goslovenski pregled: informativno dokumentarni prirucnik o Jugoslaviji, 1957-2002.

20 Jovanovi¢, “Jugoslovenski stav prema spornim pitanjima kulturne saradnje,” 17.
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cultural context, this period can be seen as one of cultural liberalization.
Historian Radina Vudeti¢, a dedicated researcher of this period, concluded:

While it was still expected that culture, in all its segments, would be in-
fused with ideology, there was also a continuous liberalization of the
arts. Thanks to this, culture turned towards new aesthetics and poetics,
largely under the influence of the West, but also experiencing, at times,
successful and sometimes partial liberation from the strong influence
of the Party.”

In the context of SAKOJ’s work, it is noted that a significant number
of compositions by Yugoslav authors were published in the USSR, while at
the same time, events related to American music were closely followed. Ev-
idence of this delicate balancing act — being “neither here nor there,” caught
between East and West — can also be found in the cooperation agreements
made with various countries. These included agreements on friendly co-
operation with Czechoslovakia, Romania, Austria, East Germany, Hunga-
ry, and the USSR, among others (1969). Finally, by automatism of geopo-
litical struggle, in the documents and reports of the Federal Commission
for Cultural Cooperation of Yugoslavia, we first encounter a list of corpo-
rations with socialist countries, regardless of the scale of the exchange, and
then others.

Within the Network of Cultural Cooperation

From the beginnings of institutional activity through the work of associ-
ations (Composers’ Association of Serbia, Union of Yugoslav Composers),
the idea of “better promotion of the works of domestic authors both in the
country and abroad” has been the core of their efforts.”” It should be clari-
fied that SAKOYJ, as the “umbrella organization”, as Oscar Danon notes, was
not intended to be a “central administration with all competencies,” nor an
“organization above organizations”, but rather an institution whose “main
task was coordinating and connecting the various republic associations, rep-
resenting composers”.”

21 Radina Vuceti¢, Monopol na istinu: Partija, kultura i cenzura u Srbiji $ezdesetih i se-
damdesetih godina XX veka (Beograd: Clio, 2016), 75.

22 Predrag Milosevi¢, ed., SAKOJ: 1950-1970 (Beograd: Savez kompozitora Jugoslavije,
1970). [Publication was printed without page numbers].

23 Oskar Danon, “Prve godine Saveza kompozitora,” in SAKO]J: 1950-1970, ed. Predrag
Milosevi¢ (Beograd: Savez kompozitora Jugoslavije, 1970).
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In the period we approach in this paper, presidents of the SAKOJ were
from different republics, while secretaries were from Serbia, as shown in
the accompanying tables.

Table 1: SAKOJ Presidents 19351975

SAKOQO)J Presidents

1953-1957 Matija Bravnicar (1897-1977), Slovenian

1957-1962 Slavko Zlati¢ (1910-1993), Croatian

1962-1966 Vlastimir Nikolovski (1925-2001), North Macedonian
1966-1971 Miroslav Spiler (1906-1982), Croatian

1971-1975 Cvjetko Ivanovi¢ (1929-1994), Montenegreen

Table 2: SAKO] Secretaries 1935-1975

SAKOJ Secretaries

1950-1953 Oskar Danon (1913-2009)
1953-1962 Mihailo Vukdragovi¢ (1900-1986)
1962-1966 Aleksandar Obradovi¢ (1927-2001)
1966-1975 Vojislav Kosti¢ (1931-2010)

It can be said that SAKOJ activities in the period after 1965 were shaped
around several key issues to which they continuously dedicated attention.
First, the work on specifying the mechanisms for the fair distribution of
authors’ rights; promoting domestic creativity (supporting festivals, music
events, audio and printed publications); presenting composers and music
writers on the international stage; connecting with international organiza-
tions and colleagues; caring for the social and professional status of au-
thors; and, in general, caring for musical culture and the standards that de-
fine it as part of the national identity.”* In that respect, almost forgotten is
the ambitious undertaking called the bilingual (with English translation)
catalogue of the Union of Yugoslav composers from 1968, with over two
hundred biographies and lists of works by composers and music writers
from Yugoslavia, compiled by a musicologist, Milena Milosavljevi¢ Pesi¢.”

24  Milosevi¢, SAKOJ:1950-1970.

25  Milena Milosavljevi¢-Pesi¢, ed., Kompozitori i muzicki pisci Jugoslavije (Beograd:
Savez kompozitora Jugoslavije, 1968). From later similar practices we found only bi-
lingual edition of catalogue of the composers from Slovenia: Crt Sojar Voglar ed.,
Skladateljske sledi po letu 1900/Composers’ Traces from 1900 Onwards, 2™ edition
(Ljubljana: Drustvo slovenskih skladateljev, 2005).
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As such, this organization was of great significance in coordinating
the renewal of Yugoslav-Soviet relations with several composers inter-
ested in tendencies of music in the USSR, from classical to popular and
film music. Such cultural exchanges were only by exception conducted
through direct contact of SAKOJ members to certain USSR musicians
and cultural workers. In practice, cultural exchanges were initially based
on inter-institutional cooperation between various associations and so-
cieties, through various state protocols and agreements. This was espe-
cially significant in the context of restoring relations with the Soviet Un-
ion, in a ‘soft’ way. In this respect, Slovenian composer Matija Bravnicar,
explained:

After the Cominform affair, when the ice of mistrust and hostility be-
tween the Soviet Union and Yugoslavia dissolved, the Union of Yugoslav
Composers took steps to establish contacts with the Composers” Union
of the USSR and to strengthen its relations with Soviet colleagues, just
as it had with others, especially Polish and Czech composers.*

In his later memories, Bravni¢ar emphasizes that this was a gesture of
connection, but also of mutual discovery: “We had lived for a long time be-
hind the curtain, and we had no true picture of their musical life, and even
less did they have of ours.””” Such a statement may have stemmed from the
intention to establish a balanced and controlled relationship with the Sovi-
et Union, in light of the justification for the non-aligned position.

In this context, he noticed that the Soviets themselves made devia-
tions from strict realism, and that they “went beyond the framework of real-
istic methods and that they too followed the modern, contemporary, expres-
sive innovations.” This is precisely the measure that domestic artists, under
the banner of the idea of joining modern trends, or what art historian Jesa
Denegri called “socialist modernism”, and art theorist Misko Suvakovi¢ de-
fined as “moderate modernism”, were striving to follow.”® Suvakovié, who
understood this phenomenon in respect to different artistic practices, ex-
plains that:

26  Matija Bravnicar, “Savez kompozitora izmedu II i IIT kongresa,” in SAKOJ: 1950-
1970, ed. Predrag Milosevi¢ (Beograd: Savez kompozitora Jugoslavije, 1970).

27  Ibid. List of most important works by Bravnicar, see: Sojar Voglar, ed., Skladateljske
sledi, 38-9.

28  Je$a Denegri, Teme srpske umetnosti 1950-2000. Pedesete (Beograd: Orion Art, 2012);
Misko Suvakovi¢, Pojmovnik teorije umetnosti (Zagreb, Ghent: Horetzky, Vlees &
Beton, 2005).
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Moderate modernism emerges as an ideologically neutral and aes-
theticized art that enables a compromise between the ideological de-
mands of the revolutionary government and the aesthetic interests of
the post-revolutionary techno-bureaucratic layers.”

Cases of Musical Exchange and Cooperation

In the Yugoslav press, this context was described as an exchange of “our and
foreign artists” carried out in accordance with the agreement on cultural
cooperation between the USSR and Yugoslavia:

The Ministry of Culture of the USSR invited a delegation of Yugoslav
cultural workers and artists to visit the Soviet Union. In addition, an ex-
change of delegations of representatives of higher education institutions
and an exchange of students was envisaged.”

This undertaking sought to reinforce Yugoslav-Soviet cultural ties, a
subject likewise highlighted in the press. The process encompassed a range
of proposed initiatives. Although many sources do not provide complete
clarity on the organizers, it is evident that these activities were typically
conducted through formal institutional channels.

Concretely, in 1956 plans included a performance of Stevan Hristi¢’s
ballet The Legend of Ohrid (Ohridska legenda, 1947) and guest appearances
by opera singers such as Miroslav Cangalovi¢, while in return, the Soviet vi-
olinist and violist David Oistrakh was scheduled to visit Yugoslavia.” Fur-
thermore, for 1958 a series of concerts was planned in cooperation between
the Yugoslav Concert Agency and the Soviet Concert Agency operating
under the Ministry of Culture (TOCKOHILIEPT CCCP - I'ocyoapcmeerHoe
konuepmmoe o6wveourerue CCCP). Specifically, the program envisaged per-
formances by eight Yugoslav soloists and two ensembles, among them so-
loists of the Ljubljana, Zagreb, and Belgrade opera houses (Rudolf Francl,
Marijana Radev, Miroslav Cangalovi¢, Biserka Cveji¢), as well as conduc-
tors such as Samo Hubad (Ljubljana Philharmonic), Milan Horvat (Zagreb
Philharmonic), and Kre§imir Baranovi¢ (Belgrade Philharmonic). As for
the guest ensembles, the Yugoslav People’s Army Choir was selected, along

29  Suvakovié, Pojmovnik suvremene umjetnosti, 744.

30 Anon., “U Sovjetskom Savezu gostovace vise nasih umetnika i grupa,” Borba, 25
June, 1956, 4.

31 Ibid.
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»32

with a “group of Yugoslav popular performers comprising 20 members.”** For
the same year, a reciprocal collaboration was also planned, involving the
visit of Soviet soloists and ensembles, among them pianists Sviatoslav Rich-
ter and Dmitry Bashkirov, as well as the Grand Ballet of the Leningrad
State Theatre of Opera and Ballet — Kirov. It was also planned to reciprocate
through collaboration with Soviet popular performers. Based on these ex-
amples, it is clear that the strategy for selecting representatives was guided
by the criterion of diversity, following the principle of ‘something for every-
one’, evidently in line with the idea that cultural policy does not only entail
communication between elite groups, but is also directed toward the gen-
eral population.”

However, based on the Declaration of Cooperation between SFRY and
USSR, the first official visit of our composers to the USSR took place in
1960, at the invitation of their Soviet colleagues. The delegates from Yugo-
slavia were Natko Dev¢i¢ (1914-1997) and Matija Bravnicar. According to
the 1962 cooperation plan, composers Dusan Radi¢ (1929-2010) and Pri-
moz Ramovs (1921-1999) were invited as guests for two weeks, with a recip-
rocal visit planned for two young Soviet composers to spend the same pe-
riod in Yugoslavia. That same year, the performance of symphonic works
by domestic composers in Moscow was also planned, which also involved
a two-week stay for a selected Yugoslav composer. The visit was to be re-
turned in the same way: by performing Soviet symphonic music in Bel-
grade.’* The mediator in the realization of these concert events was (usual-
ly) “Jugokoncert”, which received certain funds from the Commission for
this engagement.

For example, in 1964, Slovenian composer and pianist Pavel Sivic
(1908-1995) was sent on a two-week guest tour in the USSR, and he visited
Moscow, Sankt Petersburg, and Yerevan, in today’s Armenia. In addition
to the opportunity to learn about pedagogical methods and fellow pianists
with a reputation from the Moscow Conservatory, Sivic performed piano
works or arranged music by contemporary Yugoslav composers during his
guest appearances. In this sense, he was surprised by the positive reception
of compositions that had been harshly criticized for their radical language
at the Tribune of the Opatija Music Festival a few years earlier: Inventiones

32 Anon, “Krajem februara dolazi na gostovanje Lenjingradski balet,” Borba, 10 Febru-
ary, 1958, 3.
33 “Introduction,” in Cultural Diplomacy, 16.

34  AJ, fond 559 Federal Commission for International Cultural Links (further FCICL),
b. 111, f. 244.
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Ferales by Uro$ Krek (b. 1965), Three Contrasts (1961) by Ivo Petri¢ (1931—
2018), Simfonietta (1956) by Ramovs, and his own Alternations (1963). The
works were approved by experts such as Aram Khachaturian (1903-1978),
Boris Arapov (1905-1992), etc.”

Although these plans were the result of official decisions, it happened
that they were not realized, often under strange circumstances. On the one
hand, it is mentioned that the concert of symphonic works by Yugoslav
composers in Moscow was postponed because the sheet music submitted
by the Yugoslav Embassy to the Ministry of Culture in Moscow was lost.
Compensation was offered for the lost material. From the given situation, it
is clear that the Yugoslav side was not open to compromise but instead was
firm in its decision to uphold the agreement to achieve its goals. When the
Soviets proposed that, instead of contemporary works by Yugoslav authors
- whose scores were supposedly lost — a new program of their choosing be
performed, the Yugoslav side rejected the suggestion.’ It should not be par-
ticularly emphasized that throughout the first decade of its work, SAKO]J
continued to collect musical scores of its members, and in some cases, lists
of works, so that it was impossible to act quickly in the event of the loss of
scores.

On the other hand, we find that the General Secretary of SAKOJ, Alek-
sandar Obradovi¢, along with composers Dusan Radi¢ from Belgrade and
Primoz Ramovs from Ljubljana, were selected to attend the ceremonial con-
cert of Yugoslav music in Moscow on November 30, 1962.” The apparently
successful stay in the USSR and a concert of symphonic music resulted in
the publication of an edition of “Contemporary Yugoslav Symphonic Mu-
sic” a few years later, in the 1970s, featuring works by the aforementioned
guest composers, for the most important Russian record labels “Melody”
and “Accord”. On the first of these LP editions, symphonic pieces were per-
formed by the Moscow symphonic orchestra recorded at the Bolshoi hall at
the Moscow conservatory, conducted by A. Jansen, and published on the
LP “Contemporary Yugoslav Music” (CospemeHHast 1020c1a8ckas my3vika),
Picture 1 and 2. The following works were released on the LP: White Kra-
jina (Bela Krajina, 1946) by Marjan Kozina (1907-1966), Symphonic picture
(Simfonijska slika, 1953) by Dusan Radi¢, dance from opera Kostana (1931)
35 “Tradicionalna izrazajna sredstva zamenjuju se novim jezikom,” Bilten saveza kom-

pozitora, no. 5 (May 1964): 4.

36  AJ, fond 559 FCICL, b. 111, f. 244.

37  Anon., “Nasi kompozitori na koncertu jugoslovenske muzike u Moskvi,” Borba, 28
November 1962, 8.
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Picture 1: Picture 2:
“Musica noster amor”, LP, Cover “Musica noster amor”, Back cover

by Petar Konjovi¢ (1883-1970), Funeral music (Musiques funebres, 1955) by
Primoz Ramovs, and Concerto giocoso for chamber orchestra (1956) by
Milko Kelemen (1924-2018). Finally, in 1976, Soviet “Melody” published
works performed by the leading Yugoslav symphonic orchestras: the Slove-
nian Philharmonic under conductors Oskar Danon and Anton Nanut, the
Zagreb Radio Symphony Orchestra under Josef Daniel, and the Belgrade
Philharmonic under Zivojin Zdravkovi¢. In this respect, the collection also
included symphonic works such as Antinomia (1972) by Vitomir Trifuno-
vi¢ (1916-2007), Funeral Music by Ramovs, Characters and Plots (Likovi i
plohe, 1967) by Dubravko Detoni (b. 1937), and the first movement “Flare-
up” (Buktinje) from the Fourth Symphony (1972) by Aleksandar Obradovi¢.

After the symphonic music from the SFRY, the edition Choral Mu-
sic of the Peoples of Yugoslavia (Xoposas mysvika napooos FOzocnasuu) was
published on other LPs in the USSR by Melodiya. Among them was Musi-
ca noster amor, featuring compositions by Jacobus Gallus (1550-1591), Ivan
Lukaci¢ (1575-1648), Stevan Stojanovi¢ Mokranjac (1856-1914), Josip Stolcer
Slavenski (1896-1955), Todor Skalovski (1909-2004), Vlado Milosevi¢ (1901
1990), and Trajko Prokopiev (1909-1979).

In addition to collaborations that involved concert practice, other
forms of cultural exchange were also realized. For example, pianist from
Croatia Ivo Macek (1914-2002) spent three weeks as an observer at the In-
ternational Tchaikovsky Competition in Moscow, and the secretary of the
SAKOJ, Mihailo Vukdragovi¢, spent two weeks as a guest of the Soviet
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Composers’ Union during their congress in 1959.”" Finally, during the 1950s
to 1970s, SAKOJ sent delegates, primarily musicologists, two per confer-
ence, to the Soviet Union.”

Yugoslav organizations aimed to showcase their diverse activities, as
well as music of various genres. Popular music was also represented in this
context. We will mention the tour of the Entertainment Orchestra of Radio
Television Belgrade, under the direction of Vojislav Bubi$a Simi¢ (b. 1924),
which took place in the USSR from July 1 to August 15 in 1961. It was an-
nounced that 36 concerts would be held with soloists such as Lola Novak-
ovi¢ (1935-2016), Anica Zubovi¢ (b. 1932), and Predrag Gojkovi¢ (1932-2017).
The tour was organized based on the cultural convention between Yugo-
slavia and the USSR.** The domestic correspondent of Borba newspaper
praised the orchestra for achieving a great triumph, highlighting that at the
concert held on July 14™, it received an applause that no other visiting Eu-
ropean orchestra had:

Long after the three-hour program, in the packed hall of the largest pa-
vilion of the ‘Hermitage’ Summer Garden, ovations could be heard for
eighteen performers and soloists Anica Zubovi¢, Lola Novakovi¢, Pre-
drag Gojkovi¢ and Krsto Petrovié¢.*

After the concert in “Hermitage”, the Entertainment Orchestra of RTV
Belgrade gave concerts the next day in Gorky Park and the stadium of Di-
namo in front of 20.000 listeners.*

On the flip side, delegates from the USSR also came to Yugoslavia. The
secretary of the Union of Composers of the Soviet Union, Tikhon Nikola-
jevi¢ Khrenikov (1913-2007), visited Yugoslavia in September 1964 to ne-
gotiate musical exchange between the two federations.* This was followed
by the delegation of regular guests to the USSR from all the republics of
the SFRY, and for example in 1970 the following guests were: composers
Jakob Jez (1928-2022) from the Slovenian Composers’ Association, Branko

38 AJ, fond 559 FCICL, b. 111, f. 244.

39  AJ, fond 142 SSRNJ, b. 82, f. 327.

40  Anon., “Turneja Zabavnog orkestra RTV Beograd po SSSR,” Borba, 13 June, 1961, 7.

41 Anon., “Veliki uspeh Zabavnog orkestra RTV u Moskvi,” Borba, 15 July, 1961, 6.

42 These tours under his direction continued in the following years, as he recounts in
his autobiographical book Sentimental journey (Sentimentalno putovanje) reflecting
on the warm reception he received as a Yugoslav artist in the USSR. See: Vojislav
Bubisa Simi¢, Sentimentalno putovanje (Beograd: Clio, 2010), 162—4.

43 “Vesti iz Saveza kompozitora Jugoslavije,” Bilten saveza kompozitora Jugoslavije, no.
2 (February 1964): 2.
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Karaka$ (1930-2014) from the Composers’ Association of Serbia, Toma
Prosev (1931-1996) from the Macedonian Composers’ Association, Zlatko
Pibernek (1926-2010) and musicologist Cvjetko Rihtman (1902-1989) from
the Union of composers of Bosnia and Herzegovina.**

Russian artists also appeared in a number of other formal events, like
the prestigious Belgrade Music Festival (BEMUS), and performed works of
domestic authors. In 1971, for instance, the State Symphony Orchestra of
the USSR, with the conductor Yevgeny Svetlanov, performed in Belgrade.
On this occasion, SAKOJ conferred awards upon the most distinguished
performers, among them a Soviet string quartet, which was honored for its
notable interpretation of Mihailo Vukdragovi¢’s String Quartet in A minor
(1944).”

One of the most important visits by a Soviet composer was that of
Dmitry Shostakovich in 1964. Shostakovich visited Belgrade before trav-
eling to Zagreb, where on January 7 he attended a performance of his op-
era Lady Macbeth of Mtsensk, Op. 29 (1934; revised as Katerina Izmailova
in 1962), staged by the Zagreb Opera. On this occasion, he was welcomed in
Belgrade by Voki Kosti¢ on behalf of the SAKOJ. As we can find out from
the Bulletin, he had the opportunity to listen to recordings of compositions
by Yugoslav composers on magnetic tapes in the premises of the Union.
A special impression was made on him by Songs of Space (Pesme prostora,
1956) by composer Ljubica Mari¢ (1909-2003).* Organized by the Union of
Yugoslav Composers and mediated by the local Composers’” Association of
Serbia, he also met with composition students in Belgrade, about whom he
spoke positively at the improvised press conference held at the “Metropol”
Hotel. When asked by journalists whether he was familiar with Yugoslav
music, he replied that he already knew certain works by Yugoslav compos-
ers, either from concert performances or radio broadcasts, thus indicating
that Yugoslav compositions were present on the Soviet musical scene.”” Al-
ready after the premiere in Zagreb, Shostakovich also expressed the opin-
ion that “it is necessary to work more and more deliberately on the mutual
promotion of musical creativity between our two countries.”**

44  “Saradnjasinostranim savezima kompozitora,” Bilten saveza kompozitora Jugoslavi-
je, no. 1 (January 1971): 4.

45  Anon., “Veceras pocinje Bemus 71,” Borba, 7 October, 1971, 8.

46 “Vesti iz Saveza,” Bilten saveza kompozitora Jugoslavije, no. 1 (January 1964): 2.

47  Anon., “Dmitrij Sostakovi¢ doputovao u Beograd,” Borba, 1 January, 1964, 7.

48  Anon., “Pomodarska strujanja u muzici nemaju budu¢nost,” Borba, 9 January, 1964,
7. See also: Z. B., “Sostakovi¢ Zeli prisnije poznanstvo sa jugoslovenskom muzikom,”

237



SKLADATELJSKA DRUSTVA NEKOC IN DANES | COMPOSERS  SOCIETIES PAST AND PRESENT

About composers’ guest appearances, we should mention the visit of
young and prolific composer Rodion Shchedrin (1932) in Belgrade and Za-
greb to the Music Biennale in Zagreb at the invitation of SOKOJ in 1965,
primarily on the occasion of the premiere of his ballet The Little Hump-
backed Horse (Konv-eopbyHox, 1956) by the guests Bolshoi theatre ballet
troupe.”” Also, Aram Khachaturian visited Yugoslavia in 1969.

During the 1950s and 1960s, at the meetings of SAKO]J and the Feder-
al Commission for Cultural Cooperation, there was a clear insistence that
cultural exchange should occur exclusively through official state channels.
The complex Yugoslav cultural apparatus thus sought to coordinate and
control such exchanges. Tours by particularly popular musicians to the So-
viet Union that bypassed these channels were labeled “wild” and strongly
opposed. The most prominent example of this “wild” organization — and
its remarkable success — was singer Porde Marjanovi¢ (1931-2021), followed
by Miki Jevremovi¢ (1941-2017) and the singer-songwriter Radoslav Grai¢
(1932-2023).

Copyrights

The fact that cultural relations were a result of socio-political and econom-
ic trends is also evidenced by the failure to advance the initiative on copy-
right. Specifically, at a meeting of the Composers’ Association of Serbia in
June 1971, there was discussion about potentially agreeing with the USSR,
“considering that our works are performed there to a considerable extent, and
even a large number of our compositions have been recorded on vinyl there.”**
The envoy on this matter, Voki Kosti¢, emphasized that there was insistence
on signing an agreement between Yugoslavia and the Soviet Union on the
protection of copyright. He also mentioned that Yugoslavia would have a
positive balance when it comes to the concert performance of popular and
entertainment music, as well as choral and chamber music, which is per-
formed extensively there. However, he explained that the conclusion of a
copyright agreement would not only apply to music, but also to literature,
meaning that Yugoslavia would have to spend significant sums on copy-

Borba, 7 January, 1964, 7.

49  Further details about his impressions during visit of Zagreb and Belgrade, and about
music cooperation of two federations, as well as contemporary Soviet music scene,
see: “Jo$ jedan korak napred u sovjetskoj muzici,” Bilten saveza kompozitora Jugo-
slavije, no. 10 (October 1965): 3.

5o  Agencija za privredne registre/APR (Serbian Business Registers Agency), folder 2,
doc. 027, Annual General Assembly of SAKOJ, 13 June 1971.

238



YUGOSLAV-SOVIET UNION RELATIONS FROM THE 19508 TO 19708 ...

right fees due to the large number of translations of Russian authors. For
this reason, he highlighted that further negotiations were ongoing.” The
“Yugoslav-Soviet Copyright Protection Agreement” was signed at the end
of October 1974. On behalf of the SAKOJ, the agreement was signed by Ko-
sti¢ as the General Secretary. It was highlighted that this agreement holds

great significance for enriching and expanding the cooperation be-
tween SAKO]J and the Soviet Composers’ Union, which will particu-
larly impact the mutual introduction of our and Soviet audiences to the
musical creations in both countries.*

The Yugoslav-Soviet agreement:

will also regulate the issue of compensation for the performance of
works by our composers in the USSR and Soviet works in Yugoslavia.
Until now, this matter had not been legally regulated, so all public per-
formances and recordings for vinyl records, radio, and television were
carried out without any compensation.”

Conclusion

Based on our research, it could be concluded that the SAKOJ/UKS adopted
a strategic and interest-given relation to the Soviet Union. With respective
members, presidents, and secretaries, and other board members, profiled
cooperation with the Soviet Union was proposed by exchange of delegates
for guest composers and music writers, as well as through performance
and promotion of Yugoslav and Soviet repertoire. The higher instance that
finally decided and ratified the proposals for Yugoslav-Soviet relations in
music was the Federal Commission for the Cultural Relations with Foreign
Affairs, to which, again, members of the SAKOJ and other composers’ as-
sociations at the republican level were delegated. Deeper cooperation with
the USSR involved the adoption of agreements on composers’ copyrights
and the activities of the Institute for Copyright Mediation (ZAMP). These
became highly significant issues in the 1960s and 1970s, sparking a complex
struggle between representatives of high-art and popular music practices.

In the end, we need to cite director Zelimir Zilnik, famous as a critical
voice in communist Yugoslavia, but also an artist who understood cultural
fields in Yugoslavia very well:

51 Ibid.
52 Anon., “Jugoslovensko sovjetski ugovor o zastiti autorskih prava,” Borba, 23 Octo-
ber, 1974, 9.

53  Ibid.
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Yugoslavia in the 1960s and 1970s was in serious political-ideological
and economic tension with much of the world and the countries of the
Soviet bloc. We had the impression that we were between two worlds
and that we possessed the advantages of both systems. When we look at
the artistic practice of the 1960s, the most interesting and relevant de-
velopments in the art of the people living in Yugoslavia occurred pre-
cisely in that decade and a half. What was achieved in the fields of litera-
ture, journalism, theater, and film from the early 1960s to the early 1970s
remains unsurpassed to this day.**

In line with that, we could praise SAKO]’s/UKS’s intense struggle to
stay on its own path, and following the artistic personalities of its composer
and music writer members. From a contemporary perspective, the self-con-
fidence with which Yugoslav representatives treated the Soviet Union as
their equal, without any intention of making concessions or bowing to the
wishes and poetics of Soviet composers.
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The Sarajevo Period of Dane Skerl’s Artistic Activity

Fatima Hadzi¢
Univerza v Sarajevu
University of Sarajevo

Amra Bosni¢
Univerza v Sarajevu
University of Sarajevo

Dane Skerl (Ljubljana, August 26, 1931-Bovec, May 4, 2002) was a Slove-
nian composer, conductor and professor. He graduated in composition in
1952 in the class of Lucijan Marija gkerjanc (1900-1973) at the Academy
of Music in Ljubljana. He furthered his studies in Austria and Germany,
where he spent a short period specialising at the electronic studio in Co-
logne.” From 1949 to 1960, he worked as a conductor and teacher in music
schools in Ljubljana. He was engaged at the Academy of Music in Saraje-
vo as a professor of composition and theoretical subjects from 1960 to 1970.
In 1970, he returned to Ljubljana, where he worked at the Academy of Mu-
sic as a professor of composition (serving for a time also as dean) until his
retirement in 1995.”

Skerl was actively involved in various roles within the highest bod-
ies of the Society of Slovenian Composers and its publishing activities. For
many years, up until the dissolution of Yugoslavia, he also held numer-
ous positions in the Presidency, the Copyright Commission, the Commis-
sion for International Relations, the Supervisory Board, and other bodies
of the Union of Composers of Yugoslavia. He was regarded as a prominent

1 Milena Milosavljevi¢-Pesi¢, Kompozitori i muzicki pisci Jugoslavije: Clanovi Saveza
kompozitora Jugoslavije (Beograd: Savez kompozitora Jugoslavije, 1968), 576.

2 Andrej Rijavec and Ivan Klemenc¢ié, “Skerl, Dane,” Grove Music Online, 2001, https://
doi.org/10.1093/gmo/9781561592630.article.25929.
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advocate and expert in the field of copyright law.’ During his time in Sara-
jevo, he was a member of the Association of Composers of Bosnia and Her-
zegovina, as well as of certain bodies within the Association.*

Recognised as one of the most important Slovenian composers of
the second half of the 20™ century, Skerl’s name appears in encyclopae-
dic publications and overviews of Slovenian artistic production.” Howev-
er, a scholarly monograph that would encompass all aspects of Skerl’s life
and creative work has yet to be written. This paper is a contribution to his
biography, focusing on the part of his life and artistic journey connected
to Sarajevo.

Sarajevo Period

Dane Skerl came to Sarajevo to take a position at the Academy of Music,
where he was engaged from September 1, 1960, to September 30, 1970, ini-
tially as an assistant, and later as a lecturer and associate professor,6 teach-
ing composition, harmony, counterpoint, canon and fugue, and musical
forms.” In 1970, the Bosnian-Herzegovinian composer Milan Jelicanin
(1935-1999) completed his composition studies in Skerl’s class.® Alongside

3 Zeqirja Ballata, “Radoziv simfonik dodelanih oblik: skladatelju in pedagogu Danetu
Skerlu: (1931-2002),” Dialogi 38, no. 7/8 (2002): 110.

4 Skerl is listed as a regular member of the Association of Composers of Bosnia and
Herzegovina in the 1968 membership register (Milosavljevi¢-Pesi¢, Kompozitori i
muzicki pisci Jugoslavije, 649).

5 Rijavec and Klemencié, “Skerl, Dane;” Franc Kriznar and Tihomir Pinter, Sto sloven-

skih skladateljev: sodobni glasbeni ustvarjalci (Ljubljana: PreSernova druzba, Vrba,
1997), 99-100; Crt Sojar Voglar, Skladateljske sledi po letu 1900. Composers’ traces
from 1900 onwards (Ljubljana: Drustvo slovenskih skladateljev, 2005), 256—7; Anon.,
“Skerl, Dane,” in Leksikon jugoslavenske muzike, vol 2, ed. Kre$imir Kovacevi¢ (Za-
greb: Leksikografski zavod “Miroslav Krleza®, 1984), 411-2; Andrej Rijavec, “Skerl,
Dane,” in Muzicka enciklopedija, vol. 3, ed. Kre§imir Kovacevi¢ (Zagreb: Jugoslaven-
ski leksikografski zavod, 1977), 506; Slobodan Spiri¢, “Skerl, Dane,” in Narodno po-
zoriSte Sarajevo 1921-1971, ed. Josip Lesi¢ (Sarajevo: Narodno pozoriste, 1971), 529;
Andrej Rijavec, Slovenska glasbena dela (Ljubljana: Drzavna zalozba Slovenije,
1979), 315—20; Andrej Rijavec, Twentieth Century Slovene Composers. Slowenische
Komponisten des 20. Jahrhunderts (Ljubljana, Koln: Edicija Drustva slovenskih skla-
dateljev; Musikverlage Hans Gerig, 1975), 83—4; Milosavljevi¢-Pesi¢, Kompozitori i
muzicki pisci Jugoslavije, 576; Truda Reich, Susreti sa suvremenim kompozitorima Ju-
goslavije (Zagreb: Skolska knjiga, 1972), 332-4.
“Employee File - Dane Skerl,” Archives of the Academy of Music in Sarajevo.
Vinko Krajtmajer and Ivan Cavlovi¢, eds., 50 godina Muzicke akademije u Sarajevu
(Sarajevo: Muzicka akademija, 2006), 153.

8 Ivan Cavlovié, Muzicki portreti: izvori i sjecanja (Sarajevo: Buybook, 2017), 44.
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Photograph 1: Dane Skerl,
legacy of Zijo Kucukalic,
Institute of Musicology,
Academy of Music in
Sarajevo.

his teaching role, Skerl was active as a collaborator with Radio Sarajevo
(serving as advisor, recording engineer, and conductor),” as well as a mem-
ber of various juries, forums, and associations,”” and artistic councils - par-
ticularly with the Opera and the Sarajevo Philharmonic.”

10

11

Some sources state that he acted as conductor of the Radio-Television Sarajevo Sym-
phony Orchestra (Reich, Susreti sa suvremenim kompozitorima Jugoslavije, 332);
however, although his works were part of the orchestra’s repertoire, Skerl was not
engaged as a conductor. In the study titled “The Symphony Orchestra of Radio-Tel-
evision Sarajevo in the Light of Documentary Material,” Ivan Cavlovi¢ chronolog-
ically lists the conductors of the Symphony Orchestra, among whom Skerl is not
mentioned. However, Skerl did conduct a concert on April 23, 1963, when he led the
premiere of his work Concerto for Clarinet and Orchestra. See: Ivan Cavlovi¢, “Sim-
fonijski orkestar Radio-televizije Sarajevo u svjetlu dokumentarne grade,” Muzika I,
no. 3 (1997): 68-9.

“Pozaji¢ — Preparation for Interview with D. Skerl,” Legacy of Mladen Pozaji¢, Li-
brary of the Academy of Music in Sarajevo.

B. Borko, “Sarajevsko srecanje s slovenskim skladateljem (Glasbeno Zivljenje),” Delo,
October 3, 1963, in Press Archive — Activities of the Academy of Music, 11. Library of
the Academy of Music in Sarajevo.
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The very rich ten-year period in Sarajevo, during which a number
of significant compositions in Skerl’s opus were created, can be consid-
ered his second creative phase.”” Moreover, Skerl stated that it was only
in Sarajevo that his wish to have enough time for composing was ful-
filled.” In short, Skerl is one of a number of important composers who
came to Bosnia and Herzegovina from other Yugoslav republics dur-
ing the founding of fundamental musical institutions such as the Opera
and Ballet of the National Theatre in Sarajevo, the Sarajevo Philharmon-
ic and the Music Academy.” Although they were only active in Bosnia
and Herzegovina for a short time, they left a significant mark on the de-
velopment of musical culture in the first decades after the Second World
War.”

Skerl composed 21 works (see Appendix 1) during his Sarajevo peri-
od, among which are some of his most significant pieces,’6 such as Kon-
trasti [Contrasts] for Symphony Orchestra (1961), Concerto for Clarinet
and Orchestra (1963) and the ballet Grozdanin kikot [Grozdana’s Laugh-
ter]” (1969).” Skerl’s works were included in the repertoire of the most

12 Ballata, “Radoziv simfonik dodelanih oblik,” 112.

13 Skerl himself listed the compositions that were created in Sarajevo (Pet skladb for
Clarinet and Strings, Kontrasti for Symphony Orchestra, Piano Concerto, and the
Symphony No. 2 which he finalised in Sarajevo), and also announced new works: a
ballet, and concert music for harp, piano, percussion, and orchestra (Borko, “Saraje-
vsko srecanje s slovenskim skladateljem”).

14  These include Boris Papandopulo (1906-1991), Ivan Brkanovi¢ (1906-1987), Bozidar
Trudi¢ (1911-1989), Dane Skerl, and Anton Lavrin (1908-1965). Ivan Cavlovi¢, His-
torija muzike u Bosni i Hercegovini (Sarajevo: Muzic¢ka akademija, Institut za muz-
ikologiju, 2011), 222.

15  Moreover, composers and musicians from other Yugoslav republics were considered
domestic composers. For example, at the concert of chamber works by Bosnian au-
thors, of the nine composers whose works were on the programme, only two (Vlado
Milosevi¢ and Avdo Smailovi¢) were born in Bosnia and Herzegovina, while all the
others came from other Yugoslav republics (Cvjetko Rihtman, Milan Prebanda, Vo-
jin Komadina, Mladen Pozaji¢, Mladen. Stahuljak, Dane Skerl (Z. K., “Raznovrsnost
stilskog izraza,” Oslobodenje, April 28, 1965, 8). The concert by the Radio Saraje-
vo Orchestra, which performed the works of Miroslav Spiler, Dane Skerl, Bozidar
Trudi¢ and Ruben Radica, was announced as a concert “dedicated to the works of
contemporary Bosnian-Herzegovinian composers,” although they all originated from
other Yugoslav republics (Zija Kucukali¢, “Kompozitori — interpretatori,” Oslo-
bodenje, April 27, 1963, in Press Archive — Activities of the Academy of Music, 11, Li-
brary of the Academy of Music in Sarajevo).

16 Cavlovié, Historija muzike u Bosni i Hercegovini, 224.

17 Slovene title for the ballet Grozdanin kikot is Opojno poletje (Ravishing Summer).

18  Sojar Voglar, Skladateljske sledi po letu 1900, 257.
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important musical institutions in Sarajevo: the Radio-Television Sarajevo
Orchestra, the Sarajevo Philharmonic, the Ballet of the National Theatre,
and the Academy of Music (see Appendices 2 and 3). His ballets, premiered
on the stage of the National Theatre in Sarajevo, achieved particular suc-
cess. Kontrasti, a ballet in one act with a libretto by Slavko Pervan (1936—
2024), is based on Skerl’s symphonic orchestral work of the same name
from 1961. It premiered on February 28, 1968.” Grozdanin kikot, a ballet in
two acts, was composed to a libretto by Safet Pasali¢ (1907-1987), based on
the novel of the same name by the Bosnian-Herzegovinian writer Hamza
Humo (1895-1970).”° It premiered on December 21, 1969, on the occasion
of the 20th anniversary of the Ballet of the National Theatre in Sarajevo.™
The ballets were also performed on tours: Kontrasti in Italy (Mirandola and
Bologna, 1969), and Grozdanin kikot in Bosnia and Herzegovina (Mostar,
1970, and Zenica, 1979).””

His work received significant recognition and acclaim during his
stay in Sarajevo: he was awarded the Sestoaprilska nagrada [Sixth of April
Award] by the City of Sarajevo for his Symphony No. 2 in 1965. The follow-
ing year, in 1966, he received the Award of the Association of Composers of
Bosnia and Herzegovina for his Symphony No. 3.”

19  The following individuals participated in the ballet production: the conductor Te-
odor Romani¢, choreographer and director Slavko Pervan, and stage and cos-
tume designer Veselin Badrov, along with the performers Emina Kamberovi¢, An-
tun Marini¢ and the Ballet Ensemble of the National Theatre in Sarajevo. Slobodan
Spiri¢, “Kontrasti,” in Narodno pozoriste Sarajevo 1921-1971, ed. Josip Lesi¢ (Saraje-
vo: Narodno pozoriste, 1971), 268.

20 The following individuals participated in the ballet production: the conductor
Ivan Stajcer, choreographer and director Slavko Pervan, and the costume and set
designer Veselin Badrov, along with the performers Emina Kamberovi¢ (Grlica),
Antun Marini¢ (Ozren), Katarina Kocka (Grozdana) Nedzad Potogija (Grozdan),
Muhamed Imani¢ (Jure), Sre¢ko Curi¢ (Svrzimantija), Dorde Milogevi¢ (Minda),
Nevenka Petrovi¢ (Ivanka), Ibro Paralovi¢ (Knez Trpimir). Drago Fiser, “Grozdanin
Kikot,” in Narodno pozoriste Sarajevo 1921-1971, ed. Josip Lesi¢ (Sarajevo: Narodno
pozoriste, 1971), 193.

21 Zija Kucukali¢, “Jubilej sarajevskog baleta. Premijera baleta ‘Grozdanin kikot’ Dan-
eta Skerla,” Zvuk, no. 102-103 (1970): 137-8.

22 Hamid Begi¢ and Mehdija Musovi¢, “Gostovanja sarajevskog Narodnog pozoris-
ta,” in Narodno pozoriste Sarajevo 1921-1971, ed. Josip Lesi¢ (Sarajevo: Narodno po-
zori$te, 1971), 156, 157, 163.

23 S.N,, “Dva djela ¢e se uskoro izvesti. Odgovara kompozitor Dane Skerl,” Osloboden-
je, September 15, 1968, 5.
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Analytical overview of Skerl’s Sarajevo opus

The following analytical overview of Skerl’s Sarajevo opus focuses on three
works from different genres: Pet skladb [Five Pieces] for clarinet and string
orchestra (1961),”* Symphony No. 2 (1963)” and Bagatele [Bagatelles] for pi-
ano (1968),” aiming to understand not only Skerl’s stylistic plurality, but
also his contribution to the inauguration of contemporary art ideas at this
crucial moment in time for Bosnian compositional practice in terms of
continuity, identity and progress. This is because the decade of Skerl’s activ-
ity in Sarajevo represents a kind of crossroads where the activities of com-
posers of three generations intersected.” Their creativity, in the search for
an individual style within a stylistic pluralism, which was characteristic not
only of Bosnian, but also of European composition of the time, was the re-
sult of the friction that occurred among three stylistic trends, as noted by
the Bosnian musicologist Zija Ku¢ukali¢.* The first of these is national real-
ism, anachronistically based on the aesthetics of the national schools of the
19th century. The second one blends late romanticism and impressionism

24  Pet skladb was written in 1961 (Rijavec, Slovenska glasbena dela, 316). However, its
score, used for this research, was published in 1969 by the Association of Compos-
ers of Bosnia and Herzegovina. Dane Skerl, Pet skladb. Za klarinet i gudala (Saraje-
vo: Udruzenje kompozitora Bosne i Hercegovine, 1969).

25 Dane Skerl, Bagatele. Za klavir (Sarajevo: Udruzenje kompozitora Bosne i Hercego-
vine, 1968).

26  Dane Skerl, Druga simfonija - Monotematika. Za godala - per archi (Sarajevo: Edici-
ja Udruzenja kompozitora BiH, s.a.).

27 Cavlovi¢ classifies composers into four generational groups, whose composition-
al practices experienced their full potential after World War II. The first genera-
tion of composers were born ca. 1900-1915: Belu$ Jungi¢ (1892-1968), Vlado Mi-
losevi¢ (1901-1990), Milan Prebanda (1907-1979), Cvjetko Rihtman (1902-1989),
Alfred Tucek (1904-1987), Ivan Demeter (1906-1990), Miroslav Spiler (1906-1982),
Mladen Pozaji¢ (1906-1979), Gabriel Gavro Jakesevi¢ (1911-1985), Artur Klemen-
ti (1909-1985), Frano Povia (1912-?), and Mladen Stahuljak (1914-1996); the second
generation (ca. 1916-1930) consists of Avdo Smailovi¢ (1917-1984), Branko Grkovi¢
(1920-1982), Nada Ludvig Pedar (1929-2008) and Dragoje Denader (1930-1986); the
third one (ca. 1931-1945) includes Vojin Komadina (1933-1997), Milan Jeli¢anin, Jo-
sip Magdi¢ (1937-2020), Andelka Bego—Simunic’ (1941-2022), and Rada Nui¢ (1942);
and the fourth one is represented by Asim Horozi¢ (1958-2023), Valentina Cvijeti¢
(1966), Aliser Sijari¢ (1969), Dino Residbegovi¢ (1975), and Jasmin Osmi¢ (1982). In
addition, there are also “those composers who voluntarily or due to other circumstanc-
es came to Bosnia and Herzegovina, stayed there for a short time, and then left it and
continued their artistic careers abroad,” which includes names such as the already
mentioned Boris Papandopulo, Ivan Brkanovi¢, Bozidar Trudi¢, Dane Skerl and An-
ton Lavrin.

28  Zija Kucukali¢, “Contemporary Trends in Yugoslav Music,” International Review of
the Aesthetics and Sociology of Music 2, no. 2 (1971): 273.
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with an early expressionism and signs of broken tonality. The third stylistic
trend shows an interest in more modernistic, and even avant-garde proce-
dures consistent with contemporary European music.

It is quite certain that the frictions among these three trends, based on
different ideological tendencies created by the composers gathered in the
Association of Composers of Bosnia and Herzegovina as an umbrella in-
stitution, and especially those employed at the Academy of Music, encour-
aged and strengthened the polemic about the (r)evolutionary impulse in
the art of music. In this context, Dane Skerl strongly advocated for a kind
of “middle path” between the avant-garde tendencies European compos-
ers were dealing with and the self-sufficient modes of traditional musical
language, confirming his attitude about those tendencies in conversations
with his colleagues:

I accept Bartok’s thesis that ‘there is no revolution in music’. Each of the
modern classics created — regardless of the style they used — a series of
works that represent outstanding contribution to the world music. The
so-called ‘avant-garde’ have so far proven themselves to be very capable
salesmen of systems that change every day and are obsolete tomorrow.
The means have become the end. For me, that is not avant-garde, with a
few exceptions, such as the Polish master Penderecki.”

This kind of manoeuvring, typical of many composers of the time -
and not only in Bosnia and Herzegovina, but also in other countries of for-
mer Yugoslavia — was often stated as neoclassical, as the Slovenian musicol-
ogist Gregor Pompe notes:

Neoclassicism offered itself as a logical choice not only because of its
social ‘suitability’, but because it seemed to stand at the midpoint be-
tween the Romantic traditional over-emotionality of Skerjanc and Os-
terc’s objectivised commitment to everything new; it seemed to offer an
opportunity for evasion, which, at the same time, was not extreme. It
is interesting to note that, in the early 1950s, four composers (Lipovsek
and Ramovs from Osterc’s school, and Krek and Skerl from Skerjanc’s
school) wrote Neoclassical pieces whose artificial perfection exceeds
that of their teacher’s works, although they do not solve the dilemmas
already troubling their Western European counterparts at the time.”

29  Reich, Susreti sa suvremenim kompozitorima Jugoslavije, 333.
30  Gregor Pompe, “Slovenian Music in the First Decade after the Second World War -
In Search of Socialist Realism,” Musicological Annual LIV, no. 2 (2018): 200.
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Moreover, some musicologists of the time pointed out that Skerl wrote
in a “pleasing neoclassical style, occasionally resorting in expressionism”,”
describing Skerl’s music stylistically as “a cheerful and healthy coexistence
of various more or less neoclassical foundations”.”

Pet skladb, composed at the very beginning of Skerl’s Sarajevo crea-
tive period, is five character pieces connected in a cycle by the contrast of
tempo, tonality and character (Table 1). Their form is simple, construct-
ed of two or three parts shaped by the development procedures of a the-
matic work with two or three-bar motifs recognisable by its uncomplicated
melodic and rhythmic structure (Examples 1-5). There is a certain degree
of unity ensured by the interval of the perfect fourth, which introduces
the idea of the monothematic principle Skerl was interested in. The tex-
ture is homophonic with centralised tonality, mainly using late romantic
chord structures as a basic characteristic of harmonic language. Still, Sk-
erl occasionally uses impressionistic harmony which blurs the tonality and
complements it with chromatic melodies accompanied by free dissonance
treatment. Skerl stays safely within Neoclassicism style, but given the con-
siderable amount of emotional tension, we understand it as being closer to
Neoromanticism.

Table 1: Pet skladb. Global form.

Mvmnt Allegretto Adagio molto Allegro Allegro ma
espressivo energico non troppo
Key B: h: f: Es: C:
Character Scherzo- Uncertainty, Nervously Contemplative,  Pastoral,
humorous unrealized motionaly emotional playful
anticipation dinamic
Form aba a a1 coda a a1l a2 a b a coda aba

Example 1: Pet skladb.
Allegretto (b. 1-4).

31 Rijavec, Twentieth Century Slovene Composers, 83.
32 Anon., “Skerl, Dane,” 411.
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Example 2: Pet skladb. Adagio molto
espressivo (t. 1-2).

Example 3: Pet skladb. Allegro energico (b. 1-4).

n
= d
i) B e
e Example 4:
—= W"_I ! ——— Pet skladb. Lento (b. 1-3).
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Example 5: Pet skladb. Allegro ma non troppo (b. 1-4).

Written two years later, Symphony No. 2 shows the turn of composi-
tional thinking. Skerl also noted that he wrote the Symphony in a week at
Trenta, Slovenia.” Formally, it is a five-movement cycle connected with-
out pauses (Table 2). It features a Largo at both the beginning and the
end, incorporates the same material in the contrasting parts of the sec-
ond and fourth movements, and includes folkloristic elements in the cen-
tral Adagio as a reference to the common material in Bosnian composi-
tional practice of the time, thus creating a global arch form of the cycle.
The legacy of the past — as suggested by the Symphony’s nickname, Mon-
othematic — once again finds its technique model in monothematicism,
through which a single basic idea is exposed and manipulated. The Sym-
phony stylistically oscillates between two types of musical thinking: ne-
oclassical, in which there is a constant focus on the harmonic centre and
thematic work, and expressionist, with elements characteristic of organ-
ised atonality, i.e. serialism.

Table 2: Symphony No. 2. Global form.

Mvmnt Largo Allegro energico Adagio

Harmonic g InC: In D: In G: g
center

Form Fugato ABA Ritornelo form ABA Fugato

33 Borko, “Sarajevsko srecanje s slovenskim skladateljem.”
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Specifically, the main material of the Symphony, given at the start
(b. 1-3) of the Largo (1** movement) by the first violins, is represented by
the 12-tone row which bears most of the characteristics of dodecaphon-
ic “pre-composed material” (Example 6). The row is composed of 12 differ-
ent, non-repeating pitches of the chromatic total, and its compositional di-
rection repeatedly highlights the minor second as its specific interval and
therefore through highly pronounced chromaticism, which is supposed to
negate a key suggestion of the row. In contrast to this, the pitches in the row
are positioned at specific points of musical flow to suggest functional-har-
monic relationships of the dominant (D, b. 1, also F# at the end of b. 3), sub-
dominant (C, b. 2), and tonic function (G, b. 2).

This perspective is supported by the nearly immediate imitation ob-
served by the second violins (b. 1). This interaction highlights the afore-
mentioned G as the harmonic centre, particularly at the conclusion, where
the augmented fourth (C-F#) given in two-part texture introduces caden-
tial tension that resolves into the subsequent G. The partition of the row
into two phrases of eight and four pitches, managed by pauses and marked
by the opening pitches D and G - suggest the symmetry and correspondent
harmonic relations of the classical sentence structure as well. These phras-
es themselves will act as essential constructive elements in the continuation
of the movement.

The movement itself makes an analogy with the fugue repercussion,
i.e. its duxes and comeses in prime, inversion, retrograde and transposed
forms of the row (all the possible variants given in Table 3). Yet the tex-
ture is not polyphonic, but constructed of two layers, each of which oscil-
late between its purpose on negating and supporting the harmonic centre.
For instance, the transposed repetition of the row is accompanied by the
successive addition of minor seconds up to the cluster chord in the range
of the mentioned fourth (D-G), or — opposed to that — by an ostinato fig-
ure which alternates the mediant-related G and Eb major triads (G-B-D
and Eb-G-B). This friction is most clearly implemented in the first move-
ment, while the neoclassical way of thinking dominates over the expres-
sionist one in other movements, so the row acts exactly as Skerl called it —
a “mere coincidence”.’*

34 Gregor Pompe, “Slovenian Twelve-Tone Music,” De Musica Disserenda 14, no. 2
(2018): 100.
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Example 6: Symphony No. 2. Largo.
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Table 3: Symphony No. 2. Largo. Dodecaphonic raw (Pi) and its versions.

Chromatic total

of the precom-
posed material

li Ix lix  Iviii liii lid Ixii Ixi Ivi Ivii liv Iv

Pi D B Bb A E Eb Db C G G# F F# Ri
Piv F D Db C G Gb E Eb Bb B Ab A Riv
Pv F# D# D Cx¥ G# G F E B C A Bb Rv
Pvi G E D# D A G# Fg F C C# Az B Rvi
Pxi C A G# G D C# B Bb F F# D# E Rxi
Pxii Cy¢ Az A G# D# D C B F# G E F Rxii
Pii D C B Ay F E D Cs Gz A F# G Rii
Piii E C¢ C B F# F D# D A Ax G G#  Riii
Pviii A F# F E B Bb G# G D D# C C#  Rviii
Pvii Ab F E Eb Bb A G F# Db D B C Rvii
Px B G# G F# C# C Bb A E F D Eb Rx
Pix Bb G F# F C B A Ab Eb E Db D Rix

Rli RIx Rlix Rlviii Rliii RIii Rlxii Rlxi Rlvi Rlvii Rliv Rlv

After the Symphony No. 3 (1965), which continues the compositional
paradigm of the No. 2, Bagatele for piano makes Skerl’s interest in organised
atonality more complex. The works in Bagatele are piano miniatures (Table 4),
dealing with the 12-tone row as the main material. The row is constructed ac-
cording to a compositional method similar to the one used in Symphony No.
2. It is based on the chromatic total of the pitch A (Table 5), which imposes it-
self as harmonic centre. In this, the row is initially presented in the vertical
dodecaphony in b. 1 of the Bagatela No. 1, organised as corresponding chords
which favour certain pitches due to their octave doubling and, additionally,
perfect fifth, in which the pitch A is accompanied with in the first chord of the
right-hand part. The chordal texture of the row organisation primarily has an
introductory rather than expositional formal function, and this material will
occasionally be used in the subsequent music flow, behaving as a kind of ritor-
nelo section, taking turns with the linear exposition of the row’s primary form
— which happens for the first time in b. 2 in both hands in octave doubled
semiquavers — and later (Poco meno, right hand part) organised in such a way
that it is practically in juxtaposition with the retrograde form in the left hand.
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Table 4: Bagatele. Global form.

Attribute Risoluto Adagio molto tranqu- Leggiero
illo

Harmonic Center A C A

Form aba aba aba

Table 5: Bagatele. Dodecaphonic raw (Pi) and its versions.

Chromatic total
of the precom-

posed material

C
Pvi D A Bb Eb F G G# E F# C# B C Rvi
Pv C# G# A D E F# G Eb F C Bb B Rv
Pxii G# D# E A B C# D Bb C G F F# Rxii
Px F# C# D G A B C G# A# F E F Rx
Pviii E B C F G A A# Fg# G# Eb C# D Rviii
Pvii D# A# B E F# G A F G D C C#  Rvii
Pxi G D Dy G# A# C C# A B F# E F Rxi
Pix F C C¢ F# Gy A B G A E D D# Rix
Pii Bb F F# B C# D# E C D A G G# Rii
Piv C G G# C# D# F F# D E B A Bb Riv
Piii B F# G C D E F C# D# BDb G# A Riii
Rli Rix Rlix RI- Rliii Rlii RlIxii Rlxi Rlvi Rlvii Rliv Rlv

Further treatment of the row shows Skerl is not dogmatic in his approach
to the 12-tone technique: he repeats the tones immediately after their first oc-
currence, omitting certain tones or elisioning the repetitions of the sequence
with each other, so in the rhythmic complementarity of the right and left hand
sections it seems as if it is an endless melody. The pre-composed material is
used not only in linear but also in vertical dodecaphony in the Bagatela No. 1
and No. 2 (Examples 7-8), while in the third one (Example 9) Skerl takes the
six-tone sequence constructed of the so-called “privileged tones” of the row
— alternating the succession line of odd and even ones (1, 3, 5, 2, 4, 6), repeat-
ing them in a linear way in different rhythmic situations, while the remaining
pitches of the row are used for creation of the chordal and figurative accompa-
niment. As a result, the compositional technique continues to be guided by the-
matic control over the material, though the harmony has become more com-
plex, decentralised and resulting from an incidental arrangement of pitches.
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Example 7: Bagatele. Risoluto. b. 1-2.

Example 8: Bagatele. Adagio molto tranquillo. b. 1-2.

Example 9: Bagatele. Leggiero. b. 1-7.

Descriptions of Skerl’s work as a “cheerful and healthy coexistence of
neoclassical foundations” or as a “pleasing neoclassical style,” as mentioned
earlier, overlook key aspects that become apparent only when considering
the broader context, especially within Bosnia and Herzegovina’s composi-
tional practice. Namely, the social and political context influenced compo-
sitional practice and education during this period, and Neoclassicism was
recognised as a broad stylistic category across Yugoslavia republics, which
was able to ensure a breakout from the ideology of socialist realism that was
still very strong in Bosnian art music at the time, and provide a necessary
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space for experimenting and thus reaching for the originality of an indi-
vidual style.

Nevertheless, a kind of evolutionary process in Skerl’s composition-
al thinking only took occurred in Sarajevo. Around the same period as
the Bosnian composer Vojin Komadina, Skerl began to adopt contempo-
rary compositional techniques, likely influenced by the inaugural Music
Biennale Zagreb in 1961 and his visits to the electronic studio of Radio
Cologne, which altogether opened new perspectives in musical composi-
tion and contributed to the burgeoning trend of musical experimentation.
Moving from blending the traditional stylistic concepts seen in Pet skladb
to mature Neoclassicism, he pushed beyond its boundaries onto the path
of serialism. However, due to Skerl’s limited teaching,” the social environ-
ment that mostly valued those works whose musical language was better
able to communicate with audiences via traditional means, and the fact
that even a professional public was not in favour of the contemporary mu-
sic practices of the time, this path, started with Symphony No. 2 as kind
of experiment, and further developed in Bagatele and some other works
(such as Musica funebre, and Symphonies No. 7 and 8), did not help to
spread the idea of dodecaphony in Bosnia and Herzegovina. This is prob-
ably why Skerl stayed faithful to the “middle path” of his Symphony No. 2,
which had a significant public impact and was awarded the Sixth of April
Sarajevo Award in 1965, which is the most important award that honours
deserving individuals for their contributions in the fields of science, busi-
ness, education, technology, health care, art, sports, and human rights.36
Nevertheless, Skerl contributed significantly to the introduction of mod-
ern European trends in Bosnia and Herzegovina, breaking with tradition
and spreading his advanced ideas in Sarajevo, Slovenia and elsewhere in
the region.

Appendices

1. List of Skerl’s compositions created during his Sarajevo period (chronological):”

35 As it has already been mentioned, the Bosnian composer Milan Jeli¢anin was the
only student graduated in Skerl’s class.

36 Anon., “Dodijeljene Sestoaprilske nagrade,” Vecernje novine, April 3, 1965, in Press
Archive - Activities of the Academy of Music, 111, Library of the Academy of Music in
Sarajevo.

37 According to: “Danijel Dane Skerl (1931-2002),” Drustvo slovenskih skladateljev,
https://www.dss.si/shop.html?author_id=14s5.
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No. original title [alternative title / English translation]

1960 1.  Dnevnik Lize sladoredarice, suita za orkester [The diary of Liza the ice-cream lover,
suite for orchestra]

2. Invenzioni per violino e archi [Invenzioni za violino in godala / Invenzioni for violin
and strings]

1961 3.  Kontrasti za orkestar [Contrasts for orchestra]

4.  Pet skladb za klarinet i gudala [Pet skladb za klarinet in godala / Five pieces for clari-
net and strings]

1962 5.  Moj dan, otroska kantata za 2 otroska glasova, otroski zbor, recitatorja in orkester
[My day, cantata for children for two children’s voices, children’s chorus, narrator
and orchestra]

1963 6.  Koncert za klarinet in orkester [Concerto for clarinet and orchestra]

7. Simfonija $t. 2 - Monotematika za godala [Symphony No. 2 - Monothematic for
strings]

1964 8.  Orkestralne miniature za otroke [Orchestra miniatures for children]

9.  Otroska suita §t. 2 za komorni orkester [Suite No. 2 for children for chamber or-
chestra]

10. Simfonietta No. 1 - Dijaska za orkester [A school sinfonietta No. 1 for orchestra]

1965 11. Divertimento per 24 za pihala, trobila, tolkala, harfo in kontrabas [Divertimento per
24 for woodwinds, brass, percussion, harp and double bass]

12. Mala suita za orkester [Piccola suite for orchestra]

13.  Pet otroskih impresij za orkester [Five children’s impressions for orchestra]

14. Simfonija §t. 3 [Symphony No. 3]

1966 15. Koncertantne miniature za rog in violo solo in komorni ansambel [Miniatures con-
certants for horn, viola and chamber ensemble]

1968 16. Bagatele za klavir [Bagatelles for piano]

17. Intrada za orkester [Intrada for orchestra]

18.  Tuga ova pregolema kantata za sopran, bariton, mes$ani zbor in orkester [This unbea-
rable sorrow cantata for soprano, baritone, mixed chorus and orchestra]

1969 19. Opojno poletje [Grozdanin kikot, balet / Ravishing summer ballet]

20. Tri bagatele za godala [Three bagatelles for strings]

1970 21. Musica funebre per trombone e orchestra [Musica funebre za pozavno in orkester /
Musica funebre for trombone and orchestra]
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2. Skerl’s Works Performed by the Radio-Television Sarajevo Orchestra **

Composition - original title Conductor, Soloist(s) Place, Date
Koncert za klarinet i orkestar Conductor Dane Skerl Sarajevo (premiere), April 23,
Soloist Antun Vezili¢ 1963
Simfonija br. 3 Conductor Radivoj Spasic¢, Sarajevo (premiere), April 28,
1965,

Ljubljana, June 1969,
Dubrovnik, July 5, 1969,
Zagreb, July 7, 1969

Tuga ova pregolema, kantata Conductor R. Spasi¢ Sarajevo (premiere),
tuzbalica za neznanim Soloists Dorotea Cestnik- November 14, 1966
junacima za sola, hor i orkestar ~ Spasi¢, Milivoj Ba¢anovi¢

Radio-Television Sarajevo

Choir
Simfonija br. 2 Conductor Radivoj Spasi¢ Beograd, June 3, 1968
Musica funebre za trombon i Conductor Teodor Romani¢, Sarajevo, November 2, 1970
orkestar soloist Josip Jurié¢ Opatija, November 1970

3. Skerl’s Works in the Repertoire of the Sarajevo Philharmonic Orchestra®

Conductor, Soloist(s) Place, Date
Serenada za gudace Conductor Teodor Romanié¢ Dom Armije,
September 20, 1961.
Kontrasti Conductor Radivoj Spasi¢ Dom Armije, February 25, 1963.
Koncert za orkestar br. 1 Conductor Ivan Stajcer Dom Armije, September 24,
1963.
Serenada za gudace Conductor Karol Stryja (Poland) Dom Armije, April 9, 1965.
Pet kompozicija za Conductor Mladen Pozaji¢, Dragan Muzicka akademija Sarajevo,
klarinet i orkestar Paradzik clarinet June 24, 1965.
Piccola suite Conductor Josef Daniel Dom izvidaca, November 17,
(Czechoslovakia) 1966.
Intrada Conductor M. Pozaji¢ Dom Armije, September 21,
1970.
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To be or not to be a civil association?

Maté Hollés
Zdruzenje madzarskih skladateljev
The Hungarian Composers” Union

Some of you from a country with a similar history to Hungary may remem-
ber the structure of cultural life in the so-called Soviet-type states. The gov-
ernment controlled all kinds of institutions: the central concert organising
bureau, the state-owned - and most likely only — record company, the mu-
sic publishing house, the single radio and television broadcaster, as well as
an office to organise the foreign work of musicians. This last office, known
as Interkoncert in Hungary, was there to arrange the travel to any places
musicians were invited to, and took the majority of the money earned from
such trips, if it let them travel at all, as in some cases the office would lie to
the foreign institution that had made the invitation and say the musicians
were sick or busy, or sometimes simply ignore the invitation. In the Hunga-
ry of these years, Interkoncert, along with the state-owned record compa-
ny Hungaroton, collected the money earned from such activities, including
the more valuable Western currencies, and this was used to fund domestic
concerts and other musical projects within the country.

In this context the musical social life of Hungary was represented by
the Association of Hungarian Musicians (AHM), which included compos-
ers, performing artists, musicologists, music education experts, and cho-
ral and wind band specialists, along with people engaged in the field of
“mass music”, including the top entertainment and pop music artists.
These groups all had their own departments that organised the related pro-
grammes, often at a high professional level. The Association of Hungarian
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Musicians was the only professional society in the country that was a mem-
ber of the International Society for Contemporary Music (ISCM) as well as
the International Society for Music Education (ISME), responsible for the
international networks of music libraries and music information centres.

Let us not go back to the 1950s, when the composers’ department of
the AHM had a yearly plenary meeting in which composers criticised each
other’s works, sometimes in a rather unsophisticated manner, especially
when there was a political motive behind the critical opinion — and aesthet-
ics were easily influenced by politics. In the 1970s and 1980s, however, there
was a much more open-minded atmosphere in and around the association,
and there were no serious struggles between musicians and the political au-
thorities. Istvdn Ldng was the General Secretary of the AHM from 1978 to
1989, when the association terminated its activity, and was himself an inter-
nationally renowned composer and a member of the Executive Committee
of the ISCM for several years." Once it happened that two important figures
in the musical life of Hungary reported the New Music Studio — which in-
cluded composers such as Jeney, Vidovszky and Laszlé Sary* - to the cul-
tural leader of the Communist Party, Gyorgy Aczél. Aczél called Lang, and
after Lang made one comment in favour of the Studio, Aczél replied that
he could do whatever he wanted to, thus giving him official permission
from the Party. However, the New Music Studio officially worked within
the framework of the Communist Youth Organisation, although none of
the members was a member of the Party. So the funding for the Studio’s
concerts and experiments came from very official sources. I just mention
this to draw attention to the peaceful relationship between the authorities
and musicians at that time.

But 1989 and a new system were approaching. In 1987, the first step to-
wards new forms of organisation was made by the composer Zsolt Durké
and some other outstanding musicians, including instrumentalists, and

1 Antal Boronkay and Rachel Beckles Willson, “Lang, Istvan,” Grove Music On-
line, 2001, https://doi.org/10.1093/gmo/9781561592630.article.15963. See also: Péter
Halasz, “Lang, Istvan,” in Die Musik in Geschichte und Gegenwart: Allgemeine En-
zyklopddie der Musik, 2™ rev. ed., ed. Ludwig Finscher, Personenteil 10: Kem-Ler
(Kassel: Barenreiter, 2003), 1155.

2 Josef Csikota, Development of Musical Culture in Hungary in the 20th Century, Ad-
vances in Social Science, Education and Humanities Research, volume 171, At-
lantis Press, p. 27. (posiljam povezavo do prispevka: https://www.researchgate.net
/publication/322479166_Development_of_Musical_Culture_in_Hungary_in_the
_2oth_Century)


https://doi.org/10.1093/gmo/9781561592630.article.15963
https://www.researchgate.net/publication/322479166_Development_of_Musical_Culture_in_Hungary_in_the_20th_Century
https://www.researchgate.net/publication/322479166_Development_of_Musical_Culture_in_Hungary_in_the_20th_Century
https://www.researchgate.net/publication/322479166_Development_of_Musical_Culture_in_Hungary_in_the_20th_Century

TO BEORNOT TO BE A CIVIL ASSOCIATION?

this was called the Hungarian Art Music Society.” We all felt that new or-
ganisations were needed. One of the first of these was the Hungarian Com-
posers’ Union, followed by organisations for performing artists, music
educators, music schools and so on, including societies for individual in-
struments. The first umbrella organisation, the Hungarian Music Council,
had over 40 members. The boom year was 1990, when the Composers” Un-
ion, Music Council and a great many other societies were founded. The first
freely elected government also began making great changes to the structure
of the music scene. On seeing that the Music Council had many member
societies which did not follow the right-wing government line, the author-
ities decided to establish another umbrella organisation. This became the
Hungarian Chamber of Music, which later changed its name to the Hungar-
ian Music Forum. (Look, we are in Hungary, where everything is soon di-
vided into at least two separate institutions...)

As soon as the Music Council was founded, the Hungarian Com-
posers’ Union decided not to ask for membership. The board noted that
the Union was not one of the smaller societies, and that its voice would be
heard much better if it did not join an umbrella organisation, and instead
remained independent. As soon as the other umbrella organisation stepped
on the stage, we all felt we had been right to avoid joining. What was the re-
sult of this? For many long years both left- and right-wing governments in-
vited three organisations to discuss everything in musical life: the two um-
brella organisations and the Composers’ Union. It was the same with the
various self-governing bodies and the media as well.

Starting in 2010, the role of civil society in Hungary gradually dimin-
ished, a political course that continues to this day. The sad fact is that nei-
ther the Music Council nor the Composers’ Union are engaged with by
the government, while the second umbrella organisation, the Music Forum,
has already ceased its activities. There were almost two decades in which
the Minister of Culture simply chose from a list produced by musical or-
ganisations the person to whom he wanted to award certain ministerial
prizes (not only in music, but in all kinds of arts).* Under this system, we —
the delegates of the various music societies and members of the award-pro-
posing committees — were always satisfied that, regardless of artistic pref-
erences and very much regardless of political pressures, we could come to
3 Budapest Music Center, “Zsolt Durko,” BMC Database, https://info.bmc.hu/en

/composers/21-durko-zsolt.

4 In the field of music, the main prizes are the Liszt Prize for performers, Erkel Prize
for composers, and Szabolcsi Prize for musicologists.
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mutual agreement on these awards, because we had strictly professional
points of view. Now, although we are allowed to give proposals, our sugges-
tions can be easily ignored. As such, awards are often given to people whom
the professional associations would never approve of!

Hungarian composers — not only in the serious music field but also
in entertainment and pop music — suffered a serious wound in 2012 when
the copyright law was rapidly changed. We had only a weekend to give our
opinions, and although even the most prominent composers from those
the government favoured were against the proposal, two-thirds of MPs vot-
ed to pass the law. Until that time Artisjus, the Hungarian CMO, could use
the ten percent of the live performance and broadcasting royalties that it
collected for cultural and social purposes, like most of the continental Eu-
ropean copyright societies do. In 2012, the new law permitted Artisjus to
use 30 percent of this 10 percent for social purposes, while the remaining
70 percent had to be given to the National Cultural Fund. Under this new
system, composers had to apply for financial support for works they would
compose in the following year. In principle this is not a problem, but, as I
often say, anyone who supported this does not know the reality of a com-
poser’s life and work. I do not need to explain to you that composers’ plans
often change, and that one does not finish a piece in the planned year but
then has the opportunity to write another work which it was obviously not
possible to apply for funding for in the previous year... The main difference
between the old and new systems is that with the earlier method of using
the Artisjus deduction for cultural purposes funding decisions were made
based on the previous year! Projects — concerts, recordings, editions — can
also be supported by the National Cultural Fund, but we think that deci-
sions about the use of “our own” money should be left in the authors” hands.

With regard to the National Cultural Fund, this was originally a won-
derful institution, established in 1993, which provided significant patron-
age for all kinds of art — from literature to theatre, fine arts to architecture,
as well for public collections, and both serious and light music. It was first
financed from contributions that needed to be paid when holding certain
activities, and later by the state lottery. The Cultural Fund is now being re-
organised, and although we have been promised that it will essentially con-
tinue in the same way, we will have to wait and see what actually happens.
For the time being, the system of support for composers — as derived from
Artisjus — works well, but the projects that are being subsidised are in a
deeper crisis year by year.
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What should the role of the Composers’ Union be in this situation? We
have young colleagues every year applying for membership, and this is good
news. But when we try to invite someone to join, the usual question is: “How
can this help my activities?” In response we only have rather poor answers
concerning up-to-date information on competitions, sending their works to
the ISCM World New Music Days, and so on. Two years ago we printed a
book titled Hungarian Composers, the contents of which we placed on the
website of the Composers’ Union, and we shall continue with widening the
circle of composers included and updating the database. It should be not-
ed here that inclusion in this database is not limited to members of the Un-
ion, although in the field of serious music almost everyone is a member. In
1993 there was an argument between two four-member groups of our com-
poser members, one that had a political basis, and as a result six of the eight
left the society, and today only four of them are still alive.’ But since then we
have not had any similar struggles within the Union. The importance of this
can be illustrated as follows. When I stepped down as president of the Union
in 2021, my successor emphasized at the general assembly that the Hungar-
ian Composers’ Union was the only artists’ society which had not split dur-
ing the previous three decades of a post-communist Hungary. Those years
had seen serious conflicts among writers, film-makers, theatre people and
others, but we composers had remained together in spite of all our differenc-
es. This is probably why I was re-elected every three years, which was not my
first preference! I had six years of work trying to find a willing successor. I
tried to find someone young, but they all said that while they would join the
board with pleasure, they did not wish to work as much as I did! When es-
tablishing the Union in 1990, we decided that a president would hold the po-
sition for three years and could be re-elected once. Then when I reached this
six-year limit the Union changed the rules, but even then I did not imagine I
would stay in the post for 25 years! And do not think that I take pride in this,
not at all! It actually makes me sad. My successor had the position for three
years and decided not to stay on, and his successor is now in his first year as
president. When I retired, I was elected as the honorary president, which
means that I am present at board meetings, and not much more than that.
Although the fact is that I am still involved in the everyday life of the Union,
much as I was when I was chairman. The only reason I am speaking so long

5 On the government side there was Sdndor Balassa, Attila Bozay, Zsolt Durké and
Sdandor Szokolay, on the criticizing side Miklés Csemiczky, Gyorgy Orbdn, Gyérgy
Selmeczi and Jdnos Vajda. Csemiczky has since died, passing away in October 2025.

6 My successor was Mdté Balogh, the present president is Bence Kutrik.
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about this is that I do not see any ambition in my colleagues, even the young
ones, to take over. And perhaps this is a rude question, but is a composers’
association really that unimportant for the community of composers?

I remember, in the early 2010s, a friend of mine, the president of the Hun-
garian Art Music Society at the time, who I worked with very well - he used
to be the leader of the music department of the Ministry of Culture for some
years — once said to me: “the time of the artists’ societies is over, we are no
longer of interest to those in power”. I felt hurt and angry about this. Since then
he has passed away, but nowadays I feel that he was probably correct. I still feel
convinced that a community of professionals, a guild, is really important. But
a story comes to my mind here. In the early 1990s a Deputy State Secretary
of Culture who wanted to have an influence on Hungarian cultural life, like
“comrade” Aczél did in the communist era, told me a story. He went to Germa-
ny for some talks. There he was told that in Germany nobody knows who the
Minister of Culture is... Could it be that after a while there would be no inter-
est in a composers’ society, either? Let us say OK, no problem. But this would
mean that some more or less active and self-interested composers could create
a group of three or five members. But what then happens to those composers
who do not have the drive or talent to organise something like that?

The Slovenian Composers’ Union seems to be a promising example of
a solution to such a problem. So finally, good luck and much success to our
elder brother!
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Kroatischer Komponistenverband: 8o Jahre
Mitgestaltung der nationalen Kultur und
gesellschaftlichen Ereignisse

Antun Tomislav Saban
Hrvasko drustvo skladateljev
Croatian Composers’ Society / Hrvatsko drustvo skladatelja

Der Kroatische Komponistenverband (HDS) hat in den vergangenen
80 Jahren eine entscheidende Rolle bei der Bewahrung und Forderung der
kroatischen kulturellen Identitat sowie des nationalen Musikschaffens ge-
spielt. Als einzige Berufsorganisation, die kroatische Komponisten, Musik-
wissenschaftler und Musikautoren vereint, ist der HDS zur zentralen Ins-
titution fiir die Entwicklung der kroatischen Kunst-, kommerziellen und
traditionellen Musik geworden. Im Laufe der Jahrzehnte hat der HDS kon-
tinuierlich die kreative Arbeit seiner Mitglieder unterstiitzt und sich gleich-
zeitig fiir den Erhalt der spezifischen Merkmale des kroatischen musikali-
schen Erbes eingesetzt.

Die Aktivititen des HDS lassen sich historisch in drei Hauptbereiche
unterteilen: als Berufsverband fiir Musikschaffende, als Initiator und Or-
ganisator kiinstlerischer Projekte sowie als Organisation fiir die kollektive
Wahrnehmung von Urheberrechten.

Angesichts der gesellschaftspolitischen Umstdnde und ihrer Verdnde-
rungen bzw. Diskontinuititen ldsst sich die Entwicklung und Arbeit des
HDS grob in drei Perioden einteilen:

1. die Periode der Titigkeit im kommunistischen Jugoslawien
(1945-1990),

2. die Ubergangsperiode: die Auflosung der jugoslawischen Repub-
liken und der Heimatkrieg in Kroatien, der Aufbau neuer Institu-
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tionen, einer demokratischen Gesellschaft und die Hinwendung
zur Marktwirtschaft (1991-2000),

3. die jiingste Periode der Tétigkeit unter stabilen Bedingungen

(2001-heute).

Die ersten Initiativen zur Griindung einer Komponistenvereinigung in
der damaligen Volksrepublik Kroatien entstanden unmittelbar nach dem Ende
des Zweiten Weltkriegs, Mitte 1945. Zu jener Zeit war es von grofSer Bedeu-
tung, starke Personlichkeiten an seiner Seite zu haben, die dem neuen Regime
entsprachen, um Ideen und Ambitionen verwirklichen zu kénnen. Kroatische
Komponisten hatten das Gliick, in ihren Reihen Ivo Tijardovi¢ (1895-1976) und
Natko Dev¢i¢ (1914-1997) zu haben, beide Partisanen und herausragende ge-
sellschaftliche Akteure. Eine noch giinstigere Voraussetzung war jedoch, dass
beide neben dem erforderlichen ideologischen Profil und ihrem Kriegseinsatz
auch grofe musikalische Talente, Bildung und Gelehrsamkeit besaflen.

Tijardovi¢, ein in Wien ausgebildeter Architekt, hatte bereits mehre-
re erfolgreiche Musiktheaterwerke geschaffen und Erfahrungen als Biih-
nenbildner und Dirigent im Theater gesammelt, spater wurde er auch In-
tendant des Kroatischen Nationaltheaters in Split. Zwischen 1929 und 1933
leitete er die Musikabteilung der ersten Schallplattenfabrik auf dem Bal-
kan (Edison Bell Penkala in Zagreb). Neben seinem musikalischen Talent
zeichnete ihn ein Sinn fiir Geschift, Verwaltung und Organisation aus.

Dev¢i¢, gerade dreiflig Jahre alt, absolvierte neben seinem Studium in
Klavier und Komposition auch ein Jurastudium. Spiter spezialisierte er sich
in Komposition in Wien und Paris sowie bei den renommierten Darmstidter
Ferienkursen fiir Neue Musik, wihrend er elektronische Musik an der Colum-
bia University in New York vertiefte. Uber Jahrzehnte unterstiitzte er den Ver-
band, dessen erster Sekretir und spiter (1964-66) Prisident er war. Ahnlich
engagierte sich Tijardovi¢, der bereits 1945 zum Intendanten des Kroatischen
Nationaltheaters in Zagreb ernannt wurde und spiter als Direktor des Zag-
reber Philharmonischen Orchesters (1949-1954) titig war. Trotz seiner zahl-
reichen beruflichen und kiinstlerischen Verpflichtungen diente er von 1951 bis
1953 und erneut von 1954 bis 1962 als Sekretar des Verbandes. Heuer feiert un-
ser Verband nicht nur sein 8o-jahriges Bestehen, sondern auch den 130. Ge-
burtstag seines Griinders und ersten Présidenten Tijardovi¢ (der HDS wird
am 11. Mai in Split seine Jahreshauptversammlung abhalten, begleitet von der
feierlichen Vorpremiere seiner Operette ,,Abenteuer in Shanghai® von 1936).

Tijardovi¢ und Dev¢i¢ organisierten bereits am 9. Juni 1945 die Griin-
dungsversammlung, erhielten am 28. November die Genehmigung zur
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Griindung der Kroatischen Komponistenvereinigung (UKH) und hielten
die erste ordentliche Jahreshauptversammlung am 30. Dezember desselben
Jahres ab. Die Ziele und Prioritaten der damaligen Vereinigung waren die
Losung berufsstindischer Fragen der Komponisten sowie der Schutz ihrer
Urheberrechte. Ebenso wurde viel Aufmerksamkeit auf die Forderung des
Musikverlegens gelegt.

1950 wurde die Verwertungsgesellschaft fiir musikalische Rechte (ZAMP)
von staatlichem in gesellschaftliches Eigentum tiberfiihrt, und ab dem 1. No-
vember ging ihre Zagreber (kroatische) Geschiftsstelle in den Besitz der UKH
iiber. Seit diesem Tag verwalten kroatische Komponisten und Rechteinhaber
ihre eigenen Rechte sowie die Rechte ausldndischer Rechteinhaber. Im selben
Jahr wurde auch der Komponistenverband Jugoslawiens (SAKOJ) mit we-
sentlicher Beteiligung kroatischer Komponisten gegriindet, die aushandelten,
dass die Bundesdruckerei (IZOD) in Zagreb angesiedelt wird.

Obwohl die Vereinigung von Anfang an bestrebt war, durch Konzert-
organisationen die Musik ihrer Mitglieder zu fordern, kam es erst 1954 zu
einem bedeutenden Fortschritt in diesem Bereich. Der damalige Prasident
Ivan Brkanovi¢ und der Sekretdr Branimir Sakac¢ initiierten eine Konzert-
reihe mit 13 Auffihrungen: vier Opern-, fiinf Symphonie- und drei Kam-
mermusikkonzerte.' Dieses Jahr kann als Beginn der systematischen Téatig-
keit der Vereinigung als Organisator von Konzert- und Festivalaktivitidten
betrachtet werden, sodass in den ersten neun Jahren ihres Bestehens die
grundlegenden Tétigkeitsbereiche erfolgreich etabliert wurden.

Sehr bedeutsam ist, dass im selben Jahr die Vereinigung der Kompo-
nisten leichter Musik Kroatiens (UKLMH) als eigenstdndige Organisation
gegriindet wurde, die sich mit berufsstindischen Fragen der Komponisten
der damaligen ,leichten Musik®, also der populdren Musik, befasste. Die-
se Organisation war von Anfang an in der Konzertorganisation aktiv und
forderte die Produktion und Verbreitung kroatischer Unterhaltungsmusik.
Bereits 1953 wurde auf Initiative des ersten Direktors Fedor Kopsa, damals
Redakteur der Jugendzeitung ,,Horizont“, das erste Zagreber Festival fiir
populdre Musik abgehalten. Mit der Griindung der UKLMH im Jahr 1954
tibernahm sie die Organisation des Festivals, das seither iiber 70-mal statt-
gefunden hat (dieses Jahr am 4. April) und somit das élteste kiinstlerische
Projekt unseres Verbandes darstellt.

1 Erika Krpan, Hrsg., Hrvatsko drustvo skladatelja 1945-2015: Kronika (Zagreb:
Hrvatsko drustvo skladatelja, Cantus d.o.o., 2015), 16.
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Es ist bemerkenswert, dass die Vereinigung in Zeiten der Blockbil-
dung und Isolation, in denen Reisen aus Jugoslawien schwierig waren und
es an verlasslichen Informationen tiber ausldndische Entwicklungen man-
gelte, bereits kulturellen Austausch zwischen Komponisten und ihren Wer-
ken organisierte. Schon 1955 kamen die franzdsische Komponistin Germai-
ne Tailleferre und der britische Komponist Benjamin Britten nach Zagreb,
nahmen an Konzerten mit ihrer Musik teil und diskutierten mit kroati-
schen Kollegen. Kroatische Komponisten, Mitglieder der Vereinigung,
reisten ebenfalls ins Ausland, in diesen Jahren jedoch vor allem in den da-
maligen Ostblock.

Eine weitere interessante Episode ereignete sich 1957, als die UKH ein
Abkommen mit der Slowenischen Philharmonie iiber die Aufnahme von
Werken kroatischer Komponisten traf.” Die Tatsache, dass es in Zagreb
zu jener Zeit zwei professionelle Sinfonieorchester gab (die Zagreber Phil-
harmoniker und das Sinfonieorchester des Rundfunks), deutet darauf hin,
dass die kroatischen Komponisten mit deren Haltung zur heimischen Mu-
sik unzufrieden waren, was auch aus Sitzungsprotokollen und anderen Do-
kumenten dieser Zeit ersichtlich ist. Die Aufnahmen in Slowenien fanden
tiber einen Zeitraum von zwei Jahren statt, doch heute gibt es keine gesi-
cherten Informationen dariiber, welche Werke aufgenommen wurden oder
ob die Aufnahmen in einem slowenischen Archiv erhalten geblieben sind.

Im selben Jahr ging Dr. Milan Majer, Komponist und erster Direktor
der ZAMP, in den Ruhestand und wurde von Dr. Ivan Henneberg abgel6st,
der dieses Amt bis zu seiner Pensionierung im Jahr 1984 austibte.

Im Jahr 1961, nach langer Vorbereitung, wurde die erste Musikbienna-
le Zagreb abgehalten, die bis heute kontinuierlich stattfindet, dhnlich dem
Zagreber Festival. Interessanterweise gab es bereits nach dem ersten Festi-
val Unstimmigkeiten tiber das Programm zwischen den Mitgliedern der
Vereinigung und dem Komitee der Biennale unter der Leitung von Mil-
ko Kelemen. Infolgedessen wurde das Festival bis 1975 aus dem Zusténdig-
keitsbereich der Vereinigung ausgegliedert und kehrte erst 1991 vollstandig
unter ihre organisatorische Kontrolle zuriick.

Uber die Jahre hinweg lisst sich ein latenter Konflikt bzw. eine gewisse
Spannung zwischen der UKH und dem SAKOJ (Komponistenverband Ju-
goslawiens) beobachten. Mitglieder der UKH waren der Meinung, dass sich
der Verband zu viele Kompetenzen aneignete. 1962 kam aus Kroatien der

2 Ibid., 17.
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Vorschlag zur Reform der Satzung des Verbandes sowie der Satzung der
ZAMP, doch am Ende wurden keine Reformen durchgefiihrt.

1963 erwies sich als ein historisches Jahr, da die UKH und die UKLMH
tusionierten. Seitdem gibt es in Kroatien nur noch eine einzige Vereinigung
tiir alle Musikschaffenden, unabhéngig von den Musikgenres, die sie kom-
ponieren. Formal wurde die UKLMH in die UKH integriert, die zur ein-
zigen Organisation wurde. Alle Mitglieder beider Vereinigungen erhielten
innerhalb der UKH die gleichen Rechte und Pflichten und waren in zwei
Sektionen titig: fiir populdre und ernste Musik. Die Initiative fiir diese In-
tegration kam von der Bundesebene, sodass dhnliche Prozesse auch in an-
deren Teilrepubliken durchgefithrt wurden. Die Folgen davon sind bis heu-
te sichtbar, denn der HDS sowie der Slowenische Komponistenverband und
der Serbische Komponistenverband vertreten seit iiber 60 Jahren Kompo-
nisten aller Genres als einheitliche Organisationen.

In diesem Jahr wurde auch das erste Forum fiir jugoslawisches Musik-
schaffen (Tribina jugoslavenskog muzic¢kog stvaralastva) in Opatija abge-
halten, das bis 1990 als Referenzpunkt fiir alle Komponisten ernster Musik
sowie Musikwissenschaftler innerhalb des gemeinsamen Staates fungier-
te. Dieses Projekt des HDS besteht bis heute unter dem Namen ,,Glazbe-
na tribina“. Gegen Ende des 20. Jahrhunderts wurde es nach Pula verlegt,
kehrte nach einem Jahrzehnt nach Opatija zuriick und etablierte sich ab
2022 in Osijek. Parallel dazu wurde in Belgrad ab 1991 das Internationa-
le Komponistenforum (Medunarodna tribina kompozitora) veranstaltet,
das sich zum bedeutendsten Festival fiir zeitgenossische Musik in Serbi-
en entwickelte.

1965 erwarb die Vereinigung Geschéftsraume in der Berislavi¢eva uli-
ca 9, wo sie sich auch heute noch befindet. Dies trug erheblich zur Verbes-
serung der Geschéftsqualitit bei. Im Rahmen dieser Raéumlichkeiten befin-
det sich auch ein kleiner Konzertsaal (der 1996 auf 7o Sitzplatze erweitert
wurde), in dem seither regelméflig Kammerkonzerte, Foren und Horsessi-
ons organisiert werden. In den ersten Jahren waren diese gut besucht und
trugen wesentlich zur Belebung der Veranstaltungsdynamik und zur Berei-
cherung des Programms bei.

1967 wurde Adalbert Markovi¢ zum Sekretar ernannt, eine Position, die
er 12 Jahre lang innehatte, bevor er in drei Amtszeiten als Prisident diente.
Dies macht ihn zu einer der herausragendsten Personlichkeiten in der Ge-
schichte der Vereinigung. Auf seine Initiative und die des damaligen Pra-
sidenten Branimir Sakac dnderte die Kroatische Komponistenvereinigung
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(UKH) Ende 1970 ihren Namen in ,Verband kroatischer Komponisten®
(Drustvo hrvatskih skladatelja).’ Politische Verdnderungen in Jugoslawi-
en ermoglichten es der kroatischen Delegation auf dem 6. SAKOJ-Kongress
im Jahre 1971 durchzusetzen, dass die von der ZAMP in Kroatien erziel-
ten Einnahmen nicht nach Belgrad geschickt, sondern bis zur Verteilung in
Kroatien verbleiben. Dies stellte damals einen kaum vorstellbaren Schritt
in Richtung finanzieller Unabhingigkeit des Verbandes und ihrer Mitglie-
der dar. Folglich wurde die ZAMP 1982 zu einer operativen Einheit des Ver-
bandes, was bis heute Bestand hat.

Unter dem Vorsitz von Stanko Horvat (1973-1979) wurde die Veranstal-
tung ,,Tage der kroatischen Musik® (Dani hrvatske glazbe) ins Leben gerufen,
moglicherweise ein Aquivalent zu den ,,Slovenski glasbeni dnevi®. Diese fand
bis 2004 statt. 1978 legte Horvat dem Verband ein Manifest zur Diskussion vor,
in dem er eine erhebliche Erweiterung der Aktivititen vorschlug - eine Vision
fiir die Zukuntft, die viele Ahnlichkeiten mit dem aufweist, was der Verband
im 21. Jahrhundert geworden ist. In dieser Zeit wurde auch das Musik-Infor-
mationszentrum (MIC) gegriindet, zunichst unter der Leitung des Komponis-
ten Marko Ruzdjak. Obwohl es nie Teil des HDS war, erbringt das MIC ergén-
zende Dienstleistungen, die fiir kroatische Komponisten von Bedeutung sind.

Wie in den vorherigen Jahrzehnten gab es kontinuierliche Beschwer-
den uber die Arbeit des SAKOJ (seit 1965 SOKOJ, d. h. der Verband der
Organisationen der Komponisten Jugoslawiens) und seine Dienste. Das
haufigste Problem war die Zuriickhaltung finanzieller Mittel (die aus der
Nutzung urheberrechtlich geschiitzter Musikwerke in ganz Jugoslawien
gesammelt wurden) in Belgrad, wo sie (aufgrund der Dinar-Inflation) fiir
Zeitraume angelegt wurden, die eine Auszahlung an die eigentlichen Ur-
heber verhinderten. In verschiedenen Phasen wéhrend des 40-jdhrigen Zu-
sammenlebens des Verbandes und der Vereinigungen aus den Teilrepubli-
ken wurden unterschiedliche Losungen vereinbart und wieder aufgegeben,
bis es Anfang der 1990er Jahre zur endgiiltigen Trennung kam.

1987 wurde der 29-jahrige Komponist und Jurist Ivo Josipovi¢ zum
neuen Sekretdr des Verbandes ernannt. In den folgenden 14 Jahren fiihr-
te er eine radikale Reform durch und blieb bis 2010 als Berater, Prasidi-
umsmitglied und Direktor der Musikbiennale Zagreb mit ihr verbunden.
In diesem Jahr wurde er zum Prisidenten der Republik Kroatien ge-
wiahlt. Josipovi¢ tibernahm den Verband in einem schlechten Zustand — er
war gespalten und befand sich in finanziellen Schwierigkeiten. Bis 1990 s

3 Ibid., 22.
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tabilisierte er die Geschiftstatigkeit, starkte die finanzielle Lage und erwei-
terte das Programm.

1991 begannen die Kriegskonflikte in Jugoslawien. Der Verband dander-
te zum letzten Mal seinen Namen und wurde unter der heute bekannten
Bezeichnung ,,Kroatischer Komponistenverband“ (Hrvatsko drustvo skla-
datelja, HDS) bekannt. Gleichzeitig begann die vollstindige Ubernahme
und Organisation des Urheberrechtsschutzes, was die Trennung vom SO-
KOJ, die Anpassung der internen Organisation des Verbandes sowie den
nationalen Kampf fiir die Schaffung gesetzlicher und anderer Vorausset-
zungen fiir eine umfassende Organisation des Urheberrechtsschutzes um-
fasste.* Die Trennung zwischen dem HDS und dem SOKOJ erfolgte wih-
rend des Kriegskonflikts zwischen Kroatien und Serbien und kénnte das
erste Beispiel fiir eine einvernehmliche und friedliche Aufl6sung einer pro-
fessionellen Vereinigung im postjugoslawischen Raum darstellen.

Im Jahr 1992 erhielten Vertreter vom HDS bei einem Treffen in Buda-
pest von SOKOJ-Vertretern Datenbanken mit kroatischen Autoren und ih-
ren Werken, die die Grundlage fiir die Entwicklung einer neuen kroati-
schen Verwertungsgesellschaft bildeten. Diese Organisation wurde unter
dem Namen ZAMP als Fachabteilung des HDS tdtig. Nach der internatio-
nalen Anerkennung Kroatiens als unabhiangiger Staat und seiner Aufnah-
me in die Vereinten Nationen im Jahr 1992 begann der Prozess auf niedri-
geren Ebenen, bei dem neue nationale kroatische Organisationen bemiiht
waren, in européische und internationale Berufsorganisationen aufgenom-
men zu werden. Noch im selben Jahr wurde der HDS in den Internationa-
len Dachverband der Verwertungsgesellschaften (CISAC) und den Inter-
nationalen Dachverband der Verwertungsgesellschaften fiir mechanische
Rechte (BIEM) aufgenommen sowie in die Internationale Gesellschaft fiir
Neue Musik (IGNM), wiahrend die Musikbiennale in die Européische Fes-
tivalvereinigung (European Festival Association — EFA) aufgenommen
wurde.

Erwiahnenswert ist, dass 1991 unter Kriegsbedingungen die Musikbi-
ennale sowie zwei Jazzfestivals und das Musikforum in Opatija stattfan-
den. Obwohl der Krieg in Kroatien bis 1995 andauerte, wurden ab 1992 alle
Programme und Festivals des Verbandes regelmiaflig durchgefiihrt, da sie
auferhalb der vom Krieg betroffenen Gebiete stattfanden.

Von den Programmdetails ist hervorzuheben, dass 1991 eine Gruppe
von Jazzliebhabern, informell organisiert im ,,Jazz Klub Zagreb®, im HDS

4 Ibid., 36.
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Zuflucht fand. Dadurch wurden die beiden Festivals, die der JKZ organi-
sierte, in die kiinstlerischen Projekte des HDS aufgenommen. Rund zehn
Jahre spiter begann die Organisation eines Jazz-Zyklus in Zusammenar-
beit mit dem Konzertsaal ,,Vatroslav Lisinski“. Alle diese Projekte wurden
spéter unter dem Namen JazzHR zusammengefasst, unter dem sie bis heu-
te veranstaltet werden.

1993 wurde die Zeitschrift Cantus als zweimonatliche Publikation ins
Leben gerufen. Sie entwickelte sich in den folgenden 30 Jahren zur wich-
tigsten Fachzeitschrift tiber kroatische Musik und Musiker. 1994 initiierte
der HDS gemeinsam mit dem Kroatischen Rundfunk (HRT) sowie der neu
gegriindeten Vereinigung der Musikinterpreten (Hrvatska glazbena uni-
ja — HGU) den Musikpreis ,,Porin®, der nach dem Vorbild des amerikani-
schen Grammy-Awards geschaffen wurde. Bis heute ist der ,,Porin“ die be-
deutendste Musikpreisverleihung in dieser Region Europas.

Zwischen 1996 und 2003 erwarb der HDS neue Immobilien durch den
Kauf von drei zusitzlichen Réumen (Wohnungen) in der Berislavi¢eva uli-
ca 9 und 7. Dadurch erhielt er einen neuen, grofieren Konzertsaal sowie
bedeutende Biirordume, die eine qualitativ hochwertige Arbeit sowie Tref-
fen und Versammlungen der Mitglieder ermdglichten. Seitdem finden im
Saal regelmiflig Foren und kleinere Konzerte statt. Zudem wurden dort
zahlreiche Plenarsitzungen, Versammlungen und andere Mitgliedertreften
abgehalten.

Durch Anderungen im kroatischen Rechtssystem im Jahr 1999 wurde
es Musikinterpreten und Plattenfirmen ermoglicht, Leistungsschutzrechte
geltend zu machen, woraufhin sie ihre eigenen Vereinigungen zum Schutz
dieser Rechte griindeten. Beide Gruppen der Rechteinhaber erkannten je-
doch schnell, dass es vorteilhafter war, sich in das bestehende ZAMP-Sys-
tem des HDS zu integrieren, anstatt von Grund auf eigene Systeme aufzu-
bauen. Daher verwalten der HDS und die ZAMP bis heute fiir die meisten
Nutzergruppen ihre Leistungsschutzrechte. Spitere gesetzliche Anderun-
gen fithrten dazu, dass die ZAMP die Rechteverwertung fiir weitere Grup-
pen iibernahm, sodass in Kroatien heute ein zentrales System existiert, das
sich im Besitz des HDS befindet und Rechte auch fiir Schriftsteller, Filmre-
gisseure, Journalisten, Zeitungsverlage sowie Film- und Fernsehschauspie-
ler kollektiv verwaltet.

Wihrend der 1990er Jahre reifte die Idee zur Griindung eines Ver-
lags, der Ton- und Druckausgaben kroatischer Musik ver6ffentlichen soll-
te. Obwohl der HDS in seiner gesamten Geschichte sowohl Notenausgaben
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als auch Tontrager (und gelegentlich auch Fachbiicher) herausgab, stellte
sich ein Problem: Als gemeinniitziger Verband durfte der HDS seine Ver-
Offentlichungen nicht verkaufen, sondern nur kostenlos verteilen. Anfang
2000 griindete der HDS daher das Unternehmen Cantus d.o.o. als eige-
nen Verlag, der seitdem alle verlegerischen Tatigkeiten (Noten-, Tontrager-
und Buchverlag) sowie einen Teil der Produktionsaufgaben iibernimmt.
Gleichzeitig beteiligte sich der HDS an der grofiten kroatischen Plattenfir-
ma Croatia Records, dem ehemaligen Jugoton, um sie vor dem Konkurs zu
retten. Nachdem das Unternehmen stabilisiert worden war, verkaufte der
Verband seine Anteile wieder.

Zu Beginn des neuen Jahrtausends zeichnete sich eine neue Dynamik und
Entwicklung des Verbandes ab. Anfang 2001 wurde Antun Tomislav Saban
zum Generalsekretir ernannt, eine Position, die er auch nach 24 Jahren noch
innehat. Auch die ZAMP erlebte eine geschiftliche Entwicklung, zunachst un-
ter der Leitung von Direktor Tomislav Radoc¢aj (1997-2009) und anschlief3end
unter Nenad Marcec, der bis heute als Hauptgeschaftsfithrer tétig ist.

Als programmatische Neuerung fithrte der Verband Autorenkonzer-
te seiner Mitglieder ein, die bis heute mit einer Frequenz von zwei bis drei
Konzerten pro Jahr stattfinden. In den Jahren zuvor gab es Bestrebungen,
ein groleres Kammerensemble zu griinden, das sich auf zeitgendssische
Musik spezialisiert und sich insbesondere der Auffithrung von Werken
kroatischer Komponisten sowie bedeutender Literatur des 20. Jahrhun-
derts widmet. Bei der Musikbiennale 2001 trat erstmals das Cantus En-
semble auf, das — im Gegensatz zu bisherigen gelegentlichen und ad-hoc-
Ensembles — auch nach dem Biennale-Festival seine Konzerttitigkeit in
Zagreb sowie mit Gastspielen in Kroatien und im Ausland fortsetzte. Un-
ter der kiinstlerischen und dirigentischen Leitung von Berislav Sipu$ be-
steht Cantus bis heute ununterbrochen und nihert sich seinem 25-jahri-
gen Jubildum.

Aufinternationaler Ebene gewann der HDS zunehmend an Ansehen und
Einfluss. So fanden 2005 im Rahmen der Musikbiennale Zagreb die IGNM -
Weltmusiktage (ISCM-Festival) statt, die 2011 erneut abgehalten wurden. Als
Reaktion auf bestimmte EU-Richtlinien zur Regulierung der Urheberrechts-
verwertung fand 2006 in Wien ein gesamteuropéischer Komponistenkon-
gress statt, worauthin ein Jahr spéter in Madrid die European Composer and
Songwriter Alliance (ECSA) gegriindet wurde. Der HDS und seine Vertreter
waren von Anfang an beteiligt und gehorten zu den Griindungsmitgliedern
der ECSA. Antun Tomislav Saban war zwischen 2013 und 2019 Vizeprisident
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der ECSA sowie Vorsitzender ihres Komitees fiir ernste Musik (ECF). Gleich-
zeitig war er Mitglied des Exekutivausschusses von CIAM, dem Beirat der
Musikautoren innerhalb der CISAC. Der HDS war zweimal Gastgeber der
ECSA-Generalversammlung: 2013 in Zagreb und 2022 in Split.

Auch auf nationaler Ebene arbeitet der HDS mit Partnerverbanden
zusammen, wenn gemeinsame Interessen bestehen. 2004 griindete er ge-
meinsam mit den Verbdnden der Musikinterpreten (HGU) und der Plat-
tenfirmen (HDU) das Institut der kroatischen Musikindustrie. Das Institut
setzte sich fiir eine bessere Zusammenarbeit innerhalb der Branche sowie
fiir eine Vernetzung mit anderen Interessensverbanden fiir kroatische Mu-
sik ein. Spéter wurde es in das Institut fiir kroatische Musik umbenannt
und ist seit 2015 unter dem Namen UNISON (Kroatischer Musikverband)
tatig. UNISON ist Mitglied internationaler Organisationen wie des Euro-
pean Music Council und seine Aktivitdten sind mit denen aller nationalen
Musikverbiande abgestimmt.

Als einzige Vereinigung der Musikschaffenden in Kroatien bemiiht
sich der HDS, alle relevanten Autoren unabhingig von den Musikgenres, in
denen sie tdtig sind, zu vereinen. Seit den 2010er Jahren, was mit der Ernen-
nung von Darko Baki¢ zum Untersekretér fiir populdre Musik und zum
stellvertretenden Generalsekretir zusammenfillt, ist die Zahl der Mitglie-
der aus dem Bereich der populdren Musik mit einer breiten dsthetischen,
genreiibergreifenden und stilistischen Ausrichtung gestiegen. Diese began-
nen, den HDS als Organisation zu erkennen, der sie angehoren sollten. Die-
se Entwicklung hin zur populdren Musik im weitesten Sinne (Alternative,
Rock, Spirituelle Musik, Tamburizza, Klapa, Mainstream-Pop usw.) zeigt
sich auch in der Einfithrung neuer kiinstlerischer Projekte, die sich gezielt
an Mitglieder aus diesen Bereichen richten.

So wurde 2014 das RockOff-Festival (spéter Rock & Off) ins Leben ge-
rufen, das sich rasch grofier Beliebtheit erfreute. Sein Ziel ist die Forderung
neuer, junger Autoren aus dem Bereich der Rockmusik. Urspriinglich als
Festival fiir Demo-Bands konzipiert, entwickelte es sich zu einem unab-
hingigen Journalistenpreis, der die alternative Musikszene auszeichnete,
die damals in der Offentlichkeit nicht ausreichend wahrgenommen wurde.
Spéter wurde das Projekt (der Preis) ,,Cesarica“ ins Leben gerufen, der sich
auf die kommerziell erfolgreichsten Autoren und deren Werke nach Hor-
kriterien konzentriert. ,,Cesarica“ hat sich bis heute als angesehene und be-
deutende Auszeichnung sowohl unter Musikautoren, Interpreten und Pro-
duzenten als auch beim Publikum etabliert. Bei der Bewertung einzelner
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Lieder wird ein Gleichgewicht zwischen Radio-Airplay und digitaler Nut-
zung (Streaming) angestrebt. Kiirzlich wurde eine Kategorie der ,,Cesari-
ca“ fur die Konzertaktivitiaten eines Interpreten wihrend eines Jahres ein-
gefithrt (basierend auf der Anzahl verkaufter Konzertkarten).

Ein Projekt unterscheidet sich wesentlich von den anderen und wird
seit iiber einem Jahrzehnt erfolgreich organisiert. Es handelt sich um die
Internationale Autoren- und Kreativitatskonferenz (Medunarodna autor-
ska kreativna konferencija - MAKK), die nicht kiinstlerisch, sondern ein
informatives und edukatives Programm ist, das sich der Forderung der
Rechte von Autoren und anderen Rechteinhabern widmet. Der Fokus der
MAKK liegt auf aktuellen technologischen, rechtlichen und geschéftlichen
Entwicklungen in Kroatien, der Europdischen Union sowie global. Sie ver-
sammelt jeden Herbst in Zagreb Experten fiir Urheberrecht, Musikgeschift
und moderne Technologien. Die Veranstaltung richtet sich an Mitglieder,
aber auch an die breite Musikoffentlichkeit in Kroatien und der Region.

Parallel zur stirkeren Offnung des Verbandes fiir Autoren aller popu-
laren Musikrichtungen, intensivierte sich auch der Zugang fiir Jazz- und
Ethnomusik-Autoren. Historisch gesehen gehorten Jazzmusiker nach der
Vereinigung von UKH und UKLMH zur Sektion fiir populidre Musik. Mit
der Entwicklung der kulturellen und gesellschaftlichen Realititen wurde
jedoch erkannt, dass Jazz als nichtkommerzielle, kiinstlerische Musik dem
modernen Kunstmusikbereich nédhersteht als der kommerziellen populi-
ren Musik.

Anfang der 2020er Jahre begannen sich die Verbandsmitglieder, die
sich primér mit Jazzmusik beschiftigen, innerhalb der Sektion fiir ernste
Musik zu organisieren. Doch die Erweiterung der Mitgliedschaft endete
nicht hier. Angesichts der doppelten Natur des Verbandes als Berufsver-
band und Organisation zur kollektiven Rechtewahrnehmung, kénnen seit
Mitte der 2010er Jahre auch Textautoren (Liedtexter) und juristische Per-
sonen — Musikverlage (Publisher) — ordentliche Mitglieder werden. In den
letzten Jahren wurde innerhalb der Mitgliedschaft verstiarkt an der Eman-
zipation von Komponisten angewandter Musik (Film, Fernsehen, Theater,
Gaming) als eigenstindiger Sektion gearbeitet. Ihre Mitglieder nutzen Ge-
schiftsmodelle, die sich von denen der Komponisten populédrer oder kiinst-
lerischer Musik unterscheiden. Bei der Jahreshauptversammlung 2024
wurden erstmals Vertreter der Komponisten angewandter Musik in die
Leitungsgremien gewdhlt.
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Seit Beginn des neuen Jahrhunderts erweitert der HDS seine Pro-
grammaktivitdten, was durch steigende Einnahmen sowohl aus eigenen als
auch aus offentlichen und privaten Mitteln ermoglicht wurde. Im Laufe der
Geschichte stellten die Mitglieder oft die Frage, ob der HDS als bedeuten-
der Organisator eigener kultureller Projekte auch finanziell und anderwei-
tig hochwertige Projekte anderer Organisatoren unterstiitzen sollte, die mit
seinen Zielen und den Interessen der Mitglieder tibereinstimmen. Tatsach-
lich hat unser Verband in der Vergangenheit oft Koproduktionen mit an-
deren kulturellen Akteuren durchgefiihrt und sich finanziell und logistisch
an externen Projekten beteiligt, wenn darin ein erkennbares Interesse ei-
nes Teils der Mitglieder lag.

Ein systematischer und transparenter Ansatz fiir solche Mafinahmen
wurde jedoch erst Anfang der 2010er Jahre etabliert, als durch eine Ge-
setzesinderung der HDS als Verwertungsgesellschaft die Aufgabe erhielt,
einen Teil der durch die Leermedienvergiitung (BTL) und die Vergiitung
fiir die Nutzung traditioneller Musik gesammelten Mittel zu verteilen. Es
wurden Ausschreibungen zur Unterstiitzung unabhingiger Projekte im
Bereich der populdren und traditionellen Musik eingefiihrt, spéter folg-
ten Ausschreibungen zur Forderung kroatischer Musik im Ausland sowie
zur Unterstiitzung unabhdngiger Projekte im Bereich der zeitgendssischen
Kunstmusik. Uber die Jahre wurden durch diese Programme Hunderttau-
sende Euro an Dutzende hochwertige Projekte verschiedenster Musikrich-
tungen vergeben, die alle die kroatische Musik fordern. Fachkommissionen
— Ausschiisse, die jedes Jahr in anderer Zusammensetzung titig sind — ent-
scheiden iiber die Verteilung dieser Mittel, die aus den gesammelten Urhe-
berrechtsabgaben stammen und gezielt zur Férderung der besten Projekte
in den genannten spezialisierten Musikbereichen eingesetzt werden.

In dhnlicher Weise wurde der Wettbewerb ,,Rudolf und Margita Matz*
konzipiert. Der verstorbene Komponist, Cellist und Padagoge Rudolf Matz
und seine Frau vermachten dem Verband testamentarisch ihre Tantiemen,
aus denen jedes Jahr ein oder zwei Stipendien fiir kroatische Komponis-
ten bis zum Alter von 30 Jahren vergeben werden. Ein dhnliches Vorgehen
wihlten auch der verstorbene Milko Kelemen und seine Frau Mira. Kele-
mens Tantiemen, die heute geméf3 seinem Wunsch dem HDS gehoren, wer-
den zur Finanzierung des ,,Milko Kelemen-Preises verwendet, der erst-
mals 2024 anldsslich des 100. Geburtstags von Kelemen verliehen wurde.

Im Jahr 2020 fithrten zwei Krisen zu radikalen Anderungen der Pli-
ne und Aktivitdten. Die eine war die globale COVID-19-Pandemie und der
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damit verbundene Lockdown, die andere waren die Erdbeben in Zagreb
(22. Mérz 2020) und Petrinja (29. Dezember 2020). Beim ersten Erdbeben
erlitten die Raumlichkeiten, die sich in einem 140 Jahre alten Gebaude be-
finden, erhebliche Schidden und waren voriibergehend unbenutzbar. Noch
gravierender war jedoch der globale Lockdown, der kiinstlerische Projek-
te stoppte und die Einnahmen aus der Urheberrechtsvergiitung drastisch
reduzierte.

In dieser Situation verlagerte der HDS den Schwerpunkt von kiinst-
lerischen Projekten auf soziale Unterstiitzung: Die Mittel fiir kiinstleri-
sche Projekte wurden grofitenteils fiir humanitdre und soziale Hilfsmaf3-
nahmen umgewidmet, die an Dutzende Mitglieder ausgezahlt wurden,
die ihre Einkommensquellen verloren hatten oder sogar obdachlos gewor-
den waren. Spater wurden tiber das HDS-System auch staatliche Hilfen an
Mitglieder und Mitarbeiter verteilt, wihrend die kiinstlerischen Aktivita-
ten auf ein Minimum reduziert wurden. Auch in den folgenden zwei Jah-
ren wurden weiterhin Mittel in einen ,,COVID-Fonds“ eingezahlt, aus dem
tiber Urheberrechtstantiemen den Mitgliedern finanzielle Unterstiitzung
gewahrt wurde. Fiir viele, deren Einkommen drastisch gesunken war, war
diese Mafinahme in schwierigen Zeiten eine willkommene Hilfe.

Das jiingste Programm bzw. Projekt des HDS wurde 2022 gestartet:
das Online-Portal glazba.hr, das nach drei Jahrzehnten die Zeitschrift Can-
tus ersetzte. Ambitioniert konzipiert, hat sich glazba.hr innerhalb kurzer
Zeit als fihrendes Medium fiir kroatische Musik und allgemeine Musik-
ereignisse in Kroatien etabliert. Unter dem Motto ,,Wir verleihen popula-
rer Musik Seriositat und machen ernste Musik popular® verfolgt das Portal
ohne Genretrennung professionell alle musikalischen Bereiche in Kroatien
und fungiert als Korrektiv zu der bedauerlichen Tatsache, dass Musikkritik
aus den Mainstream-Medien zunehmend verschwindet und Berichterstat-
tung tiber Musik oft oberflachlich und sensationsorientiert ist.

Glazba.hr verdffentlicht monatlich bis zu 80 Autorenbeitrage, darun-
ter Konzertberichte, Kritiken, Rezensionen, Nachrichten, Ankiindigungen,
Kolumnen und Interviews. Das Portal verzeichnet uiber 1,5 Millionen Sei-
tenaufrufe pro Jahr, also etwa 130.000 Besuche pro Monat. Mit der Redakti-
on des Portals arbeitet die 2023 gegriindete Kommunikationsabteilung eng
zusammen, nachdem festgestellt wurde, dass die Aktivitidten und Projekte
des Verbandes sowohl gegeniiber den Mitgliedern als auch gegeniiber der
Fachéffentlichkeit und der breiten Offentlichkeit unzureichend kommuni-
ziert wurden. Die Abteilung verfolgt vorrangig die Arbeit des Verbandes
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und seiner Projekte, wihrend glazba.hr sich umfassender mit allen kroati-
schen Musikereignissen im In- und Ausland befasst.

Die jingste Verdnderung in der Mitgliedschaft betrifft den Status der
Musikwissenschaftler und -publizisten, die seit der Griindung des Verban-
des als ordentliche Mitglieder aktiv waren. Da sie jedoch keine Urheber-
rechte an Musik besitzen (im Gegensatz zu anderen Mitgliedskategorien),
stellte sich die Frage nach ihrer Kompetenz und ihrem Interesse an finan-
ziellen Entscheidungen der Gesellschaft, insbesondere im Hinblick auf die
Verwaltung von Mitteln aus der kollektiven Rechteverwertung.

Dieses Problem wurde auf der Jahreshauptversammlung 2023 durch
die Einfithrung einer neuen Mitgliedskategorie — der assoziierten Mit-
gliedschaft — gelost. Historisch gesehen gab es bereits in der frithen Phase
des Verbandes assoziierte Mitglieder, allerdings mit einer anderen Bedeu-
tung. Automatisch wurden alle ordentlichen Mitglieder, die keine Rechte-
inhaber sind - also Musikwissenschaftler und -publizisten - in die assozi-
ierte Mitgliedschaft tiberfithrt. Dadurch wurden ihre Rechte in gewissem
Mafle eingeschréankt, jedoch wurde ihr Status so angepasst, dass sie weiter-
hin eng in den HDS integriert bleiben. Sie nehmen weiterhin an den Gre-
mien des Verbandes teil, einschliefllich der Generalversammlung, aller-
dings ohne Stimmrecht.

Gleichzeitig erhielt die Gruppe der assoziierten Mitglieder (die ehe-
malige Sektion der Musikwissenschaftler und Musikautoren) durch die Er-
nennung der Musikwissenschaftlerin Marija Saraga im Jahr 2020 zur Un-
tersekretérin fiir kiinstlerische Projekte (seit 2024 Beraterin fiir Programm
und Entwicklung) eine eigene Vertreterin in einer leitenden Position inner-
halb des HDS.

In den letzten Jahren verzeichnet der Verband ein erhebliches finan-
zielles Wachstum, das jedoch in gewissem Mafie durch die Inflation abge-
schwicht wurde. Neben den Einnahmen aus Urheberrechtsgebiihren, die
durch die kollektive Verwertung erzielt werden, steigen auch die Einnah-
men aus 6ffentlichen Mitteln (vor allem des Kulturministeriums der Repu-
blik Kroatien und der Stadt Zagreb), die zur Subventionierung kiinstleri-
scher Projekte genutzt werden, sowie aus privaten Sponsorengeldern.

Im Jahr seines 8o-jahrigen Bestehens konnen die Mitglieder des HDS
mit Zufriedenheit feststellen, dass sie einen erfolgreichen und einflussrei-
chen Verband fithren, der weiterhin aktiv zur Mitgestaltung der nationalen
Kultur und des gesellschaftlichen Lebens in Kroatien beitragt.
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Drustvo slovenskih skladateljev — vloga v druzbi
in izzivi danaénjega ¢asa

Dusan Bavdek
Drustvo slovenskih skladateljev
Society of Slovene Composers

Drustvo slovenskih skladateljev (DSS) v letu 2025 zaznamuje 8o-letni-
co svojega delovanja, kar ponuja izhodisce za refleksijo, analizo stanja ter
vizijo delovanja v prihodnje. DSS je kot stanovsko drustvo, ki ga 1. ¢len
njegovega statuta opredeljuje kot »samostojno, prostovoljno, nepridobitno
zdruzenje skladateljev, ki s svojim ustvarjalnim delovanjem uresnicujejo na-
cionalne interese na podrocju glasbene kulture«, nadaljevalo in nadgradi-
lo delo zdruzenj in krozkov," delujocih v 19. stoletju in prvi polovici 20., in
v preteklih 8o letih odigralo izjemno vlogo v slovenskem prostoru. Sloven-
sko glasbeno kulturo zastopa in predstavlja tudi mednarodno” in je ena od
glavnih nacionalnih stanovskih organizacij, ki si je z dosedanjim dosledno
apoliti¢nim, profesionalnim in za glasbeno kulturo stimulativnim delova-
njem pridobila velik ugled.

Vedji del svojega delovanja je DSS zdruzevalo skladatelje vseh Zanrov
in muzikologe, danes pa vklju¢uje predvsem skladatelje umetnostne glasbe
ter manjsi del skladateljev jazzovske, popularne in filmske glasbe. Glede na
potrebo po ¢im $ir$i reprezentativnosti glasbene ustvarjalnosti v Sloveniji
1 Jernej Weiss, »Glasbena drustva v dolgem 19. stoletju: med ljubiteljsko in profesio-

nalno kulturo«, v Glasbena drustva v dolgem 19. stoletju: med ljubiteljsko in profesio-

nalno kulturo (= Studia Musicologica Labacensia 6), ur. Jernej Weiss (Koper, Ljublja-
na: Zalozba Univerze na Primorskem, Festival Ljubljana, 2023), 17-9, https://doi.org

/10.26493/978-961-293-217-6.17-19.

2 Crt Sojar Voglar, ur., Skladateljske poti po letu 1900 (Ljubljana: Drustvo slovenskih
skladateljev, 2003).
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je eden od izzivov najti odgovor na vprasanje, kako se organsko povezati z
vec skladatelji vseh Zanrov.

Podroc¢ja delovanja DSS so koncertna, zalozniska in mednarodna de-
javnost ter podpora in zastopanje slovenskih glasbenih ustvarjalcev v slo-
venskem in mednarodnem prostoru, pomembna pa je tudi njegova druz-
bena vloga. Kako aktivno in odzivno pa je DSS danes? Ali njegov trenutni
obseg in pristop ustrezata zahtevam nasega casa? Na katerih podrodjih se
srecuje z najvecjimi izzivi?

Koncertna dejavnost

Koncertna dejavnost DSS je zaokrozena v koncertne sezone.’ Te sestavlja

Sest koncertnih ciklov, v katerih DSS ponuja najobseznejsi in najbolj celovit

pregled sodobne glasbene ustvarjalnosti v slovenskem kulturnem prosto-

ru.* Posamezna sezona obicajno prinese od 14 do 18 koncertov, na katerih
je izvedenih okrog 120 del, od teh pa je priblizno polovica novitet sloven-
skih skladateljev.’

Glavni kriti¢ni izziv na podrocju koncertne dejavnosti, na katerega je
tezko odgovoriti, je izjemno velik upad finan¢ne podpore Ministrstva za
kulturo in Sazasa v zadnjem desetletju, ki bo predstavljen v nadaljevanju
tega prispevka. Drugi, stalni izzivi pri oblikovanju koncertne sezone, kot
so zagotovitev programske svezine in aktualnosti koncertov, sodelovanje
z izvajalci, prostori, promocija, snemanje koncertov, sodelovanje z doma-
¢imi partnerji ter pokritost Slovenije in sodelovanje s tujimi partnerji ter
mednarodna relevantnost, so lazje obvladljivi. DSS si je zadalo v jubilej-
nem letu na vseh podro¢jih napraviti korake k ¢im vecji oblikovni jasnos-
ti in prepoznavnosti.

Koncertna dejavnost ima vzpostavljen dober odnos in sodelovanje z
izvajalci - ti so vodilni slovenski solisti, komorne zasedbe, orkestri in zbo-
ri, ki se jim, posebej v obeh mednarodnih ciklih, ob¢asno pridruzijo vidni
tuji izvajalci.

3 Aleksij Valentinci¢, ur., Koncertna sezona 25/26 (Ljubljana: Drustvo sloven-
skih skladateljev 2025), https://www.dss.si/media/uploads/files/o1-DSS-program
-brosura-2025-26_objave.pdf.

4 4 Leon Stefanija, »Kompozicijske zasnove v slovenski instrumentalni glasbi zadnje
Cetrtine 20. stoletja«, Muzikoloskizbornik 37 (2001): 113-27, http://www.dlib.si/?URN
=URN:NBN:SI:DOC-18907130.

5 Leon Stefanija, »Kompozicijske zasnove v slovenski instrumentalni glasbi zadnje ce-

trtine 20. stoletja«, Muzikoloski zbornik 37 (2001): 113—27, http://www.dlib.si/?URN
=URN:NBN:SI:DOC-18907130.
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Drustvo sodeluje z vsemi vodilnimi institucijami s podrocja glasbe-
ne kulture in $ir§e na nacionalni ravni, kot so Slovenska filharmonija, Javni
zavod RTV Slovenija, SNG Opera in balet Ljubljana, SNG Maribor, Akade-
mija za glasbo UL, Festival Ljubljana, Cankarjev dom, SAZU - Slovenska
akademija znanosti in umetnosti, Zveza Glasbene mladine Slovenije, Javni
sklad za kulturne dejavnosti, Narodna in univerzitetna knjiznica, Glasbe-
na matica Ljubljana, Oddelek za muzikologijo UL FF, Drustvo slovenskih
pisateljev, SAZAS, SIGIC - Slovenski glasbenoinformacijski center in vrsta
drugih. Regionalni partnerji so Konservatorij za glasbo in balet Ljubljana,
Konservatorij za glasbo in balet Maribor, Narodni dom Maribor, Drustvo
za komorno glasbo Amadeus, Kulturni dom Nova Gorica, Mestna ob¢ina
Ljubljana, Mestni muzej Ljubljana, Zavod Celeia Celje, Mestna ob¢ina Ce-
lje, Mestna ob¢ina Novo mesto, Forum nove glasbe in vrsta drugih. Med
mednarodnimi partnerji je na prvem mestu ECSA (European Composer &
Songwriter Alliance),® sledi ISCM (International Society for Contempora-
ry Music),” tu pa so $e v Ljubljani delujo¢a kulturna predstavnistva in slo-
venska kulturna predstavnistva v tujini, sestrska skladateljska zdruzenja iz
razli¢nih evropskih drzav in nekateri prireditelji, predvsem iz sosedstva.

O svojih koncertih Drustvo obves¢a javnost na druzabnih omrezjih
Facebook, Instagram, LinkedIn, X in YouTube. V odgovor na v zadnjih le-
tih nezadovoljiv obisk drustvenih novinarskih konferenc, je DSS v zadnjem
¢asu namenilo veéjo pozornost pripravi strnjenih informacij za novinarje
in njihovemu intenzivnejSemu obves¢anju, kar zZe prinasa prve sadove. K
vedji odmevnosti koncertne sezone mora prispevati tudi aktivnej$e druz-
beno delovanje DSS.

Vse koncerte DSS arhivsko snema Radio Slovenija, po enega v sezo-
ni praviloma tudi Televizija Slovenija. DSS ima vzpostavljen tudi mehani-
zem, ki omogoca snemanje dogodkov, kadar jih Radio Slovenija ne more
izpeljati. V zadnjih dveh desetletjih, odkar je bilo vzpostavljeno omenje-
no sistemati¢no snemanje drustvenih koncertov, se je arhiv Radia Slovenija
obogatil za ve¢ kot 400 koncertov oziroma krepko prek 2500 kakovostnih
posnetkov del slovenskih skladateljev. Posnetki se predvajajo predvsem na
3. programu Radia Slovenija — Programu Ars, na voljo pa so tudi ¢lanom in
zainteresirani, zlasti strokovni javnosti na spletni strani DSS. Izziv je dej-
stvo, da posnetki koncertov, ki jih je oblikovalo, organiziralo in financira-
lo DSS, ki je financirano iz javnih sredstev, posnel pa jih je Radio Slovenija,

6 European Composer & Songwriter Alliance (ECSA), https://composeralliance.org/.
7 International Society for Contemporary Music (ISCM), https://iscm.org/.
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ki se prav tako financira iz javnih sredstev, niso povsem prosto dostopni
$irsi javnosti. To bo omogocila nova spletna stran DSS, ki bo dostopna v de-
cembru 2025. Ob posnetkih bodo dosegljivi tudi pripadajo¢i koncertni li-
sti, zato bo nova spletna stran prinesla pomemben korak na podroc¢ju do-
stopnosti in promocije slovenske glasbene ustvarjalnosti doma in v tujini.

Koncerti DSS imajo zvesto ob¢instvo in vec¢inoma dober obisk. Za
osvezitev in dvig prepoznavnosti nekaterih segmentov koncertne ponud-
be drustvo na podroc¢ju umetniskega oblikovanja v jubilejnem letu uvaja
nekatere vsebinske spremembe. Tri glavna vodila pri oblikovanju koncer-
tov jubilejnega leta so bila: (1) izpostavitev generacijskega prepleta in estet-
ske pestrosti del slovenskih skladateljic in skladateljev, (2) predstavitev naj-
vecjega mogocega Stevila slovenskih skladateljic in skladateljev na nacin, da
se vsak predstavi na le enem koncertu, in (3) vkljucitev in s tem zahvala za
sodelovanje kar najvec¢ partnerskim ustanovam, s katerimi DSS sooblikuje
nacionalni in mednarodni kulturni prostor. Kratek pregled koncertnih ci-
klov, ki sledi, poleg same predstavitve vkljucuje tudi izzive in spremembe,
ki so bile vpeljane kot odgovor nanje.

Koncertni atelje je cikel z najdaljSo, 6o-letno tradicijo, ki v zadnjem
obdobju prinese po pet koncertov v sezoni. V svojih programih obi¢ajno
sooca eno ali dve slovenski noviteti z uveljavljenimi slovenskimi in tujimi
deli, koncerti pa so moderirani. Doslej so Koncertni atelje oblikovali po-
samezni umetniski oblikovalci, jubilejno leto pa prinasa drugacen pristop:
v duhu prvega od nastetih oblikovnih vodil - prepleta generacij — $tiri od
petih koncertov oblikujejo pari nosilcev oziroma umetniskih oblikovalcev.
Gre za eminentne slovenske skladatelje, ki so bili povabljeni, da na sporede
njim poverjenih koncertov uvrstijo po eno svoje delo, program pa glede na
svoje koncepte dopolnijo z deli slovenskih in tujih skladateljev. Ze vrsto let
je bienalno eden od koncertov KA zborovski in v tem letu sta predloge za
koncertni spored podala umetniski vodja Zbora Slovenske filharmonije in
dirigentka. Koncert je programiran v sklopu jesenskega zasedanja General-
ne skupscine ECSA v Ljubljani, na programu pa so dela najbolj prepoznav-
nih slovenskih zborovskih skladateljev. Naslednjo, pojubilejno sezono bo
zaznamovala 60o-letnica Koncertnega ateljeja. Koncerti, katerih vodilo bo
»preplet svetov«, bodo imeli meddisciplinarno dimenzijo, znacilno za zgo-
dnja leta delovanja Koncertnega ateljeja. Kot so takrat koncerte spremlja-
le razstave likovnih del, se bodo v prihodnjem letu glasbenim umetninam
pridruzile literarne, likovne in plesne. S tem Zeli DSS med drugim obuditi
in osveziti tudi vezi z drugimi stanovskimi drustvi.
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DSS cikel Slovenski skladatelji mladim, ki je namenjen predstavljanju
slovenskih orkestrskih del mlademu ob¢instvu, organizira v sodelovanju s
Slovensko filharmonijo in Zvezo glasbene mladine Slovenije. Vizija, da se
z jubilejnim letom nadgradi didakti¢na dimenzija teh koncertov in da se s
pomocjo videoposnetkov poveca njihov doseg, se ze uresnicuje. Koncert iz
tega cikla, ki je vletu 2025 zaradi zanimanja ob¢instva prvi¢ dvakrat napol-
nil veliko dvorano Slovenske filharmonije, je moderiral poklicni igralec in
improvizator, ki mu je DSS pripravilo besedilo z analizo del in vsemi pot-
rebnimi strokovnimi razlagami kompozicijskih elementov. Avdio- in vi-
deoposnetki posameznih del bodo obdelani na poucen in mladini dosto-
pen nacin s ciljem, da predstavljajo enega od pedagoskih virov za osnovno
in srednjo stopnjo slovenskega izobrazevalnega sistema in tako prispevajo
k boljsemu poznavanju slovenskih glasbenih del in njihovih ustvarjalcev.
Dosegljivi bodo na didakti¢ni podstrani spletne strani DSS.

Pogovori s skladatelji — Cikel 1808 je nadomestil Pogovore s skladatelji,
ki jih je uvedla dr. Sonja Kralj. Format teh $tirih oziroma petih koncertnih
dogodkov v sezoni, na katerih pogovorom z ustvarjalci sledi krajsi koncert,
ki prinasa eno od njihovih in eno od del svetovne literature, se uspesno raz-
vija in zaenkrat ne potrebuje sprememb.

Podobno velja za No¢ slovenskih skladateljev, cikel, posveéen izklju¢no
predstavljanju slovenskih novitet. Tudi v letu 2025 prinasa dva koncerta s
skupaj dvajsetimi krstnimi izvedbami, prvega v Ljubljani v sklopu Sloven-
skih glasbenih dni in drugega tradicionalno v Novem mestu. V duhu izho-
dis¢ jubilejnega leta je DSS k sodelovanju v pric¢ujoci izdaji povabilo ¢lane
ansambla MDy, ki je narocil, krstno izvedel in posnel izjemno $tevilo slo-
venskih del. Prihajajoca sezona se bo poklonila obletnici Srecka Kosovela
in na sporedu bo kar 26 slovenskih novitet, ki bodo nastale z uglasbitvijo ali
po navdihu Kosovelove poezije.

V jubilejnem letu gostovanje jesenske skupscine ECSA oktobra v Lju-
bljani poleg vokalnega koncerta Koncertnega ateljeja spremljata dva kon-
certa mednarodnega festivala Unicum, v okviru tega pa je organizirana tudi
okrogla miza z uglednimi tujimi in domacimi razpravljavci na temo ume-
tne inteligence, ki dozivlja skokovit razvoj in prinasa obilo novosti in vpra-
$anj na podroc¢ju tehnologije, ustvarjalnosti in etike. Tudi posnetek slednje
bo s pomo¢jo Radia Slovenija dostopen najsirsi javnosti. Koncept festiva-
la Unicum sicer potrebuje svez pristop, ki bo omogocil povecanje dosega
in mednarodne relevantnosti tega cikla. Posami¢ni mednarodni koncerti,
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s katerimi se je omenjeni festival doslej bienalno izmenjeval, bodo ostali fle-
ksibilna dopolnitev mednarodne dejavnosti.

Mednarodni festival Unicum in Mednarodni koncerti so tako del kon-
certne kot tudi mednarodne dejavnosti drustva.

Mednarodna dejavnost

Mednarodna dejavnost poleg omenjenih ciklov zajema $e sodelovanje DSS
v mednarodnih zdruzenjih — v krovni evropski skladateljski organizaci-
ji ECSA in zdruZenju ISCM. Ker mora DSS teziti k ¢im vedji reprezenta-
tivnosti tako na nacionalni kot mednarodni ravni, ima poleg delovanja v
okviru odbora ECSA za umetnostno glasbo ECF v nacrtu tudi vkljucitev v
odbor ECSA za filmsko glasbo FFACE. V preteklosti je DSS Ze pomagalo
pri vklju¢evanju zdruzenja avtorjev popularne glasbe SUGU v ECSA, po-
dalo pa je tudi iniciativo avtorskemu zdruzenju SAZAS k intenzivnejsemu
vklju¢evanju v odbore CISAC, kot je avtorski odbor CIAM.

DSS je bilo v maju 2024 skupaj s sorodnimi ustanovami iz vse Evrope,
ki so sodelovale pri pripravi Pesmarice EU, eden od kolektivnih prejemni-
kov The European Citizen's Prize 2023, ki jo Evropski parlament podeljuje
posameznikom, skupinam, zdruZenjem in organizacijam, ki so prikazali
izjemno zavezanost k uveljavljanju medsebojnega razumevanja in tesnej-
$ega povezovanja med drzavljani Evropske unije in ki se zavedajo pomena
vrednot solidarnosti, strpnosti ter spodbujanja miru in blaginje.

Pomembnejs$i mednarodni dogodki, ki jih je DSS gostilo v tem tisoc¢-
letju, so bili Svetovni glasbeni dnevi ISCM leta 2003 in 2015 ter generalni
skups$cini ECSA leta 2016 in 2025.

Zaloznistvo

Zalozba Edicije DSS" je izjemno pomemben in nepogresljiv del drustvene
dejavnosti. Gre za edino slovensko zalozbo, ki Ze od leta 1954 sistemati¢no
skrbi za izdaje slovenskih glasbenih del in njihovo dostopnost, tako v obliki
notnih natisov kot tudi zvo¢nih posnetkov, teh v zbirki Ars SlovenicA. Vse
izdaje so predstavljene v Katalogu glasbenih del Edicij DSS, ki je na voljo v
tiskani in elektronski obliki.” Od leta 1971 zalozba pravno §¢iti in zastopa

Drustvo slovenskih skladateljev, spletna trgovina, https://www.dss.si/trgovina.html.
9 Drustvo slovenskih skladateljev, Katalog glasbenih del / Music Catalogue: 2012 (Lju-

bljana: Drustvo slovenskih skladateljev, 2012), https://www.dss.si/media/uploads

/files/DSS%20-%20Katalog%2o0edicij%202012.pdf.
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tudi izvedbene materiale slovenskih skladateljev. Edicije DSS so prav tako
pooblasceni zastopnik vseh relevantnih svetovnih zalozb za obmocje Slove-
nije. Velik upad finan¢ne podpore tako Ministrstva za kulturo kot tudi SA-
ZAS-aje prizadel tudi podrocje Edicij DSS.

Tako kot na podrocju koncertne dejavnosti Zeli DSS tudi na podro-
¢ju zaloznistva intenzivneje poseci na podrocje izobrazevanja in izboljsa-
ti ponudbo didakti¢nih edicij, namenjenih razli¢nim segmentom $olajo-
Ze se mladine. Ze doslej so Edicije DSS izdale ve¢ didakti¢nih zbirk skladb
za mladino, ve¢ kot desetletje pa poteka tudi sodelovanje z mednarodni-
mi tekmovanji za mlade glasbenike TEMSIG, Emona in Leon Pfeifer. Na
prosnjo slednjih so v sodelovanju z Akademijo za glasbo Edicije v lo¢enem
okviru zalozile tudi dela $tudentov kompozicije UL Akademije za glasbo.
To prakso bodo Edicije DSS ohranile, saj so se studentska dela izkazala za
kakovostna in uspes$na in so se, ko so njihovi avtorji postali ¢lani DSS, uvr-
stile med Edicije.

Za dosego ucinkovitejse in kakovostnejse spletne ponudbe DSS prip-
ravlja novo celovito spletno stran drustva. Na podroc¢ju Edicij ta prinasa
boljso preglednost in posodobljene iskalnike za vse kategorije spletne trgo-
vine. Predstavitve avtorjev, ki so vselej problemati¢ne, saj so zastarele v tre-
nutku, ko so objavljene, nova spletna stran bistveno izboljsuje z vkljucitvi-
jo umetne inteligence, ki bo — s privolitvijo skladateljev — iz relevantnih in
preverjenih virov sproti osvezevala podatke.

Poleg navedenega bodo Edicije DSS jubilejno leto proslavile z natisom
redigirane originalne partiture Gorenjskega slavcka Antona Foersterja ter
knjigo o zgodovini DSS izpod peresa Sonje Kralj in Matjaza Barba. V jubi-
lejnem letu bodo Edicije na povabilo sestrskega Drustva slovenskih pisate-
ljev tri mesece gostovale tudi v njegovi novoustanovljeni knjigarni.

Podpora in svetovanje slovenskim skladateljem

V okviru sofinanciranja Ministrstva za kulturo prejema DSS tudi sredstva
za narocila novih del. Vsak ¢lan tako lahko enkrat letno od DSS prejme na-
rocilo za eno novo avtorsko glasbeno delo. Tudi na tem podrodju je zara-
di drasti¢nega upada sofinanciranja s strani drzave DSS v izjemno tezkem
polozaju, saj sredstva Ministrstva za kulturo niso zadostna in jih mora do-
polnjevati iz lastnih virov. DSS je v okviru opozarjanja na nevzdrzno nizko
raven sofinanciranja dejavnosti Ministrstva za kulturo in konkretnega pre-
dloga za izbolj$anje tega stanja, kar bo podrobneje predstavljeno v nasled-
nji tocki, vlozilo tudi pobudo za uskladitev »Tarif sofinanciranja avtorskih
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honorarjev na podrocju glasbene in glasbeno-scenske ustvarjalnosti«. Te
ostajajo kljub inflaciji in rasti stro$kov popolnoma nespremenjene vse od
leta 2009 in so bile ze v vseevropski analizi, ki jo je leta 2017 pripravila
ECSA, na repu med evropskimi drzavami. DSS je pripravilo obsezno ana-
lizo in predlog sprememb zdaj$njih tarif predalo Ministrstvu za kulturo.

V letih 2023 in 2024 se je DSS s projektom GIS - glasbeni inkubator
Slovenije prijavilo na dva razpisa Ministrstva za kulturo, namenjena krepit-
vi podpornega okolja. Slo je za idejo o oblikovanju izobrazevalnega vozlis¢a
z dvema platformama, eno namenjeno glasbenim ustvarjalcem in zaintere-
sirani javnosti in drugo, namenjeno mladim nadarjenim ustvarjalcem, ki
jim glasbeni pedagogi zaradi pomanjkanja lastne izku$nje ne morejo nudi-
ti ustrezne strokovne pomoci pri komponiranju. Doslej projekt Zal ni prejel
podpore, zato bo DSS te iniciative dajalo tudi v prihodnje.

DSS je bilo v letu 1993 pobudnik ustanovitve zdruZenja za avtorsko
za$cito SAZAS in mu nekaj let tudi omogocalo delovanje v svojih prosto-
rih, leta 2004 pa je omogocilo ustanovitev Slovenskega glasbenoinformacij-
skega centra SIGIC. Raven komunikacije in sodelovanja z obema je treba v
prihodnje ponovno okrepiti.

Ob poplavah poleti 2023 je organiziralo zbiranje prostovoljnih pri-
spevkov za svoje ¢lane, ki jih je vodna ujma prizadela. V ¢asu covida je DSS
nudilo potrebno pomoc¢ svojim ¢lanom, kontakte in oblike pomoci je obja-
vilo tudi na spletni strani ECSA.

Druzbena vloga DSS

Druzbena vloga DSS pri ohranjanju, posredovanju in varovanju glasbenih
kulturnih vrednot ter promociji slovenske glasbene ustvarjalnosti je bila ze
obsirno predstavljena v prej$njih tockah, prav tako povezovanje z razli¢ni-
mi institucijami in javnostmi.” Sodobni ¢as pa bolj kot kadar koli zahte-
va od stanovskih zdruzenj tudi vklju¢evanje v javne razprave o zakonodaji,
$olski politiki in drugih regulatornih elementih, ki zadevajo podrocje glas-
be. DSS s pomocjo strokovnjakov z razli¢nih podrocij oblikuje kakovostna
stali$¢a in pobude ter jih argumentirano predstavlja in zagovarja.

V slovenskem kulturnem prostoru je eden od problemov, da odlo¢eval-
ci pomanjkljivo poznajo podrocje glasbe. Posledica je velika nepreglednost

10  Bolj podrobno o druzbeni vlogi in institucionalnem delovanju Drustva slovenskih
skladateljev: Sonja Kralj Bervar, Sobivanje druzbenega, stanovskega in umetniskega
v zgodovini Drustva slovenskih skladateljev (doktorsko delo, Univerza v Ljubljani,
2011).
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tega podrodja, ki od osamosvojitve ni bilo delezno nujno potrebnih sistem-
skih sprememb in se leto za letom le Se povecuje. Leta 2012 je na podrocdju
glasbe delovalo 121 nevladnih organizacij s statusom javnega interesa v kul-
turi, ob koncu leta 2022 pa 205. Gre za zmes subjektov s podrocja glasbe-
ne kulture, ki so po pomenu, $irini delovanja in poslanstvu zelo razli¢na,
vendar so prisiljena v kandidiranje na istih programskih razpisih Ministr-
stva za kulturo.

Pred petnajstimi leti je bilo na prvem stiriletnem programskem raz-
pisu Ministrstva za kulturo (2010-2013) mogoce zaprositi za 438.000 evrov
programskih stroskov na leto. Poleg tega je bilo mogoce pridobiti e 45.000
evrov za stroske dela in nakup opreme ter 15 odstotkov visine program-
skih stroskov za splo$ne stroske delovanja. Na drugem S$tiriletnem pro-
gramskem razpisu (2014-2017) je bilo na podroéju glasbenih umetnosti
mogoce zaprositi le $e za 140.000 evrov programskih stroskov na leto. Po-
leg tega je bilo mogoce dobiti Se 50 odstotkov vseh stroskov dela, splo$nih
stroskov delovanja ter nakupa opreme in investicijskega vzdrzevanja. Ta
trend se ni ustavil in na tretjem Stiriletnem programskem razpisu (2018—
2021) je bilo mogoce zaprositi le Se za 120.000 evrov na leto. Ta znesek je
vkljuceval vse programske stroske, stroske dela, splo$ne stroske delovanja
ter stroske nakupa opreme in investicijskega vzdrzevanja. Na zadnjem pro-
gramskem razpisu (2022-2025) je bil najvisji mogoci znesek sofinanciranja
115.000 evrov na leto.

Drasti¢no kréenje sredstev Ministrstva za kulturo je mo¢no prizade-
lo DSS. Drustvo je izgubilo dve delovni mesti, zmanjsalo se je Stevilo nati-
sov Edicij DSS, avtorski honorarji za skladatelje in izvajalce ostajajo nere-
valorizirani Ze petnajst let, sposobnost mednarodne promocije DSS pa je
drasti¢no zmanj$ana. Primer je prenehanje delovanja Komornega orkestra
solistov (KOS), s pomocjo katerega je DSS leta 2011 omogocilo pomembno
kulturno akcijo na evropski ravni, saj je ta ansambel s prvim koncertom
v dunajskem Museumsquartier zacel projekt ECCO (European Contem-
porary Composers Orchestra),” ki je $e vedno eden od paradnih konjev v
okviru ECSA.

DSS je zato na ve¢ forumih odlo¢evalcem predlagalo ustanovitev javne
agencije ali javnega sklada za glasbo, ki bi po vzoru Javne agencije za knjigo
RS oziroma Javnega sklada RS za kulturne dejavnosti strokovno dolocala
strategijo in prioritete ter skrbela za uravnotezeno delovanje podro¢ja glas-
benih umetnosti. Ustanovitev tak$nega telesa, v katerem bi bili soudelezeni

11 European Contemporary Composers Orchestra (ECCO), https://eccoconcert.eu/.
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nosilci glasbene umetnosti na Slovenskem, ne bi zahtevala skoraj nobenih
dodatnih sredstev, pa¢ pa bi z zdruzevanjem podpornih sluzb in znanja
prinesla racionalizacijo in optimizacijo njihovega delovanja ter pomembno
prispevala k lazjemu in boljsemu naértovanju ustvarjalnih, poustvarjalnih
in organizacijskih aktivnosti na podroc¢ju glasbe. Omenjena pobuda je bila
gladko zavrnjena z obrazlozitvijo, da tak$na organiziranost ne bi bila sis-
temsko ustrezna. Glede na to, da sta bila v vmesnem ¢asu ustanovljena po-
dobna subjekta na podro¢ju filma in sodobnega plesa, se je tak$na utemelji-
tev izkazala za povsem netocno.

DSS se odziva tudi na aktualne druzbene izzive s podrocja glasbene
kulture. Konec leta 2023 je pozvalo Javni zavod RTV Slovenija k ohranitvi
OE Glasbena produkcija, soorganiziralo Javno tribuno v podporo Progra-
mu ARS in sodelovalo na izredni seji Odbora za kulturo Drzavnega zbora
na temo krcenja sredstev za kulturo na RTV Slovenija.

Kot primer drustvenega delovanja na zakonodajnem podrodju navaja-
mo postopke v okviru sprejemanja novega Zakona o medijih (ZMed-1). Ja-
nuarja 2024 so se zacela javna posvetovanja o tem zakonu in DSS je ostro
nasprotovalo dvema problemati¢nima definicijama: prvi¢, da »slovenska
glasba pomeni skladbe, izvedene v slovenskem jeziku«, kar izkljucuje vso
instrumentalno glasbo in vsa vokalna dela, ki niso na slovensko besedi-
lo. Drugi¢, osnutek zakona je Radio ARS (tretji program Radia Slovenije)
izkljuc¢il iz kvot, ki doloc¢ajo delez slovenske glasbe — §lo je za formulacijo,
ki bi mo¢no prizadela predvsem umetnostno glasbo. Ceprav revidirane-
ga osnutka niso ponovno poslali na javno posvetovanje, je DSS s pomocjo
pravnih strokovnjakov uspesno dosegel oba cilja: odpravo klavzule, ki iz-
klju¢uje Radio ARS, in sprejetje primernejSe definicije »slovenske glasbe«.

V Zelji, da bi v prihodnje Kozinovo nagrado DSS, ki je najvisje strokov-
no priznanje na podrocju glasbene ustvarjalnosti v Sloveniji, podeljevali v
obnovljeni Kozinovi zidanici, je DSS z Mestno ob¢ino Novo mesto in Za-
vodom Novo mesto sodelovalo pri prijavi na razpis MK za obnovo kultur-
nih spomenikov na obmoc¢ju Vzhodne Slovenije. DSS bo imelo v obnovlje-
nem objektu enega od svojih sedezev in bo nosilec kulturnega programa.

V opisani finan¢ni situaciji je velik izziv tudi pridobitev klavirja za Ko-
gojevo dvorano DSS. Nakup novega in$trumenta je trenutno nedosegljiv
cilj, kot resitev pa bo morda mogoca obnova dovolj kakovostnega starejse-
ga inStrumenta.
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Zakljucek

DSS je drustvo v javnem interesu, ki s svojim delovanjem izvaja izjemno
velik in pomemben del javnega kulturnega interesa na podrocju glasbene
umetnosti. Njegova strokovna sluzba opravlja svoje delo izjemno kakovo-
stno, u¢inkovito in predano ter kljub finan¢ni stiski uresni¢uje namene in
naloge, ki so zapisani v 6. in 7. ¢lenu njegovega statuta. Glede na $irino svo-
jega delovanja in izjemno podporo slovenski glasbeni ustvarjalnosti ter dej-
stvo, da zdruzuje vrhunske ustvarjalce in intelektualce s podrocja glasbe-
ne kulture, je DSS ena od temeljnih institucij slovenske civilne druzbe in
bi kot tako moralo imeti pomembnej$o vlogo pri oblikovanju nacionalnih
kulturnih politik.
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Kulturnopoliti¢ni milje obdobja zac¢etkov delovanja
Drustva slovenskih skladateljev

Ale$ Gabri¢
InStitut za novejso zgodovino, Ljubljana,
Institute of Contemporary History, Ljubljana

Usode glasbenih drustev leta 1945

Politi¢ni prelom leta 1945 je prinesel bistvene spremembe za slovensko
kulturno ustvarjalnost in s tem tudi za stanovska drustva kulturnikov,
kakrsno je Drustvo slovenskih skladateljev. Na njegovi spletni strani je za-
pisano, da je bilo ustanovljeno 22. decembra 1945 in da so se skladatelji pred
tem povezovali v bolj ali manj enotne skupine.’ Nekoliko $irse je to doga-
janje pojasnjeno v disertaciji Sonje Kralj v orisu zacetkov drustvene dejav-
nosti. A je iz disertacije razvidno tudi dejstvo, da so zacetki stanovskega
organiziranja slovenskih skladateljev zaradi vrzeli v drustvenem arhivu za-
vito v meglo.” Namen tega prispevka je zatorej z nekaj dodatnimi, doslej $e
neznanimi drobci gradiva predvsem pojasniti kulturnopoliticne okolisc¢i-
ne in pogoje, ki so v prvih letih po koncu 2. svetovne vojne narekovali na-
¢in dela stanovskim drustvom, jih po eni strani podpirali, a jim po drugi
odvzemali dobrsen del avtonomnosti, ki si jo tovrstna drustva Zelijo v svo-
jem delovanju.

Dve politi¢ni novosti, ki sta spremenili podobo predvojne Jugoslavije,
sta leta 1945 zarezali v kulturno podobo Slovenije in Jugoslavije. Prva spre-
memba je bila federativna ureditev Jugoslavije s priznanjem samostojno-
sti njenih narodov. Slovenija je prvi¢ postala uradno ime konstitutivnega
1 »O Drustvu slovenskih skladateljev«, Drustvo slovenskih skladateljev, https://www

.dss.si/o-drustvu.html.

2 Sonja Kralj Bervar, »Sobivanje druzbenega, stanovskega in umetniskega v zgodovini
Drustva slovenskih skladateljev« (doktorsko delo, Univerza v Ljubljani, 2011), 22-33.
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dela drzave, Slovenci pa namesto plemena troedinega jugoslovanskega na-
roda, kar so bili uradno v prvi Jugoslaviji, enakopravni narod v ve¢nacio-
nalni jugoslovanski drzavi. Slovenija kot drzava je na nekaterih podro¢jih
dobila vecje pristojnosti in med najbolj avtonomnimi sferami je bila rav-
no kultura. Kako se je to odrazalo na glasbeni sceni, si oglejmo na primeru
ljubljanske opere. Pred vojno je to bila opera Narodnega gledalisc¢a v Lju-
bljani, ki je bila podrejena in financirana s strani Ministrstva za prosveto
Kraljevine Jugoslavije v Beogradu. Po vojni, ko je Slovenija postala uradno
drzavno ime, je bila ustanova preimenovana v opero Slovenskega narodne-
ga gledali$ca, za njeno delovanje pa je bilo pristojno Ministrstvo za prosve-
to Narodne vlade Slovenije v Ljubljani. Od federativne preureditve drzave
so slovenski kulturniki upraviceno pricakovali krepko spodbudo sloven-
ski kulturni ustvarjalnosti, saj je bila Slovenija ekonomsko najbolj razvi-
ti del drzave, ki bi torej lahko svojim ustanovam nakazoval ve¢ sredstev v
primerjavi s tistimi, ki so jih prejemali iz skupnega jugoslovanskega prora-
¢una pred vojno, pa tudi kazalci kulturne razvitosti so slovenski del drzave
postavljali dale¢ nad jugoslovansko povpredje.

Druga korenita sprememba, skozi katero je $la Jugoslavija po vojni, je
bil komunisti¢ni prevzem oblasti. Vodilni jugoslovanski komunisti, ki so
se sicer skrivali v podobi mnozi¢ne organizacije Ljudske fronte Jugoslavi-
je (njen slovenski del je bila Osvobodilna fronta Slovenije), so sledili kultur-
nopoliticnemu modelu Sovjetske zveze in poskusali tudi v jugoslovansko
stvarnost prenesti na¢ine podrejanja kulturne ustvarjalnosti lastnim idej-
nim in politi¢nim potrebam.’ To je bilo vidno ze v uredbi o zas¢iti znan-
stvenih in kulturnih delavcev federalne Slovenije, ki ga je slovenska vlada
sprejela 5. septembra 1945. Z njim so iz dolo¢b o zmanjsevanju akutne sta-
novanjske krize izvzeli vidne znanstvene in kulturne delavce, ki so bili de-
lezni tudi izredne pomoci pri prehrani, kurjavi in drugi oskrbi, ki je bila
sicer racionirana. Za dolo¢itev tistih kulturnikov, na katere se je nanasala
uredba, je bilo pristojno ministrstvo za prosveto Slovenije.* Praksa je poka-
zala, da je bil kriterij dodeljevanja pravice pogojen s korektnim odnosom

3 Obsirneje v: Ale§ Gabric, »Leto 1945 in slovenska kultura«, v Slovenija v letu 1945:
zbornik referatov [z mednarodnega znanstvenega posveta Slovenija v letu 1945, 27. in
28. septembra 1995 v Ljubljani], ur. Ale$ Gabri¢ (Ljubljana: Zveza zgodovinskih dru-
$tev Slovenije, 1996): 155-70; Ale§ Gabric, »Slovenska kultura pod sovjetskim vpli-
vome, v Evropski vplivi na slovensko druzbo, ur. Nevenka Troha, Mojca Sorn in Bo-
jan Balkovec (Ljubljana: Zveza zgodovinskih drustev Slovenije, 2008), 249-58.

4 »Uredba o za$¢iti znanstvenih in kulturnih delavcev federalne Slovenije«, Uradni list
Slovenskega narodnoosvobodilnega sveta in Narodne vlade Slovenije 1/2, §t. 35 (19. 9.
1945): 158-9.
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do nove oblasti, privilegija pa tako niso bili delezni kulturni ustvarjalci, ki
so se ji kakorkoli zamerili.’

Kulturnim in stanovskim drustvom je ta sprememba precej zozila moz-
nosti delovanja. Nov zakon o drustvih, zborovanjih in drugih javnih shodih
je jugoslovanska skups$cina sprejela 25. avgusta 1945. V njem so bile dolo¢-
be, ki so oblastnim organom omogocale prepovedati delovanje strankam in
drustvom, ki naj bi v sebi nosili fasisti¢cne tendence, spodbujali narodno ali
versko sovrastvo ali bi delovali v nasprotju s svojim statutom. Drustva, ki so
obstajala Ze pred 6. aprilom 1941 in Zelela obnoviti delovanje, so morala zap-
rositi za vnovicno dovoljenje za delovanje, vlogo pa so morali podpisati ¢la-
ni vseh organov drustva.® V praksi je tak$na zakonodaja omogocala ministr-
stvu za notranje zadeve, ki je bil pristojen za potrjevanje drustvenih pravil,
da nezazelenim osebam ali drustvom odkloni pravico do avtonomnega delo-
vanja. Nova oblast je pri kulturnih in stanovskih drustvih dovoljevala orga-
niziranje le po enega drustva, ki so ga vodili simpatizerji Osvobodilne fronte
Slovenije. To je bilo npr. vidno pri zvezah amaterskih kulturnih drustev, saj
je dovoljenje za delovanje dobila le Ljudska prosveta Slovenije, ki je delova-
la na idejnih izhodis¢ih Osvobodilne fronte, zavrnjena pa je bila zahteva za
obnovitev delovanja Prosvetne zveze, organizacije katoliskih kulturnih dru-
$tev. Prilikovnih ustvarjalcih je bilo odobreno delovanje Drustvu slovenskih
upodabljajoc¢ih umetnikov, z zdruzeno akcijo Komunisti¢ne partije in poli-
cije pa onemogocen poskus obnovitve predvojnega kluba Neodvisnih.”

Priskladateljih, ki pred vojno niso bili formalno organizirani v drustva,
do taksnih zapletov ni prislo, kar pa ne pomeni, da jih ni bilo pri glasbe-
nih drustvih. Glasbena matica, najstarejse slovensko glasbeno drustvo, ki
je zdruzevala glasbenike vseh vrst, tudi skladatelje, ki je bila ustanovite-
ljica prve slovenske filharmonije, glasbenega $olstva s Konservatorijem za
glasbo, glasbene trgovine, koncertne poslovalnice in Folklornega institu-
ta, je bila po sprejetju zakona o drustvih iz leta 1945 podvrzena hudim pri-
tiskom.® Ceprav si brez njenega delovanja ne bi mogli zamisliti slovenskega
glasbenega razvoja do leta 1945, je bila decembra 1945 sprva izdana odlo¢-
5 Ales Gabri¢, »Slovenska agitpropovska kulturna politika: 1945-1952«, Borec: revija

za zgodovino, literaturo in antropologijo 43, $t. 7-8-9 (1991): 545-6.

6 »Zakon o drustvih, zborovanjih in drugih javnih shodih«, Uradni list Slovenskega
narodnoosvobodilnega sveta in Narodne vliade Slovenije 1/2, §t. 36 (19. 9. 1945): Poseb-

na priloga, 301-3.

7 Gabri¢, »Leto 1945 in slovenska kultura«, 161-3.
8 Ve¢ o tej vlogi glej v: Natasa Cigoj Krstulovi¢, Zgodovina, spomin, dedis¢ina: lju-
bljanska Glasbena matica do konca druge svetovne vojne (Ljubljana: Zalozba ZRC,

ZRC SAZU, 2015), 137-257.
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ba o njenem razpustu, ki je bila preklicana $ele, ko se je bila Glasbena ma-
tica prisiljena odpovedati vec¢ini svojega premozenja na ra¢un drzave. Uve-
ljavljanju nacela, da naj bo vse $olstvo, tudi glasbeno, v drzavnem okviru, je
vodilo do podrzavljanja glasbenih $ol, ki so dotlej delovala v okviru Glas-
bene matice.” Zagovarjanje enakega nacela je bilo uporabljeno tudi pri do-
lo¢anju odnosa do Cecilijinega drustva, saj naj bi njena orglarska $ola pres-
la v okvir Ljubljanske glasbene $ole.” Verjetno to drustvo po vojni sploh ni
zaprosilo za obnovo delovanja,” saj ga ne najdemo na seznamu odobrenih
in razpus$cenih drustev, ki ga je februarja 1946 sestavilo ministrstvo za not-
ranje zadeve Slovenije. Med novimi drustvi na podrodju glasbene dejav-
nosti najdemo Drustvo skladateljev v Sloveniji s pripisoma, da ima sedez v
Ljubljani in da je njegovo delovno obmocje vsa Slovenija.” Med razpusce-
nimi pa sta zabelezeni dve glasbeni drustvi. Za Glasbeno matico je bilo Ze
omenjeno, da je bila prvotna prepoved delovanja kasneje preklicana. Pri
Filharmoni¢ni druzbi pa je dodan pripis, da je bila njena imovina podrza-
vljena in dana v upravo ministrstvu za prosveto.”

Okolis¢ine ustanovitve stanovskega zdruzenja skladateljev

V politi¢nem vzdusju leta 1945 so lahko torej pri ustanavljanju stanovske-
ga drustva skladateljev sodelovali le tisti umetniki, ki niso prisli navzkriz s
pogledi in interesi vodilnih politikov nove dobe. Nekateri so bili med voj-
no aktivno v partizanskih vrstah, nekateri morda zgolj pasivni simpatizerji
osvobodilnega gibanja ali pa se sploh niso zanimali za politiko. V letu kon-
ca vojne so vodilni glasbeniki zasedli sluzbena mesta na slovenskih drzav-
nih kulturnih ustanovah ali v glasbenih Solah, ki so Solsko leto 1945/46 za-
¢ele ze pod drzavnim okriljem.

Pristasi Osvobodilne fronte med kulturniki so zavezanost spremem-
bam potrdili tudi z izjavo v predvolilni kampanji jeseni 1945. Tri dni pred

9 Ale$ Gabri¢, »Borba za eksistenco Glasbene matice v letih 1945-1947«, v Ljubezen do
glasbe nas povezuje: oZivljanje spomina in nadaljevanje poslanstva Glasbene matice
Ljubljana, ur. Veronika Brvar (Ljubljana: Kulturno drustvo Glasbena matica, 2025),
92-103.

10 SIAS231,3. 3, Dopis Pavleta Sivica (vodje odseka za glasbo Ministrstva za prosveto)
- Ravnateljstvu Ljubljanske glasbene $ole, 20. 10. 1945.

11 Tega ne omenja niti raziskava cecilijanskega gibanja na Slovenskem, glej: Aleksan-
dra Gartnar, »Vpliv cecilijanskega gibanja na razvoj slovenskega orglarstva med 1877
in 1941« (magistrsko delo, Univerza v Ljubljani, 2020), 15-8.

12 ST AS 231, 8. 49, 5524/1-46, Odobrena drustva in organizacije, 8.

13 SIAS 231, §. 49, 5524/1-46, Razpu$cena in neodobrena drustva, 3.
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volitvami, ki so zapecatile usodo povojne Jugoslavije, je Slovenski poroceva-
lec 8. novembra 1945 objavil poziv Slovencem, s katerim so jih vodilni slo-
venski kulturni delavci nagovarjali, naj gredo na volitve in glasujejo za listo
Osvobodilne fronte. Med podporniki izjave iz vrst glasbenih ustvarjalcev
sta bila oba, ki sta mesec pozneje prevzela vodilni vlogi v Drustvu sklada-
teljev, Danilo Svara in Demetrij Zebre, ob teh dveh pa $e dosti pomembnih
¢lanov drustva, npr. Blaz Arni¢, Mirko Poli¢, Samo Hubad, Matija Bravni-
&ar, Lucijan Marija Skerjanc in $e nekaj glasbenih ustvarjalcev.

O ustanovitvi drustva nam zaradi pomanjkanja temeljnih virov osta-
ja odprto marsikatero vprasanje. Si pa lahko pomagamo z nekaj v literaturi
$e neizrabljenimi viri, ki nam vsaj posredno nakazujejo korake do ustano-
vitve. Priprave je vodil Akcijski odbor za ustanovitev Drustva skladateljev
v Sloveniji, ni pa znano, kdo je bil v odboru. Predvidevamo lahko seve-
da, da so bili v njem vsekakor tisti skladatelji, ki so po ustanovitvi prevze-
li vodilna mesta v drustvu. Sestajati so se morali vsaj novembra 1945, saj je
v arhivu prvi dokument, ki pri¢a o ustanavljanju drustva skladateljev, da-
tiran s 1. decembrom 1945. Janez Logar je, kot nacelnik oddelka za kulturo
ministrstva za prosveto, ministrstvu za notranje zadeve, ki je bilo pristoj-
no za potrjevanje pravil po novi drustveni zakonodaji, sporo¢il: »Izjavlja-
mo, da je ustanovitev drustva >Skladateljev v Sloveniji< potrebna, da osnutek
pravil ustreza zahtevam prosvetne politike in da niso potrebne nikake izpre-
membe ali dopolnitve.«” Ministrstvo za notranje zadeve je 3. decembra 1945
Drustvu skladateljev v Sloveniji sporocilo, da nima nikakrs$nih pripomb na
osnutek pravil in da so lahko potrjena v poslani obliki."

Z 7e odobrenimi pravili je akcijski odbor sklical ob¢ni zbor, ki je bil v
soboto, 22. decembra 1945, na Akademiji za glasbo ob 14. uri, na dnevnem
redu pa so bile tri tocke: »1. Porocilo akcijskega odbora, 2. volitev odbora, 3.
slu¢ajnosti«. Akcijski odbor je ob sklicu sporocil: »Vabljeni so vsi skladatelji,
bivajoci na slovenskem ozemlju. V sluc¢aju nezadostne udelezbe se vrsi obcni
zbor pol ure pozneje ob vsaki udelezbi.«”

14  Anon., »Vsislovenski kulturni delavci za Osvobodilno fronto«, Slovenski porocevalec
6, St. 172 (8. 11. 1945): 1. http://www.dlib.si/?URN=URN:NBN:SI:doc-SQPG5ATP.

15 SI AS 231, 8. 3, K 601/1, Dopis ministrstva za prosveto LRS — ministrstvu za notranje
zadeve LRS, 1. 12. 1946.

16  SI AS 231, $t. 3, Umetniska drustva.

17 Anon., »Slovenskim skladateljem«, Slovenski porocevalec 6, §t. 204 (16. 12. 1945): 9,
http://www.dlib.si/?URN=URN:NBN:SI:doc-APVSTKIF; Anon., »Slovenskim skla-
dateljem, Slovenski porocevalec 6, §t. 207 (20. 12. 1945): 7, http://www.dlib.si/?URN
=URN:NBN:SI:doc-X5sNDW3CE.
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Ustanavljanje drustva je potekalo v ozracju, ki ni bilo naklonjeno av-
tonomnemu delovanju kulturnih ustvarjalcev, zato ga je spremljalo kar ne-
kaj nenavadnih zadev. Prva je bila Ze ta, da predloga pravil ministrstvu za
notranje zadeve ni poslal v pregled akcijski odbor za ustanovitev drustva ali
pa drustvo po ustanovnem ob¢nem zboru, temvec da ga je poslalo ministr-
stvo za prosveto Slovenije, torej oblastni organ. Ze to nakazuje Zeljo oblas-
ti, da bi imelo dogajanje v glasbenih drustvih pod nadzorom. Nenavadno je
bilo tudi, da na ustanovnem obénem zboru sploh ni bila predvidena tocka
z obravnavo in sprejetjem pravil drustva; ali je kdo to izpostavil pod zad-
njo tocko dnevnega reda, slu¢ajnosti, ni znano. Pa $e eno podrobnost ve-
lja omeniti, ki malce spreminja oz. dopolnjuje doslej znane zacetke drustva
slovenskih skladateljev. Njegovo prvo uradno ime je bilo Drustvo skladate-
ljev v Sloveniji. Namen drustva je bil »druZiti in zdruZiti glasbene avtorje«,
prvi predsednik je bil dirigent dr. Danilo Svara, tajnik pa Demetrij Zebre,
v dokumentih zapisan tudi kot Demeter.” Drustvo je imelo sedeZ v stavbi
Akademije za glasbo, ki je bila dotlej v lasti najstarejSega slovenskega glas-
benega drustva Glasbene matice. Do nje je imela nova oblast povsem dru-
gacen odnos, saj jo je dva dni po ustanovitvenem ob¢nem zboru Drustva
skladateljev v Sloveniji ukinila in zacela s postopkom podrzavljenja njene-
ga premozenja, v katerem je bilo skladateljsko drustvo ustanovljeno in ime-
lo svoj naslov.

Za usklajevanje Zelja drzavne oblasti in glasbene stroke je bil pri mi-
nistrstvu za prosveto Slovenije ustanovljen glasbeni svet. Simptomatic¢en za
povojni ¢as ostrega poseganja drzave na kulturno sceno je ze podatek, da
je bil kot prvi vanj imenovan Dusan Pirjevec, tedaj eden glavnih kultur-
nih propagandistov Komunisti¢ne partije Slovenije (¢eprav je bil v komi-
siji uradno zastopnik propagandne komisije Osvobodilne fronte), za njim
pa Se dva ¢lana Drustva skladateljev, in sicer profesor na Akademiji za glas-
bo Blaz Arni¢ in dirigent Slovenskega narodnega gledalis¢a Samo Hubad.”
Glasbeni svet je vodil Pavel Sivic, vodja odseka za glasbo na ministrstvu za
prosveto, ki pa je bil tudi ¢lan Drustva skladateljev in je tako lahko uskla-
jeval oboje, drzavne poglede in stanovske potrebe drustva. To je bilo vidno
ze na prvi seji glasbenega sveta (za katerega najdemo podatek v arhivu), ki
je bila 11. februarja 1946 na rektoratu Akademije za glasbo. Na dnevni red
je bilo namre¢ uvr§éeno »vprasanje tantijem in drustva avtorjev Slovenije«,
torej za skladatelje in za njihovo stanovsko drustvo tedaj najbolj aktualna

18  SI AS 231, §. 3, Umetniska drustva.
19  SI AS 231, 5. 48, 4109-46, Glasbeni svet pri ministrstvu za prosveto.
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tematika. Zato je bil na sejo dodatno vabljen tudi predsednik Drustva skla-
dateljev v Sloveniji, Danilo Svara,* ki je bil februarja 1946, v ¢asu mnozic-
nih imenovanj profesorjev glasbe na akademiji in novih glasbenih $olah,
imenovan za profesorja na Akademiji za glasbo.

Verjetno so na tem sestanku glasbenega sveta naredili korake k vzpo-
stavitvi sistema, ki bi zadcitil avtorske interese slovenskih skladateljev z
ureditvijo izpla¢evanja tantiem. Nedolgo zatem, marca 1946, je bila usta-
novljena Koncertna poslovalnica za Slovenijo, ob njeni ustanovitvi pa je
bila v umetniskem pogledu podrejena Glasbenemu svetu pri ministrstvu
za prosveto, »v pogledu avtorske zascite in pobiranja ter razdeljevanja tanti-
jem pa Drustvu skladateljev Slovenije«.”

V zavetju ministrstva za prosveto Slovenije

Ce je zelelo drustvo zad¢ititi stanovske interese svojih ¢lanov, je moralo ure-
diti tudi ¢lanske vrste. Prvi seznam ¢lanov Drustva skladateljev, na kate-
rega smo naleteli v pregledanem gradivu, je s konca maja 1947. Na njem je
navedenih 38 rednih in 7 izrednih ¢lanov. Dejstvo, da je seznam nastal na
ministrstvu za prosveto Slovenije, potrjuje Ze nakazano misel, da je dru-
$tvo sprva delovalo v zavetju drzavnega aparata. Na seznamu, sestavljenem
po abecednem redu (a pri tem ni dosleden), niso zabelezene vloge ¢lanov,
torej drustvenih funkcionarjev.” Leto pozneje je imelo drustvo Ze 52 cla-
nov.” Pod deznikom ministrstva za prosveto Drustvo skladateljev v Slo-
veniji v javnosti ni bilo zaznano kot pomemben subjekt. O njegovi majhni
prepoznavnosti na svoj nacin prica edini v za¢etnem obdobju delovanja ob-
javljeni intervju s predsednikom drustva, Danilom Svaro. Resda je bil ta
posvecen krstni uprizoritvi njegove opere Veronika Deseniska. Toda niti
novinar niti Svara v pogovoru nista niti z besedico namignila, da je in-
tervjuvanec ta ¢as vendarle prvi med kolegi v stanovskem skladateljskem
drustvu.™

20 SIAS 231, 8. 3, Seja glasbenega sveta, vabilo, Ljubljana, 9. 2. 1946.

21 SI AS 231, 8. 3, Odlok o ustanovitvi »Koncertne poslovalnice za Slovenijo«, 11. 3.
1946.

22 SIAS 231, 8. 3, Dopis Ministrstva za prosveto LRS - Komiteju za kulturo in umetnost
FLRJ, 29. 5. 1947.

23 SI AS 231, §. 200, Seznam ¢lanov Drustva skladateljev Slovenije, stanje 13. VII. 1948.

24  Anon., »Pred krstom opere “Veronika Deseniska’. Iz razgovora z njenim skladate-
ljem dr. Danilom Svarox, Slovenski porocevalec 7, §t. 303 (28. 12. 1946): 2, http://www
.dlib.si/?URN=URN:NBN:SI:doc-50QCDBR3.
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Da je Drustvo skladateljev Slovenije delovalo kot podruznica ministr-
stva za prosveto Slovenije, nakazuje tudi dopisovanje z Radiem Beograd. Ta
je 28. maja 1947 zaprosil Drustvo skladateljev, naj jim poslje seznam skladb
slovenskih skladateljev, ki bi jih lahko poslali v Ceskoslovasko. Odgovorilo
jim ni Drustvo skladateljev samo, temvec je odgovorilo kar slovensko mini-
strstvo za prosveto. Poslali so seznam nekaterih Ze natisnjenih skladb, do-
dali $e nekatere, ki so ze bile v tisku, in pripomnili, kaj bi $e prislo v postev,
a Se ni bilo natisnjeno. K seznamu predlaganih del ¢lanov Drustva sklada-
teljev, ki so bili v Sloveniji, je ministrstvo dodalo $e dve deli Marjana Kozi-
ne, tedaj profesorja na Glasbeni akademiji v Beogradu.”

Kot filiala ministrstva za prosveto je sprva delovalo tudi sestrsko dru-
$tvo, Drustvo reproduktivnih umetnikov, ustanovljeno leta 1947. Njegov
prvi predsednik je bil Karlo Rupel, Danilo Svara pa je bil odbornik tega
drustva.** O organiziranju tega drustva je v Beograd prav tako porocalo
kar ministrstvo za prosveto Slovenije in pristojnemu organu zvezne vla-
de 1. julija 1947 sporocilo: »Ker sprejemanje ¢lanstva v to drustvo Se ni kon-
cano, so v seznamu posebej navedeni Ze sprejeti ¢lani in oni, ki bi prisli Se v
postev.«”” Porocali so torej o zadevah, ki so po drustveni zakonodaji v izrec-
ni pristojnosti drustva in s katerimi naj ne bi imela drzavna oblast nicesar
za opraviti.

Poleg tantiem je stanovsko drustvo dobilo pomembno vlogo tudi pri
izbiri kandidatov za najvisje drzavne nagrade. Stanovska drustva so bila
namre¢ uradni predlagatelj kandidatov za PreSernove nagrade, tako da je
imelo na glasbenem podroc¢ju Drustvo skladateljev v Sloveniji glede najvis-
jih drzavnih nagrad skorajda monopolno vlogo.

V prvih letih, ko je drustvo delovalo pod nadzorom drzavnega vla-
dnega organa za kulturo, ni bilo posebej aktivno in za seboj ni pustilo ve-
liko sledi. Drustvo skladateljev v Sloveniji je imelo svoj prvi redni ob¢ni
zbor (verjetno) v maju 1946, a o njem ni kaj dosti znanega. V porocilu odse-
ka za glasbo je Pavel Sivic zapisal zgolj, da druétvo »redno posluje«. Sklepa-
mo pa lahko, dajih je tedaj najbolj pritegnilo vprasanje tantiem in ne dolgo
pred tem ustanovljene Koncertne poslovalnice za Slovenijo, ki je pri ureja-
nju problema naletala na tezavo, da se je njeno delovanje omejevalo zgolj na
ozjo domovino, na republiko Slovenijo. Njeno delovanje v polnosti ni moglo
25 SI AS 231, §. 3, Dopis ministrstva za prosveto — Radio-Komite Beograd, 28. 7. 1947.
26  SI AS 231, §. 3, Dopis ministrstva za prosveto — Komiteju za kulturi in umetnost pri

vladi FLRJ, 29. 5. 1947.

27 SIAS 231, 8. 3, Dopis Ministrstva za prosveto LRS — Komiteju za kulturo in umetnost
FLR]J, 1. 7. 1947.
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zaziveti brez »naslonitve na drzavno koncertno poslovalnico in pricakuje re-
Sitev zadeve s poslovalnico za zascito avtorjev«. Po Sivicevem mnenju je zZe
bila sposobna prevzeti svoj del odgovornosti:

Koncertna poslovalnica za Slovenijo je Ze izdelala osnutek pravil, po ka-
terih bi bila enotno podjetje za celo Slovenijo. Ce bi ona v svojem ambi-
jentu Slovenije imela koncesionirano stali$ce, bi bila v stanu preko svo-
jih poverjenistev posredovati pobiranje tatntijem in tako poenostaviti in
pospesiti autorsko zaicito.”

Interes stanovskega drustva pa je bil to dejavnost raztegniti na celotno
drzavo.

Vec¢ je znanega o 2. obénem zboru Drustva skladateljev, ki je potekal
v senci zaostrenih kulturnopoliti¢nih razmer. Prvo leto po koncu vojne so
komunisti¢ni ideologi dopuscali Sirino, saj so Zeleli v sodelovanje na kul-
turnem podrodju pritegniti ¢im $ir$i krog poklicnih in amaterskih umetni-
kov ter §tevilno ob¢instvo. V drugi polovici leta 1946 so na plano prisle ten-
dence z zahtevami po krepitvi kulturnega sodelovanja z drzavami vzhodno
od zelezne zavese, zlasti s Sovjetsko zvezo, in po sprejemanju nacel socia-
listicnega realizma v domaco kulturno ustvarjalnost. Najbolj izrazito je to
prislo v ospredje novembra in decembra 1946, ko so se v Beogradu zvrstili
kongresi treh organizacij, v katere so bili vklju¢eni tudi slovenski umetniki,
Drustva za kulturno sodelovanje Jugoslavije s Sovjetsko zvezo, Zveze knji-
zevnikov Jugoslavije in Vseslovanskega kongresa. Za umetnisko ustvarjal-
nost je bil najbolj pomemben kongres knjizevnikov, saj je bilo ravno nji-
hovo drustvo $e naslednja desetletja kazalec zaostrenosti oz. sproscenosti
odnosov med politiko in umetnostjo. Preobrat v ortodoksno smer z za-
ostritvijo nadzora nad umetnisko ustvarjalnostjo je povsem jasno razviden
iz ocene slovenskih knjizevnikov, da se statut Zveze knjizevnikov Jugosla-
vije povsem sklada s smernicami drzavne politike.”

Enako harmonijo z drzavno politiko naj bi skladateljem prinesel 2. re-
dni ob¢ni zbor, na katerem so izdelali »program, ki bo v skladu s stremljenji
nasega splosnega razvoja«. Zelje komunisti¢nih ideologi glede glasbenega
zivljenja v Sloveniji so v ¢asopisnem porocilu o zboru zabelezene kot najpo-
membnejse naloge stanovskega drustva: »Med njimi je najvaznejse vprasa-
nje idejne usmeritve nase ustvarjalne dejavnosti, ki je osnovnega pomena za
progresivni razvoj nase glasbe.« To naj bi dosegli z rednimi mese¢nimi stro-
kovnimi sestanki na Akademiji za glasbo in s strokovno revijo, ki bi jo mo-

28  SI AS 231, 8. 3, Porodilo odseka za prosveto v min. za prosveto, 8. 6. 1946.
29  Gabri¢, »Slovenska agitpropovska kulturna politika«, 548-52.
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rali zaceti izdajati ¢im prej. Skrbeli naj bi tudi »za nacrtno izdajanje notnih
publikacij raznih skladateljskih podrocij«. Za novega predsednika Drustva
skladateljev Slovenije je bil izvoljen Blaz Arni¢, Danilo Svara je postal pod-
predsednik, Dragotin Cvetko pa tajnik drustva.’

Casopisna reportaza z ob&nega zbora je napisana v zelo aktivisti¢no-
-propagandisti¢cnem tonu, ki umetnika vidi v vlogi koles¢ka v izvrSevanju
hitrega napredka, ki ga je sprozila drzavna oblast. Veliko obi¢ajnih propa-
gandnih puhlic je zajetih v zadnjem odstavku porocila, v katerem so priza-
devanja drustva prezentirana na tak nacin:

Vkljuciti hocejo slovenskega skladatelja v celotni progres, pribliza-
ti ustvarjalno dejavnost resni¢nosti novega zivljenja, vnesti nov duh v
na$o glasbo in jo povezati z ljudskimi mnozicami. Te naloge pa bodo
mogle najti svojo uresnicitev le s strnjenim sodelovanjem vseh sloven-
skih glasbenih ustvarjalcev in z njihovo polno zavestjo, da bodo pravil-
no zastavljene in reSene prispevale mocan delez kulturni izgradnji na-
rodov Jugoslavije.”

Kulturnopoliti¢no ozracje obdobja, ko je jugoslovanska politika naj-
bolj vroce propagirala posnemanje sovjetskih modelov na vseh podro¢jih
bivanja, niti priblizno ni bilo ugodno za avtonomno in resnejse delovanje
stanovskih drustev. Zato tudi ne preseneca dejstvo, da so zapisane splosne
parole ostale bolj ali manj le ¢rka na papirju, kar je razvidno Ze iz pogledov
¢lanov Drustva skladateljev z zacetkov petdesetih let na prehojeno pot, ki
jih je v pregledu drustvene zgodovine Ze omenjala Sonja Kralj Bervar.

Postavljanje na lastne noge

Na krepak zasuk drzavne kulturnopoliticne usmeritve ni bilo treba dolgo
Cakati, saj se je Titova Jugoslavija, dotlej najzvestejsa posnemovalka Stali-
nove Sovjetske zveze, sredi leta 1948 javno sporekla s tako obozevanim veli-
kim vodjo. Sporu med Stalinom in Titom je dobro leto pozneje sledil $e ko-
renit preobrat jugoslovanske kulturne politike, ki je bil zaznaven s prvimi
polemikami o umetniskih stvaritvah, ki so zadevale tudi komunisti¢ne idej-
ne postavke, z osamosvajanjem revij izpod strogega drzavnega nadzora in z
javnim objavljanjem kritik, ki so pod drobnogled postavile nesmiselne odlo-
¢itve vodilnih ideologov. Umetniska zdruzZenja so $e vedno izkazovala pod-
poro jugoslovanskim drzavnim voditeljem in s svojih srecanj ali zborovanj
30  Anon., »Drustvo skladateljev Slovenije«, Slovenski porocevalec 8, $t. 81 (5. 4. 1947): 5,
http://www.dlib.si/?URN=URN:NBN:SI:doc-oPYOKK3I.
31 Ibid.
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posiljala pozdravna pisma in podporo drzavnim oblastem,” a so bile tovr-
stne izjave vse bolj frazerske, brez prave vsebine in poudarka.

V Sloveniji je pri izrazanju kriti¢ne drze vnovi¢ prednjacilo Drustvo
slovenskih knjizevnikov, ki je na izrednem ob¢nem zboru 6. oktobra 1950
sprejelo resolucijo, ki je bila dva dni pozneje objavljena v partijskem glasilu
Ljudska pravica. Kriti¢na os resolucije na ra¢un jugoslovanskega centraliz-
ma je razburila vodilne slovenske politike. Clani drustva so na zboru pod
vprasaj postavili svojo dotedanjo politiko in spremenili orientacijo drustva
iz vloge, ki je bolj spominjala na sindikalno podruznico, v stanovsko orga-
nizacijo. Simbolno je prelom od dotedanje usmeritve drustva nakazalo tudi
slovo partijski liniji naklonjenega predsednika drustva Miska Kranjca od
predsednikovanja Drustvu slovenskih knjizevnikov.”

Sorodne tendence je bilo mozno v zacetku petdesetih let zaslediti tudi
pri drugih stanovskih organizacijah umetnikov. Poleg obstojecih drustev
so tak$no smer ubrala $e nova umetniska zdruzenja, 14. maja 1950 ustanov-
ljeno Drustvo slovenskih filmskih delavcev’* in 6. novembra 1950 ustanov-
ljeno Drustvo slovenskih dramskih umetnikov.” Za obe vrsti umetnikov
velja, da so bili prej formalno zgolj ¢lani vsejugoslovanskega drustva. Spre-
membe v nacinu delovanja stanovskih drustev so vodile v rahljanje jugoslo-
vanskih centralisti¢nih pogledov in v osamosvajanje od drzavno dirigirane
kulturne politike. To velja tudi za Drustvo skladateljev Slovenije, ki je novo-
sti predstavilo na ob¢nem zboru 25. januarja 1951. Namesto idejnih in poli-
ticnih vprasanj so v ospredje prisla izrazito prakti¢na stanovska vprasanja.
Drustvo je zahtevalo veéjo vlogo pri poslovanju avtorskopravne posloval-
nice, saj je bila Koncertna poslovalnica ustanovljena kot drzavna ustanova.
Z najavo zacetkov izdaje drustvenih publikacij je pokazalo bolj samostojno
drzo pri zalozniski politiki, pa ceprav je bilo pri tisku Se vedno odvisno od
Drzavne zalozbe Slovenije. Reprezentativni Zbornik slovenskih samospevov,
ki je sicer iz$el Sele leta 1953, je bil uvod v edicije Drustva slovenskih skla-

32 Tak$ne izjave ¢lanov Drustva slovenskih skladateljev so navedene v: Leon Stefanija,
»Totalitarnost rezima in glasba: iz arhiva Drustva slovenskih skladateljev v petdese-
tih letih 20. stoletja«, v Muzikoloske razprave: in memoriam Danilo Pokorn, ur. Nata-
$a Cigoj Krstulovi¢, Tomaz Faganel in Metoda Kokole (Ljubljana: Zalozba ZRC, ZRC
SAZU, 2004), 135-46.

33  Gabri¢, »Slovenska agitpropovska kulturna politika«, 622-4.

34 Bogo Pregelj, »Ustanovni kongres Drustva slovenskih filmskih delavcev«, Obzornik
5, §t. 8-9 (1950): 398—402; Anon., »Drustvo slovenskih filmskih delavcev bo okrepilo
naso kinematografijo«, Ljudska pravica 11, §t. 115 (15. 5. 1950): 1-2, http://www.dlib
.si/2URN=URN:NBN:SI:doc-RCZ8JQKC.

35  Gledaliski list Drama, Slovensko narodno gledalisc¢e v Ljubljani, $t. 4 (1950-1951): 128.
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dateljev. Ze leta 1951 pa je zacela izhajati drustvena Slovenska glasbena re-
vija. Izglasovali so tudi zahtevo, naj se glasbeni svet v dotedanji obliki, to-
rej kot podalj$ana roka pristojnega ministrstva, razpusti, nadomestil pa bi
ga glasbeni svet kot reprezentant stanovskih drustev in glasbenih ustanov.
Pomembna spremembea, pri kateri skladateljsko drustvo prav tako ni bilo
osamljeno med slovenskimi umetniskimi drustvi, je bilo njegovo preime-
novanje. Iz Drustva skladateljev Slovenije se je preimenovalo v Drustvo slo-
venskih skladateljev.” Nenazadnje pa se izrazit dvig aktivnosti drustva iz-
kazuje tudi v drustvenem arhivu, ki od tega leta naprej omogoca sledenju
njegove poti, ¢esar za prva leta delovanja nikakor ne moremo trditi.
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As Slovenia emerged from the Second World War, in addition to the con-
siderable amount of rebuilding to be done, there was a need for the reviv-
al of the strong musical culture that had existed in Slovenia before the war.
Composers such as Lucijan Marija Skerjanc, Blaz Arni¢ and Marjan Kozina
continued to produce impressive music during the war and in the years fol-
lowing. It was now important to nurture and encourage others to be active
composers. Very important is the fact that the influential Skerjanc taught
composition to a number of younger musicians and there was the pres-
ence of the Slovenian Philharmonic Orchestra (Orkester Slovenske filhar-
monije) which must have acted as an encouragement. It was essential, how-
ever, for a degree of organisation to focus the progress quickly and in the
right direction. This came from a group comprising a number of compos-
ers, who aimed to create a society that provided a firm base for the devel-
opment of musical composition. This society founded after the end of the
Second World War, the Society of Slovene Composers (Drustvo slovenskih
skladateljev, abbreviated to DSS) has operated for the enormous benefit of
Slovene composers for the last 8o years.

The most obvious requirement for this society was to collect to-
gether the music of a large and comprehensive group of active compos-
ers, organise it for performances, and when possible to publish as much
printed music as finances allowed. There was a small collection of publi-
cations from 1954 of works by Sre¢ko Koporc, Vilko Ukmar, Pavel Sivic
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and Zvonimir Cigli¢." The numbers of published scores then increased rap-
idly, with the appearance of works by some of the younger composers such
as Primoz Ramovs, Janez Matici¢, Alojz Srebotnjak and Uro$ Krek. Along-
side was the complementary series of nearly fifty scores published by the
Slovene Academy of Sciences and Arts (Slovenska akademija znanosti in
umetnosti), consisting extensively of works by Skerjanc, but also some by
Kozina, Matija Bravni¢ar and others.*

In the early 1970s a new secretary was to be appointed. To achieve the
challenging task that faced the society, a strong leader was essential. The
choice of Ivo Petri¢ (1931-2018) in 1972 was an inspired one: he had the nec-
essary skills and energy to make things happen and the determination to
see them through to a successful conclusion. He made such a contribution
to music in Slovenia in his long and fruitful life that it is difficult to know
where to start. He made it his business to communicate to the outside mu-
sical world that Slovenia’s music was significant. He was fluent in German
and English and communicated successfully with many foreign musicians
whose languages were not Slovene, German or English. Defining its role
was the job of the society’s president (Predsednik), but many of its activities
also developed naturally as the need arose. Petri¢ was not by any means the
first secretary of DSS, but his appointment came at a time that his multiple
musical and administrative abilities would be seen to best advantage and
create a situation that would transform DSS to the important position that
it holds today in the music of present-day Slovenia.

Ivo Petri¢ was responsible for the Association’s music library. He had
an important part in choosing the actual works to be published or, in the
case of larger mostly orchestral works, those for which the society would ar-
range the hire of scores and parts. The material was methodically organised
and catalogued. However, the published items were printed in very small
numbers (often as low as fifty), but multiple copies of orchestral scores were
kept.

Perhaps more important, though, is the fact that Petri¢ was a very
active practising musician, a capable oboist who played in the Academy
of Music, as a solo player, as a chamber music participant and orchestral
member. His experience of serious music occurred at all these levels. In an-
other sense he knew which music was effective and what was less so, being

1 Dusan Bavdek, ed., Katalog glasbenih del/Music Catalogue (Ljubljana: Edicije DSS,
2012), 302.

2 Ibid., 445.
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a tireless performer of music composed by many of his colleagues as well as
himself. This clearly made him able to judge the technical requirements of
the music which was kept in the society’s library.

Even more significant was the fact that Petri¢ was the founder and di-
rector of the Slavko Osterc Ensemble which was formed in 1962 to perform
Osterc’s Nonet and works by Petri¢ and Ramovs. His conducting studies
with Danilo Svara helped him to perform new music including conduct-
ing the important performances of his then avant-garde Croquis sonores
as well as Enneafonia by Primoz Ramov$ which were played at the War-
saw Autumn Festival in 1963. As director of the Ensemble he was responsi-
ble for the commissioning, performance and later recording of large num-
bers of ensemble works composed by his contemporaries. The presence of
this ensemble helped to encourage the composition of many new works.
The performances of the works of his contemporaries (and himself) took
place in many places in Slovenia, neighbouring Croatia and a number of
other countries.’

Perhaps most important of all, Ivo Petri¢ was a prolific compos-
er whose work stands high today, some years after his death.* At first he
adopted a modernist tonal idiom owing something to the influence of Hin-
demith and Prokofiev. His move in the early 1960s to the freely coordinated
textural techniques used by some Polish composers, notably Krzystof Pen-
derecki, was a lead followed by some of his contemporaries, notably those of
the Pro musica viva group. His ability to show that these works can be very
effective was clearly demonstrated by his performances and recordings. As
the founder and director of the Slavko Osterc Ensemble he was responsible
for performances of large numbers of mostly Slovene works, for a number
of pioneering recordings of Slovene music when this was almost unheard

3 Ivo Petri¢, “Jubilej ansambla Slavko Osterc,” Zvuk, nos. 83-4 (1973): 1, 39—42; An-
drej Rijavec, “Skladateljska skupina okrog ansambla »Slavko Osterc«/Die Kom-
ponistengruppe um das Ensemble »Slavko Osterc«,” in Slovenska glasba v preteklosti
in sedanjosti/Slowenische Musik in Vergangenheit und Gegenwart, ed. Primoz Kuret
(Ljubljana: Kres, 1992), 260-269. See the paper by Jernej Weiss in this volume: “The
Slavko Osterc Ensemble (1961-1981): The Principal Promoter of the Creativity of the
Society of Slovene Composers Abroad”.

4 Andrej Rijavec, Slovenska glasbena dela (Ljubljana: Drzavna zalozba Slovenije,
1979), 223-32; Matjaz Barbo, Pro musica viva (Ljubljana: Znanstveni institut Filozof-
ske fakultete, 2001), 140-48, 224-7; Leon Stefanija, O glasbeno novem: ob sloven-
ski instrumentalni glasbi zadnje Eetrtine 20. stoletja (Ljubljana: Studentska zalozba,
2001).
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of, and for encouraging the creation of new works simply by the existence
of this ensemble.

As a composer, Petri¢’s music has always been melodically oriented.’
At the same time, he has always shown an interest in instrumental tech-
niques and colours, as well as convincing form. His music of the 1950s, no-
tably the three symphonies and sonatas for wind instruments, reflects a tra-
ditional approach to melodic writing, especially in the Sonatas for clarinet
and horn where the influence of Hindemith is evident. The Clarinet Con-
certo shows considerable melodic flexibility, while with the Concert Music
(1961-62) Petric’s style reaches a transitional phase in which there are many
melodic metamorphoses. In works such as the Elégie sur le nom de Car-
los Salzedo for harp and Croquis sonores (1963) for chamber ensemble, we
are dealing with modernist approaches. In the latter composition, the me-
lodic notation is fragmentary, rhythmically irregular, and uses all twelve
semitones. The spatial notation that appears in Seven pieces for seven in-
struments reflects a simple serialism, a characteristic that the composer did
not develop further. Symphonic mutations (1964) represent the beginning
of the consolidation and refinement of Petri’s compositional procedures.
This work seems particularly notable due to the thematic transformations
and free association of similar types of themes as a connecting factor be-
tween individual parts of the composition.

After a series of chamber works, Petri¢ created three important more
extensive compositions in 1968-69: Integrale v barvah (‘Integrals in Col-
our’) for orchestra, Intarzije (‘Inlaid Work’ or ‘Marquetry’) for ensemble
and Quatuor 1969 for string quartet. In these works, melodic cells and mo-
tifs are used to form both melodic lines and melodic textures. In all these
works small melodic cells are subjected to a series of inventive yet audi-
ble transformations, with a noticeable synchronization of melodic voic-
es. Petri¢’s works of the 1970s include sonata-like pieces for piano, cham-
ber compositions and orchestral works, sometimes with solo instruments
treated in concertante style. Here too, the composer manipulates and trans-
forms short melodic cells into both melodic lines and accompanying tex-
tures, interspersed with unsynchronized ostinatos. The use of long notes
and their elaboration is characteristic of Lirizmi for horn and piano, Medi-
tations for piano trio, the Violin Sonata and especially the Quatuor 1979. In
orchestral works with solo instruments, the orchestral parts are much more

5 Niall O’Loughlin, “Melodic Workings in the Music of Ivo Petri¢,” Musicological An-
nual, 29 (1993): 107-19, http://www.dlib.si/?URN=URN:NBN:SI: DOC-YI8 GZRD1.
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elaborate and lead to effects that are not always melodically audible as such.
The synchronization of melodic elements is sometimes precise, as in Dia-
logues concertants for cello, but usually - as in the outstanding Trois imag-
es for violin and orchestra (1973)¢ - is only approximate, tied to a system of
primary and secondary conductor’s cues. Wind instrument works such as
Episodes lyriques (1973) for oboe and Jeux concertants (1978) for flute rely on
kaleidoscopic textures that play with melodic focuses.

After composing a number of concertante works in a freely coordi-
nated aleatory style during the 1970s, including Trois images, Ivo Petri¢ re-
turned to metrically barred notation for his concertos from the middle of
the 1980s,” such as the Concerto for Trumpet and Orchestra (1986) and
Moods and Temperaments (1987), which nevertheless retain the melodic
processes characteristic of the 1970s. Of solo works with orchestra from
this time, the Trumpet, Saxophone and Horn Concertos and the Concerti-
no for percussion (Pomladni concertino) are particularly notable. The newer
concertos were composed as single-movement multi-section works which
nevertheless reveal an underlying traditional movement structure. The in-
strumental character defines the tone of the works. The composer aimed to
take advantage of traditional compositional values, something that a close
investigation of details reveals to be the case. However, the lessons learned
from his aleatory works have been most effectively applied to the newer
works.

To sum up, Ivo Petri¢ made a really valuable contribution to music in
Slovenia in his long and fruitful life. Beginning as an orchestral oboist, he
soon moved into the field of composition, including studies with Lucijan
Marija Skerjanc, and conducting with Danilo Svara, but always acknowl-
edging the influence of Slavko Osterc. In order to have an ensemble capable
of performing these works and similar music, he assembled selected players
into a flexible group called the Slavko Osterc Ensemble (Ansambel Slavko
Osterc) which he conducted with distinction for many years." It is a tribute
to his organising and conducting abilities that the number of advanced piec-
es championed by this group is very large. Equally significantly, he and sev-
eral of his like-minded composer colleagues grouped themselves together

6 Niall O’Loughlin, “Concertante Techniques in Trois images by Ivo Petri¢,” Musico-
logical Annual 37, no. 1 (2001): 103-12, https://doi.org/10.4312/mz.37.1.103-112.

7 Niall O’Loughlin, “A Return to Old Techniques in Recent Concertos by Ivo Petri¢,”
Musicological Annual 47, no. 1 (2011): 167-76, https://doi.org/10.4312/mz.47.1.167
-176.

8 Rijavec, “Skladateljska skupina okrog ansambla ‘Slavko Osterc’,” 260-9.


https://doi.org/10.4312/mz.37.1.103-112

SKLADATELJSKA DRUSTVA NEKOC IN DANES | COMPOSERS  SOCIETIES PAST AND PRESENT

as Pro musica viva.” Not content with this, as Secretary of the Society of Slo-
vene Composers (Drustvo slovenskih skladateljev) he organised the publica-
tion of large numbers of works from all the composers then working in Slo-
venia. It is hardly an exaggeration to say that he transformed Edicije DSS
(the publishing section of the Composers’ Association) into the wonderful
organisation that it is today. What is so gratifying is that his compositions
took their natural place in these publications. This was also supplemented
by numerous recordings of excellent quality. Petri¢’s promotional abilities
were legendary: he communicated extensively with composers, performers
and publishers both at home and abroad, in a way that promoted the inter-
ests of all the composers represented by Edicije DSS and certainly not just
himself. For musicologists he was equally generous, giving of his time and
energies without hesitation. For his later work as artistic director of the Slo-
venian Philharmonic, he carefully arranged for selected Slovene works to
be played alongside the well known classics that the audiences principally
came to hear. In his last years he often visited Scotland, driving by car all
the way from Slovenia reaching the island of Skye and the far-flung islands
of the Western Isles. His Scottish inspired pieces included MacPhadraig’s
Scottish Diaries for piano. On asking him who MacPhadraig was, he smiled
and admitted it was himself. His legacy is wonderful, something in which
Slovenia can take pride. With over 200 compositions he was a prolific com-
poser. His early tonal works owed a little to Prokofiev and Hindemith, his
avant-garde or modernist works showed an adventurous and imaginative
spirit, and the later works composed for his friends or, in reflective mode,
returned in a modified way to his earlier music. For all his working life he
was a model for all the composers who were working in Slovenia. Ivo Petri¢
was unique. He wore his genius lightly and modestly, but genius it was.
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The 1960s saw the formation throughout Europe of numerous groups spe-
cialising in the performance of “New Music”. Among the first such ensem-
bles anywhere in the world was the Improvisation Chamber Ensemble led by
the American composer Lukas Foss. Other notable ensembles included the
British group AMM, founded in 1965, the Rome-based group Musica Elet-
tronica Viva (from 1966), the Vienna-based Ensemble “die reihe”, found-
ed in 1958 and led by Friedrich Cerha, the Cluj-based Romanian group Ars
nova, founded in 1968, the Bratislava-based Hudba dneska, which was ac-
tive from 1963 and also performed in Ljubljana etc. They consisted of musi-
cians who were particularly drawn to the performance of New Music. Un-
like classical ensembles, these groups were able to adapt their instrumental
line-ups as required, and were particularly receptive to experimentation of
every kind. Given the wide variety of performance requirements in a pe-
riod that rejected genre conventions, groups of this kind were among the
principal promoters of the creation of new musical works and played a sig-
nificant part in shaping aesthetic changes.

In Slovenia they included both the Collegium musicum society, found-
ed in 1957 by Pavel Sivic under the aegis of the Academy of Music Compos-
ers’ Club, and, unquestionably, the Slavko Osterc Ensemble. This was found-
ed in 1961 by members of the composers’ group Pro musica viva as a vehicle
for the performance of their own works. The promoter, conductor and spir-
itus agens of the Ensemble was Ivo Petri¢, who had studied composition
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with Lucijan Marija Skerjanc and conducting with Danilo Svara, gradu-
ating in both disciplines in 1958. Petri¢, who headed the DSS’s publishing
arm Edicije Drustva slovenskih skladateljev from 1970 until 2002, was also
the Ensemble’s artistic director from the outset. It is via him that the En-
semble’s activities are most closely connected to those of the Society of Slo-
vene Composers (DSS).

This article is an attempt to determine the degree of interdependence
between the Ensemble and the DSS and answer the question of how the ac-
tivities of the Ensemble (until they ceased in 1981) contributed to the inter-
national affirmation and promotion of the creative work of DSS members
in other countries.

There is no doubt that the younger generation of composers who joined
together to form Pro musica viva, the most important group of avant-gar-
de Slovene composers after the Second World War, shared a desire to have
their own compositions heard and exchange artistic ideas.’

Although the authorities of the day did not explicitly prohibit contacts
between Slovene composers and their foreign counterparts, in practice it
was anything but easy for Slovene composers to establish personal con-
tacts with the West,” since financial assistance for journeys abroad was very
limited and “carefully” allocated. The activity of an ensemble of this kind,
which encouraged the creation of new Slovene music, therefore seemed all
the more crucial. As Petri¢ notes, no one was interested in composing mu-
sic merely for it to be left “in the drawer.”

Petri¢ goes on to say:

At that time the need for an ensemble like this was ‘in the air’. The main
thing that differentiated us from Collegium musicum was that we placed
an emphasis on [Slovene] works. And so we appeared for the [very] first
time at the evening of twentieth-century chamber music organised by

1 Matjaz Barbo, Pro musica viva (Ljubljana: Znanstveni institut Filozofske fakultete,
2001), 90.
2 During the first decade after the war, cooperation with Western European cultur-

al metropolises was practically impossible. More or less carefully selected delega-
tions of Yugoslav composers were sent to contemporary music festivals. Leon Ste-
fanija, “Totalitarnost rezima in glasba,” in In memoriam Danilo Pokorn, eds. Natasa
Cigoj Krstulovi¢, Tomaz Faganel and Metoda Kokole (Ljubljana: Muzikoloski in-
stitut ZRC SAZU, 2004), 139, https://omp.zrc-sazu.si/zalozba/catalog/download/827
/3497/290%inline=1.

3 The conversation with Ivo Petri¢ is documented in full in the fifth chapter of Tjasa
Stular’s bachelor’s thesis. Tjasa Stular, Glasbeno delo Ansambla Slavko Osterc (B.A.,
University of Ljubljana, 1998), 96-9.
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the DSS at the Slovenian Philharmonic Hall on 13 July 1961, with a per-
formance of Slavko Osterc’s Nonet.*

The latter is one of the most important works of Slovene musical Expres-
sionism, a piece composed in 1937 for the Czech Nonet. A year after this per-
formance, the Ensemble named itself after Slavko Osterc, the most impor-
tant Slovene modernist.” Following this inaugural performance, just over a
year would pass before the Ensemble performed again, this time at the Musi-
ca nova festival in Opatija, Croatia, on 19 October 1962, in its first appearance
in front of a wider Yugoslav audience. This is the festival that in 1963 became
known as the Jugoslovenska muzicka tribina (today the festival takes place in
Osijek). Alongside the Music Biennale Zagreb, founded in 1961, this was the
leading festival of contemporary music in the former Yugoslavia.®

The group appeared for the first time as the Slavko Osterc Ensemble on
13 May 1963 at the second Zagreb Biennale. Following their premiere per-
formance in Zagreb, a Croatian music critic wrote: “The Slavko Osterc En-
semble from Ljubljana is a noteworthy group of excellent soloists led by the
talented and capable conductor Ivo Petric.”’

First performances outside Yugoslavia

The Ensemble gave its first foreign performance in Poland in 1963, when it
appeared at the Warsaw Autumn festival, in what was the first appearance
by any Yugoslav ensemble at this festival." It was invited by the festival’s

4 Ibid.

Despite the strong creative personalities within Osterc’s circle, none of the compo-
sitional techniques and aesthetics that established themselves internationally at that
time prevailed among Slovene composers. The most important works are still consid-
ered to be those of composers who had already found their path before the war. Lojze
Lebi¢, “Glasovi ¢asov (II), O slovenski glasbeni ustvarjalnosti,” Nasi zbori 45, no. 5-6
(1993): 114. In his own reminiscences of the activities of the Slavko Osterc Ensemble,
Ivo Petri¢ mentions that the naming of the ensemble was “initially criticised by Milko
Kelemen, who said it smacked of cultural and artistic socialist associations.” Ivo Petri¢,
Spomini na delovanje ansambla Slavka Osterca (Ljubljana: typescript, 1998), 3.

6 Milos Marinkovi¢, “Muzicki festivali kao odraz kulturne politike tokom hladnog
rata — od Varsavske jeseni do Muzickog bijenala Zagreb,” Kultura, no. 162 (2019):
306-20.

7 Pavle Stefanovi¢, “Re¢ priznanja festivalu savremene kamerne muzike,” Knjizne

novine, September 1965. See also: Ivo Petri¢, “Po drugem Bienalu sodobne glasbe v
Zagrebu,” Sodobnost, no. 7 (1963): 652-7.

8 Milo$ Marinkovié, 14" International Symposium “Music in Society”, Book of Ab-
stracts (Sarajevo: Muzikolosko drustvo Federacije Bosne i Hercegovine, Univerzitet
u Sarajevu, Muzicka akademija, 2024), 93—4. See also: Ivo Petri¢, “Varsavska jesen
1963,” Sodobnost, no. 12 (1963): 1145—7.
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artistic director Witold Lutoslawski. He had been impressed by the En-
semble’s performance at the Zagreb Biennale. Half of the Ensemble’s pro-
gramme consisted of works by contemporary Slovene composers: Slavko
Osterc’s Nonet, Enneafonia by Primoz Ramovs, Milan Stibilj’s Impresije and
Ivo Petri¢’s own Croquis sonores — a choice of programme that underlines
Petri¢’s consistently expressed orientation, which tended towards perfor-
mances of as many new Slovene works as possible.” It should be mentioned
that all three new works in the programme had been published by Edici-
je DSS a few months before the Warsaw performance. After being founded
in 1951, Edicije DSS initially operated under the aegis of the state publishing
house Drzavna zalozba Slovenije. Today it is the country’s most important
independent music publisher and has published more than 2,700 works by
Slovene composers to date.

The large number of performances by the Slavko Osterc Ensemble
abroad is surprising, given that, as Petri¢ notes, state support was practical-
ly non-existent. In conversation with Tjasa Stular, who wrote comprehen-
sive bachelor’s thesis about musical work of the Slavko Osterc Ensemble, Ivo
Petri¢ confirmed Lojze Lebi¢’s earlier statement about meagre state funding:

I could count on the fingers of one hand the number of performanc-
es abroad that were funded by the state: meaning that for almost all
our performances we had to ‘raise’ the money ourselves. Most often this
meant me writing a musical fairy tale for the ensemble that was due to
perform abroad. Our very understanding colleagues at the radio would
then allow us to record it, and would pay us a fee for doing so, which
would then go to cover travel costs.”

So it was that, between 1965 and 1972, Petri¢ wrote as many as 15 musical fai-
ry tales for children that were recorded in a studio and broadcast by the Ra-
dio-Television Ljubljana.

It appears that the cultural decision-makers in Slovenia at that time did
not recognise the importance of the Slavko Osterc Ensemble and that funding
depended above all on the inventiveness of the Ensemble’s leader and mem-
bers. Given its own difficult financial situation, not even the DSS could sup-
port the Ensemble’s activities (except indirectly — by organising the occasional

9 A recording of Petri¢’s composition appeared on an album of works by the Pro mu-
sica viva composers’ group released in 1966 by the Zagreb-based label Jugoton. The
Slavko Osterc Ensemble is among the performers, making this the first release of a
recording by the Slavko Osterc Ensemble.

10  Stular, Glasbeno delo Ansambla Slavko Osterc, 98.
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concert and by publishing sheet music). Nevertheless, many members of the
Ensemble could see the necessity of supporting contemporary Slovene musi-
cal creativity and helped cover the costs out of their own pockets.

Review of the most important appearances outside Yugoslavia

A review of the most important appearances by the Ensemble outside Yu-
goslavia reveals the following. In April 1965 the Ensemble accepted an in-
vitation from the Arte nova association in Trieste and thus performed in
Italy for the first time. On 12 March 1965, the violinist and composer Kar-
lo Sancin, who was also a radio presenter, gave the following report for Ra-
dio Trst A: “The ensemble performed the extremely demanding programme
with considerable artistic skill and deserves all recognition for its remarkable
performance, as do all three soloists [...] and the conductor Ivo Petri¢.”"" The
tradition of performing in Italy, Slovenia’s western neighbour, continued
until 1977, with at least one performance every year except 1970. These per-
formances were for the most part covered by the local press, with extensive
reports and photographs and almost universally positive reviews, with the
ensemble playing and individual soloists singled out for particular praise.

The Ensemble’s performances in West and East Germany were almost
as frequent as those in Italy. The Ensemble first performed in the Federal
Republic of Germany in March 1967. Interestingly, it was not until 1975, after
a series of visits to West Germany, that the Ensemble visited East Germany
for the first time, with appearances in Leipzig, Potsdam and Berlin. It thus
appears that Petri¢’s ideological orientation was primarily westward-lean-
ing, and therefore diverged from mainstream Yugoslav doctrine of the
time, which was (specially in the first years after the WW?2) influenced by
Soviet ideology and thus mainly eastward-leaning. The ensemble also re-
ceived praise from German critics and, for the most part, its performanc-
es were reviewed positively.” A series of reviews confirm the Ensemble’s ar-
tistic quality and continuous excellence at the highest level of performance.

11 Karlo Sancin, Report for Radio Trst A, 12 March 196s. See also: Stular, Glasbeno delo
Ansambla Slavko Osterc, 6. All foreign performances are listed in: Stular, pp. 21-87.

12 Inanarticle published by the Frankfurter Allgemeine Zeitung we read: “Zeitlich iiber-
sichtlich disponierte substilste Klangforginge geben eine zarte dialogisierende Poesie,
eine Lyrik, die nichts mit einem lyrischen Tenor, dafur um so mehr mit jener Lyrik der
fremden Klange zu tun hat” [Chronologically well-organised, subtle sound process-
es create a delicate, dialogical poetry, a lyricism that has nothing in common with
the lyric tenor but is much more aligned with the lyricism of foreign sounds]. Rein-
hart Ohlschlagel, “Kroatisch - slowenische Avantgarde,” Frankfurter Musica viva,
Frankfurter Allgemeine Zeitung, 23 March 1967.
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In 1972 the Ensemble was also invited to Belgium, where it gave con-
certs in Ath, Antwerp and Brussels. It returned to Brussels in 1976 during a
tour of West Germany. A year later the programme performed at that time
was released as an LP. The Ensemble’s long list of performances abroad also
included Slovakia, specifically a concert in Bratislava in June 1965. That ap-
pearance reciprocated a concert by the Bratislava ensemble Hudba dneska
in Ljubljana a year earlier. In a similar manner, the Ensemble repaid a Lju-
bljana Festival appearance by the Cluj-based ensemble Ars nova and set oft
on a tour of Romania. Performances in neighbouring Austria included con-
certs in Klagenfurt in 1969, 1972 and 1978 and in Vienna in 1970. The En-
semble also performed in Paris in 1971 and in Sofia in 1968. In July 1977 the
Ensemble visited Sweden at the invitation of Swedish composer Folke Rabe
(1935-2017) and gave seven concerts.

In February 1980, after almost two years of preparations and negotia-
tions, the Ensemble set off on a tour of Iraq, the originally planned tour of
Iran having fallen through for political reasons (the proclamation of the Is-
lamic Republic following the return of Ayatollah Khomeini in 1979). Poor
audience response meant that the tour of Iraq was not fondly remembered
by the Ensemble.”

Festival appearances

The Slavko Osterc Ensemble also performed at numerous international fes-
tivals of contemporary music. However the Ensemble did not appear at
the concerts of the International Society for Contemporary Music (ISCM).
It did leave a mark on various Yugoslav festivals of contemporary music.
These included Radenci," a festival “on home turf”, and, most importantly,
the Jugoslovenska muzicka tribina (from its founding in 1963 until 1977). It

13 “Despite the fact that we had deliberately prepared a programme that was as popular
and diverse as possible, it proved unsuitable for the Iraqi audience — with the exception
of the concert for Europeans living in Baghdad. An Iraqi audience [at that time] would
probably not have accepted anything from our cultural sphere, especially not in such a
poorly organised tour. The tour was physically extremely demanding but the members
of the ensemble went through with it, throughout its duration and in relation to the
Iraqi side, with the awareness that they were representing our country and our culture
in a friendly nation.” Ivo Petri¢, “Porocilo o turneji Ansambla Slavko Osterc v Iraku
od 3. do 10. 2. 1980,” personal archive of Ivo Petric.

14  From the founding of the festival in 1963 until 1968 and, following a four-year break,
from 1972 until 1981. The Ensemble also performed at the Ljubljana Festival in 1967,
1971, 1976 and 1977. See also: Ivo Petri¢, “Domaca ustvarjalnost na ljubljanskih kon-
certnih odrih,” Sodobnost, no. 11 (1966): 1157-8.
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was at the latter that Petri¢ premiered by far the largest number of new Slo-
vene compositions. Numerous works by Slovene composers also received
their premiere performances at the Music Biennale Zagreb, at which the
Ensemble appeared regularly between 1963 and 1975 (only missing the 1973
edition). It also appeared at the BEMUS festival in Belgrade (1972), the NO-
MUS festival in Novi Sad (1976) and the SIMC festival in Ljubljana (1970).

Recordings for radio and television

The Ensemble deserves particular credit for its many recordings for radio
and television stations at home and abroad. As well as the studios of RTV
Ljubljana, the Slavko Osterc Ensemble visited almost all the other radio
and television studios of the former Yugoslavia. The list of recordings out-
side Yugoslavia is also extensive. Almost every visit to West Germany in-
cluded a recording for Westdeutscher Rundfunk Kéln. In January 1970 the
Ensemble was invited to Vienna, where it appeared at a concert organised
by broadcaster ORF and the Austrian Composers’ Association. Recordings
made during this visit were released on an album in the Osterreichische
Musik des 20. Jahrhunderts series. Another reason why the number of ra-
dio, television and studio recordings (particularly for the Jugoton label) is
so high is that these recordings represented an important source of income
for the Ensemble, used to cover the costs of touring. An example of this is
the Ensemble’s recording of works by the German composer Dietrich Erd-
mann (1970-2009), the co-founder of the Arbeitskreis fiir Neue Musik at the
Berlin University of the Arts.

Reviews in domestic and foreign media

The majority of critics both at home and abroad gave very positive assess-
ments of performances by the Slavko Osterc Ensemble, with occasional res-
ervations about the choice of programme. Critics praised the “technical
and interpretational merits”” of the Ensemble, while an unsigned report
from the fifth Music Biennale Zagreb entitled “Brez promasene skladbe”
states that “the excellent Slavko Osterc Ensemble from Ljubljana captivat-
ed the audience not only with its high-quality performances, but also with
its well-chosen programme.”® A telling comment is offered by the Slovene
composer and critic Ubald Vrabec, who writes that the Ensemble was

15 Vjestnik, 16 January 1964.
16  Anon., “Brez promasene skladbe,” 21 May 1969.
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determined to “eliminate the sediments of the past, not only from the point
of view of art, but also as regards contacts between artists from neighbour-
ing nations.”” These contacts intensified greatly through the activities of
the Slavko Osterc Ensemble. In this context I should mention the record-
ing of albums of works by composers from Kosovo (in 1978) and albums by
numerous other composers from the former Yugoslav republics, with Cro-
atian composers - including Bogdan Gagi¢ (1931-2019), Frano Para¢ (born
in 1948) and others — particularly strongly represented.

Following a performance in Milan, a reporter (“PV.”) from leading
Italian daily Corriere della Sera named the Slavko Osterc Ensemble an am-
bassador of Yugoslav and, in particular, Slovene culture. He goes on to
say that the Ensemble is made up of soloists “of international quality” un-
der the artistic direction of “a first-rate artist and expert who is always well
prepared.”™ Of the performances, he particularly singles out the Nonet by
Slavko Osterc and Signali by Primoz Ramovs. Petri¢’s contribution as con-
ductor is also highlighted by the critic of the Austrian newspaper Kleine
Zeitung, who, in an article entitled “Slowenen eroffnen die Woche der Be-
gegnung” (Slovenes open the week of encounters), describes the Ensemble’s
performance at its concert on 16 June 1969 as “masterful” and conductor Ivo

» 19

Petri¢ as “unsurpassable”.

Members of the Slavko Osterc Ensemble:
Slovenia’s most successful performers

More than 110 performers passed through the Ensemble’s ranks during its
initial two decades of activity. It should be emphasised, however, that Petri¢
- the only constant member of the Ensemble, and, for two decades, both
its conductor and its artistic director — succeeded in gathering together the
finest Slovene performers (including the violinist Igor Ozim, the flautist
Fedja Rupel, the trumpeter Stanko Arnold, the Lorenz brothers, the pia-
nist Aci Bertoncelj and many others), with whom the Ensemble achieved
a high level of quality at its concerts, as was consistently confirmed by the
numerous reviews published in domestic and foreign media. The Ensemble
usually consisted of four to five string players with some additional winds,
brass, percussion, piano and harp. The high turnover of musicians was, as

17 Ubald Vrabec, Primorski dnevnik XXI, no. 9o (16 April 1965).
18  Report from a performance in Milan, 26 October 1971. PV., Corriere della Sera, 26
October 1971

19  Anon., “Slowenen eroffnen die Woche der Begegnung,” Kleine Zeitung, 16 June 1969.
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Petri¢ notes, a consequence of the fact that the Ensemble was not a perma-
nent group. Instead, the great majority of musicians only appeared with
it a few times.” This was largely a consequence of the Ensemble’s inten-
sive activities abroad, where, as Petri¢ writes, “at festivals they would re-
quest performances by really incredible ensembles, with the result that we
found ourselves inviting various soloists, including foreigners, to work with
us.”** Despite this, the Ensemble had a “permanent nucleus” of mainly Slo-
vene musicians. Since the Ensemble was not a professional orchestra but an
ad hoc group of musicians, most of its “core” players were employed by one
of Ljubljana’s two symphony orchestras (the Slovenian Philharmonic Or-
chestra and the RTV Ljubljana Symphony Orchestra). The majority of the
Ensemble’s performances and recordings only involved around 30 of its to-
tal 110 members.” Only in this way, as Petri¢ explains, were they able to
“succeed in mastering the ‘standard’ repertoire or foreign and domestic com-
posers” that the Ensemble was able to offer at a moment’s notice.”

The creation of new Slovene compositions

There is no doubt that the Ensemble’s activities encouraged the creation of
numerous new Slovene compositions and, in this way, decisively affected
the situation at Edicije DSS. Over the course of two decades, it gave nearly
170 concerts, made 140 recordings for national and international radio and
television stations and took part in nearly 4o television broadcasts.”* Re-
cordings usually took place a day or two before individual concerts.

The table shows the number of appearances by individual years. The
highest numbers of concerts and recordings by the Ensemble (more than
25 and sometimes as many as 35 in a year) are in the period 1966-1970. The
decade from 1965 to 1975 was the period of Petri¢’s most intensive work
with the Ensemble. The latter succeeded in bringing new Slovene music to
some of the most important festivals and concert halls in other countries.
It is interesting to note that the Ensemble’s most active period abroad co-
incides almost entirely with the period of constitutional changes in Yugo-
slavia (1966-74). This was a period in which, as Sonja Kralj notes, culture

largely succeeded in “breaking free from the grip of politics” following the

20 Stular, Glasbeno delo Ansambla Slavko Osterc, 15.
21 Ibid., 16.

22 Ibid.

23 Ibid.

24 Ibid., 87.
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rather rigid post-war era of agitprop-influenced state-directed cultural pol-
icy.” Of course, the influence of politics on the musical scene in Yugoslavia
at that time was, for the most part, indirect rather than direct, and mainly
took the form of financial pressures and penalties.

The members of the Slavko Osterc Ensemble premiered a total of 65
works by nineteen Slovene composers, with 40 of these premiere perfor-
mances taking place abroad and 25 in Slovenia.*

These figures indicate that the Slavko Osterc Ensemble was above all
interested in the promotion and affirmation of works by Slovene compos-
ers (DSS members) abroad. More than half of the premieres - 33 to be pre-
cise — were of works by members of the Pro musica viva group. The majority
of these (19) took place abroad. Among the members with the largest num-
ber of works premiered, we find Ivo Petri¢ (13, 9 abroad), Igor Stuhec (9, 5
abroad), Jakob Jez (s, 3 abroad) and Lojze Lebi¢ (s, 2 abroad).

This would appear to confirm Petri¢’s opinion that, despite the change
of name, the members of Pro musica viva had plenty of opportunities for
performances of the works they composed for the Slavko Osterc Ensem-
ble.” The Ensemble did not, however, only favour new works by members
of Pro musica viva, but incorporated into its repertoire works reflecting the
full range of compositional techniques and aesthetic directions in contem-
porary Slovene creativity.

Undoubtedly of decisive importance for the Ensemble’s activities was
the fact that almost all the works performed by the Ensemble were printed
as sheet music by Edicije DSS even before they were performed. In this way,
the DSS provided the necessary performance materials and actively, if in-
directly, supported the work of the Slavko Osterc Ensemble. Given the En-
semble’s always precarious financial situation, it would have been consider-
ably more difficult, if not impossible, for it to maintain its activities without
the help of DSS.”* It may therefore be said that the programming decisions
made by Petri¢ as the artistic director of the Ensemble had a considerable
influence on the situation at Edicije DSS, even before his official appoint-
ment as its editor in 1970.

25  Sonja Kralj, “Sobivanje druzbenega, stanovskega in umetniskega v zgodovini Drust-
va slovenskih skladateljev” (PhD, University of Ljubljana, 2011), 158.

26 Ibid., 90-5

27 Stular, Glasbeno delo Ansambla Slavko Osterc, 5.

28  Ivo Petri¢, “Vprasanje brez odgovora,” Sodobnost, no. 4 (1963): 380-2.
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Contemporary Slovene chamber music grew significantly stronger un-
der PetriC’s artistic direction of the Ensemble. Petri¢ himself explains that
he “composed a whole series of pieces for concert performances by various
line-ups of the Ensemble.”” “Since it was also able to perform these pieces im-
mediately, this can be said to have provided [him] with much needed experi-
ence in chamber music composition.”*®

There is no question that, with the Slavko Osterc Ensemble, cham-
ber music by Slovene composers and Slovene musical creativity in gener-
al gained its most important promoter, both in Yugoslavia and abroad. This
extremely important mission is continued today by a number of similar
contemporary music ensembles (MDy7, Ensemble Dissonance, The Slovene
Philharmonic String Chamber Orchestra etc.).

It was the performance activities of the Slavko Osterc Ensemble, sup-
ported by simultaneous publications of sheet music by Edicije DSS, that en-
couraged the creative endeavours of DSS members and, via international
connections and comparisons with the situation in other countries, pro-
vided an essential confidence boost for Slovene composers. In 1979, after
almost two decades at the head of the Ensemble, Petri¢ took over the di-
rection of the Slovenian Philharmonic, which he then led for the next dec-
ade and a half. This new position was incompatible with his leadership of
the Slavko Osterc Ensemble, with the result that the latter ceased its activ-
ities in 1981.

Without a doubt, the tireless efforts of Ivo Petri¢ left a significant mark
on the activities of some of the most important performing ensembles in
Slovenia in the second half of the twentieth century and helped shape the
publishing and concert policy of the DSS. Petri¢’s dual role as artistic direc-
tor and editor of Edicije DSS is therefore of key importance for the creativ-
ity of Slovene composers in the second half of the twentieth century, and
his contribution to Slovene music is an essential one. It would therefore be
well worth examining his interpretational and organisational contribution
in greater detail in the future.

29  Stular, Glasbeno delo Ansambla Slavko Osterc, 15.
30 Ibid.



SKLADATELJSKA DRUSTVA NEKOC IN DANES | COMPOSERS’ SOCIETIES PAST AND PRESENT

Bibliography

Archival Sources

Petri¢, Ivo. “Porocilo o turneji Ansambla Slavko Osterc v Iraku od 3. do 10. 2.
1980.” Personal archive of Ivo Petrié.

Literature

Barbo, Matjaz. Pro musica viva. Ljubljana: Znanstveni institut Filozofske
fakultete, 2001.

Kralj, Sonja. “Sobivanje druzbenega, stanovskega in umetniskega v zgodovini
Drustva slovenskih skladateljev.” PhD, University of Ljubljana, 2011.

Marinkovi¢, Milo§. “Muzic¢ki festivali kao odraz kulturne politike tokom
hladnog rata — od Varsavske jeseni do Muzi¢kog bijenala Zagreb.” Kultura,
no. 162 (2019): 306—20.

Marinkovi¢, Milos. 14" International Symposium “Music in Society”, Book of
Abstracts. Sarajevo: Muzikolosko drustvo Federacije Bosne i Hercegovine,
Univerzitet u Sarajevu, Muzi¢ka akademija, 2024.

Petri¢, Ivo. Spomini na delovanje ansambla Slavka Osterca. Ljubljana: typescript,
1998.

Rijavec, Andrej. “Skladateljska skupina okrog ansambla »Slavko Osterc«/Die
Komponistengruppe um das Ensemble »Slavko Osterc«.” In Slovenska
glasba v preteklosti in sedanjosti/Slowenische Musik in Vergangenheit und
Gegenwart, edited by Primoz Kuret, 260-9. Ljubljana: Kres, 1992.

Stefanija, Leon. “Totalitarnost rezima in glasba.” In In memoriam Danilo Pokorn,
edited by Natasa Cigoj Krstulovi¢, Tomaz Faganel and Metoda Kokole, 135—
146. Ljubljana: Muzikologki institut ZRC SAZU, 2004. https://omp.zrc-sazu
.si/zalozba/catalog/download/827/3497/290%inline=1.

Stular, Tjasa. Glasbeno delo Ansambla Slavko Osterc. B.A., University of
Ljubljana, 1998.

Periodicals

Anon. Vjestnik, 16 January 1964.

Anon. “Slowenen eroffnen die Woche der Begegnung.” Kleine Zeitung, 16 June
1969.

Lebi¢, Lojze. “Glasovi ¢asov (II), O slovenski glasbeni ustvarjalnosti.” Nasi zbori
45, n0. 5-6 (1993): 114.

Ohlschlagel, Reinhart. “Kroatisch — slowenische Avantgarde.” Frankfurter
Musica viva, Frankfurter Allgemeine Zeitung, 23 March 1967.

Petri¢, Ivo. “Vprasanje brez odgovora.” Sodobnost, no. 4 (1963): 380-2.

330


https://omp.zrc-sazu.si/zalozba/catalog/download/827/3497/290?inline=1
https://omp.zrc-sazu.si/zalozba/catalog/download/827/3497/290?inline=1

THE SLAVKO OSTERC ENSEMBLE (1961-1981): THE PRINCIPAL PROMOTER OF THE CREATIVITY ...

Petri¢, Ivo. “Po drugem Bienalu sodobne glasbe v Zagrebu.” Sodobnost, no. 7
(1963): 652—7.
Petri¢, Ivo. “Var$avska jesen 1963.” Sodobnost, no. 12 (1963): 1145-7.

Petri¢, Ivo. “Domaca ustvarjalnost na ljubljanskih koncertnih odrih.” Sodobnost,
no. 11 (1966): 1157-8.

Petri¢, Ivo. “Jubilej ansambla Slavko Osterc,” Zvuk, nos. 83—4 (1973): 1, 39-42.
PV. Corriere della Sera, 26 October 1971.
Sancin, Karlo. Report for Radio Trst A, 12 March 1965.

Stefanovi¢, Pavle. “Re¢ priznanja festivalu savremene kamerne muzike.” Knjizne
novine, September 1965.

331






Povzetki

Petra Babic, Lucija Konfic

Med glasbo in politiko: vioga skladateljev v glasbenih drustvih v celinski Hrvaski

v 19. stoletju
Na Hrvaskem se je v 19. stoletju glasbena kultura prvi¢ zacela instituciona-
lizirati — ustanovljeni so bili prvi glasbeni instituti in glasbene $ole (neod-
visne od »glavnih $ol«), nekoliko pozneje pa tudi $tevilna glasbena drustva
(pevska, instrumentalna, me$ana). Dinamika njihovega nastanka je bila
tesno povezana s tedanjimi politi¢nimi razmerami, njihovo delovanje v do-
lo¢eni druzbi - v smislu javnega udejstvovanja — pa je pomenilo ve¢ kot le
uzivanje v Zeleni zabavi, iskanje utehe v glasbenem ustvarjanju ali moznost
vecje dostopnosti glasbenega izobrazevanja za Sir§e druzbene sloje. Prispe-
vek bo predstavil razli¢ne tipe glasbenih drustev/zdruzenj, ustanovljenih
v 19. stoletju v celinski Hrvaski, ter obravnaval njihovo odvisnost od tre-
nutnih vladajoc¢ih politi¢nih opcij, zlasti percepcijo in vlogo skladateljev v
teh drustvih. Raziskavo za ta prispevek je financirala Hrvaska znanstvena
fundacija v okviru projekta IP-2020-02-4277 »Institucionalizacija moder-
ne mes$canske glasbene kulture v 19. stoletju v civilni hrvagki in vojni kra-
jini — MusInstig«.

Kljucéne besede: glasba 19. stoletja na Hrvaskem, glasbene institucije,

glasba in politika, hrvaski skladatelji
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Dusan Bavdek

Drustvo slovenskih skladateljev — vloga v druzbi in izzivi danadnjega Casa
Drustvo slovenskih skladateljev (DSS) v letu 2025 praznuje 8o-letnico de-
lovanja, kar ponuja izhodisce za refleksijo, analizo sedanjega stanja in vizi-
jo delovanja v prihodnje.
V strokovni sluzbi DSS trenutno delujejo trije sodelavci, glavni podrodji
njihovega dela sta koncertna in zalozniska dejavnost. Obe dejavnosti vklju-
¢yjeta tudi mednarodno dimenzijo, ki jo dopolnjuje $e zastopanje Sloveni-
je v mednarodnih organizacijah.
Koncertni cikli DSS prinasajo najobseznejsi pregled sodobne glasbene
ustvarjalnosti v naSem kulturnem prostoru. Vsako leto predstavijo ve¢ kot
50 novitet, ve¢ina koncertov je moderiranih.
Naroc¢ila novih del so eden klju¢nih elementov delovanja DSS. Zalozba Edi-
cije DSS izdaja notne natise in fonograme slovenskih skladateljev ter §¢iti
in zastopa njihove izvedbene materiale. Z didakti¢nimi edicijami DSS po-
sega tudi na podrocje izobrazevanja. Vse izdaje so katalogizirane in dosto-
pne v spletni trgovini. DSS vsako leto podeli Kozinovo nagrado, ki je naj-
vi$je strokovno priznanje na podrocju glasbene ustvarjalnosti v Sloveniji.
Prva od tezav, s katerimi se DSS spoprijema, je nepreglednost podrocja
glasbene kulture v Sloveniji, ki od osamosvojitve ni bilo delezno sistem-
skih sprememb. Podpora Ministrstva za kulturo se je drasti¢no zmanjsala,
primanjkljaj pa se kaze v od leta 2009 nerevaloriziranih tarifah za narocila
glasbenih del, zmanj$anem obsegu natisov simfoni¢nih skladb, nerevalori-
ziranih honorarjih za izvajalce itn. DSS je bilo v letu 1993 pobudnik ustano-
vitve zdruzenja za avtorsko zascito SAZAS, leta 2004 pa Slovenskega glas-
benoinformacijskega centra SIGIC. Z obema zdruZenjema si zelimo visje
ravni sodelovanja.
DSS bi moralo imeti pomembnej$o vlogo pri oblikovanju nacionalnih kul-
turnih politik. Pri tem si je treba zastaviti vprasanje, kaj lahko drustvo, ki
trenutno vkljucuje predvsem skladatelje resne glasbe, stori za vec¢jo vkljuce-
nost in posledi¢no reprezentativnost skladateljev drugih glasbenih zanrov.

Kljuéne besede: Drustvo slovenskih skladateljev (DSS), izzivi, Edicije

DSS, koncertna sezona DSS, mednarodna dejavnost DSS

Joanna Bullivant
Skladateljski ceh Velike Britanije in »neuradna diplomacija« v Vzhodni Evropi

Skladateljski ceh Velike Britanije je bil ustanovljen leta 1945 pod pokrovi-
teljstvomuglednih osebnosti,kotje Ralph Vaughan Williams,inspodjetnisko
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usmeritvijo spodbujanja kariere in pravic zaposlenih skladateljev ter
vzpostavljanja povezav s podobnimi zdruzenji v drugih drzavah. Tako ni
presenetljivo, da je bila njegova vloga v hladnovojni diplomaciji prezrta - v
primerjavi s prizadevanji, kot so bili znameniti, uradno podprti obiski Be-
njamina Brittna v Sovjetski zvezi med letoma 1963 in 1971. Vendar pa je ceh,
kot bo pokazal ta prispevek, v zgodnjem povojnem obdobju odigral zani-
mivo neuradno diplomatsko vlogo. Britanski skladatelj in komunist Alan
Bush, predsednik ceha v letih 1947 in 1948, je na Stevilnih potovanjih po
Vzhodni Evropi poskusal to organizacijo vkljuditi v razna diplomatska za-
veznistva, povezana s sovjetsko interesno sfero. Busheva prizadevanja so
bila sicer neuspes$na, vendar pa so njegove povezave ostale pomembne vse
do zgodnjih Sestdesetih let, zlasti kar zadeva njegov uspesni obisk ZSSR
leta 1960, na katerem ga je spremljala takratna predsednica ceha Elizabeth
Maconchy. Prispevek opisuje Bushevo neuradno diplomacijo v teh letih in
njegov vpliv na ceh ter pokaze, kako niansirano politi¢no vlogo je lahko
imelo nacionalno zdruzenje skladateljev, ceprav je bilo uradno stalis¢e dr-
zave precej manj naklonjeno odnosom z Vzhodno Evropo.

Kljucne besede: Alan Bush, Skladateljski ceh Velike Britanije,

diplomacija, Jugoslavija, glasba in politika

Natasa Didenko

Zveza skladateljev Makedonije v preteklosti in sedanjosti: zdruzevanje profesionalnosti

in nacionalnosti
Z ustanovitvijo Zveze skladateljev Makedonije leta 1947 v Skopju kot ume-
tniske strokovne organizacije se je zacela oblikovati in razvijati makedon-
ska glasbena ustvarjalnost. Izzivi razli¢nih zgodovinskih obdobij so pri-
spevali k temu, da je Zveza skladateljev Makedonije zacela dejavnosti za
spodbujanje razvoja glasbenega ustvarjanja in vede, pa tudi za opredelitev
pomena svojih ¢lanov pri ohranjanju in spodbujanju makedonske glasbene
kulture. Prispevek z metodami zgodovinskega, analiticnega in primerjal-
nega raziskovanja predstavlja dognanja o nenehni rasti Zveze skladateljev
Makedonije, ki je bila v zadnjih osmih desetletjih gonilna sila glasbenega
zivljenja v Makedoniji in Zari$¢e naprednih ustvarjalnih idej.

Kljucne besede: Zveza skladateljev Makedonije, produktivna in

reproduktivna glasbena kultura, zalozniska dejavnost, Dnevi

makedonske glasbe, Glasbena jesen v Strugi



SKLADATELJSKA DRUSTVA NEKOC IN DANES | COMPOSERS  SOCIETIES PAST AND PRESENT

Ales Gabric

Kulturnopoliticni milje obdobja zacetkov delovanja Drustva slovenskih skladateljev
Konec 2. svetovne vojne na slovenskih/jugoslovanskih tleh je prinesel bi-
stvene spremembe za delovanje kulturnih drustev. Komunisti¢ni prev-
zem oblasti je oviral avtonomnost delovanja kulturnih drustev, nekatera
pa preprosto ukinil, federalizacija drzave s priznanjem ve¢ narodov pa je
omogocila snovanje poklicnih ustanov in drustev po nacionalnem kljucu,
kar je pred vojno ovirala teza o enotnem srbsko-hrvasko-slovenskem naro-
du. Spremembe, ki jih je prineslo leto 1945, so ¢utila tudi slovenska glasbena
drustva, saj nekatera predvojna niso mogla ve¢ delovati, na nitki pa je visel
tudi obstoj Glasbene matice, ki je pred desetletji obvladovala velik del glas-
bene scene na Slovenskem.
Drustvo slovenskih skladateljev je bilo kot stanovsko drustvo ustanovljeno
decembra 1945. Zdruzilo je skladatelje v Sloveniji in imelo nacionalni zna-
¢aj, upostevati pa je moralo tudi ideoloskega, saj je njegovo delovanje nad-
ziral drzavni aparat, ki je vplival na izbor ¢lanstva in na njegovo dejavnost.
Ta je bila sprva skromnejsa od glasbenih drustev pred vojno, saj so Stevilne
dejavnosti monopolizirale drzavne ustanove. Ukrep drzavne oblasti proti
posamezniku je npr. lahko pomenil tudi onemogocanje zaposlitve v drzav-
ni ustanovi ali ¢lanstva v stanovskem drustvu, izdajanje glasbenega tiska
pa so si prisvojila drzavna zaloznigka podjetja. Sele spremembe kulturne
politike po informbirojevskem sporu med Jugoslavijo in Sovjetsko zvezo je
na kulturno sceno v zacetku petdesetih let prinesel ve¢ svezine. To so ob-
cutila tudi kulturna drustva, tudi Drustvo slovenskih skladateljev, saj so se
zacele moznosti bolj avtonomnega odloc¢anja $iriti, na pomenu pa je prido-
bilo zagovarjanje stanovskih interesov.

Kljuéne besede: Drustvo slovenskih skladateljev, ustanovitev, Danilo

Svara, kulturna politika, Koncertna poslovalnica za Slovenijo

Fatima Hadzi¢, Amra Bosnic

Sarajevsko obdobje v umetniskem delovanju Daneta Skerla
Dane Skerl (Ljubljana, 1931 — Bovec, 2002) je bil slovenski skladatelj, diri-
gent in profesor. Leta 1952 je na Akademiji za glasbo Univerze v Ljublja-
ni diplomiral iz kompozicije v razredu Lucijana Marije Skerjanca. Nato je
odsel na nadaljnjo specializacijo v Avstrijo in Nemcijo, kjer je deloval kot
dirigent in glasbeni pedagog. Med letoma 1960 in 1970 je bil profesor na
Akademiji za glasbo v Sarajevu, nato pa se je vrnil v Slovenijo, kjer je bil
vse do upokojitve leta 1995 profesor kompozicije na Akademiji za glasbo
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v Ljubljani. Prispevek si prizadeva opisati in kontekstualizirati 10-letno de-
lovanje Daneta Skerla v kulturnem zivljenju Sarajeva, s posebnim poudar-
kom na njegovem skladateljskem delu, in sicer z vidika kompozicijske teh-
nike in slogovnih tendenc. Skerl je bil poleg svoje pedagoske vloge mo¢no
vpleten v druzbeno in kulturno Zivljenje Sarajeva kot sodelavec Radia Sa-
rajevo (kot svetovalec, snemalni inZenir in dirigent) ter ¢lan razli¢nih zirij,
forumov in zdruzenj ter umetniskih svetov, zlasti v Operi in Filharmoni-
ji Sarajevo. V tem obdobju je napisal ve¢ kot 20 del, ve¢inoma simfoni¢-
nih, koncertantnih in vokalno-instrumentalnih. Na Zanrsko raznolikost
Skerlovega opusa opozarjamo z analitiénim poudarkom na treh skladbah,
nastalih v treh razli¢nih obdobjih, ki prikazujejo razvoj njegovega kompo-
zicijskega sloga: Pet skladb za klarinet in godala (1961), Simfonija $t. 2 (1963)
in Bagatele za klavir (1968), ki kaZejo na vztrajnost neoklasicisti¢ne usmeri-
tve kot trdne stilisti¢ne podlage, temeljece na evidentni zavezanosti speci-
ficnemu harmoni¢nemu sredi$c¢u in tematskemu nacinu oblikovanja mate-
riala, pa tudi na pojav ekspresionisti¢nih tendenc, izrazenih skozi serialno
tehniko. Skerl je ostal zavezan »srednji poti« med tema teznjama, vendar
je treba pri tem upostevati zgodovinski kontekst: niti bosansko-hercego-
vski skladatelji niti skladatelji iz drugih nekdanjih jugoslovanskih repub-
lik takrat niso izrazali sodobnih, $e manj pa avantgardnih tendenc, zato je
Skerl v svojem sarajevskem umetniskem obdobju izkazal drznost, ko je od-
piral nove perspektive v glasbeni kompoziciji ter prispeval k razvijajo¢emu
se trendu glasbenega eksperimentiranja.
Kljucne besede: Dane Skerl, slovenski skladatelji, glasbena kultura v
Sarajevu, neoklasicisti¢ni slog, ekspresionisti¢ne teznje

Mété Hollos

Postati ali ne postati civilno zdruZzenje?
Pred letom 1989 je bilo Zdruzenje madzarskih glasbenikov edina poklicna
organizacija za razli¢ne glasbene poklice v drzavi. Oddelki za skladatelje,
izvajalce, muzikologe, strokovnjake za izobrazevanje in mnozi¢no glasbo
so delovali na bolj ali manj ustrezni ravni. Ker glasba — v nasprotju z deni-
mo knjizevnostjo — ni bila resni¢ni predmet zanimanja politike, je bila od
sedemdesetih let mogo¢a relativna in vse ve¢ja svoboda. Ceprav je za umet-
nost vedno premalo sredstev, je bila zagotovljena solidna podpora za kon-
certno Zivljenje, radijske posnetke in zaloznistvo (zalozba je sodobne pro-
jekte financirala iz lastnih prihodkov).
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Po letu 1989 so zacela nastajati lo¢ena zdruzenja, med prvimi je bila Zveza
madzarskih skladateljev (HCU). Vecina teh zdruzenj je bila zbrana v okvi-
ru Madzarskega glasbenega sveta. Zveza skladateljev se mu ni pridruzila,
saj je menila, da mora biti njen glas na glasbenem prizoriscu glasnejsi kot
glas nekaterih manjsih zdruzenj. V skladu z madzarsko »tradicijo« je kma-
lu nastala Se ena krovna organizacija (ustanovljena po politicnih smerni-
cah): Madzarska glasbena zbornica (pozneje imenovana Forum madzar-
skih glasbenikov). Tudi tej organizaciji se HCU ni pridruzila. To je imelo
svoje koristi: pri odlocitvah, pri katerih se je vlada obrnila na glasbeno sce-
no, so bili njeni partnerji Svet, Forum in HCU.
V treh in pol desetletjih drzavljanske demokracije je boj za financiranje
postajal vse tezji: Nacionalni kulturni sklad se je zmanjsal, v skladu s spre-
membami zakona o avtorskih pravicah pa so ga morale financirati orga-
nizacije za kolektivno upravljanje avtorskih pravic, zlasti drustvo Artisjus.
Hkrati se je pomen civilnih organizacij zmanj$al, drzavni organi pa ne ka-
Zejo zanimanja za sodelovanje.
Po 35 letih delovanja Zveze madzarskih skladateljev se postavlja vprasanje:
kaksna je nasa prihodnost v prihodnjih desetletjih?

Kljuéne besede: sodobna glasbena scena; skladateljska drustva;

spremembe sistemov v Srednji Evropi

Luba Kijanovska

Dejavnosti Ivovskega oddelka ZdruZenja skladateljev Ukrajinske sovjetske socialisticne

republike v konfrontaciji s sovjetsko ideologijo
Leta 1940, kmalu po sovjetski okupaciji Galicije, je bila ustanovljena lvovska
sekcija Sovjetske zveze skladateljev Ukrajine. Tako so bili galicijski glasbe-
niki vkljuceni v centralizirano strukturo Zveze skladateljev ZSSR, katere
glavna naloga je bil ideoloski nadzor umetnikov, ki je prepreceval »naci-
onalisti¢na« ali »modernisti¢na« odstopanja. Lvovskim skladateljem se je
zdelo taksno delovanje umetniskega zdruzenja popolnoma nesprejemljivo.
Zato je bil novi modus vivendi zanje $ok, ki so ga Ivovski umetniki nekako
prenasali, nato pa zaceli iskati izhod. Vecina glasbenikov je emigrirala na
zahod. Druge, na primer Vasila Barvinskega, so aretirali in poslali na pri-
silno delo v Sibirijo. Tisti, ki so ostali — Stanislav Ludkevi¢, Mikola Kolesa,
Anatolij Kos-Anatolski in drugi —, so se morali prilagoditi in so iznasli ob-
like upora proti komunisti¢cnemu vplivu.
Tega pol stoletja sovjetske okupacije Galicije in delovanja Zdruzenja skla-
dateljev Lvov pod ideoloskim pritiskom bi lahko na kratko posplosili.
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Diplomatska spretnost predstojnikov in ¢lanov vodstva, njihova sposob-
nost pravilno oceniti in korigirati politi¢no nevarne situacije, pogosto s
prisiljenimi popuscanji komunisti¢nemu rezimu, je omogocila ve¢ glasbe-
nikom preprosto preziveti. Tak$no zrtvovanje je skladateljem iz Lvova pri-
neslo dolocene eksistencialne prednosti, hkrati pa je v razmerah strogega
ideoloskega nadzora znatno omejilo njihovo ustvarjalno svobodo, povzro-
¢ilo intelektualni provincializem in strah pred novimi kompozicijskimi iz-
raznimi sredstvi, ki so bila takrat $iroko razsirjena.

Kljucne besede: Zdruzenje skladateljev Lvov, komunisti¢ni vpliv,

ideoloski pritisk, umetniska svoboda, ukrajinska glasba

Sonja Kralj

Sobivanje druzbenega, stanovskega in umetniSkega v zgodovini

Drustva slovenskih skladateljev
Prispevek prinasa strnjene poudarke iz doktorske disertacije z istim naslo-
vom. Na eni strani opredeljuje pomen Drustva slovenskih skladateljev za
ohranjanje slovenske glasbene identitete in promocijo slovenske glasbene
ustvarjalnosti, na drugi pa razgrinja njegovo vlogo pri zadovoljevanju sta-
novskih potreb ¢lanstva.
Temeljne vidike delovanja Drustva slovenskih skladateljev osvetljuje sko-
zi prizmo zgodovinskih okoli$¢in, ki so vplivale na sodelovanje z glasbeni-
mi institucijami, s sorodnimi drustvi v nekdanji Jugoslaviji, v Sloveniji in v
mednarodnem kulturnem prostoru, opredeljuje pa tudi naravo njegove (so)
odvisnosti z Zvezo skladateljev Jugoslavije. Uresni¢evanje poslanstva ori-
$e s prikazom konkretnih pobud v glasbenem zaloznistvu, koncertni de-
javnosti, spodbujanju nastanka novih glasbenih del, posredovanju notnega
gradiva, zas¢iti avtorskih pravic in mednarodnem sodelovanju v posame-
znih obdobjih jugoslovanske in slovenske (kulturne) politike.
Zgoscen pregled delovanja Drustva slovenskih skladateljev od ustanovitve
konec leta 1945 prinasa poskus orisa programskih in institucionalnih priza-
devanj njegovih ¢lanstev s komplementarno obravnavo vplivov druzbenih,
kulturnih, politi¢nih in institucionalnih dejavnikov, ki so usmerjali in do-
lo¢ali njegovo delovanje, pa tudi kulturno politicne poteze organizacije, ki
je v nekaterih obdobjih svoje zgodovine presegla zadovoljevanje stanovskih
potreb ¢lanov in se uvrstila med pomembnejse nosilce slovenskega glasbe-
nega zivljenja, kulturne politike in glasbene identitete.

Kljuéne besede: Drustvo slovenskih skladateljev, zaloznistvo,

koncerti, avtorske pravice, Zveza skladateljev Jugoslavije
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Hartmut Krones

Resna glasha proti zabavni glasbi: sodelovanje in konflikti med dvema sekcijama

Avstrijskega zdruzenja skladateljev
14. junija 1913 so se avstrijski glasbeni ustvarjalci na 1. konstitutivni seji Av-
strijskega skladateljskega kluba zdruzili v interesno zdruzZenje, katerega na-
men ni bil le vzdrzevanje druzabnih stikov in spodbujanje strokovnega
dialoga, temve¢ tudi prizadevanje za uveljavitev lastnih interesov sklada-
teljskega stanu. Zdruzenje, ki je bilo najprej ustanovljeno kot klub, se je leta
1917 preimenovalo v zdruzenje skladateljev in se nato leta 1930 razdelilo v
dve sekciji: sekcijo resne glasbe in sekcijo zabavne glasbe (do takrat se je go-
vorilo o »glasbi v veselem slogu«). S tem so se zacele pojavljati razlike, med
drugim zato, ker je bilo treba razpolozljiva denarna sredstva porazdeliti na
(drazje) simfoni¢ne koncerte na eni in (veliko cenej$e) dunajske vecere sa-
mospevov na drugi strani. Se ve¢ tezav se je pojavilo, ko je bilo zdruZzenje
marca 1938 po prikljucitvi Avstrije Hitlerjevi Nemdiji razpuséeno in preob-
likovano v Zvezo nemskih skladateljev iz Avstrije: prvi sklep prav tako z na-
cionalsocialisti¢cnim nazorom usklajene druzbe za avtorske pravice A.K.M.
je vseboval predpise za obracun zvo¢nega filma, ki je veljal samo za sklada-
telje zabavne glasbe - ti so bili z veljavnostjo za nazaj usklajeni s klju¢em,
ki je veljal pri [nemski] druzbi za upravljanje avtorskih pravic STAGMA.
Po ponovni ustanovitvi Avstrijskega zdruzenja skladateljev novembra 1947
so se nadaljevale tudi napetosti in razhajanja v mnenjih med sekcijo resne
glasbe in sekcijo zabavne glasbe, ki so bili delno $e naprej odraz ideolosko-
-politi¢cnih taborov iz obdobja 1938-1945. Med drugim je sekcija zabavne
glasbe preprecila ustanovitev Krovne zveze treh organizacij — Avstrijskega
zdruzenja skladateljev (OKB), Mednarodne druzbe za novo glasbo (IGNM)
in Avstrijske druzbe za sodobno glasbo (OGZM), in sicer zato, ker za pred-
sednika ni bil predviden »arijski« skladatelj. Seveda to ni bilo nikoli na-
vedeno kot razlog. Uradno skladatelji iz sekcije zabavne glasbe niso zeleli
predstavnika »avantgarde«.

Kljuéne besede: Avstrijsko zdruzenje skladateljev, avstrijska glasbena

zgodovina, glasbena sociologija, avtorske pravice, popularna glasba

Helmut Loos
0 OkrozZnem zdruZenju Leipzig v okviru Zdruzenja skladateljev in muzikologov Nems3ke
demokraticne republike
Le leto po ustanovitvi Zdruzenja skladateljev in muzikologov NDR (VKM)
6. aprila 1951 so (spomladi leta 1952) ustanovili Delovni krozek Leipzig pod
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vodstvom Maxa Dehnerta. Od leta 1963 so v zdruZzenje sprejemali tudi iz-
vajalce, od leta 1965 pa tudi glasbene pedagoge. Strukturo in delovanje Ok-
rajnega zdruzenja Leipzig bomo podrobneje obravnavali. Kot ena od regi-
onalnih podruznic Zdruzenja skladateljev in muzikologov NDR (VKM)
je okrajno zdruzenje obstajalo od leta 1951 do 1990. Okrajno zdruzenje Le-
ipzig je imelo, tako kot vsa regionalna zdruzenja VKM, nalogo, da skrbi za
lokalno glasbeno kulturo in jo spodbuja. Med osrednje naloge so spada-
li spodbujanje skladateljev in glasbenih ustvarjalcev v regiji, svetovanje in
podpora samostojnim glasbenikom, organizacija dogodkov ter sodelovanje
z drzavnimi in kulturnimi institucijami, kot so Ministrstvo za kulturo, lo-
kalne koncertne dvorane in Univerza v Leipzigu, zlasti pri oblikovanju pro-
gramov in organizaciji koncertov.

Kljucne besede: socialisti¢ni realizem, Radijski simfoni¢ni orkester

Leipzig, stranka SED, Friedrich Schenker, Skupina Neue Musik

Hanns Eisler

Lidia Melnyk

Pred padcem Zelezne zavese: nedokoncane zgodbe ukrajinskih skladateljskih zdruzenj

iz 20.in 30. let 20. stoletja
Skladateljska zdruzenja v republikah Sovjetske zveze danes upraviceno ve-
ljajo predvsem kot ideoloski instrument komunisti¢ne partije za zatiranje
ustvarjalnih procesov in nadzor nad njimi. Impulzi, ki so privedli do usta-
novitve prvih umetniskih zdruzenj, pa se v raziskavah veliko manj upo-
$tevajo. Cilj tega prispevka je predstaviti ve¢plastno, vendar $e vedno sko-
raj nepoznano zgodovino - ali celo ve¢ zgodovin - Zdruzenja skladateljev
Ukrajinske sovjetske socialisticne republike.
Na prehodu prvega v drugo desetletje 20. stoletja je skladatelju Kirilu Ste-
cenku uspelo skupaj z veliko skupino somisljenikov sodelovati pri organi-
zaciji Komiteja v spomin na M. Leontovica, ki je bil 1. februarja 1921 ustano-
vljen kot odziv na zlo¢inski umor Leontovica in ki so ga aprila 1921 odobrili
drzavni organi. Kmalu zatem, in sicer 26. februarja 1922, je bil komite pre-
imenovan v Vseukrajinsko glasbeno druzbo Mikole Leontovica. To je bilo
dejansko prvo glasbeno zdruzenje v Ukrajini.
Ustanovitev Vseukrajinske glasbene druzbe Mikole Leontovica je sovpa-
dala z obdobjem tako imenovane »ukrajinizacije«, politike boljsevikov v
20. letih 20. stoletja, ki je spodbujala ukrajinsko kulturo, znanost in izo-
brazevanje. Ceprav je takina politika omogocila pomemben napredek
in spodbudila ustanovitev umetniskih zdruzenj, je v prvi vrsti sluzila
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pragmati¢nim interesom nove oblasti. Vseukrajinska glasbena druzba Mi-
kole Leontovica je hitro rasla in s sodelovanjem $tevilnih osebnosti iz sveta
kulture in znanosti postala najvplivnejse umetnisko zdruzenje v Ukrajini.
Med njene najvecje zasluge sodita ustanovitev revije »Muzika, prvega stro-
kovnega glasila za glasbo v ukrajins¢ini, leta 1924, ter organizacija ukrajin-
skega sektorja na svetovni razstavi glasbe v Frankfurtu leta 1927.
Vseukrajinsko glasbeno druzbo Mikole Leontovica je vlada razpustila fe-
bruarja 1928. Njeno vlogo sta prevzela Vseukrajinska druzba revolucionar-
nih glasbenikov in ZdruZenje revolucionarnih skladateljev Ukrajine, ki sta
sledila jasni ideoloski in strankarski liniji.
Znameniti sklep Centralnega komiteja Komunisti¢ne stranke boljsevi-
kov »O preoblikovanju literarno-umetniskih organizacij« iz leta 1932 je de-
jansko pomenil nenaden konec vseh teh ideolosko razlicnih organizacij.
Kmalu nato je bilo ustanovljeno Zdruzenje skladateljev ZSSR, leto 1932 pa
je desetletja nekriti¢no veljalo za leto njegove ustanovitve. Sele v novejsem
¢asu se je lahko ponovno uveljavila zgodovinska resnica.

Kljucne besede: kulturna politika v ZSSR, Zdruzenje skladateljev

Ukrajine, Glasbena druzba Mikole Leontovica, »ukrajinizacija«

Niall O’Loughlin

Skladatelj lvo Petri¢ in Drustvo slovenskih skladateljev
Slovenski skladatelji so po drugi svetovni vojni ustanovili drustvo, da bi
organizirali in usklajevali svoje dejavnosti. Postopoma so dosegli znaten
napredek pri izdajanju slovenske glasbe in omogocanju njenega izvajanja.
Leta 1972 je bil za tajnika Drustva slovenskih skladateljev (DSS) imenovan
skladatelj Ivo Petri¢. Dejavno je prispeval k povecanju Stevila objavljenih
del, veliki knjiZnici orkestrskih del za najem in pozneje k snemanju $tevil-
nih del. Petri¢ je bil zelo pomemben vzor za svoje kolege. Poleg tega, da je
neumorno skrbel za skladatelje drustva, je ustanovil tudi Ansambel Slav-
ko Osterc, ki je izvajal in snemal zlasti nova dela slovenskih komornih an-
samblov. Kot skladatelj je prispeval veliko zanimivih in impresivnih del. Po
zgodnjih simfonijah, na katere sta vplivala Hindemith in Prokofjev, je sle-
dilo obdobje, v katerem je uporabljal tehnike poljske avantgarde. Pozneje
se je vrnil k bolj tradicionalnim tehnikam. Njegov prispevek k razvoju res-
ne slovenske glasbe je bil zelo pomemben, DSS pa danes uspesno deluje na
vseh podrogjih.

Kljuéne besede: drustva skladateljev, Drustvo slovenskih skladateljev,

Ivo Petri¢, Ansambel Slavko Osterc, Edicije DSS, glasba v Sloveniji
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Lubomir Spurny

Glasba v Terezinu: kulturna kontinuiteta v ekstremnih pogojih
Prispevek obravnava fenomen »terezinskih skladateljev« in vlogo glasbe v
ekstremnih zivljenjskih razmerah v getu Theresienstadt (Terezin) med le-
toma 1941 in 1945. Ceprav je ta izraz splos$no razsirjen, ne predstavlja kohe-
rentne kompozicijske $ole: Viktor Ullmann, Pavel Haas, Hans Krasa, Zik-
mund Schul, Karel Reiner, Gideon Klein in drugi si niso delili enotnega
estetskega programa, kompozicijskih tehnik ali skupnega mecenstva. Nji-
hova dela imajo le malo skupnega v smislu inovativnosti ali stilisti¢ne no-
vosti. Nasprotno, globoko so jih zaznamovale okolis¢ine zapornistva in
kulturna topografija geta, ki jim je, kot je poudaril Michael Beckerman, do-
delila posebno ¢ustveno odmevnost.
Studija orige tri perspektive: profesionalno prakso pod prisilo, kulturne
preludije tajnega glasbenega Zivljenja v protektoratu ter razvoj glasbenega
zivljenja v samem Terezinu — od zgodnjih prepovedi prek struktur Freizeit-
gestaltung do njegove izrabe v nacisti¢ni propagandi. Posebna pozornost je
namenjena bistveni vlogi izvajalcev, ki so ohranjali dela, ter paradoksnemu
kulturnemu sre¢anju ¢eskih, nemskih in judovskih tradicij. V tem smislu
je bil Theresienstadt zadnje mesto, kjer so se te kulture povezale — za kra-
tek ¢as in na ustvarjalen nacin, preden so jih leta 1944 unicile deportacije.

Kljucne besede: Theresienstadt, terezinski skladatelji, Viktor

Ullmann, Pavel Haas, Hans Krasa, Gideon Klein, Zikmund Schul,

Karel Reiner, Freizeitgestaltung

Antun Tomislav Saban

Hrvasko drustvo skladateljev: 80 let soustvarjanja nacionalne kulture

in druzbenega dogajanja
Hrvasko drustvo skladateljev (HDS) je v preteklih 8o letih odigralo klju¢no
vlogo pri ohranjanju in promociji hrvaske kulturne identitete ter nacional-
nega glasbenega ustvarjanja. Kot edino strokovno zdruzenje, ki povezuje
hrvaske skladatelje, muzikologe in glasbene publiciste, je HDS postal osre-
dnja institucija za razvoj hrvaske umetniske, komercialne in tradicionalne
glasbe. V desetletjih svojega delovanja je HDS neprestano podpiral ustvar-
jalno delo svojih ¢lanov, hkrati pa si prizadeval za ohranitev posebnih zna-
¢ilnosti hrvaske glasbene dediscine.
Poleg ohranjanja identitete je HDS prispeval tudi z organizacijo $tevilnih
kulturnih prireditev, ki so postale sestavni del hrvaskega kulturnega zivlje-
nja. Na primer, Muzicki bienale Zagreb, ki poteka od leta 1961, je $e danes
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eden najpomembnejsih dogodkov sodobne glasbene umetnosti. Glasbena
tribuna v Opatiji (danes v Osijeku), ki sega v leto 1963, in Zagrebacki festi-
val, ustanovljen leta 1954, Ze vrsto let negujeta raznolike glasbene sloge in
promovirata hrvaske avtorje na domaci in mednarodni sceni. Prek zalozbe
Cantus d.o.o. HDS Ze skoraj 25 let izdaja zvo¢ne in grafi¢ne posnetke hrva-
$ke nekomercialne glasbe.
Eden klju¢nih segmentov delovanja HDS je sluzba Zas¢ite avtorskih glas-
benih pravic (ZAMP). ZAMP zagotavlja zasc¢ito avtorskih pravic hrvaskih
glasbenih ustvarjalcev in jim omogoca, da od svojega dela prejmejo zaslu-
zeno nadomestilo. Ze vrsto let ta sistem vklju¢uje skoraj celotno kolektiv-
no zascito avtorjev in imetnikov pravic vseh vrst na Hrvaskem, tako da prek
njega svoje (sorodne) pravice uresnicujejo tudi glasbeniki izvajalci, diskogra-
fi ter hrvaski knjizevniki, novinarji, filmski igralci, reziserji in producenti.
HDS Ze osem desetletij ostaja neomajen v svojem poslanstvu — zasciti, pro-
mociji in razvoju hrvaske glasbe, s ¢imer prispeva k bogatitvi nacionalne
kulture in ohranjanju njene identitete.

Kljucne besede: Hrvasko drustvo skladateljev, Muzicki bienale

Zagreb, HDS, ZAMP, Cantus

Maja Vasiljevic, Biljana Lekovi¢

Odnosi med Jugoslavijo in Sovjetsko zvezo od petdesetih do sedemdesetih let 20. stoletja:

sodelovanje, izmenjava in kulturni prenos prek ZdruZenja skladateljev Srbije (UKS)

in Zveze skladateljev Jugoslavije (SAKOJ)
Prispevek raziskuje kulturno-glasbene odnose med Jugoslavijo in Sovjet-
sko zvezo od petdesetih do sedemdesetih let 20. stoletja, s poudarkom na
institucionalnem sodelovanju, ki sta ga vodili jugoslovanski skladateljski
zdruzenji - SAKOJ in UKS. Medtem ko so dosedanje $tudije ve¢inoma
spregledale klasi¢ne skladatelje in se osredotocile na kulturne politike na
makro ravni, se ta raziskava ukvarja s premalo raziskano vlogo umetniske
glasbe v diplomatskih in kulturnih izmenjavah med hladno vojno. Prispe-
vek umesca jugoslovansko-sovjetske glasbene odnose v $irs$i druzbeno-
politi¢ni kontekst povojne diplomacije, pri ¢emer poudari vpliv resoluci-
je Kominforma iz leta 1948, beograjske in moskovske deklaracije iz leta 1955
ter liberalizacije s kulturnimi politikami Sestdesetih let. Podrobneje sta
obravnavana konteksta dejavnosti SAKOJ in UKS, na podlagi konkret-
nih primerov pa je prikazano, kako je potekalo medkulturno sodelovan-
je med Jugoslavijo in Sovjetsko zvezo. Poudarjeni so klju¢ni problematic¢ni
vidiki teh odnosov, zlasti na primerih glasbenega sodelovanja, izmenjave
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in kulturnega prenosa v obdobju od 50. do 0. let 20. stoletja, kot so meha-
nizmi izmenjave kulturnih delavcev in nacela uveljavljanja avtorskih prav-
ic. Poudarjena sta pomen delovanja prek institucionalnih struktur in vlo-
ga zdruzenj v tem procesu. Na podlagi raziskav je mogoce sklepati, da sta
SAKOJ in UKS do Sovjetske zveze zavzela strateski in interesno usmerjen
odnos. Posamezni ¢lani, predsedniki, tajniki in drugi ¢lani upravnih od-
borov so predlagali profilirano sodelovanje s Sovjetsko zvezo, in sicer z iz-
menjavo predstavnikov oziroma gostujocih skladateljev in avtorjev glasbe
ter z izvajanjem in promocijo jugoslovanskega in sovjetskega repertoarja.
Kljuéne besede: Jugoslavija, Sovjetska zveza, SAKO]J, UKS, kulturna
izmenjava, klasi¢na glasba

Jernej Weiss

Ansambel Slavko Osterc (1961—1981): glavni promotor ustvarjalnosti ¢lanov

Drustva slovenskih skladateljev v tujini
V 60. letih 20. stoletja so se v Evropi v ve¢jem $tevilu oblikovale skupine,
specializirane za izvajanje Nove glasbe. Za razliko od klasi¢nih izvajalskih
ansamblov so lahko prilagajale vsakokratne instrumentalne zasedbe in bile
posebej dovzetne za vsakr$no eksperimentiranje. Mednje v Sloveniji poleg
drustva Collegium musicum, ki ga je leta 1957 v okviru Kluba komponistov
ustanovil Pavel Sivic, sodi Ansambel Slavko Osterc. Leta 1961 so ga ustanovi-
li ¢lani skladateljske skupine Pro musica viva, da bi na ta nac¢in poskrbeli za
izvedbe svojih del. Ustanovitelj in dirigent ansambla je bil Ivo Petri¢ (1931-
2018), ki je med letoma 1970 in 2002 opravljal funkcijo vodje Edicij Drustva
slovenskih skladateljev in bil vse od zacetka tudi umetniski vodja ansam-
bla. Delovanje ansambla je spodbudilo nastanek $tevilnih novih skladb kot
tudi uveljavitev slovenske ustvarjalnosti v tujini. Na skoraj 170 koncertih,
140 snemanjih za domace in tuje radijske hise ter domala 40 televizijskih
oddajah so med drugim praizvedli 65 del devetnajstih slovenskih sklada-
teljev. Od tega je bilo 40 krstnih izvedb v tujini in 25 na domacih glasbenih
odrih. V dveh desetletjih se je v ansamblu zvrstilo ve¢ kot 110 razli¢nih po-
ustvarjalcev. Petri¢u je ve¢inoma uspelo zbrati odli¢ne interprete, s kateri-
mi je dosegel visoko kakovostno raven koncertov, kar potrjujejo $tevilne ob-
javljene kritike v domacih in tujih medijih. Prispevek se v prvi vrsti posveca
poustvarjalnosti ansambla v tujini, prav tako izpostavi nekaj dogodkov, ki
so zaznamovali socasno delovanje Drustva slovenskih skladateljev.

Kljuéne besede: Ansambel Slavko Osterc, Ivo Petrié, praizvedbe,

tujina, promocija
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Ingeborg Zechner

Kako dela glasba: filmski skladatelji, delo in Zdruzenje filmskih skladateljev

v ZDA v sredini 20. stoletja
Filmska glasba je v ZDA v 20. stoletju postala eno najplodnejsih podrocij
glasbene ustvarjalnosti. Poleg tega, da je ponujala obsezne poklicne moz-
nosti, je hollywoodska filmska glasba zasedala edinstven estetski in insti-
tucionalni polozaj: umescena je bila med popularno in umetno glasbo, zaz-
namoval jo je filmski medij, poslusalci in strokovnjaki pa so jo sprejemali
z meSanimi obcutki. V 40. in s50. letih prej$njega stoletja so hollywoodski
skladatelji obicajno prevzemali razli¢ne glasbene naloge - skladanje, aran-
Ziranje, dirigiranje — v okviru zelo industrializirane delitve dela, ki pa ni
vkljucevala celovitega pravnega okvira. Medtem ko so igralci, reziserji in
pisatelji ustanavljali mo¢na poklicna zdruzenja, je poseben polozaj filmskih
skladateljev, ujetih med ustvarjalnim avtorstvom in industrijskim delom,
zahteval ustanovitev specializiranega poklicnega organa. Zdruzenje film-
skih skladateljev (SCA), ustanovljeno leta 1945, je skusalo zapolniti to vr-
zel s podpiranjem specifi¢nih poklicnih potreb filmskih skladateljev. Kljub
pomembnosti SCA je bila zgodovina tega zdruzZenja delezna le malo raz-
iskovalne pozornosti. Ta prispevek obravnava formativna leta SCA, da bi
osvetlil zapletena presec¢is¢a med skladanjem, delom in industrijo v Hol-
lywoodu. Na podlagi arhivskih zapisov SCA, ki jih hrani knjiznica Marga-
ret Herrick, ter sorodnega gradiva v ameriskih arhivih so dejavnosti tega
zdruzenja umescene v $irsi kontekst mrez filmskih in glasbenih organiza-
cij. Ta perspektiva razkriva, kako so skladateljska zdruzenja, kot je SCA,
kolektivno oblikovala delovno Zivljenje filmskih skladateljev, od pogajanj o
izvajalskih pravicah in reSevanja izzivov mednarodne distribucije do goje-
nja poklicne solidarnosti.

Kljuéne besede: hollywoodska filmska glasba, filmski skladatelji,

Zdruzenje filmskih skladateljev (SCA), avtorsko pravo, delovno

pravo, izvajalske pravice
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Petra Babic, Lucija Konfic

Between Music and Politics: The Role of Composers in Musical Societies in Continental

Croatia in the 19" Century
The 19" century in Croatia was the time of the first institutionalisation of
musical culture - the first music institutes were organised, as well as the
first music schools (independent of the “main schools”), and somewhat lat-
er numerous music societies (singing, instrumental, mixed). The dynamics
of their emergence is closely linked to the contemporary political situation,
and the activity within a particular society itself — in terms of public en-
gagement — meant more than just enjoying desirable entertainment, find-
ing solace in music making or the possibility of making musical education
more accessible to wider social strata. This paper will present different types
of music societies/associations founded throughout the 19" century in con-
tinental Croatia, examine the dependence of their establishment in relation
to the then ruling political authorities, and in particular examine the per-
ception and role of composers in those societies. The research for this paper
was financed by the Croatian Science Foundation with project IP-2020-02-
4277 “Institutionalization of modern bourgeois musical culture in the 19"
century in civil Croatia and Military Border - MusInsti9”.

Keywords: 19 century music in Croatia, music institutions, music

and politics, Croatian composers
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Dusan Bavdek

The Society of Slovene Composers — Role in society and today’s challenges
The Society of Slovene Composers (DSS) celebrates its 8oth anniversary in
2025. This milestone offers a starting point for reflection, analysis of the
present situation and a vision of future activity.
The DSS staff currently consists of a team of three, whose main areas of
work are concert and publishing activities. Both these areas also include
an international dimension, with the latter further complemented by rep-
resentation of Slovenia in international organisations.
The concert series organised by the DSS provide the most comprehensive
overview of contemporary musical creativity in our cultural sphere, with
more than 50 new works presented each year. The majority of the concerts
are moderated.
Commissioning new works is one of the key elements of the DSS’s activi-
ty. The society’s publishing arm Edicije DSS publishes scores and sound re-
cordings of works by Slovene composers, protecting their copyrights and
acting as representative for their performance materials (scores, parts, etc.).
Through the publication of didactic editions, the DSS is also present in the
educational field. All publications are catalogued and are available from
the society’s online shop. Every year the DSS awards the Kozina Prize, the
highest specialist award in the field of musical creativity in Slovenia.
The first of the difficulties faced by the DSS is a lack of transparency in the
field of musical culture in Slovenia, where no systemic changes have been
made since Slovenia became independent. Support from the Ministry of
Culture has been drastically reduced, with the shortfall reflected in rates
for commissions of musical works that have not been revised since 2009,
fewer printings of symphonic works, frozen performance fees, and so on.
In 1993 the DSS was among the promoters of the establishment of copyright
protection society SAZAS, while in 2004 it was involved in the creation of
the Slovenian Music information Centre (SIGIC). We would like to see a
higher degree of cooperation with both organisations.
The DSS should play a more important role in shaping national cultural
policies. The question that needs to be asked is what the DSS, whose mem-
bership currently consists above all of composers of serious music, can do
to ensure the greater inclusion and, consequently, representation of com-
posers from other genres.

Keywords: Society of Slovene Composers (DSS), challenges, Edicije

DSS, concert season of the DSS, international activity of the DSS
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Joanna Bullivant
The Composers’ Guild of Great Britain and “unofficia

|u

musical diplomacy in Eastern Europe
The Composers’ Guild of Great Britain was founded in 1945 with respect-
able patronage from grandees like Ralph Vaughan Williams and a busi-
ness-like set of aims towards promoting the careers and rights of working
composers and forming links with similar groups in other countries. Con-
sequently, its role in Cold War diplomacy has understandably been over-
looked in comparison with efforts like the legendary officially-sponsored
visits of Benjamin Britten to the Soviet Union between 1963 and 1971. Nev-
ertheless, as this paper will demonstrate, the Guild played an intriguing un-
official diplomatic role in the early postwar period. Composer and British
communist Alan Bush, Chair of the Guild in 1947-8, used extensive trav-
els in Eastern Europe to attempt to draw the Guild into diplomatic allianc-
es associated with the Soviet sphere of influence. While his efforts ultimate-
ly failed, his connections remained important into the early 1960s with the
successful 1960 visit to the USSR by Bush and then-Chair Elizabeth Ma-
conchy. By tracing Bush’s unofficial diplomacy in these years and his influ-
ence upon the Guild, this paper will show the nuanced political role a na-
tional composers’ society could play, even in the face of an official national
position far less receptive to relations with Eastern Europe.
Keywords: Alan Bush, Composers’ Guild of Great Britain, diplomacy,
Yugoslavia, music and politics

Natasa Didenko

The Composers Association of Macedonia in the past and present: combining

professionalism and nationality
With the establishment of the Composers Association of Macedonia in
1947 in Skopje as an artistic professional organisation, the construction
and development of Macedonian musical creativity began. The challenges
posed by different historical periods have encouraged the Composers As-
sociation of Macedonia to undertake various activities in order to stimu-
late the development of musical creation and science, but also to define the
importance of its members in the preservation and promotion of Macedo-
nian musical culture. Hence, in the paper, through the methods of histori-
cal, analytical and comparative research, we gain knowledge about the con-
stant growth of the Composers Association of Macedonia, which over the
past eight decades has been a driver of musical life in Macedonia and a fo-
cal point of progressive creative ideas.
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Keywords: Composers Association of Macedonia, productive and
reproductive music culture, publishing activity, Days of Macedonian
music, Struga Music Autumn.

Ales Gabri

The Cultural and Political Milieu of the Initial Period of Activity of the Society

of Slovene Composers
The end of the Second World War brought significant changes to the activ-
ities of cultural organisations in Slovenia/Yugoslavia. The assumption of
power by the Communist Party limited the autonomy of cultural societies
and associations, or, in some cases, simply abolished them. On the other
hand, the federalisation of the state and the recognition that it consisted of
multiple nations opened the way to the creation of professional institutions
and societies with a national basis, something that had been hindered be-
fore the war by the thesis of a single Serbian-Croatian-Slovene nation. The
changes that occurred in 1945 were also felt by Slovene music societies, with
some pre-war societies no longer able to operate. Even the Glasbena mati-
ca, which decades earlier had dominated a large part of the musical scene in
Slovenia, saw its continued existence hanging by a thread.
The Society of Slovene Composers was founded as a professional associa-
tion of composers in December 1945. It brought together composers in Slo-
venia and had a national character, although it also had to take ideological
criteria into account, since its functioning was overseen by the state appa-
ratus, which influenced both the selection of its membership and its activi-
ties. The latter were initially rather more modest than those of the pre-war
music societies, since many activities were monopolised by state institu-
tions. A measure imposed against an individual by the state authorities
could also prevent their employment in a state institution or their member-
ship of a professional association, while music publishing was taken over
by state publishing enterprises. It was not until the shifts in cultural pol-
icy that occurred in the early 1950s during the so-called Informbiro peri-
od ushered in by the Tito-Stalin split that greater vibrancy returned to the
cultural scene. The effects were also felt by cultural organisations, includ-
ing the Society of Slovene Composers, with opportunities for more auton-
omous decision-making now beginning to expand, while the advocacy of
professional interests gained in importance.

Keywords: Society of Slovene Composers, founding, Danilo Svara,

cultural policy, Concert Agency for Slovenia
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Fatima Hadzi¢, Amra Bosni¢

The Sarajevo Period of Dane Skerl’s Artistic Activity
Dane Skerl (Ljubljana, 1931-Bovec, 2002) was a Slovenian composer, con-
ductor and professor. He graduated in Composition in 1952 from the Acad-
emy of Music, University of Ljubljana in the class of Lucijan Marija Sk-
erjanc. Afterwards, Skerl headed for further specialisation to Austria and
Germany, where he was active as a conductor and music teacher. From 1960
to 1970, he worked at the Academy of Music in Sarajevo as a professor, af-
ter which he returned to Slovenia, where he worked as a professor of com-
position at the Academy of Music in Ljubljana until his retirement in 1995.
The paper strives to describe and contextualise the Skerl’s 10 years of ac-
tivity in the cultural life of Sarajevo, with special reference to his activi-
ty as a composer in terms of the compositional technique and stylistic ten-
dencies. Besides his pedagogical role, he was strongly involved in the social
and cultural life of Sarajevo as a collaborator with Radio Sarajevo (serving
as advisor, recording engineer, and conductor), a member of various juries,
forums, and associations, and artistic councils — particularly with the Op-
era and the Sarajevo Philharmonic. During this period, Skerl composed
over 20 works, mostly symphonic, concertante and vocal-instrumental.
The genre diversity of the Skerl’s opus is emphasised through directing the
focus of analytical attention to three compositions written in three differ-
ent points of time, showing the evolution of his compositional style: Pet
skladb [Five Pieces] for clarinet and string orchestra (1961), Symphony No.
2 (1963) and Bagatele [Bagatelles] for piano (1968), indicating the persistence
of the Neoclassical orientation as a firm stylistic ground based on an evi-
dent adherence to a particular harmonic centre and thematic way of shap-
ing the material, but also the emergence of expressionistic tendencies man-
ifested through serialism. Although Skerl remained faithful to the “middle
path” between the tendencies, it is important to consider the historical con-
text: since neither Bosnian-Herzegovinian composers nor those from the
other Yugoslav republics had strongly expressed contemporary, much less
avant-garde tendencies at the time, during the Sarajevo artistic period Skerl
demonstrated boldness by opening new perspectives in musical composi-
tion and contributing to the burgeoning trend of musical experimentation.

Keywords: Dane Skerl, Slovenian Composers, Music Culture in

Sarajevo, Neoclassical Style, Expressionism Tendencies
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Mété Hollos

To be or not to be a civil association?
Before 1989, the Association of Hungarian Musicians was the only profes-
sional organisation for all kinds of musicianship in the country. Depart-
ments for composers, performing artists, musicologists, experts in educa-
tion as well as popular music worked on a more or less reasonable level.
Music was not a real subject of interest in politics, unlike, for instance, lit-
erature, so a relative and growing freedom could be realised from the 1970s
on. No amount of financing can ever be enough for the arts, but solid sup-
port was given for concerts, radio recordings, and publishing, with the re-
cord label financing contemporary works from its own income.
Since 1989 other music societies started to be established, and one of the
first was the Hungarian Composers’ Union (HCU). Most of these gathered
within the framework of Hungarian Music Council. The Composers’ Un-
ion did not join the Council, stating that its voice in the overall music scene
had to be louder than some of the smaller societies. In line with Hungarian
“tradition”, another umbrella organisation was soon founded, with a polit-
ical motive, called the Hungarian Music Chamber, and later renamed the
Forum of Hungarian Musicians. The HCU did not join this, either. This
independence came in useful, as when the government wanted to engage
with the Hungarian music scene its partners became the Council, the Fo-
rum and the HCU.
In the three and a half decades of civil democracy the struggle for financing
has become more and more difficult: the National Cultural Fund has de-
creased, and according to the changes in copyright law the CMOs, mainly
Artisjus, now have to finance composers’ work. At the same time, the role
of civil society has decreased in Hungary, and the governmental authorities
show no interest in contacting independent music societies.
After 35 years of the Hungarian Composers’ Union, the following question
remains open: What is our future in the coming decades?

Keywords: contemporary music scene; composers’ societies; changing

of the system in Central Europe

Luba Kijanovska

Aktivitaten der Lviver Abteilung des Komponistenverbandes der Ukrainischen SSR

in der Konfrontation mit der sowjetischen Ideologie
Im Jahr 1940, kurz nach der sowjetischen Besetzung Galiziens, wurde
die Lviver Sektion des sowjetischen Komponistenverbandes der Ukraine
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gegriindet. Damit wurden die galizischen Musiker in die zentralisier-
te Struktur des Komponistenverbandes der UdSSR eingebunden, des-
sen Hauptaufgabe in der ideologischen Kontrolle der Kiinstler bestand,
um ,,nationalistische® oder ,,modernistische” Abweichungen zu verhin-
dern. Fiir die Lviver Komponisten war eine derartige Funktionsweise eines
kiinstlerischen Verbandes vollig inakzeptabel.
Daher war der neue modus vivendi fiir sie ein Schock, den die Lviver Kiinst-
ler aushielten und dann nach einem Ausweg suchten. Ein bedeutender Teil
von Musikern emigrierte in den Westen. Andere, wie Vasyl Barwinskyj,
wurden verhaftet und zur Zwangsarbeit nach Sibirien geschickt. Diejeni-
gen, die blieben: Stanislav Ludkevytsch, Mykola Kolessa, Anatol Kos-Ana-
tolskyj und andere — mussten sich anpassen, fanden die Formen des Wider-
stands gegen den kommunistischen Einfluss.
Man konnte dieses halbe Jahrhundert der sowjetischen Okkupation Ga-
liziens und der Tétigkeit des Lviver Komponistenverbandes unter dem
ideologischen Druck kurz verallgemeinern. Das diplomatische Talent der
Vorsitzenden und der Mitglieder des Vorstandes, ihre Fahigkeit, politisch
gefahrliche Situationen richtig einzuschétzen und zu korrigieren, oft doch
mit der Hilfe der unentbehrlichen Zugestindnisse an das kommunisti-
sche Regime, erlaubte es mehreren Musikern einfach zu tiberleben. Diese
Opfer verschaftten den Lviver Komponisten gewisse existentielle Vorteile,
schriankten jedoch gleichzeitig unter den Bedingungen strenger ideologi-
scher Kontrolle ihre kreative Freiheit erheblich ein, provozierten den in-
tellektuellen Provinzialismus, die Angst vor den neuen kompositorischen
Ausdrucksmitteln, die zu jener Zeit weitverbreitet wurden.
Schliisselworter: Lviver Komponistenverband, der kommunistische
Einfluss, der ideologische Druck, die kiinstlerische Freiheit,
ukrainische Musik

Sonja Kralj

The Coexistence of the Social, the Professional and the Artistic in the History

of the Society of Slovene Composers
The article provides a concise overview of the doctoral thesis defended un-
der the same title. It elucidates the importance of the Society of Slovene
Composers for the preservation of Slovenian musical identity and for the
promotion of musical creativity. Furthermore, it illuminates its function in
addressing the statutory needs of its members.
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The core activities of Society are higlighted through the prism of historical
circumstances that influenced its cooperation with musical institutions, re-
lated associations in the former Yugoslavia, partners in Slovenia and on the
international stage, and the nature of its interdependance with the Union
of Yugoslav Composers. The fulfilment of its mission delienates through
the presentation of tangible initiatives in the domains of music publishing,
concert activity, the promotion of new musical compositions, the dissemi-
nation of sheet music, copyright protection and international collaboration
within the context of the disparate periods of Yugoslav and Slovenian cul-
tural poli(tics)cies.

A concise overview of the activities of the Society of Slovene Composers
since its establishment at the end of 1945 provides an attempt to outline the
programmatic and institutional efforts of its members, with a complemen-
tary examination of the influences of social, cultural, political, and institu-
tional factors that have guided and determined its activities, as well as the
cultural-political trajectories of the organisation, which in some periods
of its history has gone beyond merely satistying the statutory needs of its
members and has taken its place among the most significant actors of Slo-
venian musical life, cultural policy and musical identity.

Keywords: Society of Slovene Composers, publishing, concerts,
copyright, Union of Yugoslav Composers

Hartmut Krones

E contra U: Zusammenarbeit und Streit zweier Sparten

im Osterreichischen Komponistenbund
Am 14. Juni 1913 schlossen sich Osterreichs schopferische Musiker in ei-
ner ,constituierenden 1. Versammlung des Oesterreichischen Komponis-
ten-Clubs® zu einer Interessen-Vereinigung zusammen, die nicht nur ge-
sellschaftliche Kontakte pflegen und Fachgespriche férdern sollte, sondern
durchaus kampferische Aktionen zur Durchsetzung ureigenster Anlie-
gen des Komponistenstandes im Sinne hatte. Zunéchst als ,,Club“ gegriin-
det, wurde die Vereinigung 1917 in ,, Komponistenbund“ umbenannt und
schliefllich 1930 in zwei ,,Sektionen® geteilt: eine fiir ,,ernste Musik“ und
eine fiir ,,Unterhaltungsmusik“ (bis dahin sprach man hier von ,,Musik hei-
terer Richtung®). Und damit begannen die Differenzen, unter anderem aus
Griinden der Verwendung der vorhandenen Gelder. Noch mehr Probleme
stellten sich ein, als die Vereinigung im Mirz 1938 nach dem ,,Anschluf3®
Osterreichs an Hitler-Deutschland aufgeldst und in den ,,Bund deutscher
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Komponisten aus Osterreich® iibergefithrt wurde: Der erste Beschluf} der
ebenfalls ,gleichgeschalteten” Urheberrechtsgesellschaft A.K.M. galt den
Regelungen fiir die nur ,,U-Komponisten® betreffende ,,Tonfilm-Verrech-
nung” - sie wurden riickwirkend ,,dem bei der [deutschen] STAGMA giil-
tigen Schliissel“ angepafit. Nach der Wieder-Errichtung des ,,Osterrei-
chischen Komponistenbundes® vom November 1947 setzten sich auch die
Mif3stimmungen und Meinungsverschiedenheiten zwischen ,,E-Sektion®
und ,,U-Sektion® fort, die zum Teil sogar weiterhin die ideologisch-poli-
tischen Lager der Jahre 1938-1945 widerspiegelten. Unter anderem wurde
von der U-Sparte ein Dachverband der drei Organisationen Komponisten-
bund (OKB), Internationale Gesellschaft fiir Neue Musik (IGNM) und Os-
terreichische Gesellschalft fiir zeitgendssische Musik (OGZM) verhindert,
und das vielleicht, weil als Prasident ein ,,nichtarischer Komponist vorge-
sehen war. Selbstverstandlich wurde das nie als Grund benannt. ,,Offiziell“
wollten die ,,U-Komponisten® lediglich keinen Vertreter der ,,Avantgarde®.
Schliisselworter: Osterreichischer Komponistenbund, Osterreichische
Musikgeschichte, Musiksoziologie, Tantiemen, U-Musik

Helmut Loos

Uber den Bezirksverband Leipzig des Verbandes der Komponisten

und Musikwissenschaftler der DDR
Nur ein Jahr nach der Griindung des Verbandes der Komponisten und Mu-
sikwissenschaftler der DDR (VKM) am 6. April 1951 konstituierte sich (im
Frithjahr 1952) der Arbeitskreis Leipzig unter dem Vorsitz von Max Deh-
nert. Zu Komponisten und Musikwissenschaftlern wurden ab 1963 auch
Interpreten und ab 1965 auch Musikerzieher in den Verband aufgenom-
men. Struktur und Funktion des Bezirksverbands Leipzig werden néher
betrachtet. Als einer der regionalen Gliederungen des Verbandes der Kom-
ponisten und Musikwissenschaftler der DDR (VKM) existierte der Be-
zirksverband von 1951 bis 1990. Grundsitzlich hatte der Bezirksverband
Leipzig, wie alle regionalen Verbande des VKM, die Aufgabe, die musika-
lische Kultur vor Ort zu pflegen und zu férdern. Zu den zentralen Aufga-
ben gehorten die Forderung von Komponisten und Musikwissenschaftlern
in der Region, die Beratung und Unterstiitzung freischaffender Musiker,
die Organisation von Veranstaltungen und die Zusammenarbeit mit staat-
lichen und kulturellen Einrichtungen wie dem Ministerium fiir Kultur, lo-
kalen Konzerthdusern und der Universitit Leipzig, insbesondere bei der
Programmgestaltung und der Ausrichtung von Konzerten.
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Schliisselworter: Sozialistischer Realismus, Rundfunk-
Sinfonieorchesters Leipzig, SED-Parteigruppe, Friedrich Schenker,
Gruppe Neue Musik Hanns Eisler

Lidia Melnyk

Vor dem Fall des Eisernen Vorhangs: die unvollendeten Geschichten ukrainischer

Komponistenverbande der 1920-30er Jahren
Die Komponistenverbande in den Republiken der Sowjetunion werden
heute zu Recht in erster Linie als ideologisches Instrument der Kommu-
nistischen Partei zur Unterdriickung und Kontrolle kreativer Prozesse ge-
sehen. Die Impulse, die zur Griindung der ersten Kiinstlervereinigungen
fiihrten, werden in der Forschung weitaus seltener bertiicksichtigt. Das Ziel
des vorliegenden Beitrags ist es, die vielschichtige, aber immer noch fast
unbekannte Geschichte — oder sogar mehrere Geschichten — darzustellen,
die der Griindung des Komponistenverbandes der Ukrainischen Sozialisti-
schen Sowjetrepublik vorausging.
An der Wende vom ersten zum zweiten Jahrzehnt des 20. Jahrhunderts,
gelang es dem Komponisten Kyrylo Stetsenko, zusammen mit einer gro-
Ben Gruppe Gleichgesinnter an der Organisation des Komitees zum Ge-
denken an M. Leontowytsch mitzuwirken, das am 1. Februar 1921 als Re-
aktion auf den verbrecherischen Mord an Leontowytsch gegriindet und im
April 1921 von den Behorden genehmigt wurde. Bald darauf, am 26. Febru-
ar 1922, wurde das Komitee in die Allukrainische Mykola-Leontowytsch-
Musikgesellschaft (MLM) umbenannt. Es war de facto der erste Musiker-
verband der Ukraine.
Die Griindung der MLM fiel in die Zeit der sogenannten ,,Ukrainisie-
rung®, einer Politik der Bolschewiki in den 1920er Jahren, die die ukra-
inische Kultur, Wissenschaft und Bildung férderte. Obwohl diese Politik
wichtige Fortschritte ermdglichte und die Griindung von Kiinstlerver-
banden begiinstigte, diente sie primér den pragmatischen Interessen der
neuen Macht. Die MLM wuchs schnell und wurde mit der Einbeziehung
zahlreicher Personlichkeiten aus Kultur und Wissenschaft zur einfluss-
reichsten Kiinstlervereinigung der Ukraine. Eines ihrer grofiten Verdiens-
te war die Griindung der Zeitschrift ,,Muzyka®, des ersten Fachblatts fiir
Musik in ukrainischer Sprache, im Jahr 1924, sowie die Organisation des
ukrainischen Sektors auf der Frankfurter Weltausstellung der Musik im
Jahr 1927.
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Im Februar 1928 wurde die Mykola-Leontowytsch-Musikgesellschaft
schliefllich auf Regierungsebene aufgelost. Ihre Rolle wurde von der Alluk-
rainischen Gesellschaft revolutiondrer Musiker und der Assoziation der re-
volutiondren Komponisten der Ukraine {ibernommen, die eine klare ideo-
logische und parteitreue Linie verfolgten.
Der berithmte Beschluss des Zentralkomitees der Kommunistischen Par-
tei der Bolschewiki ,,Uber den Umbau der literarisch-kiinstlerischen Orga-
nisationen“ von 1932 bedeutete de facto das jahe Ende all dieser ideologisch
unterschiedlichen Organisationen. Bald darauf wurde der Komponisten-
verband der UdSSR gegriindet, und das Jahr 1932 wurde jahrzehntelang
unkritisch als sein Griindungsjahr angesehen. Erst in jiingster Zeit konnte
sich die historische Wahrheit wieder durchsetzen.

Schliisselworter: Kulturpolitik in der UdSSR, Komponistenverband

der Ukraine, Mykola-Leontowytsch-Musikgesellschaft,

»Ukrainisierung®

Niall O’Loughlin

The Slovene Composer Ivo Petri¢ and Drustvo slovenskih skladateljev
After the Second World War Slovene composers formed a society to or-
ganise and coordinate all their activities. Gradually the progress in pub-
lishing and making Slovene music available for performance was consid-
erable. In 1972 the composer Ivo Petri¢ was appointed to Secretary of the
Society of Slovene Composers (Drustvo slovenskih skladateljev, abbreviat-
ed to DSS). He was active in increasing the numbers of works published,
the large library of orchestral works for hire and later the recording of nu-
merous works. Petri¢ was a very important model for his colleagues. Not
only did he work tirelessly for all the composers of the society, but he also
formed the Slavko Osterc Ensemble to perform mostly new Slovene cham-
ber ensemble works and to record them. As a composer he produced many
interesting and impressive works. Early symphonies taking some influence
from Hindemith and Prokofiev were followed by a period using techniques
from the Polish avant-garde. Later he returned to more traditional tech-
niques. His contribution to the development of serious Slovene music has
been very important, with DSS now thriving in all its aspects.

Keywords: Composers societies, Society of Slovene Composers,

Drustvo slovenskih skladateljev, Ivo Petri¢, Slavko Osterc Ensemble,

Edicije DSS, Music in Slovenia
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Lubomir Spurny

Music in Terezin: Cultural Continuity in Extreme Conditions
The article examines the phenomenon of the “Terezin composers” and the
role of music in the extreme conditions of the Theresienstadt (Terezin) ghet-
to between 1941 and 1945. The term, although widely used, does not denote
a coherent compositional school: Viktor Ullmann, Pavel Haas, Hans Kra-
sa, Zikmund Schul, Karel Reiner, Gideon Klein, and others did not share
a unified aesthetic programme, compositional techniques, or common pa-
tronage. Their works have little in common in terms of innovation or sty-
listic novelty. Instead, they were profoundly shaped by the circumstances
of imprisonment and the cultural topography of the ghetto, which, as Mi-
chael Beckerman has pointed out, conferred upon them a special emotion-
al resonance.
The study outlines three perspectives: professional practice under duress,
the cultural preludes of clandestine musical life in the Protectorate, and
the development of musical life in Terezin itself — from early prohibitions
through the structures of Freizeitgestaltung to its exploitation in Nazi prop-
aganda. Special attention is given to the vital role of performers who pre-
served the works and to the paradoxical cultural encounter of Czech, Ger-
man, and Jewish traditions. In this sense, Theresienstadt became the last
site where these cultures converged - briefly and creatively, before being de-
stroyed by the deportations of 1944.

Keywords: Theresienstadt, Terezin composers, Viktor Ullmann, Pavel

Haas, Hans Krdsa, Gideon Klein, Zikmund Schul, Karel Reiner,

Freizeitgestaltung

Antun Tomislav Saban

Kroatischer Komponistenverband: 80 Jahre Mitgestaltung der nationalen Kultur

und gesellschaftlichen Ereignisse
Der Kroatische Komponistenverband (Hrvatsko drustvo skladatelja, HDS)
hat in den vergangenen 8o Jahren eine Schliisselrolle bei der Bewahrung
und Forderung der kroatischen kulturellen Identitdt und des nationalen
musikalischen Schaffens gespielt. Als einzige Berufsorganisation, die kro-
atische Komponisten, Musikwissenschaftler und Musikschriftsteller ver-
eint, ist der HDS zur zentralen Institution fiir die Entwicklung der kroati-
schen Kunst-, Pop- und traditionellen Musik geworden. Uber Jahrzehnte
hinweg hat der HDS die kreative Arbeit seiner Mitglieder kontinuierlich
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unterstiitzt und sich gleichzeitig fiir die Bewahrung der besonderen Merk-
male des kroatischen Musik-Erbes eingesetzt.
Neben der Bewahrung der Identitat hat der HDS auch durch die Organisa-
tion zahlreicher kultureller Veranstaltungen, die zu einem festen Bestand-
teil des kroatischen Kulturlebens geworden sind, einen wichtigen Beitrag
geleistet. Beispielsweise ist die Musikbiennale Zagreb, die seit 1961 stat-
tfindet, bis heute eines der bedeutendsten Ereignisse der zeitgendssischen
Musik. Die Musiktribiine in Opatija (heute in Osijek), die 1963 ins Leb-
en gerufen wurde, und das Zagreber Festival, das 1954 gegriindet wurde,
fordern seit Jahren verschiedene Musikstile und prisentieren kroatische
Autoren auf nationaler und internationaler Bithne. Uber den Verlag Can-
tus d.o.o. veroffentlicht der HDS seit fast 25 Jahren Ton- und Notenaufnah-
men kroatischer nichtkommerzieller Musik.
Ein zentraler Bestandteil der Arbeit des HDS ist die Verwertungsgesellschaft
fiir musikalische Rechte (ZAMP). Die ZAMP sorgt fiir den Schutz der
Urheberrechte kroatischer Musikschaffender und ermoglicht ihnen, eine
angemessene Vergiitung fiir ihre Arbeit zu erhalten. Dieses System um-
fasst seit Jahren nahezu den gesamten kollektiven Schutz von Urhebern
und Rechteinhabern aller Art in Kroatien. Dadurch kénnen auch Musik-
er, Interpreten, Plattenfirmen sowie kroatische Schriftsteller, Journalisten,
Filmschauspieler, Regisseure und Produzenten ihre Leistungsschutzrechte
durch die ZAMP geltend machen.
Seit acht Jahrzehnten bleibt der HDS unbeirrt in seiner Mission - dem
Schutz, der Férderung und der Entwicklung der kroatischen Musik, wo-
durch er zur Bereicherung der nationalen Kultur und zur Bewahrung ihr-
er Identitét beitragt.

Schliisselworter: Kroatischer Komponistenverband, Musikbiennale

Zagreb, HDS, ZAMP, Cantus

Maja Vasiljevic, Biljana Lekovic

Yugoslav-Soviet Union relations from the 1950s to 1970s: Cooperation, Exchange,

and Cultural Transfer through the Composers’ Association of Serbia (UKS) and the Union

of Yugoslav Composers (SAKOJ)
This study researches the cultural-music relations between Yugoslavia and
the Soviet Union from the 1950s to the 1970s, focusing on institutional coop-
eration led by Yugoslav composers’ associations - SAKOJ and UKS. While
previous scholarship haslargely overlooked classical composers and focused
on macro-level cultural policies, this research addresses the underexplored
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role of art music in diplomatic and cultural exchanges during the Cold War.
The study situates Yugoslav-Soviet musical relations within the broader so-
cio-political context of post-World War II diplomacy, highlighting the im-
pact of the 1948 Cominform resolution, the 1955 Belgrade and Moscow Dec-
larations, and the liberalizing cultural policies of the 1960s. In this paper,
we examined in greater detail the context of SAKOJ’s and UKS’s activities,
and then, based on specific examples, illustrate how intercultural coopera-
tion between Yugoslavia and the Soviet Union functioned. We highlighted
the key problematic aspects of these relations, specifically through exam-
ples of music cooperation, exchange, and cultural transfer from the 1950s to
the 1970s, such as the mechanisms of exchange of cultural workers and the
principles of establishing copyright. We emphasized the significance of op-
erating through institutional structures, and the role of associations in this
process. Based on our research, it could be concluded that the SAKOJ/UKS
adopted a strategic and interest-given relation to the Soviet Union. With re-
spective members, presidents, and secretaries, and other board members,
profiled cooperation with the Soviet Union was proposed by exchange of
delegates for guest composers and music writers, as well as through perfor-
mance and promotion of Yugoslav and Soviet repertoire.

Keywords: Yugoslavia, Soviet Union, SAKOJ, UKS, cultural exchange,

classical music

Jernej Weiss

The Slavko Osterc Ensemble (1961—1981): The Principal Promoter of the Creativity

of the Society of Slovene Composers Abroad
The 1960s saw the formation throughout Europe of numerous groups spe-
cialising in the performance of New Music. Unlike classical ensembles,
these groups were able to adapt their instrumental line-ups as required,
and were particularly receptive to experimentation of every kind. In Slo-
venia they included both the Collegium musicum society, founded in 1957
by Pavel Sivic under the aegis of the Composers’ Club, and the Slavko Os-
terc Ensemble, founded in 1961 by members of the composers’ group Pro
musica viva as a vehicle for the performance of their own works. The spir-
itus agens and conductor of the latter ensemble was Ivo Petri¢ (1931-2018).
Petri¢, who headed the DSS’s publishing arm Edicije Drustva slovenskih
skladateljev from 1970 until 2002, was also the ensemble’s artistic director
from the outset. The ensemble’s activities encouraged the creation of nu-
merous new compositions and contributed to the affirmation of Slovene
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creativity abroad. The ensemble gave almost 170 concerts, made 140 record-
ings for national and international radio stations and appeared in nearly 40
television broadcasts. It also premiered 65 works by nineteen Slovene com-
posers, with 40 of these premiere performances taking place abroad and 25
in Slovenia. More than 110 performers passed through the ensemble’s ranks
during its initial two decades of activity. Petri¢ was for the most part able to
bring together excellent musicians, with whom he achieved concert perfor-
mances of a high level of quality, as demonstrated by the numerous reviews
published in domestic and foreign media. The paper focuses primarily on
the ensemble’s performances abroad, while also highlighting certain events
that marked the concurrent activities of the Society of Slovene Composers.
Keywords: Slavko Osterc Ensemble, Ivo Petri¢, premiere
performances, abroad, promotion

Ingeborg Zechner

How Music Works: Film Composers, Labour, and the Screen Composers Association

in Mid-Twentieth-Century America
Film music composition emerged as one of the most prolific domains of
musical creation in twentieth-century America. Beyond offering vast pro-
fessional opportunities, Hollywood film music occupied a unique aes-
thetic and institutional position: situated between popular and art music,
it was shaped by the medium of film and received ambivalent receptions
from audiences and scholars alike. In the 1940s and 1950s, Hollywood com-
posers habitually undertook diverse musical tasks — composing, arrang-
ing, conducting — within a highly industrialised division of labour that
lacked a comprehensive legal framework. While actors, directors, and writ-
ers formed powerful guilds, the distinctive position of film composers,
caught between creative authorship and industrial labour, required a ded-
icated professional body. Founded in 1945, the Screen Composers Associa-
tion (SCA) sought to address this gap by supporting the specific profession-
al needs of film composers. Despite its significance, the SCA’s history has
received little scholarly attention. This article examines the SCA’s formative
years to illuminate the complex intersections of composition, labour, and
industry in Hollywood. Drawing on archival records of the SCA preserved
at the Margaret Herrick Library and related materials in US archives, I con-
textualise the society’s activities within the broader networks of film and
music organisations. This perspective highlights how composer societies
like the SCA collectively shaped the working lives of film composers, from
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negotiating performance rights and addressing challenges of international
distribution to fostering professional solidarity.

Keywords: Hollywood film music, film composers, Screen Composers
Association (SCA), copyright law, labour law, performing rights
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Petra Babic (petra.babicio@gmail.com)

je raziskovalka pri projektu »Institucionalizacija moderne mesc¢anske glas-
bene kulture v 19. stoletju v civilni hrvaski in vojni krajini« Hrvaske aka-
demije znanosti in umetnosti ter zunanja sodelavka Oddelka za zgodovino
Hrvaske katoliske univerze v Zagrebu. Je avtorica znanstvene monografi-
je, urednica ali sourednica $tirih znanstvenih zbornikov, poleg tega pa je
objavila 18 znanstvenih ¢lankov. Sodelovala je na 31 domacih in mednaro-
dnih znanstvenih konferencah, na Hrvaskem pa je bila soorganizatorka pe-
tih konferenc.

Dusan Bavdek (Dusan.Bavdek@ag.uni-Ij.si)

je predsednik Drustva slovenskih skladateljev ter profesor kompozicije in
glasbene teorije na Akademiji za glasbo Univerze v Ljubljani (UL).

Njegov skladateljski opus vkljucuje dela za simfoni¢ni orkester, godalni or-
kester, pihalni orkester, opero, ansambel, zbor, komorno skupino in soli-
sticne izvedbe. Ta dela so bila predstavljena v okviru abonmajskih ciklov
slovenskih orkestrov, zborov in glasbenih gledalis¢ ter na koncertih po
Evropi, Ameriki, Aziji in Avstraliji. Vodil je $tevilne skladateljske delavni-
ce, predaval na razli¢nih glasbenih akademijah ter bil ¢lan Zirij na sklada-
teljskih tekmovanjih v ve¢ evropskih drzavah.

Na Akademiji za glasbo UL je bil prodekan za mednarodno dejavnost,
predstojnik Oddelka za kompozicijo in glasbeno teorijo ter predsednik
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Akademskega zbora. Vodil je Republisko maturitetno komisijo za glasbo
in bil ¢lan upravnih odborov Evropskega skladateljskega foruma (ECF) in
Evropskega zdruzenja skladateljev in piscev besedil (ECSA) ter ¢lan delov-
ne skupine Evropskega orkestra sodobnih skladateljev (ECCO). Za svoje
delo je prejel viteski kriz madzarskega reda za zasluge.

Amra Bosnic (amra.bosnic@mas.unsa.ba)
je izredna profesorica na Akademiji za glasbo Univerze v Sarajevu in vodja
Oddelka za glasbeno teorijo in pedagogiko. Bosni¢ je magistrski $tudij za-
klju¢ila leta 2010 (Simfonijska muzika u BiH: pregled, analiza, sistematizaci-
ja), doktorski $tudij pa leta 2016 (Kompozitorstvo u Bosni i Hercegovini) pod
mentorstvom dr. Ivana Cavlovi¢a. Posebno podroéje njenega zanimanja je
glasbena teorija in analiza bosanske in hercegovske skladateljske prakse, na
podlagi katere je leta 2021 izdala svojo prvo monografijo Simfonijska mu-
zika u Bosni i Hercegovini. Bosni¢ je sourednica zbornika »Muzika u dru-
$tvug, ki ga izdajata Muzikolosko zdruzenje Federacije Bosne in Hercegovi-
ne in Akademija za glasbo v Sarajevu (2018, 2020). Za uspe$no usklajevanje
projektov na podrocju glasbene pedagogike je Bosni¢ leta 2023 prejela le-
tno nagrado za prispevek k delu Akademije za glasbo Univerze v Sarajevu.

Joanna Bullivant (joanna.bullivant@bcu.ac.uk)

je predavateljica glasbe na Kraljevem konservatoriju v Birminghamu in
glasbena zgodovinarka, specializirana za britansko glasbo in politiko. Je
avtorica knjige Alan Bush, Modern Music and the Cold War: The Cultural
Left in Britain and the Communist Bloc (Cambridge, 2017). Trenutno je so-
izvajalka projekta »Elgar‘s Themes: New Pathways for Analysis, Interpre-
tation and Engagement« na Univerzi v Oxfordu, ki ga financira fundaci-
ja Leverhulme, pripravlja pa tudi novo monografijo o Elgarju in angleskem
katolicizmu.

Natasa Didenko (natasadidenko@yahoo.com)

je izredna profesorica na Oddelku za kulturno zgodovino na Institutu za
nacionalno zgodovino v Skopju v Severni Makedoniji. Njena raziskoval-
na podrocja so kulturna zgodovina, muzikologija, akademska kultura in
etnomuzikologija. Bila je koordinatorica nacionalnih projektov, sodelavka
pri mednarodnih in nacionalnih projektih ter ¢lanica uredniskih odborov
mednarodnih znanstvenih revij (Glasnik in Makedonski arhivist). Je avto-
rica Sestih monografij in §tevilnih samostojnih ¢lankov, objavljenih v znan-
stvenih revijah in zbornikih v Makedoniji in tujini.
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Ales Gabri¢ (ales.gabric@inz.si)

je leta 1994 $tudij zgodovine na Univerzi v Ljubljani zakljucil z doktoratom.
Kot znanstveni svetnik na Institutu za novejso zgodovino raziskuje novejso
slovensko kulturno, politi¢no, $olsko in znanstveno zgodovino. Od 1996 do
2019 je predaval kulturno zgodovino na Fakulteti za druzbene vede v Lju-
bljani, po eno $tudijsko leto pa predaval tudi na Fakulteti za turizem v Bre-
Zicah in Filozofski fakulteti v Ljubljani. V letih 2001-2004 je bil urednik
Kronike: ¢asopisa za slovensko krajevno zgodovino, v letih 2009-2019 pa
urednik zalozbe Instituta za novej$o zgodovino. V letih 2008-2020 je bil
predsednik Drzavne predmetne komisije za splosno maturo za zgodovino,
od leta 2018 pa je predsednik Slovenske matice, najstarejsega slovenskega
znanstvenega in kulturnega drustva.

Fatima Hadzi¢ (fatima.hadzic@mas.unsa.ba)

je redna profesorica na Akademiji za glasbo Univerze v Sarajevu. Zaklju-
¢ila je dodiplomski $tudij klavirja (2003) in muzikologije (2005), magistr-
ski $tudij (2009), nato pa $e doktorski $tudij (2012) na Oddelku za muziko-
logijo Glasbene akademije Univerze v Sarajevu. Med letoma 2014 in 2018 je
bila predsednica Muzikoloskega drustva FBiH. Od leta 2019 je glavna ure-
dnica revije za glasbeno kulturo Muzika. Posebno podrocje njenega aka-
demskega zanimanja je zgodovina glasbe v Bosni in Hercegovini, rezultat
Cesar so tri monografije (Muzicke institucije u Sarajevu (1918-1941): Obla-
sna muzicka skola i Sarajevska filharmonija, 2018; Stories about Music in
Bosnia and Herzegovina: dedicated to Folke Rabe, 2022, soavtorji L. Seho-
vi¢, J. Talam, T. Karaca Beljak; Frantisek Matéjovsky: Czech Musician in Bo-
snia and Herzegovina, 2023, soavtorica L. Sehovi¢). HadZi¢ je prejemnica
letne nagrade »Vlado MiloSevi¢« za glasbeno novinarstvo in muzikologi-
jo za leto 2018, ki jo podeljuje AMUS (Zdruzenje skladateljev in glasbenih
ustvarjalcev, Sarajevo, Bosna in Hercegovina); nagrade Univerze v Sarajevu
za znanstvene dosezke v letu 2021; nagrade Univerze v Sarajevu za poseben
prispevek k znanosti v letu 2022; in priznanja Akademije za glasbo Univer-
ze v Sarajevu za prispevek k poklicu v akademskem letu 2023/2024.

Mété Hollos (hollosmate@akkordmusic.eu)
je prejel narocila iz drzav, kot so Velika Britanija, ZDA, Kanada, Francija in
Latvija, leta 1986 pa je organizacija ISCM o njem posnela filmski portret. Je
generalni direktor druzbe Hungaroton PLC, leta 1989 pa je ustanovil glasbe-
no zalozbo Akkord. Osemkrat je bil izvoljen za predsednika Zveze madzar-
skih skladateljev, od leta 2021 pa je njen ¢astni predsednik. Je predsednik

365



SKLADATELJSKA DRUSTVA NEKOC IN DANES | COMPOSERS  SOCIETIES PAST AND PRESENT

drustva Vantus iz Szegeda, ki organizira najstarejsi festival sodobne glasbe
na Madzarskem. Ob vsem tem piSe knjige in ¢lanke o glasbi, sodeloval pa je
tudi v $tevilnih radijskih oddajah.

Luba Kijanovska (luba.kyjan@gmail.com)

se je rodila v Lvovu in $tudirala muzikologijo na Konservatoriju Mikole Li-
senka v Lvovu (kasneje Glasbena akademija Mikole Lisenka). Leta 1985 je
doktorirala na temo funkcije programske glasbe pri dojemanju glasbene-
ga dela in se leta 2000 habilitirala o razvoju galicijske glasbene kulture 19.
in 20. stoletja. Od leta 1987 je asistentka, od leta 1995 profesorica in od leta
1991 predstojnica katedre za glasbeno zgodovino na Drzavni glasbeni aka-
demiji Mikole Lisenka v Lvovu. Od leta 2021 je ¢lanica Drzavne akademi-
je umetnosti v Ukrajini in od leta 2022 ¢lanica Academia Europeae. Glavna
podrocja njenega raziskovalnega dela so glasbena kultura Galicije, glasbe-
na psihologija, zgodovina ukrajinske glasbe, odnosi ukrajinske glasbe do
drugih evropskih drzavnih glasbenih $ol in glasbena pedagogika. Je ¢lani-
ca delovne skupine »Zgodovina glasbe v srednji in vzhodni Evropi« in av-
torica ve¢ kot dvajsetih monografij in u¢benikov ter ve¢ kot s00 ¢lankov v
znanstvenih zbornikih in revijah v Ukrajini, na Poljskem, v Nem¢iji in Av-
striji, na Slovaskem, v ZDA, Romuniji, Litvi, Sloveniji, Svici in Italiji itd.

Lucija Konfic (lucijam@hazu.hr)

je vi§ja raziskovalka na Oddelku za zgodovino hrvaske glasbe Hrvagke
akademije znanosti in umetnosti v Zagrebu. Leta 2005 je diplomirala iz
muzikologije (Glasbena akademija v Zagrebu) in leta 2008 iz bibliotekar-
stva (Fakulteta za humanisti¢ne in druzbene vede v Zagrebu), doktorat pa
je pridobila leta 2017 na Univerzi za glasbo in uprizoritvene umetnosti v
Gradcu. Sodeluje pri projektu Hrvaske znanstvene fundacije »Instituciona-
lizacija moderne mes$c¢anske glasbene kulture v 19. stoletju v civilni hrvaski
in vojni krajini (MusInst19)«, ki se trenutno izvaja. Sodelovala je na pribliz-
no 4o simpozijih na Hrvaskem in po svetu. Aktivno se ukvarja z razisko-
vanjem zgodovine hrvaske glasbe, kjer jo posebej zanimajo naslednje teme:
glasbena teorija v 18. stoletju, specifi¢ni vidiki hrvaske glasbe (17.—20. stole-
tje), digitalna muzikologija, ohranjanje glasbene dedis¢ine in glasbeni arhi-
vi na Hrvagkem. Od leta 2020 je glavna urednica hrvaske muzikologke re-
vije Arti musices.
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Sonja Kralj (sonja.kralj@gov.si)

je delovala kot sopranistka v Slovenskem komornem zboru (zdaj Zbor Slo-
venske filharmonije), kot vodja glasbenih projektov v Cankarjevem domu
v Ljubljani, nato pa na Ministrstvu za kulturo RS v razli¢nih vlogah na po-
drod¢ju glasbe, kulturne politike, ter EU zadev in mednarodnega sodelova-
nja. Trenutno deluje kot svetovalka za kulturo in avdiovizualne zadeve na
Stalnem predstavnistvu Republike Slovenije pri Evropski uniji in kot naci-
onalna predstavnica sodeluje v Odboru za kulturo Sveta EU, ki mu je kot
prva Slovenka v letu 2008 tudi predsedovala. Sonja Kralj je avtorica knjig o
ljubljanskih delavskih pevskih drustvih v ¢asu prebujanja narodov ter o di-
rigentu Marku Munihu in ¢lankov. Zasnovala je scenarij dokumentarnega
filma RTV Slovenija o zgodovini Drustva slovenskih skladateljev, ter cikel
javnih pogovorov z naslovom Pogovori s skladatelji, ki ga je sedem let tudi
vodila. Na podro¢ju kulturne politike je bila glavna urednica elektronske
knjige Ministrstva za kulturo, ki prinasa analizo stanja na podro¢ju kultu-
re v Sloveniji. Evropska komisija je objavila poro¢ilo skupine strokovnjakov
o vlogi javnih kulturnih institucij pri spodbujanju kulturne raznolikosti
in medkulturnega dialoga, ki jo je vodila. Trenutno sopredseduje skupini
strokovnjakov, ki pripravlja porocilo s priporo¢ili za upravljanje mednaro-
dnih kulturnih odnosov EU.

Hartmut Krones (krones@mdw.ac.at)

se je rodil leta 1944 na Dunaju in je $tudiral glasbeno vzgojo, germanisti-
ko - pedagoska smer (mag.), petje, pedagogiko petja (mag. art.) in muziko-
logijo (dr. phil.). Od leta 1970 pouc¢uje na Akademiji (od leta 1998 Univerzi)
za glasbo in upodabljajo¢o umetnost na Dunaju; do septembra 2013 je vo-
dil Institut za raziskovanje glasbenih slogov (oddelka Stilistika in poustvar-
jalna praksa ter Znanstveno sredi§¢e Arnolda Schonberga). Je sodelavec
in ¢lan strokovnega sveta za enciklopedijo Musik in Geschichte und Ge-
genwart (tukaj strokovni svet za »Avstrijo v 20. stoletju«) in Zgodovinskega
slovarja za retoriko, avtor ¢lankov na podrocju poustvarjalne prakse stare
in nove glasbe, glasbene simbolike in retorike ter glasbe in glasbene zgodo-
vine 20. stoletja (vklju¢no z glasbo v pregnanstvu); avtor knjig, med drugim
o zivljenju in delu L. van Beethovna in A. Schonberga. Leta 2018 je pod nje-
govim vodstvom iz$el 1. zvezek zbirke Kritische Gesamtausgabe der Schri-
ften Arnold Schonbergs (Kriticna skupna izdaja spisov Arnolda Schénber-
ga), v letih 2025/26 bosta iz§la Se dva zvezka.
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Biljana Lekovic (biljana__sreckovic@yahoo.com)

ima doktorat iz muzikologije in je docentka na Oddelku za muzikologijo
Fakultete za glasbo Univerze za umetnost v Beogradu. Je tudi predavatelji-
ca na interdisciplinarnem magistrskem $tudiju Oddelka za teorijo umetno-
sti in medijev Univerze za umetnost v Beogradu ter predsednica Centra za
raziskovanje popularne glasbe. Njena podroc¢ja zanimanja so sodobna glas-
ba, novomedijske prakse, zvo¢na umetnost, Studije zvoka, popularna glas-
ba in akusti¢na ekologija. Napisala je dve knjigi: The Modernist Project of
Pierre Schaeffer — From Radiophony Analysis to Musical Research (2011) in
Sound Art/Zvukovna umetnost: Musicological Perspective — Theories (2019).
Kot ¢lanica in vodja Centra za raziskovanje popularne glasbe je v zadnjih
desetih letih sodelovala pri ve¢ projektih, ki so jih podprle drzavne kultur-
ne institucije.

Helmut Loos (hloos@uni-leipzig.de)

je Studiral glasbeno pedagogiko v Bonnu (drzavni izpiti), nato muzikolo-
gijo, umetnostno zgodovino in filozofijo na Univerzi v Bonnu; leta 1980 je
promoviral, leta 1989 pa habilitiral. Od leta 1981 do leta 1989 je bil znanstve-
ni sodelavec Muzikoloskega seminarja Univerze v Bonnu. Med letoma 1989
in 1993 je bil direktor Instituta za vzhodnonemsko glasbo v Bergisch Glad-
bachu. Od aprila 1993 je bil predstojnik katedre za histori¢no muzikologi-
jo na Tehniski univerzi v Chemnitzu, od oktobra 2001 do marca 2017 pa na
Univerzi v Leipzigu. 22. oktobra 2003 je bil imenovan za zasluznega profe-
sorja Glasbenega konservatorija Mikole Lisenka v Lvovu. Med letoma 2003
in 2005 je bil dekan Fakultete za zgodovino, umetnostne vede in orienta-
listiko Univerze v Leipzigu. 2. aprila 2005 je bil imenovan za ¢astnega ¢la-
na Druzbe za nemsko glasbeno kulturo v jugovzhodni Evropi (Miinchen),
30. oktobra 2014 pa je postal ¢astni doktor Nacionalne glasbene univerze v
Bukaresti.

Je ¢lan mednarodnih uredniskih svetov revij Hudebni véda (Praga), Lituvos
muzikologija (Vilna), Menotyra. Studies in Art (Vilna), Ars ¢ Humanitas
(Ljubljana), Musicology Today (Bukaresta), Muzica. Romanian Music Ma-
gazine (Bukaresta) in Studies in Penderecki (Princeton, New Jersey).

Lidia Melnyk (lidamelnyk@gmail.com)
je profesorica na Nacionalni akademiji za glasbo Mikole Lisenka v Lvovu v
Ukrajini, kjer je bila tudi rojena in kjer je $tudirala. V zadnjih letih je pou-
¢evala tudi na Institutu za muzikologijo Univerze na Dunaju (med drugim

368



AVTOR]JI

predmet »Uvod v zgodovino ukrajinske glasbe«) in na Ukrajinski svobodni
univerzi v Miinchnu. Aktivno novinarsko in urednisko dejavnost muziko-
loginje zaokrozuje njenih ve¢ kot 6o znanstvenih publikacij.

Niall O’Loughlin (N.Oloughlin@Iboro.ac.uk)

je Studiral glasbo na univerzah v Edinburgu (magisterij) in Leicestru (dok-
torat) ter racunalnis$tvo na Univerzi v Oxfordu. Specializiral se je za glasbo
20. in 21. stoletja v Sloveniji, Veliki Britaniji in na Poljskem. Leta 2000 je v
Ljubljani izsla njegova knjiga Novejsa glasba v Sloveniji: osebnosti in razvoj.
Je avtor vec kot 30 prispevkov za simpozije Slovenskih glasbenih dnevov,
$tevilnih prispevkov za druge konference, razlicnih ¢lankov za Muzikolo-
ski zbornik, The Musical Times in Tempo, De musica disserenda, poglavij v
knjigah ter $tevilnih ¢lankov za slovarje New Grove Dictionaries of Music.
Leta 1977 je za svoje raziskave slovenske glasbe prejel Toveyjevo spominsko
nagrado Univerze v Oxfordu. Leta 2007 je bil izvoljen za dopisnega ¢lana
Slovenske akademije znanosti in umetnosti.

Lubomir Spurny (spurny@phil.muni.cz)

je akademik in pedagoski strokovnjak na Oddelku za muzikologijo Filozof-
ske fakultete Masarykove univerze v Brnu. Leta 2018 je bil imenovan za di-
rektorja Instituta terezinskih skladateljev. Podro¢ja njegovega strokovnega
delovanja vkljucujejo glasbeno teorijo in estetiko prve tretjine 20. stoletja,
glasbene pojave v srednjeevropski kulturi 19. in 20. stoletja, teorijo izved-
bene prakse in interpretacije, metodologijo glasbene analize, izbrane avtor-
je in koncepte medvojnih srednjeevropskih avantgardnih gibanj ter glasbo,
napisano med drugo svetovno vojno, zlasti v koncentracijskih taboris¢ih.
Je avtor ve¢ publikacij in §tudij, posve¢enih Heinrichu Schenkerju, Aloi-
su Habi, Gideonu Kleinu in Pavlu Haasu. Leta 2024 je v ZDA prejel nagra-
do »Vincent H. Duckles Awardc, ki jo podeljuje Music Library Association,
in sicer za delo Pavel Haas: A Catalogue of the Music and Writings (Praga:
Bérenreiter, 2022), ki ga je napisal v sodelovanju z Ondfejem Pivodo.

Antun Tomislav Saban (saban@hds.hr)
se je izobrazeval v Zagrebu, Miamiju in na Dunaju, Kjer je leta 1998 zak-
Jjucil $tudij kompozicije. Od leta 2001 deluje kot glavni tajnik Hrvaskega
drustva skladateljev (HDS). Je eden od ustanoviteljev European Compo-
ser and Songwriter Alliance (ECSA), krovnega zdruzenja evropskih skla-
dateljskih drustev, ki promovira interese glasbenih ustvarjalcev v okviru
kreativne industrije. Od leta 2013 do 2019 je bil tudi njegov podpredsednik.
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Prav tako je aktiven v svetovni konfederaciji avtorskih drustev (CISAC),
kjer je od leta 2007 ¢lan glasbenega sveta (CIAM). Njegova dela so izvaja-
li in snemali ugledni orkestri, ansambli in solisti na Hrvaskem in drugod.

Maja Vasiljevi¢ (elmaja21r2@gmail.com)

je doktorica sociologije in magistrica muzikologije. Od leta 2011 dela na Od-
delku za zgodovino Filozofske fakultete Univerze v Beogradu, kjer je tre-
nutno visja znanstvena sodelavka. Od leta 2003 je tudi glasbena kriticarka
na drugem programu Radia Beograd. Svoje interdisciplinarno raziskova-
nje populizma v Hrvaski, Srbiji in Crni gori je pred kratkim $e poglobi-
la kot raziskovalka v okviru medkonzorcijskega projekta Horizon 2020, ki
obravnava populisti¢ne impulze v Srednji in Vzhodni Evropi po padcu ber-
linskega zidu. Na Filozofski fakulteti je poucevala zgodovino jazza in rocka
ter sociologijo sodobnega Zivljenja, trenutno pa poucuje predmet, ki obrav-
nava razpad Jugoslavije in pokonfliktno tranzicijo. Objavlja v nacionalnih
in mednarodnih publikacijah ter je avtorica treh knjig: Filmska muzika u
SFERJ: Izmedu politike i poetike/Film Music in SFRY: Between Politics and
Poetics (2016) in Jevrejski muzicari u Beogradu: Od Balfurove deklaracije do
Holokausta/Jewish Musicians in Belgrade: From the Balfour Declaration to
the Holocaust (2021 v srb$cini, 2023 v angle§¢ini), ki sta jih izdala HeraE-
DU in Institut za muzikologijo SASA v Beogradu, ter Jews in Croatian Film
Culture 1896-1945 (2024), ki jo je izdala zalozba Profil v Zagrebu. Za knjigo
o judovskih glasbenikih je prejela nagrado »Stana Puri¢-Klajn« leta 2022 za
najpomembnejsi prispevek na podroé¢ju muzikologije. Trenutno se ukvar-
ja s filmom in judovsko dedis¢ino iz obdobja med obema vojnama, pa tudi
z leksikografskimi projekti CANU v Crni gori na podrogjih izobrazevanja
in etnologije ter s projektoma »Roma soul food« in »Guerre - digital muse-
um« v okviru programa Creative Europe.

Jernej Weiss (jernej.weiss@ag.uni-lj.si)
je Studiral muzikologijo na Oddelku za muzikologijo Filozofske fakultete
Univerze v Ljubljani (1999-2002) in Institutu za muzikologijo Filozofske fa-
kultete Univerze v Regensburgu (2002-2003). Med letoma 2005 in 2009 je
deloval kot asistent na Oddelku za muzikologijo Filozofske fakultete v Lju-
bljani, bil je tudi glavni in odgovorni urednik (2011-2020) najstarejse slo-
venske znanstvene muzikoloske revije Muzikoloski zbornik. Poleg tega je v
urednis$tvih ve¢ drugih znanstvenih periodi¢nih publikacij (Muzika, Zbor-
nik Matice srpske za scenske umetnosti i muziku, Aspects of Historical Musi-
cology, Ukrainian Music) ter je vkljucen v razli¢cne domace in mednarodne
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znanstvene projekte. Od leta 2016 je redni profesor za podrocje muzikologi-
je na Univerzi v Mariboru, od leta 2019 pa tudi na Univerzi v Ljubljani. Kot
gostujoci predavatelj je nastopil na univerzah v Gradcu, Brnu, Leipzigu,
Cardiffu itd. Raziskovalno se osredotoca na vprasanja, povezana z glasbo
od 19. stoletja do danes, zlasti s tisto, ki se tako ali drugace dotika slovenske-
ga in Ceskega kulturnega prostora. Je avtor §tirih znanstvenih monografij.
V letu 2021 je ¢eska zalozba KLP — Koniasch Latin Press objavila predelavo
njegove zadnje monografije z naslovom Cesti hudebnici ve Slovinsku v 19. a
na zacdtku 2o. stoleti. Od leta 2016 vodi mednarodni muzikologki simpozij
Slovenskih glasbenih dnevov in je glavni urednik zbirke znanstvenih mo-
nografij Studia musicologica Labacensia.

Ingeborg Zechner (ingeborg.zechner@uni-graz.at)

je muzikologinja na Univerzi v Gradcu. Njeno raziskovalno delo se osre-
dotoc¢a na druzbene in kulturne vidike zgodovine glasbe od 18. do 20. sto-
letja, s posebnim poudarkom na filmski glasbi, glasbenem gledali$¢u, me-
dialnosti, migracijah in digitalni muzikologiji. Na Univerzi v Gradcu je
glavna raziskovalka pri dveh projektih, ki ju financira Avstrijski znanstve-
ni sklad: eden je posvecen hollywoodskemu skladatelju Franzu Waxmanu
(Grant-DOI: 10.55776/P33029), drugi pa razvoju digitalne izdaje dunajskih
gledaliskih kronik iz 18. stoletja (Grant-DOI: 10.55776/P36729). Je avtorica
knjig The English Trade in Nightingales: Italian Opera in Nineteenth-Centu-
ry London (Bohlau, 2017) in Franz Waxman: Zwischen Filmmusik und Kon-
zertsaal (Bohlau, 2024; angleska izdaja bo kmalu izsla pri zalozbi Routled-
ge). Je tudi sourednica knjizne serije »Music and Mediality« (Rombach).
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Petra Babic (petra.babicio@gmail.com)

is a researcher within the project “Institutionalization of Modern Bourgeois
Musical Culture in the 19th Century in Civil Croatia and Military Frontier”
at the Croatian Academy of Sciences and Arts, and an external associate at
the Department of History at the Catholic University of Croatia in Zagreb.
She is the author of one scholarly book, editor or co-editor of four scholarly
proceedings, and has published 18 articles. She has taken an active part in
31 national and international scholarly conferences, and worked as a co-or-
ganiser of five conferences in Croatia.

Dusan Bavdek (Dusan.Bavdek@ag.uni-Ij.si)

is the President of the Society of Slovene Composers and a Professor of
Composition and Music Theory at the Academy of Music of the Universi-
ty of Ljubljana (UL).

His compositional opus encompasses pieces for symphony orchestra, string
orchestra, wind orchestra, opera, ensemble, choir, chamber groups, and so-
loistic performances. These works have been presented as part of the sub-
scription cycles of Slovenian orchestras, choirs, and music theatres, as well
as at concerts elsewhere in Europe, America, Asia, and Australia. He has
led many compositional workshops, lectured at various music academies,
and served as a jury member for composition competitions in numerous
European countries.
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He was the Vice Dean for International Affairs at the UL Academy of Mu-
sic, as well as the Head of the Department of Composition and Music The-
ory and President of the Academic Assembly at the same institution. He
has presided over the National Matura Commission for Music and served
as a Board Member of the European Composers Forum (ECF), the Euro-
pean Composers and Songwriters Alliance (ECSA), and was a member
of the Working Group for ECCO (European Contemporary Composers’
Orchestra). In recognition of For his work, he was awarded received the
Knight’s Cross of the Hungarian Order of Merit.

Amra Bosni¢ (amra.bosnic@mas.unsa.ba)
is an Associate Professor at the University of Sarajevo’s Academy of Mu-
sic and the Head of its Department of Music Theory and Pedagogy. Bos-
ni¢ completed her master’s studies in 2010 (Symphonic Music in Bosnia and
Herzegovina: overview, analysis, systematisation) and PhD studies in 2016
(Compositional Practice in Bosnia and Herzegovina) under the supervision
of Dr Ivan Cavlovi¢. A special field of her interest is musical theory and
analysis of Bosnian and Herzegovinian compositional practice, which re-
sulted in her first monograph Symphonic Music in Bosnia and Herzegovi-
na in 2021. Bosni¢ is co-editor of The Collection of Papers “Music in Socie-
ty”, published by the Musicological Society of the Federation of Bosnia and
Herzegovina and the Academy of Music in Sarajevo (2018, 2020). As a re-
sult of her successful coordination of music pedagogy projects, Bosni¢ was
awarded the annual award for her contribution to the Academy of Music at
the University in Sarajevo in 2023.

Joanna Bullivant (joanna.bullivant@bcu.ac.uk)

is Lecturer in Music at Royal Birmingham Conservatoire, UK and a music
historian specialising in British music and politics. She is the author of Alan
Bush, Modern Music and the Cold War: The Cultural Left in Britain and
the Communist Bloc (Cambridge 2017). She is currently Co-Investigator on
the Leverhulme-funded project ‘Elgar’s Themes: New Pathways for Analy-
sis, Interpretation and Engagement’ with the University of Oxford, and is
working on a new monograph on Elgar and English Catholicism.

Natasa Didenko (natasadidenko@yahoo.com)
is an associate professor of the Department for Cultural History at the In-
stitute of National History in Skopje, North Macedonia. Her research inter-
ests include cultural history, musicology, academic culture and ethnomu-
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sicology. She has been a coordinator of national projects and collaborator
of international and national projects, as well as a member of the editori-
al boards of international scientific journals (Glasnik and Macedonia Ar-
chivist). She is the author of six monographs and numerous individual ar-
ticles published in scientific journals and collections, in both Macedonia
and abroad.

Ale§ Gabri¢ (ales.gabric@inz.si)

received his PhD in history from the University of Ljubljana in 1994. As a
principal research fellow at the Institute of Contemporary History, he re-
searches recent Slovene cultural and political history, with a focus on the
evolution of academic and artistic institutions. From 1996 to 2019 he taught
cultural history at the Faculty of Social Sciences in Ljubljana. He also spent
one academic year lecturing at the Faculty of Tourism of the University of
Maribor in Brezice and another at the Faculty of Arts in Ljubljana. Between
2001 and 2004 he served as editor of Kronika, an illustrated periodical ded-
icated to Slovene local history. From 2009 to 2013 he was an editor at the In-
stitute of Contemporary History Press. He was chair of the national subject
committee for history for the general matura (school-leaving examination)
from 2008 to 2020. He has been president of the Slovenska matica, Slove-
nia’s oldest scholarly and cultural association, since 2018.

Fatima Hadzi¢ (fatima.hadzic@mas.unsa.ba)
is a Full Professor at the Music Academy at the University of Sarajevo.
She completed her undergraduate studies in piano (2003) and musicology
(2005), a master’s degree (2009), and a doctorate (2012) in the Department
of Musicology at the Music Academy at the University of Sarajevo. She held
the position of president of the FBiH Musicological Society from 2014 to
2018. Since 2019, she has been the chief editor of the journal of musical cul-
ture Muzika. A special field of her academic interest is the history of music
in Bosnia and Herzegovina, which has resulted in three monographs (Mu-
sical Institutions in Sarajevo (1918-1941): Regional Music School and Saraje-
vo Philharmonic, 2018; Stories about Music in Bosnia and Herzegovina: ded-
icated to Folke Rabe, 2022, co-authored with L. Sehovi¢, J. Talam, and T.
Karaca Beljak; Frantisek Matéjovsky: Czech Musician in Bosnia and Herze-
govina, 2023, co-authored with L. Sehovi¢). Hadzi¢ was awarded the annual
“Vlado Milosevi¢” award for music journalism and musicology for 2018 by
AMUS (Association of Composers-Music Creators, Sarajevo, Bosnia and
Herzegovina); the Award of the University of Sarajevo for the results of her
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scientific work in 2021; the Award of the University of Sarajevo for special
contributions to science in 2022; and a recognition for contributions to the
profession in the 2023/2024 academic year from the Music Academy of the
University of Sarajevo.

Mété Hollos (hollosmate@akkordmusic.eu)

has received commissions from countries like the UK, US, Canada, France,
and Latvia, and a film portrait was made about him in 1986 by the ISCM.
He acts as general manager of Hungaroton PLC and established Akkord
Music Publishers in 1989. He was elected eight times as the president of
the Hungarian Composers’ Union, and since 2021 he has been its honorary
president. He is the president of the Vantus Society in Szeged, which organ-
ises the oldest contemporary music festival in Hungary. In addition to this
work, he has written books and articles on music, and worked on a great
number of radio programmes.

Luba Kijanovska (luba.kyjan@gmail.com)
wurde in Lviv geboren und studierte Musikwissenschaft am Lysenko-Kon-
servatorium in Lviv (spitere Musikakademie ,,Mykola Lysenko®). 1985
promovierte sie iiber die Funktionen der Programmmusik in der Wahr-
nehmung des musikalischen Werks und habilitierte sich 2000 mit der Ent-
wicklung der galizischen Musikkultur des 19. und 20. Jhr. Seit 1987 ist sie
Assistenzprofessorin, seit 1995 Professorin und seit 1991 Inhaberin des
Lehrstuhls fiir Musikgeschichte an der Nationalen Lysenko-Musikakade-
mie in Lviv. Seit 2021 ist sie Mitglied der Nationalen Akademie der Kiins-
te der Ukraine und seit 2022 Mitglied der Academia Europaea. Thre For-
schungsschwerpunkte sind die Musikkultur Galiziens, Musikpsychologie,
die Geschichte der ukrainischen Musik, die Beziehungen der ukrainischen
Musik zu anderen européischen nationalen Musikschulen und Musikpad-
agogik. Sie ist Mitglied der Arbeitsgruppe ,,Musikgeschichte in Mittel- und
Osteuropa“ und Autorin von liber 20 Monografien und Lehrbiichern sowie
tiber 500 Artikeln in Fachbiichern und Zeitschriften in der Ukraine, Polen,
Deutschland, Osterreich, der Slowakei, den USA, Ruminien, Litauen, Slo-
wenien, der Schweiz, Italien usw.

Lucija Konfic (lucijam@hazu.hr)
is a senior research associate at the Department for History of Croatian
Music, Croatian Academy of Sciences and Arts in Zagreb. She graduat-
ed in musicology (Music Academy in Zagreb) in 2005 and librarianship
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(Faculty of Humanities and Social Sciences in Zagreb) in 2008, and re-
ceived her PhD in 2017 at the Universitat fiir Musik und darstellende Kunst
in Graz. She is a collaborator on the current project of the Croatian Science
Foundation “Institutionalization of modern bourgeois musical culture in
the 19th century in civil Croatia and the Military Border (MusInstig)”. She
has participated in some 40 symposia in Croatia and abroad. She is active-
ly researching the history of Croatian music, with a special interest in the
following topics: music theory in the 18th century, specific aspects of Croa-
tian music (17th to 20th centuries), digital musicology, preservation of mu-
sical heritage, music archives in Croatia. Since 2020 she has been the edi-
tor-in-chief of Arti musices Croatian musicological journal.

Sonja Kralj (sonja.kralj@gov.si)

began her career as a soprano in the Slovenian Chamber Choir (now the
Slovenian Philharmonic Choir) before moving into music project manage-
ment at the Cankarjev dom in Ljubljana. She then joined the Ministry of
Culture, where she held various roles in music, cultural policy, and EU and
international affairs. She currently serves as a counsellor for culture and
audiovisual affairs at the Permanent Representation of the Republic of Slo-
venia to the European Union in Brussels and as the national representa-
tive at the EU Council‘s Cultural Affairs Committee, which she chaired as
the first Slovenian in 2008. She is the author of books on Ljubljana‘s work-
ers’ singing societies during the national awakening period and on the con-
ductor Marko Munih, as well as numerous articles. She wrote the script for
an RTV Slovenia documentary film about the history of the Society of Slo-
vene Composers. She also created and hosted a series of public events called
,Conversations with Composers‘ for seven years. In the field of cultural pol-
icy, she was the editor-in-chief of the Ministry of Culture’s e-book analys-
ing the state of culture in Slovenia. She chaired a group of experts from EU
Member States who published a report on the role of public cultural institu-
tions in promoting cultural diversity and intercultural dialogue. She is cur-
rently co-chairing the group of EU experts on the governance of the EU's
international cultural relations.

Hartmut Krones (krones@mdw.ac.at)
geb. 1944 in Wien, studierte Musikerziehung und Germanistik fiir das
Lehramt (Mag.), Gesang, Gesangspadagogik (Mag. art.) sowie Musikwis-
senschaft (Dr. phil.), unterrichtet seit 1970 an der Akademie (1998 Universi-
tat) fiir Musik und darstellende Kunst Wien und leitete bis September 2013
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das ,,Institut fiir Musikalische Stilforschung® (Abteilungen ,,Stilkunde und
Auffithrungspraxis sowie ,Wissenschaftszentrum Arnold Schonberg®).
Mitarbeiter und Fachbeirat der MGG (hier Fachbeirat fiir ,,Osterreich, 20.
Jhdt.“) sowie des ,,Historischen Worterbuchs der Rhetorik®, Publikatio-
nen in den Bereichen Auffithrungspraxis Alter und Neuer Musik, Musi-
kalische Symbolik und Rhetorik sowie Musik und Musikgeschichte des 20.
Jahrhunderts (incl. Musik im Exil); Biicher u. a. iiber Leben und Werk von
L. van Beethoven sowie von A. Schonberg. 2018 erschien der 1. Band der
von ihm geleiteten Kritischen Gesamtausgabe der Schriften Arnold Schon-
bergs, 2025/26 folgen zwei weitere Bande.

Biljana Lekovi (biljana_sreckovic@yahoo.com)

holds a PhD in Musicology, and she is an Assistant Professor at the Depart-
ment of Musicology, Faculty of Music, University of Arts in Belgrade. She is
also a lecturer at the interdisciplinary master studies of the Department of
Theory of Arts and Media, University of Arts in Belgrade, and the president
of the Centre for Popular Music Research. Her fields include contemporary
music, new media practices, sound art, sound studies, popular music, and
acoustic ecology. She is the author of two books: Modernist Project of Pierre
Schaeffer — From Radiophony Analysis to Musical Research (2011) and Sound
Art: Musicological Perspective — Theories (2019). As a member and manag-
er of the Center for Popular Music Research, for the past ten years, she par-
ticipated in the implementation of several projects supported by state cul-
tural institutions.

Helmut Loos (hloos@uni-leipzig.de)
Studium der Musikpadagogik in Bonn (Staatsexamina), anschliefSend Mu-
sikwissenschaft, Kunstgeschichte und Philosophie an der Universitdt Bonn;
1980 Promotion, 1989 Habilitation. 1981 bis 1989 Wissenschaftlicher Mit-
arbeiter am Musikwissenschaftlichen Seminar der Universitit Bonn. 1989
bis 1993 Direktor des Instituts fiir deutsche Musik im Osten in Bergisch
Gladbach. Seit April 1993 Inhaber des Lehrstuhls fiir Historische Musik-
wissenschaft an der Technischen Universitit Chemnitz, von Oktober 2001
bis Médrz 2017 an der Universitéit Leipzig. 22. 10. 2003 Ernennung zum Pro-
fessor honoris causa der Lyssenko-Musikhochschule Lemberg/L viv. 2003
bis 2005 Dekan der Fakultat fiir Geschichte, Kunst- und Orientwissen-
schaften der Universitdt Leipzig. 02. 04. 2005 Ernennung zum Ehrenmit-
glied der Gesellschaft fiir deutsche Musikkultur im siidostlichen Europa
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(Miinchen). 30. 10. 2014 Ehrendoktor der Universitatea Nationala de Muzica
din Bucuresti.

Mitglied in den internationalen Editionsrdten der Zeitschriften Hudebni
véda (Prag), Lituvos muzikologija (Vilnius), Menotyra. Studies in Art (Vil-
nius), Ars ¢ Humanitas (Ljubljana), Musicology Today (Bukarest), Muzica.
Romanian Music Magazine (Bukarest) und Studies in Penderecki (Prince-
ton, New Jersey).

Lidia Melnyk (lidamelnyk@gmail.com)

ist Professorin an der Nationalen Musikakademie ,,Mykola Lysenko® in
Lwiw, Ukraine, wo sie auch geboren wurde und studierte. Dariiber hin-
aus unterrichtete sie in den letzten Jahren am Institut fir Musikwissen-
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Recenziji

Monografija Skladateljska drustva neko¢ in danes: preplet stanovskega in
nacionalnega, ki jo je skrbno uredil Jernej Weiss, je programsko zasno-
vana ob 8oletnici Drustva slovenskih skladateljev (DSS) in slovenski pri-
mer prepricljivo umesc¢a v $irok mednarodni okvir zgodovin raziskovanja
skladateljskih drustev. Uvodna teksta urednika v slovens¢ini in anglesci-
ni jasno opredelita osrednjo raziskovalno os monografije: napet, a produk-
tiven preplet stanovskega in nacionalnega poslanstva, ki v razli¢nih zgodo-
vinskih prelomnicah doloc¢a podobo glasbenoinstitucionalnega delovanja
in vlog skladateljskih drustev pri oblikovanju glasbene identitete ter pro-
mociji nacionalne ustvarjalnosti.

Vsebinsko monografija zajema prispevke domacih in tujih raziskoval-
cev o DSS in drugih jugoslovanskih zdruzenjih ter jih povezuje s primeri iz
Avstrije, nekdanje NDR, Ukrajine, ZDA, Velike Britanije, Hrvaske, Make-
donije, Srbije in Bosne in Hercegovine. Pomemben del monografije je pos-
vecen zgodovinskemu razvoju DSS od ustanovitve leta 1945, prek siritve de-
javnosti z Edicijami DSS po letu 1954, do vzpostavitve celovitega okvira za
zalozni$tvo, koncertno dejavnost, zas¢ito avtorskih pravic in mednarodno
povezovanje. Delovanje DSS je pravzaprav izhodisc¢e in implicitno merilo
primerjav. Temeljni vir monografije predstavlja doktorska disertacija Sonje
Kralj, ki jo novejsi prispevki Alesa Gabrica, Nialla O’Loughlina in Jerneja
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Weissa o kulturnopoliti¢cnem miljeju, klju¢nih osebnostih in vlogi Ansambla Slavko
Osterc pri mednarodni promociji ¢lanov DSS odli¢no dopolnjujejo.

Monografija ne obravnava le za$cite avtorskih pravic in stanovskih interesov,
ampak tudi $irSe kulturnopoliti¢cne in diplomatske razseznosti delovanja drustev,
vklju¢no z neuradno diplomacijo in kulturnimi prenosi izza Zelezne zavese. Posebej
je vredno izpostaviti osrednjo ugotovitev monografije: kljub zmanj$evanju drzavne-
ga financiranja, upadanju ¢lanstva in integraciji v vec¢ja kulturnoumetniska zdru-
zenja skladateljska drustva v stevilnih evropskih drzavah presegajo zgolj stanovske
funkcije ter se v posameznih obdobjih vzpostavljajo kot klju¢ni sooblikovalci Sirse-
ga nacionalnega glasbenega Zivljenja in kulturne politike. Pri tem ostaja uresnice-
vanje nacionalnega poslanstva pogoj njihove identitetne vzdrznosti in vitalnosti so-
dobne glasbene kulture. Metodolosko gre ve¢inoma za zgodovinskoinstitucionalne
in kulturnopoliti¢ne analize, utemeljene na arhivskem in periodi¢nem gradivu, z jas-
no empiri¢no tezo. Uredniska struktura je pregledna, dvojezi¢ni povzetki in skrbno
urejena bibliografija pa monografijo jasno umescajo kot referen¢no delo, ki presega
jubilejni okvir in predstavlja trdno osnovo za nadaljnje primerjalne $tudije sklada-
teljskih drustev v Evropi.

doc. dr. Tina Bohak Adam

Znanstvena monografija z naslovom Skladateljska drustva nekoc in danes: preplet
stanovskega in nacionalnega (ur. Jernej Weiss) je posvecena 8o-letnici Drustva slo-
venskih skladateljev. Svezenj 18 prispevkov (14 tujih avtorjev in 4 slovenski; vsi pri-
spevki so objavljeni v angleskem jeziku), predstavnikov renomiranih znanstvenih
ustanov, predstavlja skupno platformo oziroma sti¢i§¢e razli¢nih, a vsekakor soro-
dnih evropskih sredin. Raznoliki prispevki o socialnem, umetniskem, stanovskem
in kulturnozgodovinskem pomenu skladateljskih glasbenih drustev v preteklosti in
sedanjosti opozarjajo na aktualne razmere, ki vplivajo na obstoj oziroma uresnice-
vanje njihovih ciljev. Raziskovalcem so bila izziv predvsem nacionalno pomembnej-
$a drustva (Anglija, Nemcija, Avstrija, Ceska, Madzarska, Ukrajina, Hrvasgka, Bosna
in Hercegovina, Srbija, Severna Makedonija in Slovenija), skozi katera spremljamo
ugotovitve, da so skladateljska zdruzenja po vsej Evropi vitalnega pomena za razvoj
stroke in promocijo sodobne glasbe, ob tem pa se srecujejo s podobnimi tezavami:
predvsem z zmanjSevanjem drzavnega financiranja, kar vpliva tako na zaloznisko
kot koncertno dejavnost, ki sta vitalnega pomena za doseganje strokovnih in nacio-
nalnih ciljev. Posamezniki poudarjajo, da so se drustva prisiljena povezovati v vec-
ja kulturno-umetniska zdruzenja, kar pogosto vodi v izgubo identitete. Kljub aktu-
alnim tezavam, pa prispevki jasno kazejo, da so omenjena drustva v vecini drzav ne
le ohranila primarno vlogo zagotavljanja stanovskih potreb, temvec se v posameznih
obdobjih delovanja uvrstila med klju¢ne sooblikovalce Sir§ega nacionalnega glasbe-
nega zivljenja.

prof. dr. Darja Koter



Monografija z naslovom
Skladateljska drustva nekoc
in danes obravnava
mednarodni kontekst
delovanja razli¢nih
skladateljskih drustev

v preteklosti in sedanjosti.

The monograph, entitled
Composers’ Societies Past
and Present, focuses

at the international
context of the activities
of various composers’
societies of the past

and present.
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