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Central and Eastern European Music: Musical Crossroads?
ABSTRACTS

Jesse A. Johnston (Bowling Green State University): ‘Moravia as Global Crossroads: Local and “World” Music in the Southeast Czech Republic, 2004–2006’

The English phrase "world music" has been used in recent years to describe the recordings of many cimbalom musicians in Moravia (Czech Republic). The term’s success as a marketing phrase is linked to increasing Europeanization and emerging entrepreneurialism in the last decade related to economic and social changes following the end of Communism and the Czech Republic’s accession to the European Union in 2004. However, many Moravian recordings and musicians who self-describe their recordings with the term "world music" draw heavily on local music typically described as "traditional," in effect repositioning the "traditional" within the specific social and commercial realities of the present. Thus, I argue in this presentation, Moravian musicians largely reinforce local cultural identities by "dubbing" vibrant, intimately local traditional elements into a purportedly global musical space with the use of a term perceived as an extra-regional genre. 

This interpretive study is based on fieldwork conducted in south Moravia during 2005 and 2006, and subsequent correspondence with the leader of the Brno-based musical group Cimbal Classic. The music on their 2000 album Prameny is described variously as "world music," "Eastern European folk," and "crossover." By inserting locally recognizable instruments and forms into less familiar settings, including elements as diverse as jazz, gospel, Celtic, country and western, Cimbal Classic and other musicians create "world music" with a distinctly local flavor to local audiences. I argue that this is less an attempt to (re)define the local or break into global markets than a repositioning of "Moravian folk" as a valid local identity within a new global imaginary.

Polina Proutskova (Goldsmiths College, London): ‘Transmission and Performance of Russian Traditional Music in Today's Russia and Beyond’

This presentation will look at the place of traditional Russian folk music in today's Russia and Russian diaspora in Western Europe. It will analyse the transmission of repertoire, knowledge and musical skills. Using video recordings it will exemplify the stages of the transmission process as well as the contexts in which traditional music is performed: by old women who grew up in the local musical tradition; by “secondary” ensembles who acquire their knowledge primarily through field research; by “tertiary” performers who refer to all kinds of information resources including archives, internet and “secondary” ensembles; by non-traditional musical acts (DJs, electronic musicians) that make use of the repertoire and skills of traditional musicians.
Joshua Walden (Merton College, Oxford): ‘Stempenyu Plays and Yidl Fiddles: Representations of the Eastern European Shtetl Violinist in Music for Theater and Cinema’
This paper addresses representations of the violinist of the Eastern European shtetl, or Jewish small town, in music for theater and cinema of the 1930s.  It juxtaposes two musical evocations of the shtetl musician by artists with contrasting experiences of Eastern Europe Jewish life. The first, Joseph Achron’s 1932 Stempenyu Suite for violin and piano, is an arrangement of the composer’s incidental music to a play based on Sholem Aleichem’s 1888 Yiddish novel Stempenyu, about a violinist who earns his living as an itinerant performer.  Early in his career, Achron studied composition and violin at the St. Petersburg Conservatory and was a member of the Society for Jewish Folk Music, an organization devoted to the ethnographic study of Yiddish secular and Hasidic folksong, and the development of a new idiom of “Jewish” art music. At the time he composed Stempenyu Suite, Achron was living in exile in New York.

The paper also examines the 1936 Yiddish musical film Yidl Mitn Fidl, produced by a predominantly Polish cast and crew in a Warsaw studio and on location in the Polish Jewish town of Kazimierz and the surrounding countryside. The movie was directed by Joseph Green, who had moved to the United States from his native Poland to pursue a film career, and starred his American Jewish wife Molly Picon, on her first trip to Poland.  Yidl Mitn Fidl follows a young female violinist who dresses as a boy so she can travel with a klezmer band, performing violin in shtetls throughout the region.

In both Stempenyu and Yidl Mitn Fidl, the violinist is a signifier of the traditional life of the Eastern European shtetl.  Sholem Aleichem and Achron, two artists who left Eastern Europe for New York without plans to return, depict the shtetl violinist as a tragic character, consigned to poverty and disappointment that he cannot afford conservatory training. In the American Picon’s more idealistic depiction of shtetl life, the violin brings her character joy and income in bucolic towns. Despite this contrast, the violin in both works functions at the same time as a symbol of the decline of the shtetl.  Stempenyu’s violin triggers a tragic ending as a young married woman seduced by Stempenyu’s expressive music drowns herself in a river, and he goes mad; and Yidl’s violin provides her ticket to prosperity in America, when she stumbles into fame as a performer in the big city.
Robert Rawson (Canterbury Christ Church University): ‘German Moon, Czech Fire: A Meeting Point of National Perceptions in Eighteenth-Century Music’

This paper focusses on a single musical work, a name-day ode for the Count Johann Adam Questenberg (1685/78-1752) of Jaroměřice in Moravia, composed in 1734 by the Czech musican František Antonín Miča (1694-1744). The work is unusual in that it is divided into two halves, each in a different language.  In the first half, successive recitatives and arias are sung by characterisations of the seven planets, who, in turn, sing the praises of the Count in German. The second half features the four elements (Fire, Earth, Air and Water) each singing in the Czech language. The choice of subjects and languages is significant and reinforces widely-perceived stereotypes of the two language groups at the time. The Germans with their celestial, clockwork reliability (musica universalis) and the Czechs in their earthy and rustic earnestness (musica humana, instrumentalis).  This paper examines these characterisations in the context of their time and further argues that Miča sought to retain certain musical traits associated with each language.
Beatrice Birardi (University of Salento): ‘Italian Futurism as a Place of a Meeting between Western and Southern Culture: The Case of Franco Casavola and Hrand Nazariantz’
In the years after the First World War, the Futurist movement spreads in the South of Italy, where a large number of intellectuals wants to modernize the culture of such ‘provincial’ environment. In Bari (Apulia), the Armenian poet Hrand Nazariantz (an exile since 1915) becomes a leading figure for many young Apulian intellectuals, such as the composer, conductor and music critic Franco Casavola, who is looking for a medium with the modern European experiences. Nazariantz shares with Filippo Tommaso Marinetti, Gian Pietro Lucini and other European poets the same spiritual path from symbolism to esoteric issues, such as the adherence to Rosacroce. Casavola, back from the war, meets Nazariantz and thanks to him he joins the Futurism and the Rosicrucian movement.

This study intends to investigate the poetic-musical-esoteric relationship between the two artists, revealed first of all by some music works: 2 lieder for voice and piano, Muoio di sete (from La tristezza delle rosee nudità included in the oriental-inspired long poem “Vahkna”) and Douceurs sans paroles; a ballet Lo specchio (from the narrative poem dedicated to the Rosicrucian symbol: the miroir). We also take into account: several letters written over the whole life between the two artists; the intellectual collaboration for two interesting papers, «Humanitas» (meeting place between futurist music and esoteric issues from 1911 to 1924) and «Graal» (literary review founded and directed by Nazariantz in the Fifties). 

This research is supported by the precious documentary kept in the archives of two artists (“Archivio Casavola” – Biblioteca Santa Teresa dei Maschi, Bari, Archivio Hrand Nazariantz – Centro conversanese ricerche di storia ed arte, Conversano - Bari).

Philp Bullock (Wadham College, Oxford): ‘Sibelius and the Russian Traditions: Northern Europe between East and West’
In this paper, I shall trace the historiographical and musicological implications of looking at the music of Jean Sibelius in relation to Russian music of the second half of the nineteenth century, and particularly the potential influence of the St Petersburg tradition and the role of Rimsky-Korsakov. For obvious reasons, the narrative of Finnish cultural and political self-realisation has often downplayed the complex and profound set of interactions that took place between Russian and Finnish artists. This paper will bring these connections to the foreground of the debate, before moving on to argue that Sibelius's own relationship to Russian music offers a prism for understanding the tension between the 'national' and 'universal'. Finally, I will suggest that an awareness of the Russian elements in Finnish national(ist) culture not only complicates our understanding of 'nordic' national identity, but similarly reorients Russian culture as part of a broadly conceptualised 'northern' realm, rather than as some eastern or even oriental element in the European cultural make-up.

Ivan Moody (CESEM – The New University of Lisbon): ‘Interactions between Tradition and Modernism in Serbian Church Music of the 20th Century’

While the question of modernism and its “moderation” (“gemässigte Moderne” in the terminology given circulation by Hermann Danuser, following Adorno's pejorative use of it
) in the context of Serbian music has recently been the object of a significant amount of recent scholarly attention
, little attention, particularly outside Serbia itself, has been accorded to the country's substantial and very rich production of church music during the course of the 20th century.  

This is in large part on account of the perceived disparity between the traditions of Orthodox ecclesiastical art and the modernist agenda.  However, the work of composers such as Petar Konjović (1883-1970), Stevan Hristić (1885-1958) in this field, while profoundly indebted to the tradition established by Kornelije Stanković (1831-1865) and Stevan Mokranjac (1856-1914), cannot be seen as separate from their concert music, which in large measure fits within the category of “moderated modernism,” while the work of Ljubica Marić absorbs the tonal foundations of Serbian church music, the Osmoglasnik, into an overtly modernist oeuvre.
  

The present paper is an attempt to place these approaches both within the Serbian context and within the larger context of the dialogue between modernism and Orthodox spirituality, and discusses the implications of both for composers of church music in Serbia today.
Katy Romanou (University of Athens): ‘Petrushka Must Learn to Dance the Zeibekiko’
“Petrushka must learn to dance the zeibekiko and we should definitely convince Romeo and Juliet to die from now on at the sounds of a khasapiko”. This was kind of a humorous abstract given by the painter Yannis Tsarouchis at one of the meetings held in 1950 for the foundation of the “Helleniko Chorodrama”, a Greek modern dance company led by Ralou Manou. This Greek feminine Diaghilev drew around her promising young artists (dancers, musicians, painters and poets), some of whom were following the most advanced trends in the West, who collaborated for the group’s impressive emergence in Athens in March 1951.  The composer Manos Chatzidakis was a leading figure; his personal taste and ideas influenced significantly the group’s style and his music accompanied some among the most successful ballets, including two great hits, The Six Popular Paintings and The Cursed Serpent.

The former was a suite of six episodes from everyday life in poor urban neighbours of Post Civil War Greece, inspired from the verses of six rebetic songs composed by Vassilis Tsitsanis. The music was an adaptation of the songs, written by Manos Chatzidakis and orchestrated by Argyris Kounadis. 

The latter was a ballet inspired from Karagiozis, the hero of a popular shadow-puppet play (practised in Asia Minor, the Northern coast of Africa and the Balkans), that Greeks adopted from the Turks (where the hero’s name is Karagöz) in the 19th century, adjusting the play’s typified characters and plots to a fusion of popularised Greek mythology, history and topicality.

Like Petrushka, the two ballets of the “Helleniko Chorodrama” were not inspired by “pure” folk music but by an urban kind that was considered, up to then, an adulterated and degenerate form, banal and trivial, unworthy to represent the character of the nation.

Upgrading contemporary urban expression to an art able to inspire artists and produce aesthetic enjoyment to audiences  aware of Western developments in the arts, was like extinguishing the conscience of decadence produced by those urban creations to the better educated among the potential public of the “Helleniko Chorodrama”.

To sum up, the paper proposed deals in particular with the influence of a Russian group transformed through its Parisian insemination, upon Greek artists who did neither reject the Turkish influence nor did they question the purity of the urban folk. It deals in general, with a multi-channelled and multi-directional procedure of influences. It examines unconsciously received influences and selected influences, influences exhibited by the artists themselves and influences undesirable but active nonetheless.
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Rosamund Bartlett is currently Visiting Fellow at the Music Department at King’s College London. Her books include Wagner and Russia, and Chekhov: Scenes from a Life.  She has contributed to the New Grove Dictionary of Music and Musicians and The Cambridge History of Russia, and has also worked as a translator.  Her annotated translation of the libretto of the Futurist opera Victory over the Sun is forthcoming in 2010 in a volume co-edited with Sarah Dadswell.  Current projects include The Cambridge Companion to Russian Music (as editor) and Opera in Russia: A Cultural History.  She co-founded the BASEES Study Group for Russian and East European Music with Pauline Fairclough in 2005.
Beatrice Birardi is a PhD student of University of Salento (Puglia, Southern Italy) on ‘History and Analysis of Musical Works’. In 2003 she graduated in Percussion at the Conservatory of music ‘Niccolò Piccinni in Bari’, and in 2006 she obtained her second level degree at the University of Salento with a thesis about the lieder of the futurist composer Franco Casavola. She works as a musician in different musical situations, such as classic and popular ones, with various ensembles. As a researcher, she took part in various conferences and seminars, such as the Fourteenth Annual Conference of the Italian Musicological Society (2007) and International Conference on Music and Film at the University of Rome (2008). She has published some transcriptions for percussion instruments, as well as musicological essays on the lieder of Poulenc and Brahms and on soundtracks of Italian documentaries of the Fascist period. Her research fields are: music and spectacle history of twentieth-century music, film music, music and mass media, musical discography and videography.
Philip Ross Bullock is Fellow and Tutor in Russian at Wadham College, Oxford. He is the author of Rosa Newmarch and Russian Music in Late Nineteenth and Early Twentieth-Century Britain (2009), and is currently working on an edition of the letters of Newmarch and Jean Sibelius. He has published widely on aspects of nineteenth- and twentieth-century Russian literature and music, and was the winner of the 2009 Philip Brett Award of the American Musicological Society for his article, 'Ambiguous Speech and Eloquent Silence: The Queerness of Tchaikovsky’s Songs', 19th-Century Music, 32 (2008). He is also a keen pianist and organist, with a particular interest in the Russian song repertoire.
Jesse A. Johnston is an Instructor of Ethnomusicology at Bowling Green State University (Ohio, USA). His primary research is centered on traditional music and the cimbalom in Moravia (Czech Republic). He conducted research in Brno and Moravia from 2005 to 2006 with the support of a Fulbright grant, a Kohn Doctoral Fellowship (Masaryk University), and a Regents Fellowship (University of Michigan). He has presented research at conferences of the Czech and Slovak Society of Arts and Sciences, the international musicology colloquium at Náměšť nad Oslavou, the American Association for the Advancement of Slavic Studies, the Society for Ethnomusicology, the Stearns Collection of Musical Instruments, Charles University, and the University of the Philippines. His articles and reviews have appeared in the journals Kosmas and Asian Music, and he currently has an article forthcoming in the Journal of the American Musical Instrument Society. He completed a Ph.D. in musicology at the University of Michigan in 2008 with a dissertation titled “The Cimbál in Moravia: Cultural Organology and Interpretive Communities.”
Ivan Moody, Ph.D (b.1964) is a composer, conductor and musicologist.  He studied music and theology at the Universities of London, Joensuu and York. His music has been performed and broadcast all over the world, and recorded on labels such as Hyperion, ECM, Telarc, Warner Classics and Sony. His largest works to date are Passion and Resurrection (1992) and the Akathistos Hymn (1999).  Recent works include Ravenna Sanctus, written for Chanticleer (2006), Stabat Mater (2008), commissioned by the Oslo International Festival of Church and Music and Moons and Suns (2008), commissioned by Ars Nova Copenhagen and the Raschèr Saxophone Quartet.  

He currently holds a research fellowship at CESEM - Universidade Nova, Lisbon. Forthcoming publications include an article on Serbian Church music in the 20th century, studies of spirituality in the music of Ljubica Maric and Arvo Pärt, and an examination of the work of the Bulgarian composer Petar Dinev.  He is a priest of the Ecumenical Patriarchate of Constantinople, and currently Chaiman of the International Society for Orthodox Church Music (www.isocm.com).

Polina Proutskova is a PhD student at Goldsmiths College, Univ. of London, working in the field of computational ethnomusicology. She has been conducting field research in various regions of rural Russia for several years. She received an extensive training in traditional Russian singing with Natalia Silina from the Musorgsky Academy of Music in Saint Petersburg. In 2004 she founded Polynushka – an ensemble for authentic Russian folklore in Berlin which received the most prestigious musical award in German-speaking countries for its first CD. She also sings with ETO_X, a jazz/drum&bass collective who base their music on traditional repertoire from Russian villages.

Robert Rawson is a musicologist and performer with a special interest in music before 1800, especially Czech music.  He was published widely on Czech music subjects in book chapters, conferences, recordings, radio broadcasts, concerts, journal articles and is currently writing a monograph on Czech musical style c. 1650-1750.  He is a Senior Lecturer at Canterbury Christ Church University.
Katy (Ekaterini) Romanou, Associate professor of musicology at the Music Department of the University of Athens, was born in Athens (1939). She joined Dimitri Rondiris’  Piraikon Theatre in its world tours (1958-1969), was music critic for the daily He Kathemerine (1974-1986) and teacher in several music conservatories in Greece. She has done considerable research on various aspects of Greek music. Her books include (in Greek language; titles given in translation): Wandering National Music 1901-1912. Greek music periodicals as a source for the research of Neohellenic music, 2 volumes, Cultura: Athens, 1996; History of Neohellenic Art Music, Cultura: Athens, 2000; The music library of Corfù’s Philharmonic Society, Cultura: Athens, 2004; Greek music in the Olympic Games and the ‘Olympiades’ (1858-1896),  Ministry of Culture/Cultura: Athens 2004; Greek Art Music in Recent Times, Cultura: Athens, 2006; (In English): Katy Romanou, editor, Serbian and Greek Art Music. A Patch to Western Music History (Intellect: Chicago, 2009). She is associate editor for Greek language in RIPM (Répertoire International de la Presse Musicale Retrospective Index to Music Periodicals, 1800-1950/). She is member of the editorial board of the periodical Musicologia (published in Athens).

Jim Samson is Professor of Music at Royal Holloway, University of London. He has published widely (including seven single-authored books, and seven edited books) on the music of Chopin and on analytical and aesthetic topics in nineteenth- and twentieth-century music. He is one of three Series Editors of The Complete Chopin: A New Critical Edition (Peters Edition, in progress). In 1989 he was awarded the Order of Merit from the Polish Ministry of Culture for his contribution to Chopin scholarship, and in 2000 he was elected a Fellow of the British Academy. Among his recent publications are The Cambridge History of Nineteenth-Century Music (Cambridge, 2002), Virtuosity and the Musical Work: The Transcendental Studies of Liszt (Cambridge, 2003), which was awarded the Royal Philharmonic Book Prize in 2004, and (with J. P. E. Harper-Scott) the textbook Introduction to Music Studies (Cambridge, 2008). His edition of the Chopin Ballades (Peters Edition) was awarded the 2009 'Edition of the Year' in the International Piano Awards.
Anna Stirr is a Mellon Postdoctoral Fellow in Ethnomusicology at St. Johns College, Oxford. Her research focuses on dialogic singing, gender, and sociopolitical changes in Nepal. Her articles have appeared in Ethnomusicology, World Literature Today, and several edited volumes. She received her PhD from Columbia University in 2009.

Joshua Walden is a Junior Research Fellow at Merton College, University of Oxford. He has held a Junior Research Fellowship at Wolfson College, Oxford, and an Edison Fellowship at the British Library Sound Archive. Walden earned his Ph.D. with Distinction at Columbia University. His articles appear in Musical Quarterly, Journal of Musicological Research, Journal of Modern Jewish Studies, Journal of Music, Sound, and the Moving Image, and the edited volume Genre in Eighteenth-Century Music. He has published and forthcoming book reviews in Current Musicology, Musica Judaica Online Reviews, Notes, Journal of Modern Jewish Studies, and Musica Humana. He has performed as a violinist in venues around New York including Weill Auditorium at Carnegie Hall, and in the San Francisco Bay Area.

� See various essays in Theodor Adorno, Essays on Music, ed. Richard Leppert.  Berkeley, etc: University of California Press, 2002, especially “The Aging of New Music” and “On the Social Situation in Music” and Herman Danuser, “Tradition und Avantgarde nach 1950” in Reinhold Brinkmann, ed., Die Neue Musik und die Tradition, Veröffentlichungen des Instituts für Neue Musik und Musikerziehung Darmstadt, 19, Mainz, 1978, 22-54.


� See, for example, Melita Milin, Les compositeurs serbes et le nationalisme musicale.  L'évolution desapproches créatrices in Georges Kokkonis, ed., Création musicale et nationalismes dans le Sud-Est européen, Études Balkaniques 13, Paris: de Boccard, 2006, 127.146, Ivana Medić, “The Ideology of Moderated Modernism in Serbian Musicology”, in Muzikologija 7, 2007, 279-294 and  Vesna Mikić, “Aspects of (Moderate) Modernism in the Serbian Music of the 1950s” in Rethinking Musical Modernism, ed. Melita Milin and Dejan Despić, Serbian Academy of Sciences and Arts, Belgrade, 2008, 187-194.


� Ivan Moody, “Aspects of Spirituality and Modernism in the Music of Ljubica Marić”, paper read at the conference Spaces of Modernism: Ljubica Marić in Context, Institute of Musicology, Serbian Academy of Sciences and Arts, Belgrade, November 2009 (forthcoming 2010).





PAGE  
1

