Red Strains: Music and Communism outside the Communist Bloc after 1945

CONFERENCE PROGRAMME

NB: The Gallery, Auditorium, Lecture Room and Council Room are located on the first floor.
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Friday 14 January
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Saturday 15 January
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Keynote papers

GIANMARIO BORIO (University of Pavia): Eurocommunism and the politics for music [Sat 15 Jan,
11:30]

The joint declaration issued by the secretaries of the three largest Communist parties in Western Europe

¢ Enrico Berlinguer, Georges Marchais and Santiago Carrillo ¢ following talks held in Madrid in March

1977 expressed convergence on the goal of buildind & ySg &a20ASdie o6l aSR 2y
and social forces and the respect, safeguarding and development of all intellectual and collective
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and artistic movements in the political education of citizens in the three countries. In the phase leading

up to the extraordinary success of the PCI [Italian Communist Party] in the regional elections of 1975,

when it totalled a third of the votes cast, the party had significantly attracted the support of many

writers, filmmakers, artists and musicians.

This process of aggregation, involving a contamination of the Marxist-Leninist roots of the PCl with other
philosophical and political traditions, had been inaugurated by Palmiro Togliatti at the end of the Second
World War and was accelerated by the 1968 protest movements. A whole range of issues were raised by
the New Left, including rejection of oligarchic political structures (in particular following the invasion of
Czechoslovakia), anti-militarism, feminism, critiques of conformism and the family, opposition to
segregating psychiatry and support for ecology and new life styles; they influenced directly or indirectly
the evolution of the PCI. The decade 1966-1976 was characterised by a marked presence of music at
political demonstrations and, at the same time, by the widespread politicisation of musicians of all
genres. In my lecture | will investigate the reciprocal relationship between music and politics during this
turbulent phase of the Italian Left; the presentation draws on audiovisual recordings spanning Luigi
Nono, Giorgio Gaslini, Severino Gazzelloni, the progressive rock band Area and some of the political
songwriters.

ANNE SHREFFLER (Harvard University): Music Left and Right: A Tale of Two Histories of Progressive
Music [Thurs 13 Jan, 11:00]

For most of the twentieth century, musicalf | y3dzZ- 3S 6SOFYS | o6Fddft SANRdzy R
modernization processes in general. Social debates about the modern and the traditional, the

conservative and the progressive, the accessible and the elite were projected onto musical debates, with

very real consequences for how people composed, performed, organized, and received music. Political

thought figured into these debates, often becoming a driving force in musical production and reception.

Socialist and Communist politics have been represented throughout the twentieth century by a wide
variety of musical techniques. Sometimes these are polar opposites. In the United States, for example,
left-wing positions have usually been associated with tonal, neo-classical music. Yet neo-classicism was
elsewhere widely considered to be a politically and artistically regressive style. Likewise, in the U.S.,
particularly after World War 1l, atonality and twelve-tone or serial music signified Western (capitalist)

ARSIFEa 2F FNIAAGAO T NDBSSREY A RIAKAYEES GASNIO d2NERULSS/ aSdYQBf 2

explicitly Marxist, anti-Fascist positions.



In this paper, | shall ask: what kinds of music have been considered to exemplify left-wing thought in
Western (non-Communist) countries at different times and places? What forces created and sustained
the associations between musical idioms and political ideas? How has politicized music been treated in
Western historical accounts, and how have these historiographical narratives shifted since the end of
the Cold War?

Here ideology can only take us so far. Sometimes a musical direction is initiated and sustained by a
powerful individual (such as Virgil Thomson, from whom the title quotation is taken) or by institutional
forces more than by a political philosophy. More interesting than the simple identification of how
musical style has been mapped onto politics are the debates that arise in the process: music, as a
powerful symbolic force, is contested territory for many types of political and personal identification.

a dzi A OA I yFA 12 Jan, 11:908 €

Konrad Boehmer studied composition with Gottfried Michael Koenig and philosophy, sociology and
musicology at the University of Cologne. In 1966 he moved to the Netherlands; from 1972 he taught at
the Royal Conservatory in The Hague, first as was professor of music history and theory and then as
director of the Institute of Sonology. He is composer of numerous electro-acoustic, stage and
instrumental works which have been performed around the world. In the 1970s he had involvement
with the Kommunistiese Eenheidsbeweging Nederland and the Kommunistische Partei Deutschlands,
and worked on Vietnam committees in Germany, the Netherlands and other countries.

Ernie Lieberman (also known as Ernie Sheldon) was associated with People's Songs and People's Artists

in the 1940s and 50s and was one of the first musicians to record on the Hootenanny label. He sang with

Paul Robeson and Pete Seeger, amongst others. A lyricist as well as a performer, he wrote many songs

for moviesinthe1960s.¢ KS 06Sad (1y2s6y 2F (KSasS Aa a.loex ¢KS
Gateway Singers and The Limeliters, and an early editor of the folk music magazine Sing Out!.

Giacomo Manzoni studied in Messina, then at the Milan Conservatory and simultaneously in modern
languages and literature at the Universita Bocconi. From 1958 to 1967 he was the music critic of the
daily newspaper of the Italian Communist Party [ Q !ayadd during the same period undertook
influential Italian translations of Adorno and Schoenberg. Since 1962 he has been a sought-after
composition teacher at the Milan Conservatory, the Bologna Conservatory and the Fiesole School of
Music. He is composer of many theatrical, choral, orchestral and chamber works, including notably
Parole da Beckett (1970¢71) for which he won a UNESCO prize, and the opera Doktor Faustus (1988).
Performers of his works include Maderna, Pollini, Abbado, Muti, Svoboda, and Bob Wilson.

In Conversation [Fri 14 Jan,2:00]

Chris Cutler is a percussionist, composer, lyricist and writer. He was a member of avant-rock group
Henry Cow between 1971 and 1978, after which he co-founded international groups including Art Bears,
News from Babel, Cassiber and The Science Group, and was a member of American bands Pere Ubu, Hail
and The Wooden Birds. He founded and runs the independent label and distribution service
ReR/Recommended and, until 1991, the East European specialist label Points East. He is editor of the
New Music magazine Unfiled, and author of the book File Under Popular and numerous articles.



Parallel session papers
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Volkslied for unlimited number and type of instruments (1971) was the first work by Louis Andriessen to

show the clear influence of American minimalism. It is a study in gradual process: the Dutch national

FYGKSY W2 AxfKSftYdzaQ Aa LXIFT@SR Ay dzyAazys (GKSy NBLIS
altered until the melody has been wholly transformed A y 12 G KS WLYGSNYIF GA2y I fSQ®
that the piece was for players, not listeners, and posted advertisements for amateur musicians to join

GKS FTANRG LISNF2NXIYyOSd ¢KNEA|IWRSYDINBAYVIERAA K KLINKIS
polemical metamorphosis of nationalist royalism into internationalist communism to make a clear

political statement.

The work is not fully understood, however, without reference to a larger context involving consideration

of the contemporary status both of theDutcK Y I GA2y It T yYiKSY yR GKS WLY
O2yaARSNE (KS aA3ayAFAOIyOS 2F G(KS GSNXY wg2flafa
anthems but raises an ambiguity, much discussed by Dutch commentators on the Wilhelmus, between

YdzAA O W2FQ GKS LIS2LXS YR YdzaA O KIFIYyRSR wiz2Q (G4KS LJ
the occupation added to its ambivalent status in the post-war Netherlands. | then turn to address the

standing of labour songs in the Netherlands at the start of the 1970s. Particular attention is given to the
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for its broadcasts of new versions of historic labour and protest songs. Of particular significance is van
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VIRGINIA ANDERSON (University of Nottingham): The Main Trend(s) in the World: Marxist-Leninist
Ideology and British Experimentalism [Sat 15 Jan, 9:30-11:00]

The sudden, Pauline conversion of nearly half the composers and performers of British experimentalism

from Cagean aesthetics to Maoism took no more than a few weeks. Their best-known composer,

/| 2Ny St Adza / F NRSg> OFftftSR Al (GKS WoiBrisa 6 A 1 OKQ® ¢ K
experimentalists followed a disastrous tour of the Scratch Orchestra in June 1971 and Discontent

Meetings (at which the case for Marxism-Leninism was strongly presented) in 23-24 August. Within

months, the Scratch Orchestra presented concerts of two halves: one experimental, one political; in

1973, the Orchestra was entirely Maoist and only incidentally a musical organisation; in 1974, Cardew

published an anthology of his political writings in Stockhausen Serves Imperialism. The Promenade

Theatre Orchestra, a minimalist quartet associated with the Scratch Orchestra, broke up acrimoniously

Ff2y3 LIR2tAGAOLI f fAYySa Ay 2yS yAIKG AY MdpTtoT a2YS
funeral in 1981. Some former experimentalists quit music entirely for political action; some, notably

Cardew, found their time taken from music to activism and even prison.

This story appears to display a classic case of a Marxian conjunctural crisis; it was presented as such by
Scratch Orchestra Marxists at the time. If only it were so simple. It can be hard to tell whether this was
a break, an opposition, or a simple divergence of two lines of thought. Cultural factors unique to this

6



group and changeable over time will be discussed, including an ideology that was adapted from Maoism
and thence from Hoxhaism and other anti-revisionist thought. It also depends upon the associated
aesthetics of political and non-political groups, including Cagean field history, American
experimentalism, the Communist Party of Canada (Marxist-Leninist) as well as the Western
counterculture of the early 1970s. These backgrounds, too, will be explored.

ANTHONY ASHBOLT and GLENN MITCHELL (University of Wollongong): Music, the Political Score and
Communism in Australia: 1945-1968 [Thurs 13 Jan, 4:00-6:00]

Throughout the 1940s and 1950s, and into the Sixties decade of rebellion, the Communist Party of
Australia (CPA) developed significant relationships with cultural and artistic interests. Theatres, drama
groups, trade unions and artists worked with or for the CPA. The NSW Branch of the Waterside Workers
Federation established a film unit which through screenings on work sites not only documented the
struggle between labour and capital but provided strategies and tactics for that struggle. Noel Counihan
and Roy Dalgarno and other Social Realist painters produced works for and because of their CPA
membership. While relationships between theatre, film-makers and artists are well-documented, the

t I NI @ Qa Nofmhal andl infyfriiaKcvitdanusicians have attracted relatively little attention.

The New Theatre, closely associated with the Party, produced many plays about social and political
issues but perhaps none fed into the Australian radical psyche as much as the 1953 musical Reedy River.
This stirring musical, signalling a domestic folk revival, chronicled the birth of the Australian trade union
movement. It is one example of the contribution that music made to building and sustaining a radical
political culture in post-war Australia.

This paper examines ways in which the CPA worked with and through music to foster international
solidarity and domestic political consciousness. Particular attention will be paid to roles played in jazz by
The Graeme Bell Band (including its part in the 1947 Prague World Youth Festival and continuing
influence in Czechoslovakia), the drummer and journalist Harry Stein as well as the folk singer Don
Henderson. There was an extraordinary concatenation of characters both within and on the fringes of
the CPA involved in the development of a radical musical/political culture. This paper is a partial
contribution to the analysis of that culture.

KEVIN BARTIG (Michigan State University): The National Council of American-Soviet Friendship and
the Cultural Cold War [Sat 15 Jan, 9:30-11:00]

The historiography of Cold2 | NJ YdzAA O f 2y 3 | Oly26f SRISR (62 2LII2AA

serialism and Eastern Socialist Realism, the former allied with capitalism and the latter with

communism. Recent scholarship, however, has uncovered micro-narratives that challenge this binary.

The New-York-based National Council of American-Soviet Friendship (NCASF), which helped initiate

American-Soviet cultural diplomacy in the immediate post-war period, is one entity that does not fit

comfortably inthe binarym2 RSt @ 2 A 0K GKS &dzLIR2 NI 2F GKS !'o{od {0}

YSYOSNI YdzaAO O2YYAGGSSsY LRLMzZ I G§SR gAGK YIyeg 02YYdz
performances that foregrounded American-Soviet musical connections. This cohort of prominent

musicians, such as Serge Koussevitzky, Aaron Copland, Elie Siegmeister, and Benny Goodman,

circumnavigated growing American anxiety over communism with rhetoric claiming deep connections

0SG6SSYy O2yGSYLRZNINE {20AS0 | wBYSUEANA gRY RE&EIATAD S
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Iron Curtain. The NCASF also established relations with the Soviet All-Union Society for Cultural Ties
Abroad (VOKS) so that it came to invite Soviet groups and artists such as the Bolshoi Ballet, Vladimir
Ashkenazy, and Sviatoslav Richter to the U.S. in the fifties, the first entity to do so.

5Nl ¢Ay3 2y fFNHSt@& dzyalidzRASR | NOKA@GIE YIGSNRFTf &xX
ineffective in winning American support for communism, did manage to detach cultural politics from

geopolitics. This rhetoric, seemingly improbable in the post-war political climate, moreover

demonstrates the heterogeneity of musical discourse in the late 1940s and 1950s and reveals a segment

of the American cultural intelligentsia whose understanding of contemporary music complicates and

enriches our picture of early-Cold-War music outside of the Communist Bloc.

ELISE BONNER (Princeton University): Samuel Goldwyn, Aaron Copland, and the United States
Government: Developing a pro-Soviet Aesthetic in Hollywood [Sat 15 Jan, 9:30-11:00]

In 1943, three of the largest Hollywood studios released pro-Soviet films aimed at fostering sympathy

amongthe Americk Yy LJdzof AO F2NJ GKS ! yA (SR ({ThelNirtBSiaQdepicks PA S | €
life on a Soviet collective farm just prior to and following the Nazi invasion. The United States

government influenced every phase of the filmmaking process and Aaron Copland, who had been

G2NlAYy3 F2NGKS {GFGS 5SLINIYSYld aAyOS mpnmz O2YLJ
Manual for the Motion Picture Industry, published in 1942, encouraged films both to educate the

American public about their allies and inform these allies about the United States. Thus, although

fosteringpro-{ 2 @A S0 a&YLI GKe& g & {THNorthstdr WaQdistrihutditor F NB 32| £ 3
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Soviet Union.

To accomplish both goals, the film had to locate a middle ground where State-approved Soviet and

American values were aurally and visually indistinguishable. Contrasting with the following decades, the

United States government was interested in promoting the similarities between American and Soviet

Odzft GdzNB NI} 6 KSNJ GKIy SELX 2AGAy3 GKSANI RAFFSNBYyOSa
YdzaA Ol ft& o0& AYyUSNBSI JAy3a KA A& otdlstirdhlsr®. ihihéhghdha Y LI2 4 SR
YVdzZYOSNI 2F / 2LX I YRQA dzyl GONROdzISR 02NNRBgAYyIEA FTNRY
score includes both American and Soviet musical traditions to create a final product that would be

acceptable within two antinomic systems. Moments before the Cold War began, Copland demonstrated

that the United States and Soviet Union were not culturally antithetical. Despite having the
I32@SNYYSyliQa adzZR2NIX o6& (GKS RSOFRSQAHMs¢dUn: 2 LY | YR
American Activities Committee regarding their alleged communist activity on this film and the search for

a middle ground concluded.

0]

JOANNA BULLIVANT (University of Nottingham): Communist Anti-Colonialism: Empire and
bl GA2Y Il f A&Y TheySughrfReagefSat dzdak, @@0-6:00]

Assessments of the English communist composer Alan Bush have focused on his ambivalent position

within English musical lifeco 2 G K & + O2YYAGGSR O2YYdzyAald FyR ol Fi
composer during a period of increasing musical internationalism in Britain from 1959 onwards. Almost

no attention has been paid to the larger colonialandimpeNA | £ O2y G SEG 2F . dzZda KQ& Ydz



this a lifelong concern for Bush, but may also offer a richer context for considering traditional
RSaA3Ayl GA2ya 2F KAa YdzaAO | a WLREAGAOFEQ 2N Wyl (A

This paper shall offer a preliminary considerationof i KS &S A &dadzSa GKNRdAAK |y S ElFY
opera, The Sugar Reapers. Set in the colony of British Guiana, the opera was inspired by the 1953 first

free elections, which delivered powertotheleft-g Ay 3 y I GA2yFf Aald t S2.mfeSQa t NP
G62N] NIAasSa O2YLX SE A&dadzsSa Ay NBfLdGAzy G2 GKS adgtl
occupies an interesting political position given the ambivalent position of its subject in relation to the

East-West confrontation. A critical issue for the US and UK governments was whether the PPP would

ONBIiGS I WwWaSO2yR /dolQ AY . NAGAAK DAYyl ® DAGSY
Guiana in 1957 by the British Governor (eventually visiting in 1959), and that the opera was eventually

produced in East Germany, how did his opera intersect with these complex political questions?

Secondly, the opera raises intriguing questions concerning nationalism and national identity. Bush both
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. dzA K Q& ¢bsihatidhdl cdzkp&er, Communist and British subject ¢ be understood?
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perspectives on politics or nationalism in his music, but may also invite preliminary consideration of the

importance of the vanishing imperial world in the imagination of Communist artists embracing

nationalism in the post-war period.

MARIO VIEIRA DE CARVALHO (Universidade Nova de Lisboa):Fernando Lopes-Graga (1906-1994):
Between Political Engagement and Aesthetic Autonomy [Thurs 13 Jan, 4:00-6:00]

The Portuguese composer Fernando Lopes-Graga (1906-M (pdpn 0 X d - / 2YYdzyAald aiAyoS
was born in the earlier Jewish ghetto of Tomar, a small city where he began his musical education, and

where he began also later (about 1928) to engage in political activity (as the founder and director of a

radical newspaper and as a member of the local Communist Organization). In the meanwhile he had

brilliantly completed the courses of Piano and Composition at the Conservatorium of Lisbon. Arrested in

1931 and 1936 due to his political militancy, was exiled to Paris in 1937. Back to Portugal in 1939 (under

a fascist-type dictatorship since 1926), he continued to be barred from holding office in public

education, was even prevented from giving private lessons, and had great difficulty in performing his

works in the context of the official concert life. Nevertheless, Lopes-Graga always remained very active

020K YdzZAAOIffe&s (KNPR&SKASY20INE A YUIWANBS I a0 2 dzyOle YN\
director, musicologist, music journalist, etc., and politically, by conspiring against the regime until the

revolution of April 25 (1974) and then assuming openly his membership in the Communist Party until his

death.

Lopes-Graga was one the most notable Portuguese intellectuals of his time, with a vast literary culture

and openness to different aesthetic currents of modernity. In the early thirties he collaborated, for

AyaialyoSs chy awt2NRBANYVRa@ligE LISNA2RAOFE Ay $KAOK KS L
and piano on poems of Fernando Pessoa¢l YR dal YAFSa 263 | Y2NB az20Al e
Ay sKAOK KS RSTFAYSR NI Fa&a aly26tSR3ISE Ay 2yS 27



This is the biographical background from which Lopes-Graca developed a truly peculiar relationship

between the sphere of music and the sphere of politics, as | will try to demonstrate, by distinguishing

OSUQISSY KA a aLJNJSaS;/uI u7\2yl fé YdzaaOx (2 oS 3AAGSYy A
GO2ftf2ldzA I £ Y dza A O adIibitumzay cénfnondpetmyledn politjcdRmektlhgs, & S R

demonstrations, or at home.

STEPHEN CHASE (London): Music as political education¢/ | NRS ¢ Q& W/ FR14JarQ400- / 2y OS NI
5:00]

In 1973 composer Cornelius Cardew staged a concert in Berlin in which, with a small ensemble, he
performed recent pieces by his close colleagues Christian Wolff and Frederic Rzewski. Cardew used the
event as an opportunity to engage the audience in a critical discussion of the music focusing on its
relevance or usefulness in terms of the revolutionary politics (variously Marxist and Maoist in
inspiration) each composer wished to communicate through their music at this time.

These composers had exchanged ideas since the late 1950s, operating at the centre of developments in

European and American experimental music. In the early 1970s, however, each took a decisive turn

towards making their music more directly or conventionally communicative in an attempt to make their

political idealscleari 2 'y | dZRASY OS® 9 OK O2YLIRASNRQ WwWazfdziazy
by the pieces performed (Accompaniments (1972) by Wolff, and Coming Together/Attica (1971) by

wi Sga1A0 YR /FINRS6Qa 26y Ydza A O cadiffereticksSetwieeh &8 > NB S
GKNBS odzi Ffaz2 GKS RAFTFSNByOSa Ay (GKS ylFdd2NB FyR

In this paper | evaluate the different political and musical intentions surrounding the event, and the

GKSYSa IyR STFSOGa 27F lehsBickdpdageck (Qrawing/alsoNigoh Adarib a&ny 2 . N
.SYye2lYAY QA NBALRYASA depastodsGapiouoke diskuysionabodt tBdpolikc§ Y I RS
and aesthetics of the play and its relationship with current events, as conveyed by the dialectic

interaction of content and form of the play and the manner in which it was to be performed. And |

exaY AYS GKS RAFf23dz2S adzZNNRdzyRAy3d GKA& O2yUNROSNEALI
subsequent report of it in his essay Stockhausen Serves Imperialism (1974), and contemporary

correspondence between Cardew, Wolff and Cage.

PAULINE DRIESEN (Kathof A S1 S | YAGSNBEAGSAG [ Sdz@SyoYa! a 2dzNJ YI NX
+f F RAYANI al & | 2 dlatdliéran2aL96(Ttaks WAan, B:@F: 201 &

The Italian composer Luigi Nono (1924-1990) always acted out of the rationale that, as an artist, he had

a responsibility both to history as well as to society. According to Nono, every manifestation of artistic

expression had to derive directly from an historical analysis on the one hand, and from ethical or

political grounds on the other. However, Nono believed that his compositions would only have a

genuine impact on society if they applied the most advanced musical techniques available.

This strongly committed notion of the artistic self reflects the political philosophy of Antonio Gramsci,

cofounderoftK S L GFf ALYy O2YYdzyAaid LI NIleé 2F gKAOK b2y2 KI I
communist stance ¢ in se a humanist socialism ¢ was clearly defined by the specifically Italian form of
O2YYdzyAaYd | & &adzOKXI KAA& 26y WO2 YifedalckedldittnethdR S| & 4 2 dz
then governed in the Soviet Union itself. Nonetheless, in his compositions Nono often went back to the

beginning of the Soviet communist movement, and to the Russia of the Revolutions. He was especially
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fascinated by the Russian avant-garde theatre that had played a major role in the build-up to these
revolutions. In particular, the oeuvre of Vladimir Mayakovsky (1893-1930), one of the central figures
within this agitprop-theatre, exerted an important influence on the composer.

ThAa LI LISNJ F20dzaSa 2y al &l 12 @a ] btdleranza $960f(1685)y OS 2y b 2
alél120ai1eQa AYyTtdzsSyOS YlIyAaAFfSada AdasSt¥F 2yid2 (g2
Mayakovsky. Through this the ideological stance of the latter enters the work of the former. Second,

Intolleranza 1960 was the first concretization of the new form of music theatre that Nono had been
RSOSt2LIAYy3a Ay (GKS FAFGASAaZT yR KS Ot SFNIeée |adaixvYaf
into this new form.

ERIC DROTT (University of Texas, Austin):Musicinthe Cs 1S RS  {Tlfuis bx¥ah, 4700-6:09]

Each year since 1930, Q| dZY,Ith;(drgén@f the French Communist Party, has held a festival on the

outskirts of Paris. Conceived as a way of raising funds for its newspaper,the Cs 4 S RS §aQl dzYl YA UG S
come to occupy a singular place within the culture of French communism, and within the political

culture of France.

CKAA LI LISNI SEF YA LS & SY ®DA,ORidg daBuldr Btteiign taitHe Gears

between 1960 and 1980. From its inception, the Féte was seen to offer both political and financial

benefits. Aprincipal & 2 dzZNOS 2F GKS S@SydaQa LRtAGAOIE @I fdzS 1 @
FY2y3 GGSYRSSad adzAaA 0 41 & AyadaNdzySyart Ay (GKA& N
membership in an imagined (communist) community could be palpably felt. But the kind of collective

experience that the Féte afforded became all the more vital during the period in question, as the Parti
communisteRA A0 yOSR AGaStT FTNRBY NB@2ftdziAz2yl NBE NKSG2NRO
politics. Particularft @ | FOSNJ 0KS WTIAf SR NB@2ftdziaz2zyQ 2F al & Qc
CsiUS RS &#snheday imyoitantompensatory function. It offered participants a presentiment

of the post-revolutionary society that had failed to materialize in everyday life.

ButevenastheCs 1S RS praitledafflkeyng diinGose of social reconciliation, it also registered
the real fragmentation French society underwent during the same years. With the decline of its working-
class electoral base, the party was forced to seek the support of other socio-demographic groups (youth,
professionals, minorities). Here too music played a crucial role, with programming choices reflecting the
need to appeal to diverse constituencies. This paper will examine the interplay of the utopian and
pragmatic functions ascribed to music within the Féte, its status as both a force for community and a
symptom of its disintegration.

BRUCE DURAZZI (Washington University, Saint Louis): The Inner Lives of Texts: Voices, Testimony and
GKS alGSNAFtAGE 2F { 2dzyR A y[Thor2lg BrQ400-000]S OG0 NPy A O a dza

adzOK 27F [ waiktbflectsth2 yftBnpeto square his commitment to the musical avant-garde

with his commitment to the political vanguard and his membership in the Communist Party. As an

aesthetic proposition, the marriage of political texts and themes with complex serial (or post-serial)
O2YLRaAldA2Yy Il f LINRPOSRd:2NBa (GSyYyRSR G2 ONBFGS F FNROI
of communicationt I RA&&2ylFyO0OS 06SGsSSy FT2N¥Y |yR O2yiSydo b
in the 1960s only added to this tension, for the novel electronic sounds were likely to alienate any
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potential working-class audience, and the very equipment he needed belonged to the RAI, an arm of the
02dzNHS2Aa& adlFdSe® b2y2Qa STF2NIa G2 NBRnfBdof S (KSA
human voices among his recorded sounds, and the inclusion of documentary material (texts or

recordings). For instance, La fabbrica illuminata (1964) includes texts contributed by factory workers;

Contrappunto dialettico alla mente (1968) quotes poetry and slogans from the American Black Power

movement; and Non consumiamo Marx, from Musica-Manifesto No. 1 (1969), uses slogans from the

Paris uprisings of 1968 and field recordings from street protests in Venice the same year. The electronic

interventions break down the verbal content and explore the fluctuation between discernible lexemes

and isolated phonemes, enacting the process of rendering text as musical material. By investing in the
YEOGSNRFEAGE 2F GKSAS | O2udmdblilds@strangediyk Betv2ah & OG 4T b2y 2
linguistic meanings and the musical forms to which they contribute. Thus, the electronic medium both
ONEBalGlIftAT SR GKS OSyidNXt O2yFtA0l 2F bz2y2Qa Ol NBS

BEN EARLE (Universityof BINY A Y 3K YO Y WLY 2y 2NB RStfl wSarxaasSyl Il Q
Realism [Sat 15 Jan, 2:00-3:30]

The achievements of the Italian neo-realist movement of the mid 1940s to the early 1950s in the fields

of cinema and literature are well known. But what of the composers of the period? The aim of the

present paper is to direct attention to what seems to have been the single most determined attempt to

create a musical analogue to the acclaimed contributions of film directors and novelists. In his Fourth

Symphony (1950), Mario Zafred (1922¢87), the enthusiastically Zhdanovite music critic on the party

daily[ Q! Yekwiedn 1949 and 56, aligned his work with the theme of the partisan Resistance to

German occupation (and to residual Fascist elements) in the final two years of the war. In 1951, Zafred

LINE A RSR GKS &2dzyR NI O Achitghg! BahdXf agd ofe dblvidud y A Q& wSaaAa
interpretative route into the Fourth Symphony would take its cue from the cinematic re-cycling of
certainoftheworksQ Y I G SNA LI £ & & GKS [|-Garonén¥ctidn. 2k FRBR QA2 { R FNIKR
is not an overtly programmatic work, however, but a well-crafted, sober and compact example of mid-

century classicism.

This is one of only a handful of Italian contributions to the mid-twentieth-OS y (1 dzZNBE  WNXB I f A 420 Q &
genre by no means restricted to composers of the Soviet bloc. Yet if such an affiliation suggests an

F LILINRF OK G2 GKS ¢2N)] fSaa oe glé& 2F Ada LuRtAGAO €
WLIdZNBf & YdzaA Ol f Q A0 NHz2OGdzZNB: GKFG ¢2dzZ R 0SS F YAaldl

WNEBFfA&GQ A& 1adnkis madylcales instarByewer€xhyard o Somment directly on

02y (1 SYLIR NI NB S @Sy (iSamphony ik Thgéd Moriientq (194945)ZFdr iskaicd & a

| 2 y S 3FrépNdhigliturgique (1945¢c 0 @ %I FTNBRQa 62NJ] 461 a agSLIW 2FF
when the direction of PCI music policy was placed in the stylistically radical hands of figures like Luigi

Nono, Giacomo Manzoni and Luigi Pestalozza, at the start of the 1960s. Half a century later, with self-

styledleft-g Ay 3 -PF BRY¥AYQ 6Stf O60SKAYR dzaX Al asSSya | LILINEL
Symphony, as a musical and also political document of its time.

JAN FAIRLEY (University of Liverpool): W9 &S K2 YO NB &28@ cxubddmdsitikKthed YI Yy A&
1960s: between modernism, experimentalism and socialist realism [Sat 15 Jan, 9:30-11:00]

In January 2007 members of UNEAC, the Cuban Union of Writers and Artists responded vociferously on
emails and blogs to the showing of three television programmes celebrating the allegedly valuable
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contribution to Cuban culture of three key figures who in the 1960s and early 1970s held positions as

heads of the Council on National Culture (now Ministry of Culture), the Cuban Institute of Radio and

Television (ICRT) and Cuban Theatre. Instead they deemed thesemen WS ESQOdzi A 2y SNB QX f Ay ] )
WNBE@2f dzi A2y NBE GNRAFfAaQ | 3FAyad (nksandhSpeodIl2aAy 3 (GKS
retrospectively re-RS T A Y S W dA &/ |j 028 {ht Brey TN etQeen 1971-6.

In the furore that followed, / dzo I Q& minlbhtds éf Qilylite Abel Prieto apologised on behalf of the

communist party for the errors of that period, asserting that the Revolution had never promoted

GLIRELBG | NIé¢ 2NBLEINBLKHBHAYRf BndEKESSYaPRARNEDBG &NBY
Gl 0 SNNI 02 Yy NP TR SR C A HRIStashios iftdledfulelzBVorsisdpdnkellectuals) ¢

often LI} NI LIKN} &SR & aAyaAiARS (KS NB@J2f dzigfoxhe 218 GSNB G KA Y
century, accentuating their original intention as pluralist.

Iwillarguethati KS WINBeQ &SI NE AdboIoi@rmbké Roménts (ké 1966 &heni KS YA R
nueva trova singer Pablo Milanés was sent to an UMAP forced labour camp; and to 1969 when Silvio

RodriguezQ i&levision programme Mientras tanto was taken off the air because its content was not

deemed suitable for a country struggling to be socialist with Soviet support. | will discuss what was

happening musically in Cuba in those years and the varied ways in which the creativity of individuals was

expressed. | will focus on the Grupo Experimental Sonora, the innovative musicians who came together

at ICAIC (the Cuban Cinematographic Institute) where they created music soundtracks for films. This will

then be related to the earlier work of the Grupo de Musica Moderna through the figures of pianist-

composer Leo Brouwer and pianist Chucho Valdés, and forward to the nueva trova movement.

BERNARDOFARIASO CSRSNI f ! yAGSNERAGE 2F . FKAIFX . NITAfOY {2
LJ2 Lddzf | NEY &2YS RAf g4t¥3Jan, 220830 NI T At Ay Ydzai O

If the effects and consequences of the cultural policy of the USSR, known as Soviet Realism, upon socio-
political music outside the Soviet bloc have not been properly studied, there is an even greater lack of
understanding with regard to the influence of the aesthetic conceptions of the USSR in Latin America.

Highlighting the political and cultural reality of Brazil in the 1950s and 60s, this paper presents a general

reflection on the impact and design Soviet Realism had on the formulation of Centers of Popular Culture

0/ B)by@ KS bl dA2ylIf | yAz2y 2F {GdZRSyda o619609sone ¢ KS /[t /
years before the MilitaNBE  / 2 dzLJ 2 T ™ b csiwee ehghgBd diméllectusisiarisl artists df tRe

middle class, working class and the peasantry, constituting a comprehensive project in the design of

Odzt (i dzNB nhtigrdalpaopular.éa &

This paper will analyze the extent to which Soviet Realism was wrought, under the influence of Andrei
Alexandrovich Zhdanov, in the genesis of this cultural project. It will sketch how such a phenomenon
was reflected in the debates and controversies of Brazilian popular music, which revolved around the
dichotomy between protest song and alienated song. Through an overview of the ideas and aesthetic
concepts, political and philosophical, we will examine the complex relationships within national-popular
as advocated by the Soviet intellectuals linked to the Communist Party of Brazil (PCB). Also, we will
consider the role played by the folklorist tradition in Brazil, its great importance in the design of the
national-popular, and how national-popular was reconciled with the musical conceptions of folklorists
which focused upon the defense of essential notions such as cultural authenticity and musical purity.
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FUYUKO FUKUNAKA (Tokyo University of the Arts): The Tokyo World Music Festival (1961) and the
politics of de-politicizing the Cold War [Sat 15 Jan, 4:00-6:00]

This paper aims to answer the question of to what extent Cold War politics had an impact on Japay” Q a

classical music scenes, through examining the reception of the Tokyo World Music Festival (1961) -- a

Of  YRSAG-OFBY dzy K& i A O dztgihidetllBy the TEk@D Snytidpdlita®gdvernment, the

International Association for Cultural Exchange (based in Tokyo), and the Congress for Cultural Freedom.

¢KS dzf GAYFGS 321t 2F GKA& LI LISNI A& (2post-eR06S gKe O
Japan, whereas in the 1960s, popular music (in particular, the idiosyncratically JapanesegenNB 2 F G F2 f |
a2y 3¢é0 61 & KSIOAte AyaldNHzySyidlftAl SR o6& afFSit26 N
Soviet, anti-American ideologies. The Tokyo World Music Festival took place at a time when Japan was

witnessing the unprecedented rise in anti-US sentiments that resulted largely, but not solely, from the

much-criticized renewal of the US-Japan Security Treaty. Partly reflecting this, some criticisms were

mounted against the anti-communist propaganda which the Congress tacitly weaved into this

G! YSNAOFY ¢ SYUGSNLINAASDP b SIS NI demdndrates that iiakySf thikdK S G 2 NA O
were not ready to look into potentially political implications that may reside in the contemporary

spectra of classical music in general, and this may partly be understood through the fact that a construct

of the Cold War was, to most Japanese musicians, about a domestic ideological struggle, thus being

stripped of the original political (and military) gravity being shared collectively by the rest of the globe.

SUMANTH GOPINATH (University of Minnesota): / | Yy Qi  [ERine.BtoWn{1973) and the Sound of
Dead Panthers [Fri 14 Jan, 4:00-5:00]

This essay examines the work of Elaine Brown, one of the central figures in the history of the Black

Panther Party (including as party chairwoman, 1974-77), who first came to prominence within it as a

rank-and-FAE S YSYOSNI I YR Ydza A Eikelthy ime (196N Ihd! yYORA 1 5225 O NID dzY &
Free/ElaineBrownd M dpT 0 0 X A LI Y | ONR U A O patticuld$ iNpekiordenf of G K S LIF NI
Odzft GdzNF £ LINRYAYSYyOS IyR (UKS KSA3IKGO 2F GKS C.LQa /
membersT and it might prove illuminating to read the particulars of the second, out-of-print album in

light of that transpired history (including the first recording), in various ways. First, we might note the

centrality of the Los Angeles jazz scene, particularly in the work of jazz pianist/conductor/arranger

Horace Tapscott and the Pan Afrikan Peoples Arkestra (or the Ark), who undertook the rich instrumental

F NN} y3ISYSyida 2y 020K |fodzyao {SO2yRX . NRgyQa adz
az2zli2oy Q& TONA IC2RHzZY AYLINAY (X 6KAOK gl a (GKS O2YLI yecq
much-noted political neutrality during the height of the Civil Rights Movement. Third, many of the

Ff 0odzyQa &2y A Ostyliftieféddures kah B seényoRearWvitndsa t®the history of the

LJ- NIi @ Q8 incRdn®ifs B-nfoSie-soundtrack orientalism (reflecting the postcolonial diaspora of

B NRA2dza t | YGKSNI YSYOSNESX ONRGAILdzSa 2F GKS aol O1
gangsterist ideology of blaxploitation films), explicit tributes to murdered comrades, and post-

psychedelic string-and-K  N1LJAA OK2NR | NNJ y3ISYSyiGao t SNKI LA Y2aid
and sonic enervation, owing both to the contemporaneous state of the party and to the brutal, party-

related beating endured by Brown shortly before the album was recorded.

NATALIE GRAVENOR (Berlin): Left Wing and Progressive Musicians in the West and Their Relationship
to Eastern Bloc Dissidents [Sat 15 Jan, 4:00-6:00]
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Left wing and progressive musicians in the West often expressed solidarity and sympathy with
communist governments. This stance offered resistance and a corrective to the uncritical and
unforgiving anti-communist positions of their respective governments. But what was the relationship of
progressive and critical musical circles and movements towards dissidents from communist states?
Sometimes, it was marked by skepticism and lack of support because of a sense that dissidents might be
anti-communist agents or at least susceptible to instrumentalisation by reactionary Western
governments for anti communist propaganda.

This presentation examines this question using the following examples: Chris Cutler's Recommended
Records as an instance of progressive musicians supporting the dissemination of dissident music from
Eastern Europe; and the West German reaction to the expatriation of GDR singer-songwriter Wolf
Biermann and rock band Renft as examples or more skeptical reactions.

CHRISTINE GUILLEBAUD (CNRS, University of Paris): Music and Cultural Policy in Kerala (South India)
[Sat 15 Jan, 4:00-6:00]

Since the second half of the 20th century, artistic practices have greatly attracted the attention of the

L2t A0AOI f FNBYlF AY YSNIfIl ® ! TidadMNdohahstRds bn@rguistid: NI A A 2
basis has fostered local nationalism, fostered further in Kerala by the freshly elected communist

government. As a matter of fact, this state has elaborated a wide cultural policy promoting musical and

dancelocal KSNA (G 3Sazx | LIKSy2YSy2y RNAROSY o6& G(GKS ySOSaa:
Since 1956, the state of Kerala has created festivals in large cities (Folk arts festivals/natan kala

utsavam) targeted toward the middle class and has founded artistic competitions in high schools and

colleges (Kerala Youth festival, renamed in 2006 School Arts festival). It also has developed a radio and

TV network for local music broadcasting. This policy has even supported the creation of numerous

research institutes where experts (usually Marxist researchers) in folklore studies have been very active
publication-wise during those last sixty years.

This presentation will analyse the areas covered by such policy and its powerful impact on the

SYSNHSYOS ZF yl GARKYIXAMIYIO ' & YSRAFGSR o0& f20Ff F2¢
social equality values and has led to a social reform movement by promoting the arts. | will highlight the

concrete process of music transformation and its reception among local musicians in terms of social

promotion and competition.

.9b 1 lwY9w O0! YAGSNAEAGE 2F {IfF2NROY a2 2N] SNEQ adz
55 [Sat 15 Jan, 2:00-3:30]

I 2YYdzyAada t22YSR € NBS AyarolK&usicFekiBTivo oRtkeOl RS 2 F . N
Y2@SYSyiQa fSIFIRAYy3 FAIdNBaA:I !''d [ [f28R YR 94l Yy
promoters (Malcolm Nixon) and journalists (Karl Dallas). Many2 ¥ G KS SIF NI & NBOAODI f Q& (
institutionsT 1 KS 2 2 NJ SNBRQ adzaA O !Siagimagtrihdt tvdreduh ar dotndtdd ) wS O 2 NF
Communists. Given this prominence, it is unsurprising that historians of the revival have been quick to

suspect a central Communist Party cultural policy coordinating activity.
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¢CKAA LI LISNI aSS1a (2 O2YLX AOFKGS (GKS aSiaf SR LI OG dzN.
Cultural Committee (NCC), formed in 1947, actually lacked a coherent policy on folk music, even during

the early Cold War period (1948-1955), when nationally-rooted folk was vaguely identified as a location

of resistance to American cultural imperialism. The relative autonomy of Communist folk music activists

from NCC control arguably enabled an openness and dynamism not matched in more closely monitored
ALIKSNBAT o6dzi F2NJ a2YS> yz2iGlo0te& 96ly al O/2tfx (KS
centre of cultural policy was a profound political mistake.

This paper considers these positions. It argues that, despite a lack of centralised coordination, distinctly

Communist ideas about class, nation and culture were key intellectual co-ordinates for longstanding

Communists such as Lloyd and MacColl, and proved highly influential in shaping the assumptions,
LINA2NAGASaY OGABGAGASA YR lylrfeasSa 2F GKS F2t1 N
paper revisits some of these often contradictory ideas: that capitalism had fragmented a more cohesive

common culture; and that folk music represented a distinct working class-culture unsullied by ruling

class ideology or processes of commodification. It traces such ideas back to Communist cultural analysis

of the interwar Popular Front period, and charts their resurgent presence in significant recordings,

events and publications of the early revival.

JEAN-PHILIPPE HEBERLE (Université Paul Verlaine, Metz): Alan Bush's lifelong commitment to
Marxism through Wat Tyler(1950) and Men of Blackmooi({1956) [Fri 14 Jan, 9:30-10:30]

This paper will focus on Alan Bush's Marxist ideas through the study of his first two operas: Wat Tyler
(1950) and Men of Blackmoor (1956). Not only was Alan Bush (1900-1995) active politically through
associations or parties defending the working class cause (e.g.: The Communist Party of Great Britain or
The London Labour Choral Union), but the English composer wrote operas whose themes emphasized
the struggle of workers or individuals yearning for a better life. Although awarded a prize in the Arts
Council's Festival of Britain opera competition in 1951, Wat Tyler was premiered on 6th September 1953
in Leipzig, then part of the German Democratic Republic. The first British production only took place at
Sadlers Wells Theatre in 1974. Men of Blackmoor was also premiered in the GDR, on 18th November
1956 in Weimar, although the music, like Wat Tyler, was originally set to an English libretto penned by
Nancy Bush (the composer's wife). No professional staging of it ever occurred in Britain. Both Wat Tyler
and Men of Blackmoor are based upon real historical events. Wat Tyler tells the story of the peasants
taking part in the Peasant's Revolt of 1381, and Men of Blackmoor presents the history of the miners of
Northhumberland and Durham between 1800 and 1935.

In this paper, | will ponder a series of questions: Why was Alan Bush unable to secure any British
premiere of his first two operas in the 1950s? Was it because of the context of the Cold War? Why did
he choose historical topics? How does he appeal to a working class audience through what is largely a
high-brow genre? Who was he really targeting as an audience? The working class or other more
privileged classes of British society? How do these two operas illustrate Alan Bush's Marxist political
commitment in Britain in the 1950s?

CAROL A. HESS (Michigan State University): & 2 YLJ2 8 SNBE 5 NP Nuewalcandicpy I t AaYéY
Communism, and the Music of Frederic Rzewksi [Sat 15 Jan, 4:00-6:00]
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During the Cold War, many art-music composers rejected nationalism in favor of abstract, complex

g2Nla GKIFG aLz2NYySR aa20AFGA2ya gAGK aGKS LIS2LX So
became inseparable from communism and, in political circles, was seen to threaten Pan-American unity.
UsSO02y2YAO AR LINPINFYA &42dAKG G2 LISNERdZ RS &2dzi KSN
while cultural entities exalted Cold-War musical values. The title of a 1967 review of the Washington-

based Inter-American Music Festivalst & / 2 Y LJ2 & S NAY I5tNRat¥sébtd thede tterlocked

agendas.

On the other hand, the folkloric genre nueva cancion (also known as masicanacionald 2 LJLJ2 8 SR d b 2 NI
' YSNRAOIFY AYLISNRARFftAAY FyR O2f2yAlLfAayYé Fa | wmdbpcT
symbol in Chile, nueva cancién received support from the government of Salvador Allende. But the CIA-

assisted overthrow of Allende in 1973, a central event in the so-called Dirty War of torture and
GRAALFLIISENI yOSaé¢ oeé [iGAY ! Yi@MBaibny/Assachtédiwithr NBE NBIA Y
peasants and proletarians, the genre was now prohibited and singer Victor Jara, one of its central

figures, was executed. During the ensuing apagén cultural (cultural blackout) imposed by dictator

Augusto Pinochet, nueva cancion and its massive, participatory rituals became an increasingly dim

memory.

Responding to events in Chile was US composer Frederic Rzewski. Defying the Cold War musical

aesthetic, he wrote the fifty-Y A y dzli ST @A NI dz2 &-ixVariatdank of 2 WIWIKSO$ S@ ¢ XK SNIh &
2Aff bSOSNI .S 5STSI (i SRQHdewacahibr2 By Shabyzing s vadtkatgea 2 NI R 2 T
compositional and rhetorical strategies, | argue that far from simply paying homage to musica nacional

and its links to communism,wi S a1 A O2dzy i SNE t Ay20KSGQa Odz (dzNJ f ¢
historical memory. In doing so, he anticipates a central issue in post-Dirty War Latin America that

informs policy, discourse, and art today.

EAMONN KELLY (University of Wales, Newport): The Black Panther Party: Three Moments of Music
[Fri 14 Jan, 4:00-5:00]

This paper will explore the creation and use of popular music by the U.S. Black Panther Party during its

peak of activism in the late 1960s/earlym T n& o0& F20dzaAy3d 2y UGKNBS 1S@& Y2
¢tKS ¢AYSe ¢rYfl az2G26y NBO2NRAYy3 2F .ttt YSYOSNI IY

California based vocal group, The Lumpen; and the presence of African drumming and dance group
Uzozi Aroho Dancers at the Free Huey Rally in Berkeley in 1968. The paper will explore the ways in which
the BPP used popular music firstly as a means to represent ideology and politics to potential supporters,
and secondly, the ways in which popular forms of cultural expression of the period appeared within the

A ¥ 4 A x

2NBFYAAlLGA2yd ¢KS GKNBS 4St SOGSR Y2YSyida sgAftt oS
counterculture and the New Left, the musical traditions of the Civil Rights movement, and the shifting
political ideology of the BPP.

TIFFANYKUO (Yale! YA @SNBAG@0OY wl OS> adzaA O IyR . NBIFIOK 27F |

TracedSat 15 Jan, 4:00-6:00]

Traces, an unknown chamber opera by Luciano Berio, takes its name and source of inspiration from the

L2t AGAOI f NKSG2NRO &ddzZNNRBdzy RAYy3 GKS LI aaiy3a 2F GKS
RAAONAYAGNE2QF 0Ey G SNLINBGF GA2Y 2F (GKSaS GGNIO8aé o
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at the Library of Congress, Harold Spivacke, five months before the scheduled premiere. This paper

investigates the role of Spivacke in the shaping of a national music making scene during a sensitive

LISNA2R 6KAOK alNB [® 5dzRTAF] GSNXYSR daOzraton g1 NJ OA O
 3Sy0e NBLRNI 2y {LAGFO1S FTNRBY wmopcn: {LAGFO]SQa a
correspondence with Berio, L | NAHdzS ( KI (i { LUfa@dsd 1aS ANPQASWRERNI2YWI KA
GKS ! YyAGSR { G G Seacestwould ffakke ddtnbnatratdd3 brdach &F loyialfg in 1064 as

the intended drama exposed racism, a targeted fault and weakness of American democracy by

communist states.

BEATE KUTSCHKE (Universitat Leipzig): Socialist-communist ideologies, West German agitprop
aesthetics and the collective cantata Strike at MannesmantThurs 13 Jan, 2:00-3:30]

In the 1960s, the most visible political oppositional force in West Germany was the student and protest
movements supported by students, intellectuals and pupils. In contrast to this, in the early 1970s, after
the violent elimination of the charismatic student leader Rudi Dutschke and the disintegration of the
SDS, many New Leftists oriented themselves towards institutions and groups that represented the
traditional socialist-communist ideologies of the old workers movement, i.e. historically preceded the
New Left. First and foremost amongst these were the rather fragmented, often Maoist K-groups and the
West German Communist Party (DKP) founded in 1968. Correspondingly, in the West German music
scene, young politicized musicians, mostly from the avant-gardist field, who had joined the upheaval in
the late 1960s striving for anti-authoritarian reforms of musical culture, allied with socialist-communist
institutions. These organizations focused on the improvement of the living and working conditions of
workers, but, unlike the New Leftists, they had little interest in developing an anti-hierarchical youth
culture and new lifestyles. Seen in this way, the association with the avant-gardist musicians was rather
a mismatch. What were the motivations of each group to cooperate with each other? Who profited
from it, and how? Which role did the various styles of New Leftist music play for its acceptance and
promotion in the socialist-communist field? To what degree did the specific orientation of the
communist organisations affect the activities and aesthetics of the musicians?

| will answer these questions by investigating the genesis and premiere of the collectively-composed

cantata Strike at Mannesmann2 ¥ M@prto® !4 | O2YLRAAGA2Y GKIFG KFATSE
Mannesmann profile bowl factory in Duisburg in early 1973, which was supported by the DKP and

KPD/ML (the Communist Party of Germany/Marxist-Leninists), it automatically allied with the

communist camp. The cantata was premiered in East Berlin, at the international 10" World Festival of

Youth and Students. The DKP-related Plane publishing house who promoted the works of the protest

singers Franz Josef Degenhardt and Dieter Siiverkriip produced the LP in 1976.

HARM LANGENKAMP G ! G NBOK{G ' yAGSNEAGROY 4! 3aINBaarodsS 2y t St
1949 Waldorf Conference [Sat 15 Jan, 9:30-11:00]

In March 1949, New York City was under the spell of what can be safely numbered among the most
controversial gatherings in its history: the Cultural and Scientific Conference for World Peace at the
Waldorf-Astoria Hotel. In spite of all their efforts to convince the American public that merely a non-

LI NOHAALFY YSSGAYy3 2F INIAadas oNAGSNERZ aOASy
LISFOS a4 I GAYS 6KSYy GKSNB Aad KSIPYRSKERAGKS 2
organisers, speakers, and sponsors had to face the widely supported charge of being, wittingly or not,
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talking peace. Discussions of the Waldorf Conference often prelude narratives describing the

Y20Af A&l GAZ2Y 2F WCNBS 22NIRQ AyaStfSOddzata T2N (K
Freedom (CCF). In the musicological literature, the event is commonly mentioned with reference to

Shostakovich, in whose name the Soviet delegation vented a much-anticipated critique on U.S. foreign

policy, capitalist culture, and Russian defectors (Stravinsky in particular).

(Y

Critical of the all too often unquestioned assumptions regarding the politics of the Waldorf Conference,

GKA& LI LISNIIFAYa (2 NBO2yailiNuzOid (GKS O2y iNROSNBERE TN
Shostakovich, Aaron Copland, New York Times music critic Olin Downes, and future CCF head Nicolas

Nabokov. Representative of the many and varied political perspectives at play, these lectures will be

read as responses to the relentless polarisation of the political climate which marked the late 1940s C

responses which, as will be shown, either unambiguously politicised or, rather helplessly, tried to

depoliticise music, thereby reflecting, and shaping, the well-known divergence in post-war views on the

function of music in society.

ROBBIE LIEBERMAN (Southern lllinois University): Put My Name Down: U.S. Communism and Peace
Songs in the Early Cold War Years [Sat 15 Jan, 2:00-3:30]

The use of folk-style music in the post World War Il era on behalf of labor and civil rights has been well-

documented. Less attention has been paid to songs of peace, which are the focus of this paper. At the

height of the McCarthy era, a period that marked the low point of both Communism and peace activism

in the U.S., the Communist left continued to promote its ideas about peace through song. Beginning

with the Progressive party campaign of 19481 a singing campaign if ever there was onet Communists

and their supporters sang their opposition to the arms race and promoted brotherhood among men,

usually in those (male)terms. L | NHdzS GKI G (GKS&S aLIS2L) SQ&a | NIA&GacxX
strong and genuine, if naive, interest in peace, which to them was linked to workers rights, civil liberties,

civil rights, and the struggle for socialism. The impact of their songs was limited by the intense
FYGAO2YYdzyAdY 2F GUKS SNYT Fa aLISEFEOS¢E AtaSt¥ 6SOFY
with others on the Communist left. Nonetheless, their work had an impact in the long run despite the

repressive era in which they sang; through hootenannies and other gatherings, and in the pages of

publications such as Sing Out! they kept alive a movement culture that served not only as a forerunner

but an important influence and inspiration for musicians whose peace songs reached a popular audience

in the 1960s.

PAOLA MERLI (University of Nottingham): The Italian Road to Opera [Thurs 13 Jan, 4:00-6:00]

2 KAfS (GKS &adGdzReé 2F GKS t/LQ&a YIaa OdzZ GdzZNB adaNF GdS3
party in the running of high cultural institutions is less documented. And while work has been done on
the role of the PCl in the visual arts, there is shortage of analysis of its activities in relation to music.

This paper analyses the case of La Scala, the opera house in Milan, from 1956 to 1977, the period in

which the influence of the PCl in Italian politics and culture developed to its highest levels. In a city like

aAfly>s I aGNRYy3IK2fR 2F (GKS NBTFT2NXAAG OdANNBydGa 27
running of cultural institutions depended on its collaboration with the reformist and social-democratic

currents of the Left. Here, the leftist unity of the Italian road to socialism in things cultural was
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constantly put to a test, as heated debates and stark disagreements were generated together with
successful collaborations.

Through archival research, interviews of political figures, music workers and union leaders, as well as the

analysis of party documentation and contemporary press, the paper assesses the contribution of

I 2YYdzyAdad NBLINBaSyillIdAgSa 2y GKS AyadAddaZiazyQa o2
musicwoN] SNEQ 2NHFIyAalidAzyad LGA FAY Aa G2 dzyRSNARGI Y
compatible with the Italian road to socialism, the mechanisms that made the role of the party significant

in the running of music institutions, and the consequences that this had on Italian musical life in the

post-war period.

CAROLA NIELINGER (London): Prometeoand the End of the Utopia of Revolution [Fri 14 Jan, 9:30-
10:30]

[ dzA 3 A codm@uyhigx pbhitical activism of the 1960s is usually seen as culminating in Al gran sole

OF NR O2 (1B79))hi¥sachidB azione scenica which documents the history of brutally crushed

revolutions from the Paris Commune to the Vietnam War with a particular focus on the role of women

in revolution. Prometeod Mpy p 0 X b2y 208 ySEG YR Y2&i dzi2LAlYy 62|
understood as a departure from such overt political activism in music, and Nono himself spoke of his

Prometheus as a Nietzschean wanderer in search of transcendence, not a marxist revolutionary rebel.

¢KS O2yOSLIi 2F NB@2ftdziA2y Aa ySOSNIKStSaa Fd GKS
sketches as FineUtopiacti KS Sy R 2F dzli 2 LA I @ énkithOlBratto dkplatd &his LINB t A YA Y |
central idea of the end of the utopia of revolution. From Gaia (Earth), the omnipotent power over Man

and god, Prometheus knows of the possible death of the tyrant god Zeus who governs on Earth with

Kratos (Strength) andBia(x A 2f SYOS0O® ¢2 /I OOAI NASE (GKA& LIaaArofsS f
dzi2 LAl Ay | yOASYyd DNBS] Yeilikz2tz23eQ 6KAOK t NPYSGKS

OGN 3SRAI ORINIMABREO226AF(I 2t A A0 SY A Yy A0 liake vithZedsEn6r8ett& S dzd Qa R S
secure the fire for man. Zeus is therefore able to consolidate his power, albeit without the fire, and the

dzi 2 LAl 2F fAOSNYGAZ2Y RASE 6AGK %SdzaQ Y2NII f azy |
philosophical reasoning behind this central fineutopia> K2 ¢ AG FAYRa SELINB&aarA2y A
Al A& O2YO0AYSR 6AGK . Syel YAYIQAR YISE alAf 1A &a Oy OS2 2 ¢

the name of the oppressed classes.

FABIOLA ORQUERA (Intituto Superior de Estudios Sociales, Argentina): From the Andes to Budapest to
Paris: Atahualpa Yupanqui, the Communist Party and the Latin American political folk song movement
[Sat 15 Jan, 2:00-3:30]

In 1947, the Peronist government blacklisted the Argentinean composer Atahualpa Yupanqui, forcing

him into exile in Eastern Europe and Paris. Yupanqui, then affiliated to the Communist Party, was

already well-known in his country for songs that celebrated the life of rural workers, in the Argentinean

l' YRS&Y YR RSy2dzyOSR GKSANI KFNRAKALA® , dzLJ ylj dzh Q&
support of the French recording label Le Chant du Monde, provided him with the opportunity to

introduce Argentine folklore to European audiences and achieve an international audience. In fact, Le

Chant du Monde was closely connected to Communist Party and its goal was to make available to

Western European audiences the music of the colonized world.
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The relationship with this party ended in 1952, when Yupanqui returned to Argentina, reconciled with

the Peronist government and got his music back to the radio charts. However, the incidence of the

communist experience was going to remain present in his critical thought and was going to feed the

political folk song of the sixties, in particulart KS | NBASYGAySlty Y2@8SYSyd OFff SR
formed in 1963 by Hamlet Lima Quintana, Oscar Matus and Mercedes Sosa.

Considering the outstanding role played by Atahualpa Yupanqui in Latin American cultural history, this
paper focuses upon the period of his life that goes from 1946 to 1950, when his musical practice was
permeated by its relationship with the Communist Party. It describes his itinerary in Argentina and
France and analyzes its immediate and long-lasting consequences.

IAN PACE (City University, London): Cardew serves Stalinism: Saint Cornelius and reified constructions
of the international proletariat [Fri 14 Jan, 4:00-5:00]

This paper constitutes an ideology critique of Cornelius Cardew's late thought and work from 1971 until
his death in 1981. It will examine the particular British far left intellectual and political traditions upon
which Cardew drew, in particular the work of Christopher Cauldwell, how the conceptions of proletarian
identity and consciousness contained therein led Cardew to the conclusions that he did, and how these
are manifested in his late pieces (including the Piano Albums of 1973 and 1974, Thadlmann Variations,
Mountains, The Worker's Song, There is only one lie, there is only one truth, Smash the Social

Contract, Boolavogue and others). Relating this thought and work to a particular form of English
romanticism, and briefly considering some of its antecedents, | argue that Cardew's late aesthetic
ideology was fundamentally predicated upon a monolithic and de-humanising conception of the
proletariat and their possibilities of cognition, akin to the aesthetic policies adopted by Stalin and
Zhdanov in Soviet Russia, as well as some right-wing ideologies, and suggest ways in which a certain
quasi-deified status that Cardew has come to assume within the annals of English 'Experimental Music'
has on the whole precluded a more critical approach to this phase of his output. Arguing from a distinct
Marxist perspective, | briefly challenge the notion that this body of work has a greater a prior political
significance than other possibilities, some of which do not make their politics so explicit.

NIKOLAOS PAPADOGIANNIS (University of Cambridge): "The soul of the people": Greek Communist
Youth and Greek 'progressive' music in the first post-dictatorship years, 1974-1981 [Thurs 13 Jan, 2:00-
3:30]

My paper examines the cultural politics of Communist youth groups in Greece as well as the leisure

tastes of their members in the domain of music in the first post-dictatorship years. It focuses on the

main Communist youth groups in Greece at that point, namely the pro-USSR, the Eurocommunist and

the Maoist ones. In this period, these organisations, which were legalised in 1974, embarked on the

efforttoLINR Y23 S WDNBS] LINRPINB&AADSQ OdzA G dzNBrodudng 8 SR 2y
taxonomiesof ® NB S 1 LJ2 LJdzf H WR G WNI RINIK @lyy @ QO dzt ichledgMNdkeld withINR R dzO G &
their aim to inculcate a militant spirit in their members, by regulating how the latter comported

themselves.

This paper will focus on the following questions: firstly, which genres of music did the Communist youth
organisations label WDNBE S| LINPINBAAADBSQK 2 KIF{ SYWadtheduyblidsl RAR (0 K:!

taste of their members in accordance with official guidelines?
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| will argue that in the mid-1970s (1974-1977), all Communist youth groups endorsed the representation

of continuity from folk songs to Greek political songs of the 1970s, designating both as expressions of

0 K Sul 3Hd the suffering of our peopleQDuring the late 1970s (1977-1981), however, a significant

segment of the Greek Communist youth critically reflected2 y G KS 02y OSLJi 2F WDNB S|
My argument is supported by a broad range of sources, including official announcements, letters written

by individual members as well as oral testimonies.

alw, wh.. O0!yYyA@SNBERAGE 2F 9RAYOdzZNAKOY W{ERitSpghd y3a / 2y
from Robert Burng1952) [Thurs 13 Jan, 4:00-6:00]

In the 1950s, the American composer Miriam Gideon (1906-1996) was investigated by the FBI after her

husband, Frederic Ewen was accused of communist activity. In the paranoid political climate of

alO/ I NIKeAaAayY DARS2y o6SOIYS t106StfSR WwWadatide o0& I &
academic music teaching posts at City College and Brooklyn College in 1954 and 1955 in New York. Her

work, Epitaphs from Robert Burns (1952) was written in the year that both her parents died and Ewen

was subpoenaed to appear before a McCarthy committee, ultimately losing his job as an English lecturer

at Brooklyn College. From this moment, Gideon's daily life began to change as commissions dwindled

and the main sources of household income dried up. She became psychologically anxious and fearful

working as a music teacher in a politically repressive academic environment.

Under the dangers of McCarthyism, Gideon limited her speech, her personal behaviour and exerted
extreme control in her music structures. Epitaphs from Robert Burns is highly structured and large
elements of pre-compositional material were used to create musical meaning. In the first piece in the
song cycle, two trichord classes (013) 3-2 and (016) 3-5 construct the entire work. However, the work is
also deeply personal and has a striking personal relationship to Gideon's experience of McCarthyism.
Herre-interprett G A2y 2F . dZNYy&aQ RINJ] KdzY2dzNJ F20dzaSa 2y (KS
this song cycle. The work considered alongside Gideon's private diary which she kept as part of her
psychoanalytic treatment during this stressful political period. | will show how Gideon's search for
control in an increasingly fragmented existence is manifested not only in her compositions but also in
the writing style of her diary. Together they are a significant personal and creative statement on the
events of the Cold War.

TAUNO SAARELA (University of Helsinki): Finnish communism and popular music in 1944¢1970s [Thurs
13 Jan, 2:00-3:30]

The Finnish communist movement became properly legal and a prominent actor in Finnish society after

the Second World War. Up to that time the communist party, founded in Moscow in August 1918, had

been forbidden and organizations left of the Social Democratic Party had been able to work legally in

Finland only during the 1920s. This short period, however, revealedthe Y 2 @S Y Sy (i @dory O 2 y (i NI
attitude to popular music; on the one hand it condemned the new forms of popular music as incorrect,

on the other hand the movement, especially its youth, took advantage of the new music in order to

promote its own message. This contradictory attitude continued after the Second World War, when

some forms of popular music became slowly accepted as new scapegoats were found ¢ e.g. rock-and-

NREtf NBLXLFOSR 2FT 1T | a -8hd-dolRverd badeved) @ed wedkySuthY St 2 RA Sa 2
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performance groups created songs in order to entertain the audience duringthe Y 2 @S YSy (1 Q& 26y
festivities, and to attract youth outside the movement.

In my presentation | shall study this contradictory attitude within the Finnish communist movement

between the 1940s and 1970s. | shall touch upon the relation of classical and popular music within the

movement, and concentrate upon its attitudes towards popular music ¢ jazz, rock-and-roll, pop music.

hy GKS 20KSNJ KIFIyR L akKlkfft NBGOSI fof pop#as muyiddndtSowrS y (1 Q &
festivities. | shall study the attitudes of the Finnish communist movement in the context of national

traditions, as well as the Soviet interpretations of proper music.

SEBASTIAN SMALLSHAW (Vienna): The Austrian Communist Party in Viennese Musical Life, 1945-1959
[Thurs 13 Jan, 4:00-6:00]

The Austrian Communist Party was reduced to a rump in the November 1945 federal elections following
the Soviet failure to establish a friendly government in Austria. Widely regarded as a party of
intellectuals rather than workers, the Austrian Communists however maintained an influence in
Viennese cultural affairs through figures including Ernst Fischer, Viktor Matejka, and Georg Knepler;
their main press organs, the Volksstimme and Tagebuch; and control of the municipal culture office
(until 1949).

¢KS LI NIeQqQa Odz G dzNI ¢ L2t AGAOE G GKAA GAYS 6SNB
from the wartime resistance of fascism, and the appropriation of Austro-Marxist cultural theory. This led
to a significant and often controversial impact on Viennese musical life: the Austrian Communists
promoted new music on the radio and in public lectures, in the Konzerthaus, and in the party theatre
(the Scala Wien). Musical figures active in the party included the composers Friedrich Wildgans and

v

al NOSt wdzowAys K2 faz2 KStR AyTfdzsSyOS a ONARGAOAEZ

chapter and the Austrian Association of Composers. Rubin was also a founding member of the Austrian
Society for Contemporary Music (established in opposition to the ISCM, and criticised in the Socialist
Arbeiter-Zeitung as a communist front).

This paper will consider these activities and figures, the extent of their autonomy from the Soviet
occupying power, and the cooperation and tensions between the Communists and the two mainstream

parties; from the immediate post-¢  NJ LISNA 2 R dzLJ dzy GAf GKS LI Nhe&Qa L€ |

beginning of a lengthy internal struggle to define itself relative to the USSR), during which influence in
cultural affairs faded away.

ANNA STIRR (Oxford University): Class Love and the Unfinished Transformation of Social Hierarchy in
Nepali Communist Songs [Fri 14 Jan, 9:30-10:30]

b SLI f Q& -céntu§ yatithoSali I&tist music, known as pragatisil git or progressive song,
developed musically during the 1960s and 1970s along with state-sponsored nationalist genres meant to
serve as musical representations of Nepali identity. The differences were primarily in the lyrics:

pragatisilgitQa f STdAad GKSYSa 6SNBE RSSYSR (22 AYyOSYyRALI NE

organization, and banned from radio broadcast until after the 1990 democratic revolution. Composers
writing songs for the national radio were encouraged to produce love songs, deemed apolitical and
therefore safe. At first glance, communist pragatisil git in Nepal still stays away from themes of love, in a
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stark contrast with mainstream folk and popular music. Yet, while themes of romance are indeed absent
from most Nepali communist music, a closer look at songs, music videos, and writings about music
demonstrates a strong concern with other forms of love and sentiment, using the same tropes of
Nepaliness as in mainstream songs, but in different ways.

In this paper | examine the themes of love and affection in Nepali communist songs and in the writings

about music by prominent communist musicians. | am particularly interested in the theme of class love,

its connections to other forms of love based on friendship, kinship, and national identity, and how these

are imagined to be socially transformative. | focus on artists from two different eras and communist

parties: Manjul, from one of the original pragatisil git groups, and member of the United Marxist-

Leninist party, and his songs and memoirs from the 1960s-1980s; and Maoist musician Khusiram

Pakhrin, his songs and writings from the 1980s to the present. | argue that communist adaptations of

nationalist tropes in music and lyrics both attempt to reconfigure received ways of understanding
FFFSOGA2yQa NRfS Ay &az20ASdés FyR faz2z NBAYaONRoS

CHRISTIAN STORCH (Georg-August-Universitit Gottingen): A Western Communist as a Source for the
Second (Anti-0 { 2 A SG ! @Fyi3aF NRSY [dzZA3A b2y2Qa ClaNB(G +AaAl
Jan, 4:00-6:00]

[ dZA3A b2y2Qa QGAaAd G2 GKS ! {{w Ay hOil20SNJI mdpco gl
Soviet composers like Arvo Part, Edison Denisov, Alfred Schnittke, and Sofia Gubaidulina, the later

exponents of the so-called Second Soviet Avantgarde. Although he was a member of the Italian

Communist Party, the invitation to Nono underwent a critical appraisal, since his music and his aesthetic

standpoint were far from the cultural policy of Socialist Realism. During his stay in Moscow, Nono was

FofS G2 GFft1 G2 @2dzy3 O2YLIR&aASNAR YR ftAalGSy G2 LISN
war oratorio Nagasaki, KS NB (OGS Ay KA& RAINBYXFTabDEYYAY®SYyLSRAGSH

Nonetheless, Nono began a correspondence and an exchange of musical scores that had a greater
impact on many Soviet composers than their entire period of conservatory study. Exemplary are the
letters of Denisov and Part through which it becomes obvious how much influence the visit of Nono and
its aftermath had on the development of Soviet composers. In a letter to Nono from December 1963

Part writes about his Perpetuum mobileY ladinoli o NI @S Sy 2dzaK (2 RSRAOIFGS (K
like to say that without you | would never have written this work.€
¢CKS LINRPLRA&SR LI LISNI gAff SELX2NB GKA&a AYLIEOG o6& Ly

as relevant letters of Denisov, Part, and Schnittke in the years and decades after the visit. As will be
shown, the presence of Nono, a Western communist, accelerated the development of a Soviet
avantgarde that had no more use for Socialist-Realist propaganda and therefore necessarily became
& dzy 2 ¥F, Fskh©Amlerfcah musicologist Peter Schmelz defines it.

JEREMY TRANMER (Université Nancy 2): Rocking against Racism: Trotskyism, Communism and Punk in
Britain [Thurs 13 Jan, 2:00-3:30]

One of the most significant cultural phenomena of the second half of the 1970s was Rock Against Racism
(RAR). Founded in response to racist comments made by the guitarist Eric Clapton, RAR aimed to

combat the influence of the far-right National Front among young people. It published a fanzine and
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organized local concerts as well as national carnivals which attracted crowds of tens of thousands. It is
generally accepted that RAR contributed to the marginalization of the National Front in the late 1970s.

The success of RAR was due to an alliance between political activists, many of whom were members of
the Socialist Workers Party, and punk groups, who headlined many of the concerts. This paper suggests
the alliance was far from inevitable and had to be created, particularly as some punks used Nazi imagery
and were hostile to politics. Moreover, cooperation between musicians and political activists was
relatively rare in Britain, unlike in other countries such as France and Italy. This paper will also examine
why Trotskyists rather than Communists, who were the dominant force on the radical left at the

time and had a long history of anti-fascist activity, were instrumental in reaching out to punk and
tapping into its potential for mobilizing young people.

JULIE WATERS (Monash University, Melbourne):! f | Y  Byilaa Eyfhphongnd anti-imperialism in
1950s Britain [Sat 15 Jan, 4:00-6:00]

NAGAAK O2YLIaSNI ! fly .dzaKQa YdzaAOlf NBalLkRyasS a2
attention. This is in part because his worksT particularly those composed from the 1950sT have often
been associated with English national style. Consequently, his strong internationalism and interest in the
politics and musical cultures of other countries tend to have been obscured. After the 1956 crisis in
communism, the British left increasingly focused on issues such as peace and decolonization. Bush, a
YSYOSNI 2F GKS /2YYdzyAad tIFNIeé 2F DNBFG . NAGIFAYZ &
imperialism with particular reference to his Byron Symphony, completed in 1960. Drawing on a range of
a2dzNOSasx AyOf dzZRAY 3 | NO Kthehpér coNsibets Srdlsknipliony In ight of thdza K Q& &
O02YLR&aSNDE al NEAAG o0StASTar ogKAOK AyOf dzZRSR NI RAO!I
movements. In the Byron Symphony Bush took an historical programme to reflect modern political
issues. The symphony constructs the English poet Lord Byron as a political activist. The choral fourth
movement takes for its texta poem,06 & DNB S| Yyl GA2ylf L12SG 5A2yeaza {2
Greek independence from the Ottoman Empire. Issues of nationalism, imperialism, and British
involvement as a global citizen are thus highlighted. However, there were also resonances with post-
WWII Greek-British relations, and national liberation movements in British Guiana and elsewhere. By
focusing on the figure of Byron Bush was able to unite his interest in the English radical tradition with his
AGNRY3I AYUSNYIFOGA2YFEAAYD ad& LI LISNJ | NBd&S®n 0 KIF d . dz&
Symphony in terms of subject matter, programme, text, form and musical language, and that the
symphony offers an intriguing example of how music and politics can intersect on many levels.

DOMINIC WELLS (University of Durham): Communism in the name of Christianity: Liberation Theology
in the early works of James MacMillan, 1988-1990 [Thurs 13 Jan, 4:00-6:00]

In the second half of the twentieth century Liberation Theology enjoyed a significant if short-lived

popularity, achieving prominence in the 1970s and 1980s. Originating in Latin America, it attempted to

fuse Marxist politics with Catholicism, interpreting sections of the Bible from a revolutionary perspective

in order to fight social injustice and poverty. Its influence diminished considerably after liberation

theologians using Marxist concepts were admonishedbythe= G A OF yQa / 2y INBIAF A2y T
the Faith in 1984 and 1986.
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The Scottish composer James MacMillan (b. 1959) became involved with the movement in the 1980s,

having been a member of the Junior Marxist League as a teenager. While a member of this group he

continued to practice the Catholic faith in which he had been brought up. It was inevitable that he

should be drawn to liberation theology, and MacMillan was especially attracted to the poetry of the

Madres de la Plaza de Mayo (Mothers of the Plaza de Mayo also known as the Mothers of the

W5A&F LIISFNBRQU Ay ! NBSYOGAYyF® IS AyO2N1LR2NI SR LRSY
liberation theology works, interspersing them with liturgical texts.

This paper initially concerns three works that R 4§ S FNRY al OQaAftfl yQa f A0SNI GA?Z
Busqueda (1988); Cantos Sagrados (1989); and/ | (i K S N& y §1990). If exjors thé Mafndr in

which MacMiillan fuses political and religious ideologies together in these works, before discussing the
2YLRASNDa adzo0aSldsSyid FollyR2yYSyid 2F (KS Y20SYSyi
devoid of any Communist ideology. Finally, it will examine how MacMillan has actively attempted to

disassociate himself from Marxism through several notable public speeches, including{ 02 (i f I Yy RQ& { K
(1999) and Music and Modernity (2009).

BENITA WOLTERS-FREDLUND (Calvin College, Michigan): ¢ KS W2 SZNBRYt NEYASNBEQ 27
{ K2 & 1S8ng af & Fdestsy the Toronto Jewish Folk Choir (1951) [Sat 15 Jan, 2:00-3:30]

In 1951, the Toronto Jewish Folk Choir gave the first performance outside of the Soviet Union of

{ K2 a | porgdhti® Rofesds. Although not officially tied to any political party, this choir had its

roots in the labour movement of the 1920s, and was an arm of the communist-sympathizing, pro-Soviet

fraternal organization, the United Jewish Peoples Union (UJPO). Springing out of the left-wing Yiddishist
Y2@3SYSyida 2F 9FadSNYy 9dz2NBLIS>S o6l aSR 2 NRIBwhél f f & 2y
b2NIK ! YSNAOIY F2f1 NBOAGlITIX (KS OK2ANDA NBLISNI2A
a wide variety of other peoples and nations, and classical and contemporary works with perceived

progressive themes.

What makes this premiere noteworthy, in addition to the fact that an amateur community choir

premiered a work of this complexity and notoriety, is the set of historical ironies surrounding the

performance. They performed the choral portions in an English translation that shied away from the

Y2NB 3INI GdzA G2dza LINF AaSa 2F { 2 GavsStaling 91 R IANE R KIS i KB dz
aly3a | o02dzi wdzaail a o0St20SR aFIUGKSNIlIYRZI¢é YR AY
the roar of hateful [anti-O2 Y Y dzy A a6 LINR LI Il yRI d¢ l'a Ad ¢2dzA R (dz
true. While left-wing Jews had been drawn to the Soviet Union in part because of its perceived ethnic

equality, it would later be confirmed that this period saw the heightof Si I £ Ay Qa4 G SNNRNRAY | 3
and intellectuals. Shostakovich, for his part, wrote the work under considerable political duress, as

rehabilitative penance after his well-publicized government condemnation in 1948.

The reception of this premierealsodem2 Y a i NI 1S& { K2adGl 120A0KQa RSOt AYyAYy
performance, good or bad, assume it was a propaganda piece written by a Soviet patsy), and the event

itself offers a window into the Cold War climate in Canada, which was less severe than the McCarthyism

of the US. While there was some danger of being blacklisted for communist activity, and several UJPO

leaders were under surveillance by the RCMP, most of those who were involved in this performance

walked away from it unscathed.

26



SUNMIN YOON (University of Maryland): Which Tradition is the Real Tradition?: Remaking Long-song
Tradition Through Communist Mongolian National Broadcasting [Fri 14 Jan, 9:30-10:30]

Under the communist regime in Mongolia from the 1930s to the 1990s, the value of the traditional folk-

a2y3 ASYNBaDFA4 SR NI RVYE Rdzdz0 ¢l a a2YSiAYSa 1jdzSada:
activities, and their positions as musicians were also challenged, and much had to change in the

inevitable direction of political ideology.

Within this background, this paper particularly investigates the role of the main radio station in
Mongolia, Mongolian National Broadcasting (MNB), in relation to government control over the long-
song during the communist period. MNB brought some countryside long-song singers into the city,
Ulaanbaatar, to make a special long-song recording collection. Then, the recordings were redistributed
to the entire nation, and many countryside singers started learning this singing style through the
broadcasting. The process created a mixture of regional styles and reinforced newly formed Ulaanbaatar
styles (the city styles) of the singing tradition into the countryside style. As a result, the singers of a
certain region, or even certain individual singers, were empowered in the process. This changed their
careers as musicians and afforded them performance opportunities. Thus, the long-song genre, | argue
in this investigation, became the crucible through which ideology of the state could be merged with the
narrative of the culture.

Based on materials drawn from ethnographic case studies from 2007 to 2010 of various long-song
singers from different regions and several interviews with active workers in MNB around that time, this
paper investigates the process of the remaking of important long-song pieces, performance and living
conditions of the singers, and changes to their perspectives.
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Nearby places for dinner (selection):
Lower Regent Street (East)
ITSU: Salads, Sushi, Frozen yoghurt to eat in or take away
Lower Regent Street (West)
PIZZA HUT: Restaurant serving pizza, pasta, salads etc
Haymarket (West)
D! [ LI 9hQ{ wO9{ ¢edtaurant b¢Y LOUFE ALl Y

SPAGHETTI HOUSE: Italian restaurant

YO! SUSHI: sushi restaurant

MISO NOODLE BAR: noodle bar

Haymarket (East)

ANGUS STEAK HOUSE: steak restaurant

THE BLUE LAGOON: Thai restaurant

MINT LEAF: Indian restaurant (in Good Food Guide), on Suffolk Place
Trafalgar Square

JOM MAKAN: Malaysian restaurant (in Good Food Guide), to immediate west of National Gallery

William IV Street

LES DEUX SALONS: French restaurant, immediately north of St Martins in the Fields church

ICA

There is also a cafe serving food from 5:00 pm in the Institute of Contemporary Arts, which is directly

beneath the British Academy, on the Mall.
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