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JlackaBo npocumo! (Welcome!)

Ukraine is a country rich in musical traditions, yet its role in music bistory bas attracted limited
attention beyond its borders. The recent Russian invasion and its ideological frame have highlighted
the need for a reappraisal of Ukraine’s cultures and a critical approach to its historiography. This
conference seeks to take stock and advance the state of research by examining a wide range of questions
central to the study and treatment of Ukraine in music bistoriography.

This was the starting idea of our conference. In our call for papers, we suggested a variety of
questions: How do we assess Ukraine’s place in music history? How can we situate it in broader
European and global contexts? What is the role and meaning of a national music history in a
context of changing borders, of shifting and hybrid identities? What part do questions of ethnicity,
language, and religious denomination play in attempts to portray the music culture of a historically
multicultural society? And what is the place of the diaspora in the music history of Ukraine? Which
musical canons have been formed over time, what purposes have they served, and how stable have
they been? Given the lingering legacies of imperialism, how can we decolonize the discussion of
repertoires previously subsumed into imperial narratives? And how can we do so without slipping
into methodological nationalism? Most of these questions, to be sure, are not unique to Ukraine at
all, which is why we believe that the relevance of this meeting reaches beyond the much needed
attention for Ukrainian music history as traditionally conceived, but also poses vital methodological
and ethical issues relevant to the field of music history as a whole.

We were overjoyed by the many responses we received to the call, which were far more than we
could accommodate. As these things go, not all the questions we had posed drew equal attention,
but many other important ones were raised that we could not have envisioned ourselves. We are
looking forward to a very exciting conference. It is our sincere hope that it will strengthen the bonds
between Western European and North-American musicology and the work of our Ukrainian

colleagues who are now pursuing their musical scholarship under the most difficult circumstances.

We would like to extend a warm welcome to all the guests we are receiving in Vienna, a city that has
its own imperial past and rich historical ties to Ukraine, and which we hope will be a fitting, safe,
and stimulating environment for our discussions. And of course, a virtual welcome as well, to those

who have decided to join us online!

Leah Batstone and Rutger Helmers
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Website, Stream, and Facebook

Most essential information on the conference can be found in this booklet. For the E3E

latest updates, however, you may wish to refer to the conference website:

https://ukrainemusichistory.org. There you can also find the link to our streams on

YouTube, where it will be possible to follow the conference online. For those wishing

exchange experiences and pictures, there is a Facebook page dedicated to our event.

Location and Associated Events

The conference will be held in the Sky Lounge (top floor) of Oskar-
Morgenstern-Platz 1. This is not only the site for all presentations,
but also where coffee, tea and lunch will be served. All speakers and
chairs as well as those attendees who bought a ticket are welcome at
the dinner reception on Friday 19th, which will take place in
Restaurant GRND, Kirntnerstrafle 61.

On Saturday at 20:00 there will be a concert by Vira Zhuk
(violin) and Mariam Vardzelashvili (piano) at the Altes Rathaus
(Wipplingerstrasse 6-8), entitled ‘Concentric Circles: Ukrainian
Music / Austrian History’. All conference speakers and chairs are

warmly invited to attend; other attendees can reserve a ticket via

CONCENTRIC
CIRCILES

Ukrainische Musik
| Osterreichische Geschichte

Vira Zhuk, violine
Mariam Vardzelashvili, klavier

MUSIK VON

Borys Liatoshynsky
Stefania Turkevych
Stanislav Liudkevych
Yevhen Stankovych
Anna AfkUShyka

Altes Rathaus
Wipplingersirasse B

Samstag 20. Mai 2023 | 20.00
EINTRITT €10

Kostenlos fiir Studentinnen
& Ukrainerinnen

WNW. UKRAINEMUSICHISTORY.OR

EventBrite. More details about the concert can also be found on the conference website:

https://ukrainemusichistory.org/programme/concert/

Finally, on Sunday, there will be a morning programme only. Please note that we start early

that day (9:00)! Those who still have some time in Vienna after lunch can join us around 15:00 for a

walking tour of Ukrainian sites in Vienna, organized by Interactive Ukraine Vienna

(https://iuv.guide/).
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https://ukrainemusichistory.org/
https://www.youtube.com/playlist?list=PLE4Q-kgTcXZM_sncTm1vNoj1UJqzDrrvu
https://www.facebook.com/events/3721238814765498
https://www.eventbrite.com/e/concentric-circles-ukrainische-musik-osterreichische-geschichte-tickets-628072550907
https://ukrainemusichistory.org/programme/concert/
https://iuv.guide/
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Friday, May 19th
9:00 Welcome

9:30 Music and Ukrainian National Identity
Moderated by Christoph Augustynowicz

Helmut Loos (University of Leipzig)
‘On the Emergence of Ukrainian National Music Until Mykola Lysenko’
(I1po sunuxnenns yxpaincooi nayionairvnoi mysuxu oo lucenxa)

Olga Solomonova (National Music Academy of Ukraine, Kyiv)
‘Cneu,nc])ixa HaljOHAJIBHOI ifeHTHiKalii B YKPaiHChKil aKafieMiuHill My3u1li: Big M. JTucenxka go cyqaCHOCTi’
(The Specifics of National Identification in Ukrainian Composed Music: From Lysenko to the Present)

10:30 Presentation «Yxpaisceka Mysuasa enuuxtonenia» (Ukrainian Encyclopedia of Music)
Iryna Sikorska (Rylsky Institute of Art Studies, Folklore and Ethnology, Kyiv)

10:40 Coffee Break

11:00 Hybridities
Moderated by Michele Calella

Stephen Downes (Royal Holloway, University of London)

‘Szymanowski’s “Ukraine”
(«Yxpaina» Hlumanoscvkozo)

Amrei Flechsig (State and University Library Dresden)

‘From “Outsider” and Hermit to “Legend and Pride” of Crimea: An Attempt at Alemdar Karamanov and
his Crimean Musical Work’

(Bid «uyocoz0»> ma 8104100HuKa 00 «<ae2endu ma 2opdocmi» Kpumy: cnpoba Anemoapa Kapamarnosa ma tiozo
KpUMCBK0L MY3U410L MmEopuocms)

Adriana Helbig (University of Pittsburgh)
‘Beyond Exclusionary Histories: Ukrainian Ethnomusicology and Romani Music Studies’
(I1o3a suxarwuanuumn icmopismm: YKPpaincoKa emmomy3uxo0L02is Mma POMCoKE MY3UKOSHABCNEA)

12:30 Lunch Break

13:30 The Soviet Era
Moderated by Kerstin Jobst

Lidiya Melnyk (Lysenko National Music Academy, Lviv / University of Vienna)
‘Coupearism B yKpaiHChKiil My3HIji: TPUBUJ, 94 TPUBifA?

(Socialist Realism in Ukrainian Music: Specter or Cause?)

Lyubov Kyyanovska (Lysenko National Academy of Music, Lviv)

‘CUMYJIAKPH KyIbTYpH AK pOpPMA PafAHCHKOT KOJOHisanil YKkpaiHu’

(Cultural Simulacra as a Form of Soviet Colonization)

Peter Schmelz (Arizona State University, Tempe)

‘Different Thaws: New Paradigms for Interpreting Ukrainian Music in the Late USSR’
(Pisni 6idanen: 1osi napaduemu inmepnpemanii ykpaincoxoi mysuxu 8 nisnvomy CPCP)

15:00 Tea Break
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— PROGRAMME —

15:30 Music after Maidan
Moderated by Rutger Helmers

Liza Sirenko (National Music Academy of Ukraine, Kyiv / City University of New York)
“The Legacy of Ukrainian Opera: On Accepting the Past, Changing the Present’
(Cnadwuna yxpairncokoi onepu: npo npuiinamms mMuny1020 ma sSmMiry cv0200eH 1)

Jorg Holzmann (Bern University of the Arts)
‘215t-Century Kobzars and Their Resistance Through Folk Music’
(Kobzapi XXI cmoaimms ma ix cnpomus uepes napodny mysuxy)

Mariia Romanets (University of Bristol)
“The Sound World of Anna Korsun’s Terricone’

(3eyxosuii ceim «Tepuxona» Annu Kopcyn)

17:00 Keynote

Jann Pasler (University of California, San Diego)
“The Challenges of a Multicultural Past and Present: How to Write History as Relation’
(BukAuKu myLomuKyLomyprozo Mury1020 ma Cy4achocmi: 1K nucamu icmopin 1K 10HOmeHHs)

18:00 Reception/dinner

Saturday, May zoth

9:30 Sacred Music
Moderated by Kateryna Schoning

Yevgeniya Ignatenko (National Music Academy of Ukraine, Kyiv)
‘Greek-Byzantine Sources of Ukrainian Church Chant’
(I pexo-sizanmiticoki dncepesa yKpaincokoeo yepxkosnozo cnisy)

Rebecca Mitchell (Middlebury College)

‘Sacred Sound in Late Imperial Kyiv (1890-1917): The Kyiv-Pechersk Lavra and the Search for “Pure”
Orthodox Chant’

(Caxparvruii 38yx y nisnvoimnepcoxomy Kuesi (1890—1917 pp.): Kueso-Ileuepcoka aaspa ma nowyxu
<UUCMO20> NPABOCAABHO0 C1118Y)

Anna Gadetska and Nataliya Khmilevska-Danshyna (Open Opera Ukraine)

‘Tlaprecna maboparopis Musica Sacra Ukraina: gocBif HarionamsHOT Ta MDKHAPOAHOT B3aeMOgii’
(The Partsong Laboratory of Musica Sacra Ukraina: The Experience of National and International
Collaboration)

11:00 Coffee Break

—
| S—



— PROGRAMME —

11:30 The Imperial Era
Moderated by Phillip Bullock

Viktoria Grynenko, Guillaume Tardif and Olga Zaitseva-Herz (University of Alberta / Edmonton)

“The case of a “Ukrainian Tartini” at the Russian Court: Exploring the Ukrainian Folk Sources of Violinist
Ivan Khandoshkin’s Works’

(Cnpasa «yxpaincvxoeo Tapmini> 8 pociticoxomy 080pi: 00cALONEHHL YKPATHCOKUX POABKAOPHUX ONCEPEL
meopuocmi cxpunais Iearna Xanoomxina)

Jeffrey Yelverton (University of Minnesota)
“The Geopolitics of Maksym Berezovsky’s Symphony in C’
(Feomomitika Makcuma Bepesoscpkoro Cumdoris 5o Maxkop)

Lucinde Braun (University of Regensburg)
‘Mykola Lysenko’s encounter with the “ingenious Russian composer P. I. Tchaikovsky

»5

(Sycmpiv Muxoaru Jlucenxa 3 «2eniarvnum pocivicoxum xomnosumopom 11, I. Tazixoscoxum> )
13:00 Lunch Break

14:00 Musical Institutions
Moderated by Lidiya Melnyk

Teresa Mazepa and Mirostaw Dymon (University of Rzeszéw)

‘YkpaiHchKi My3udHi Ta KyJIbTypPHO-MUCTeLbK] ToBapucTBa ['amansu apyroi nonosuxu XIX — nepmoi
110710B1HU XX CTOJITH K LIEHTPU HAL[IOHAIBHO-KYJIBTYPHOTO BifpOIKEHHS

(Ukrainian Musical, Cultural and Artistic Societies of Galicia in the Second Half of the 1 9th and First Half
of the 20th Centuries as Centers of National and Cultural Revival)

Oksana Melnychuk (Palacky University, Olomouc)

‘Tlowatku “sxpanoBmuyuan” y Crinni pagsaHCbKUX KOMIOSUTOPIB YKpaiHu’
(The Beginnings of the Zhdanovshchina in the Ukrainian Union of Composers)

Mykhailo Chedryk (National Music Academy of Ukraine, Kyiv)

“The Role of the Non-Profit Sector in the Cultural Diplomacy of Ukraine: The “Kyiv Contemporary Music
Days” Approach’

(Posv Hexomepyititozo cexmapy 8 Kysvmypriti ounsomamii' Ypainu: nioxio «Kyiv Contemporary Music
Days»)

15:30 Tea Break

16:00 Keynote

Liubov Morozova (Ukrainian Institute, Kyiv)

‘Yoboru Jlenina: YkpaiHchka My3HKa 11032 KYJIbTAMU’
(Lenin’s Boots: Ukrainian Music Beyond Cults)

20:00 Concert (Altes Rathaus)

Vira Zhuk (violin) & Mariam Vardzelashvili (piano)

‘Concentric Circles: Ukrainian Music / Austrian History’
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Sunday, May 2 15t

9:00 Music and Repression
Moderated by Borries Kuzmany

Mackenzie Pierce (University of Michigan, Ann Arbor)
‘Music, Violence, and National Narratives in Soviet-Ruled Lviv, 1939-1941
(Mysuxa, nacuisis ma Hayionasvni napamusu y padsucoxomy JIveoss, 1939—1941 pp.)

Eleonora Maksiutenko (University of Miinster)
‘Remarks on the Music Life of Ukraine during the Nazi Occupation, 1941-1944
(Saysancenns npo mysuune jcummas Yxpainu nio 4ac nayucmevkoi oxynayii 19411944 pp.)

Inna Klause (independent scholar)
‘Musical Representations of Ukraine in the Gulag
(Mysuuni penpesenmanyii Ypainu ¢ I'VIIAIy)

10:30 Coffee Break

10:45 Music and the 2022 Invasion
Moderated by Leah Batstone

Iryna Tukova (National Music Academy of Ukraine, Kyiv)
‘Ukrainian Art Music at Time of the War: Composers’ Reflections’
(Vipaincoka xydoxncns mysuxa nio 4ac 8isinu: po3dymu Komnosumopie)

Christoph Flamm (University of Heidelberg)
‘Music as Self-Defense: the War-Inspired Project “Ukrainian Women Creators with Their Weapons”

b
(MysuKa sIK CAMO3aXKCT: MPOEKT, HATXHEHHUI BIlTHOIO « Y KpalHChKi MUCTKHUHI 31 CBOEIO 30po€io> )

Tetiana Tuchynska (Max Planck Institute / Gliere Municipal Music Academy, Kyiv)
‘Music in the Time of War: A Questionnaire’
(Mysuxa nio wac sivinu: anxema)

12:15 Closing Discussion
Conference correspondent: Kerstin Jobst (University of Vienna)

13:00 Lunch

15:00 Walking Tour of Ukrainian Vienna (optional)
(led by Interactive Ukrainian Vienna)

—
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(NATIONAL ANTHEM)

KOBZAR OSTAP VERESAI AT
ARCHAEOLOGICAL CONGRESS (1874)

LYSENKO,
PRAYER FOR UKRAINE (1885)

LYSENKD, TARAS BULBA (18%0)
LYSENKO MUSIC SCHOOL (1904)
KYIV CONSERVATORY OPENS (1913)

ROSLAVETS, THREE PIECES FOR
VOICE AND PIANO (1913)



Friday, May 19th, 9:30-10:30

Music and Ukrainian National Identity

Moderated by Christoph Augustynowicz

Helmut Loos (University of Leipzig)
On the Emergence of Ukrainian National Music Until Mykola Lysenko

The nation-state movement in Ukraine, like everywhere else in Europe, began after some precursors around
1800, with the discovery of Wenyhora, the legendary Ukrainian folk singer, as kobzar. Taras Shevchenko was
involved in the Brotherhood of Saints Cyril and Methodius, founded in 1845/46 in Kyiv, the demonstrative
beginning of the Ukrainian national movement, and became the Ukrainian national poet with his collection
of poems Kobzar, published in 1840. At the same time, Ostap Veresai personified the kobzar in a public-
spirited way. Musically, Mykola Lysenko became involved and rose to become the leading Ukrainian national
composer. Studying in Leipzig and St Petersburg, he completed his musical education and created a large
corpus of mainly vocal works, often on texts by Taras Shevchenko from his Kobzar collection. With his
setting of Nikolai Gogol’s novella Taras Bulba, he created the Ukrainian national opera, which is still
performed on ceremonial occasions. His ‘Prayer for Ukraine’ is currently being sung by many German

choirs.

Helmut Loos, born 1950; studies in music education in Bonn (state examination) followed by studies in
musicology, art history and philosophy at the University of Bonn; doctorate 1980, senior doctorate (Dr. habil.)
1989. Research fellow at the University of Bonn Department of Musicology from 1981 until 1989. Director of
the Institute of German Music in the Eastern Regions in Bergisch Gladbach between 1989 and 1993. Professor
and Department Chair of historical musicology at the Chemnitz University of Technology since April 1993 and
at the Leipzig University from October 2001 till March 2017. Appointment to Professor honoris causea at the
Lysenko Conservatory in Lviv on October 22, 2003. Dean of the Department of History, Art history and
Oriental studies at the Leipzig University between 2003 and 2005. Honorary member of the Gesellschaft fiir
deutsche Musikkultur im siidostlichen Europa (Society of German musical culture in Southeast Europe) in
Munich since 2005. 2014 honorary doctor of the Universitatea Nagionalid de Muzici din Bucuresti.

Member of international editing councils for the periodicals Hudebni véda (Prague, until 2019),
Ukrainian Musicology (Kyiv), The Culturology Ideas (Kyiv), Musicological Thought of Dnipropetrovsk Region
(Dnipro), Art of Music. Theory and History (Moscow), Lituvos muzikologija (Vilnius), Menotyra. Studies in Art
(Vilnius), Ars € Humanitas (Ljubljana), Musicology Today (Bucharest), Muzica. Romanian Music Magazine

(Bucharest), and Studies in Penderecki (Princeton, New Jersey).

—
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Friday MUSIC AND UKRAINIAN NATIONAL IDENTITY 9:30—10:30

Oupra Conomonosa (Haujonanshiit mysuaniit axagemii Yxpaiuu, Kuis)

Crenudixa Hanionanproi inenTudikanii B ykpaiHcpkiii akageMiunii Mysui: ig M. JIucenxa no

Cy4aCHOCTI

Ines mamionaneHOi ifeHTUYHOCTI — QyHIAMEHTAIbHA B aKajleMiuHil Myauni Ykpainu. Hespaxaroun Ha
KOJIOHi3aTOPCBKY MO TUKY Pocii, ua iges 3paBHa nmosHavae MY3UYHMI TPOCTIip VKpa'iHH cnenupiaHIMU
€THIYHUMH MapKePAMH. Vrim, HPOLIEC HALIOHAIBHOT ileHTU ikl B CyJacHii VKpa'iHi icaye mopsap is
TEHAEHIIiE0 TI00aTi3amnii i BXomKeHHA Y CBITOBHI KOHTEKCT.

3aBJaHHA JOIOBIAI — APrYMEHTYBATH 3a3HAYCHE Yepe3 BUABICHHSA, 3 OBHOTo 60Ky, 3acobiB
IIPOTOJIOMIEHHA HALLIOHAIBHOT ifl€l, 3 iHIIOro — yHiBEPCAIbHUX IHTOHAILIIMHO-CTUIbOBUX MEXAHI3MiB, SKi
CIPHAIOTH BUXOJY 32 MEXi ETHIYHOTO i BXOIKEHHIO Y 3ara/IbHOCBITOBMI My3UYHMI ITPOLIEC. Jns
aprymeHTanii safiiano marepian pisaux enox Big XIX cromirra go cygacnocri: onepu-carupu M. JIucenxa
«AH,upiamia;;a», «Eneiga»; OIIyCH Cy4aCHMX KOMIIO3MTOPIB, IO BifII3€PKAJIIOIOTh CHHTETUYHI >KaHPOBO-
crunpoBi peHomenn: «Kagnum-pexsiem» i «Ilanaxupa» €. CrankoBuya, « YKpaiHChKUI peKBieM»

O. Kosapenxa, «IT’a1s eBpeiichkux Hapoguux Menogiin» YO. Imenka, «Komckosi ouepery» 1. Anexciitayx,
«Tam i xomuce, Ty i Tenep» 1. Tapanenka, in.

Cepen NPUHLIUIIB HALIOHAIBHOI ifeHTH(IKALil B yKPaTHChKil MY3HILIi BUSHAYEHO: M06Y (y TBOPax 3
BepOaIbHUM [UIAHOM)); HAHPoBo-IHmMOHAYITiHY cneyudixy (Ie, TOPAK i3 aKTHBALi€I0 HALIOHATBHUX MapKepiB
— IyMH, JIipUYHO] MiCHi-COIOCHiBY, TOJIOCIHHA, KOJMCKOBOI, KOTOMUNKH — CIIOCTEPIraEMO afjanTariio
eBpormeichkux sxaHpis — Pexsiemu €. Cranxosnya, O. Kosapenxa); sidmesopenna sancansux nodii, y romy
arcrti 6omicHux (Bamyecskuit ykas B « Anppiammiazi>», camogepixaBcTso B « Eneini» M. JIncenka;
Tonogomop, Yoprobus, JIpyra ceitosa BiitHa B «YkpaiHcekomy peksiemi» O. Kosaperka, Pesosmorisn
Tligrocti B «Maiigani» B. CunssecTpoBa, BOuBCTBO €BpeiB y babunomy spy B «Kapgaum-pexsiemix» i
T 0JIOIOMOP B «ITanaxupi» €. CTaHKOBUYA); CUMBOATUHT HAMAKH — BiJl ATIEIALIT 10 IIEPCOHAXKIB YKPATHCHKOL
icropii (HaanKna,u, JIATEHTHA PEMPE3EHTALLiS M. BCPCFOBCBKOFO — BUJIATHOTO BYEHOTO-€THOTpada,
PENpPECOBAHOTO BUKIafada Kwuiscpkoi KOHCEPBATOPil, 9€pe3 3BEPHEHHSA JI0 3i6paHoro HUM (ONBKIOPY B
eBpericpkux nukiax fO. Iimenka) — 5o pobotr B yKpaiHO-€BpOMEHCHKOMY CUHTESI, e TeMa JOIIi
JI. Ban berrosena IIEPETBOPIOETHCA HA MMPOCTOPIUHI OleChKi MeTopil «Iprmnenox mapeﬂmﬁ», «Cemb-
copox» («Capre diem» O. besbopoppka).

Pisni Tumu HanjoHaIpHOT ifeHTH(IKALIT POSIJIAHYTI Y BiATIOBITHOCTI IO TPHOX €TAIB POSBUTKY
yKpaiHCBKOI akazieMidHOi Mysuku, mounHaoun Big M. Jlucenka. [lepuusi — eTan KynsTypHOTO
CaMOCTBEPIPKEHHA 1 €THIYHOL np[c])epeﬂuiauil’ — XapaKTEPU3YEThCA KOHCEPBALIEID HALLIOHAIBHOI TPaJULIil (Big
YKPaiHChKOI MOBHU IO YKAHPOBO-IHTOHAIITHUX napaMeTpiB). ﬂpyzuﬁ, €Tal paiaHChKOI KOJIOHI3aii -
TOJNAPHMI 32 TEHJECHILAMU (Bim coupeanismy o aBaHrapay), HEPIJIKO NPaMaTUYHMM i pENPECUBHUM.
Cl‘IOCTepiFaIOTbC}I pisHi popmu GobKIOPHOT MAPAUIMuU: HAPOJHUIIBKA TEHJIEHIILS, CUMY/IAKPH,
H€O(1)OJII>KJ10PI/I3M, POSLUIMPEHHA MTOJIIETHIYHOTO CIEKTPY. Ponp xuiscskoro aBaHrapfy B IIPOLECi €Bponei3anil
YKpaiHChKOT My3HMKH i pyHHaIil CTaHAapTy «HaLioHaIbHe = GONBKIOPHO-eTHOrpadiune» . O3HaKu mpemuozo
erany Hesanexxuol Ykpainu — inTerpanis i cuHTes Ha piBHAX CTUIIIO, TEXHOJIOTiH, iHTOHALITHO-KAHPOBUX
CTPYKTYp. PO3IHI/Ip€HH}I popm HanioHAMBHO] ifeHTHIKALLT Y HATPAMKY MOJNIETHIYHOCT, aanTari

MEHTAJIbHO-TEHETUIHUX MOJIETIEN Pi3HUX KYJIBTYP, )KaHPOBOTO KOHTEHTY, iH.

—
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Friday MUSIC AND UKRAINIAN NATIONAL IDENTITY 9:30—10:30

Pestome: ITpodeciitna mysuxa Yipaiau, mopaj i3 MapKyBaHHAM eTHIYHHX IIHHOCTEH i
TiKII09EHHAM JIO TIPOLIECY «iHTENEKTYaTbHOL “nexosIoHi3anil” », € MOJIIETHIYHOIO, BiAKPUTOIO 10

yHiBEpCATbHUX IPOLIECIB Ta 06MiHy 3arajJIbHOKYJIBTY PHUMHU IL[{HHOCTAMH.

Onsra ConoMoHOBa HaBYaIacsa B Xepc0Hc1)1<0My My3YYHMIIUIL| Ta B Kuiscpkin JlepPrKaBHIM KOHCEePBATOPii iMeHi
I1.1. YatixoBcrkoro. 1988 p. 3aXMCTUIIA KAHAUJATCbKY fucepTanio «MucrenTBo ckoMopoxiB y KOHTEKCTi
BITYUBHAHOI KYJIBTYPH>», 2008 P. — JOKTOPCHKY JUCEPTALLIO «CMixXoBUH CBIT POCIFCHKOI MySUYHOI KJTACUKH> .
Iparypoe y Hanjjonaneniit Mysnaniit akagemii Yrpainu, Kuisepkiit axagemii mucrenrs («Icropis csitooi
MysuKm», «CMixoBuit cBiT Mysuku. Teopis mapoaii», consdenio, rapMoHis, nomidOHis, KepiBHUIITBO
HayKoBUMHU poboramu). Bucrynae na mbkaapogunx kouepenuisx (Yxpaina, Ascrpis, bemsris, Hsesiapis,
Iranis, Himeauuna, Pocis, JTutsa). Mae 6inbie 100 Hy611i1<aui171. Cepen Hux — MoHorpadis «M xoraa cmeercs
JIMIJO0, BMECTE C HUM He BecenuTcs yM>». CMeXoBoe 3a3epKaJibe PyCCKOM MYSBIKATIbHOM Ki1accuku, «Hapucu 3
icTopii pocificbKol MysuKu>». ABTop Teopii CMiXOBOTO My3UYHOTO TEKCTY i My3UYHOI MapOgii. HayKOBi iHTepecu:
CMiXOBi My3u4Hi pEHOMEHH, CKOMOPOCHKA KYJIBTYPa, ICUXOKPEATHBHI i HAI[iOHAIbHO-MEHTAJIbHI ACTIEKTH
MY3UYHOTO CMiXy, My3HYHa TAPOAis, yKpaiHChKa Mysuka; Mysuuna Kymstypa CPCP Toranitaphux vacis,
Esonosa MOBa; iHTEPTEKCTYaIbHICTh, My3SHYHA CEMAHTHKA, PEKHCEPChKA IHTEPIPETALiS OTIEpH, My3HUYHA

KPUTHKA, METOLOJIOTiA icTOpiil/Teopil MysuKu.

I2
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Friday MUsSIC AND UKRAINIAN NATIONAL IDENTITY 9:30—-10:30

Olga Solomonova (National Ukrainian Academy of Music, Kyiv)
The Specifics of National Identification in Ukrainian Composed Music: From Lysenko to the
Present

The idea of national identity is fundamental in the composed music traditions of Ukraine. Despite Russia's
colonial policy, this idea has long marked the musical space of Ukraine with specific ethnic markers.
However, the process of national identification in modern Ukraine exists alongside the trend of globalization
and entry into the world context.

The aim of this paper is to argue the above by identifying, on the one hand, the means of
proclaiming the national idea, on the other hand, universal intonation and stylistic mechanisms that
contribute to the emergence beyond ethnic boundaries and entering the global musical process. It will use
material from different eras from the nineteenth century to the present for the argument: Mykola Lysenko’s
satirical operas Andriaschiada and Eneida; and works of modern composers that reflect synthetic
phenomena of genre and style: Yevhen Stankovich’s Kaddish Requiem and Requiem for the Victims of
Starvation, Oleksandr Kozarenko’s Ukrainian Requiem, Yury Ishchenko’s Five Jewish Folk Melodies, Iryna
Aleksiichuk’s Lullaby of Reeds, Ivan Tatarenko’s There, Once, Here and Now, and others.

Among the principles of national identification in Ukrainian music, the following can be identified:
language (in works with a verbal plan); genre and intonation (where, besides the activation of national
markers — dumy, lyric solo songs, laments, lullabies, kolomyiky — we observe the adaptation of European
genres); the representation of important events, including painful ones (the Valuev Decree in Lysenko’s
Andriaschiada and autocracy in his Eneida; the Holodomor, Chernobyl, and World War II in Kozarenko’s
Ukrainian Requiem, the Revolution of Dignity in Sylvestrov’s Maidan, the killing of Jews in Babyn Yar and
the Holodomor Stankovych’s Requiems); symbolic allusions — from an appeal to the characters of Ukrainian
history (for example, a latent representation of M. Berehovsky — an outstanding Ukrainian scholar-
ethnographer, and repressed teacher of the Kyiv Conservatory, through an appeal to the folklore collected by
him in Ishchenko’s Jewish cycles) — to a work in the Ukrainian-European synthetic space, where the theme
of the fate of Beethoven turns into the vernacular Odessa tunes "Roasted Chicken” and "Seven-forty” (Oleh
Bezborodko’s Carpe Diem).

Different types of national identification are considered according to three stages of development in
Ukrainian composition, starting with Lysenko. The first — the stage of cultural self-affirmation and ethnic
differentiation — is characterized by the preservation of the national tradition (from the Ukrainian language
to parameters of genre intonation). The second stage, that of Soviet colonization, is polar in terms of trends
(from socialist realism to the avant-garde), often dramatic and repressive. Various forms of folkloric
paradigms are observed: populist tendencies, simulacra, neo-folklorism, the expansion of the polyethnic
spectrum. The role of the Kyiv avant-garde in the process of the Europeanization of Ukrainian music and the
destruction of the “national equals folkloric-ethnographic” norm. The signs of the third stage of
independent Ukraine are integration and synthesis at the levels of style, technology, intonation and generic
structure, and the expansion of forms of national identification in the direction of polyethnicity, the
adaptation of mental and genetic models of various cultures, generic content, etc.

In summary, the professional music of Ukraine, along with the marking of ethnic values and
connection to the process of “intellectual ‘decolonization’, is polyethnic, open to universal processes and the

exchange of universal cultural values.




Friday MUsSIC AND UKRAINIAN NATIONAL IDENTITY 9:30—-10:30

Olga Solomonova was trained at the Kherson music school and the P. I. Tchaikovsky Kyiv State Conservatory.
In 1988 she defended her Ph.D. dissertation “The Art of the Skomorokhs in the Context of Native Musical
Culture’, in 2008 her habilitation thesis “The World of Laughter in the Russian Musical Classics’. She works at
the National Musical Academy of Ukraine, the Kyiv Academy of Arts (“The history of world music’, “The
comic world of music: a theory of parody’, solfeggio, harmony, polyphony, administration). She appears at
international conferences (Ukraine, Austria, Belgium, Switzerland, Italy, Germany, Russia, and Lithuania) and
has over 100 publications, including the monograph ‘And When the Face Laughs, the Mind Does Not Rejoice
With It: A Laughing Mirror of Russian Musical Classics and Sketches from the History of Russian Music. She is
the author of a theory of humour in musical text and musical parody. Her scholarly interests include: comic
musical phenomena, the culture of the skomorokhs, psychocreative and the national-mental aspects of musical
laughter, musical parody, Ukrainian music, the musical culture of the SSSR in totalitarian times, Aesopian
language, intertextuality, musical semantics, dramaturgical interpretation of opera, musical criticism, the

methodology of history and theory of music.
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Friday MUSIC AND UKRAINIAN NATIONAL IDENTITY 9:30—10:30

Friday, May 19th, 10:30
Presentation «YkpaiHcbka MysHYHa EHIIMKJIOIENiA»

Ipuna Cixopcrka (IncruryT MucTenTBosHaBCTBa, poIbKIOpUCTUKH Ta erHouoril im. M. T Pusscekoro)

VKpa'l'Hc:bKa MYy3HYHA EHIMKIONENLA

ITosBa YipaiHcekoi Mysudnol enmpkonesii (YME), Hag sixoro ynpogossk 6143bK0 30-TH POKIB IIPAIfoBaI
CHinO6iTHI/IKI/I BifJIisy MySHKO3HABCTBA T ETHOMY3HUKOJIOTIL IHCTI/ITYTy MUCTEIITBO3HABCTBA,
domprmopucTuky Ta erHosoril im. M. Punscekoro (IM®E, ronosa peaxonerii — akagemixk HAHY Tanna
CKpI/IHHI/IK), 3aCBiYMIIA 3PITICTD i CAMOAOCTATHICTh YKPATHCHKOT MySUYHOI KyJIBTYPH. Bnepme B icTopii
3’ABUIIOCA AKaJieMiYHe BUJJAHHS, IO «y3araJIbHIOE CyJacHe 6aueHHA YKPaiHChKOI My3HYHOI KyJIBTYPH,
Bi,uo6pa>1<alotm ii B CHHXpOHHOMY ¥ JIiaXPOHHOMY BUMipaX y KOHTEKCTi CBITOBUX JIyXOBHUX 3,uo6yTKiB» (Big
penxoserii).

Ennuxmonepuuni crarti MictaTh iH(l)opMaU,iIo IIPO KOMIIO3UTOPIB, My3MKO3HABLIiB, IIEJATOTiB,
BMKOHABIIiB, PEXXMCEPIB, cLieHOrpadis, xopeorpadis Ta AiA4is iHmMUX chep MysUIHOI KYJIBTYPH, A TAKOXK PO
pisHi xkaHpH, BUAM, POPMM, CTHIL, TeTil, HAMPAMKH, IHCTPyMEHTApil, yCTAHOBHU, BUJIABHUIITBA T4 TIEPiOfM4Hi
supanHi. Jlo YME Takox samydeHo MaTepiaiy mpo MysuuHy KyJIbTypy €THOCIB HAaIIof Iep>kaBy, yKPaTHILiB,
AKi IPOXKUBAIOTh ¥ CYMIXKHUX PETiOHaX Ha CBOIY eTHIYHIN TepUTOPIl y cxipHin i saxiguin niacropax, a TAKOX
HEPCOHAII Ta ABUIIA CBITOBOI MySMYHOI KyJIETYPH, [10B’s13aHi 3 YKpa'l'HOIo.

Buitnum gpyxom s Tomis YME, koxkeH 3 ixux MicTUTh NPUOIMBHO 2000 races Ta 1000 LmocTpariit.
oo 3’ sBuscs VI tom (Paab-Csrenprumit), saBepruenuii B ymoBax Biitau. Bin micrurs Bizomocti npo
JKUTTA 1 TBOPYICTh IIOHAT, 100 KOMIIO3UTOPIB (3 MIOMDK HUX — HAaMBUIATHIIII: PeByU,bKI/H?I, CreneHko,
Cubsectpos, Cxopuk i CTaHKOBUY), 4 TAKOXK ITPO POK-MY3HKY, POKOKO Td POMaHTH3M, CEMILT, Conbdemkio,
COTILJIKY TOIMJO. YKpa'l'HCBKe MY3MKO3HABCTBO IIPEJCTABIAIOTh MakKe 70 HAYKOBIIiB; B YKPaiHCBKOMY KOHTEKCTI
posriHyTO fopobok Iyro Pimana, a B «MysudHOMY>» — TBOpUicTs moeTa Makcuma Pusscskoro Ta ¢inocoda
Ipuropia Cxosopogu.

Hepma B icTopil VKpa'l'HH «YKpa'l'HCBKa My3MYHA EHIUKJIONENIA» € HAOYHUM HiTBEPIPKEHHAM
6araTcTea Ta PO3MAITTA yKPaiHChKOI MY3UYHOI KyJIBTYPH T4 TO3BOJIAE POSIJIANATH iCTOPII0 YKPaiHCHKOL
Ti TePEKJIaJ] aHTJTiHCKOI0 MOBOIO Mir 6u CYTTEBO CIPUATH MOMKPEHHIO 0bisHaHOCTI PO Hel y CBiTi.

Onyb6nikosani Tomu «Y ME» posmimteno Ha caitti IMDE sa mocumanmsm: https://www.etnolog.org.ua/

Ipuna Muxaiinisua CiKopcsKa — CTapIIMil HAYKOBUH CIiIBPOOITHUK Bifiily MySHKO3HABCTBA T4
€THOMYS3HKOJIOTiI IHCTUTYTy MUCTELITBO3HABCTBA, POIBKIOPUCTUKY Ta €THOJIOTII iMeHi Makcuma Pusbcekoro
HauionansHol akapemii Hayk Ykpainu (IMOE HAHY). Hapopunacs B Kiposorpagi (terep Kponusuunpkuit).
3akinunna OpnechKy AeprkaBHy KoHcepBaTopiio iMeni AnToninn Hexpanosoi (Tenep — Opeckka HanjjioHambHA
My3su4Ha aKapeMis) ta acripantypy IM@E; 3 1993 — itoro cniBpobithuk. Kanauaar mucrenrosHasctsa (1994).
ABTOpKa IIOHa, 70 crareit 3 mpobieM icTopii yKpaiHChKOT MySIYHOI KYJIBTYPH, 4 CAME: OIEPH, OTIEPETH,
My3HYHOTO SKHUTT1, KOMIIO3UTOPCbKOI TBopuocTi (M. Bepuxkiscbkoro, JI. Konopy6a, M. JTucenka, M. Cxopuxa,
B. CTeHypKa, 1. CTpaBI/IHCbKOI‘O Ta in.) Tomo. Bignosigansauit cexperap «YKpa'l'Hcmco'f My3UIHOL
erpuksonenii» (YME), ronosuuit pegaxrop I, IV ta V tomis, sactynuuk ron. pegakropa I, I ta VI romis.

AxTusHO IPALOE TAKOXK AK MySUYHUI KPUTHK i XKYpHAIICT.

—
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Friday MUsSIC AND UKRAINIAN NATIONAL IDENTITY 9:30—-10:30

Iryna Sikorska (Rylsky Institute of Art Studies, Folklore, and Ethnology)
The Ukrainian Encyclopedia of Music

The appearance of the Ukrainian Encyclopedia of Music (UME), on which employees of the Department of
Musicology and Ethnomusicology of the Rylsky Institute of Art Studies, Folklore and Ethnology (IASFE)
have been working for almost thirty years (with Hanna Skrypnyk as head of the editorial board), testifies to
the maturity and self-sufficiency of Ukrainian musical culture. For the first time in history, an academic
edition appeared that “summarizes the modern vision of Ukrainian musical culture, reflecting it in
synchronic and diachronic dimensions in the context of the world’s spiritual achievements” (from the
editorial board).

The entries contain information about composers, musicologists, teachers, performers, directors,
scenographers, choreographers and figures in other spheres of musical culture, alongside various genres,
types, forms, styles, currents, directions, instruments, institutions, publishing houses and periodicals. It
includes materials on the musical culture of the various ethnic groups of Ukraine, Ukrainians living in
neighbouring regions on their ethnic territory in the eastern and western diasporas, as well as personalities
and phenomena of world musical culture related to Ukraine.

Five volumes of UME have previously appeared in print, each volume containing approximately
2,000 entries and 1,000 illustrations. Volume 6 (Raab—Syatetsky), completed in wartime, has just appeared.
It contains information about the life and work of more than a hundred composers (among them
outstanding figures such as Revutsky, Stetsenko, Sylvestrov, Skoryk and Stankovych), but also entries about
rock music, rococo and romanticism, samples, solfeggio, sopilka, etc. Ukrainian musicology is itself
represented with entries on almost seventy scholars, but the work of Hugo Riemann is also considered in the
Ukrainian context, as are the poet Maksym Rylsky and the philosopher Hryhory Skovoroda in a ‘musical
key’.

The first of its kind in the history of Ukraine, the Ukrainian Encyclopedia of Music is a visual
confirmation of the richness and diversity of Ukrainian musical culture and allows us to consider the history
of Ukrainian musical culture as an integral phenomenon, inscribed in the context of world culture as an
equal component of it. Its translation into English could significantly contribute to spreading awareness
about it in the world. The published volumes of UME are available on the IASFE website:

https://www.etnolog.org.ua/

Iryna Sikorska is a musicologist, she was born in Kirovograd (now Kropyvnytskyi), has been awarded a Ph.D.
(1994). She graduated from the Odesa A. Nezdanova Conservatoire and M. Rylsky Institute of Art Studies,
Folklore, and Ethnology of the National Academy of Sciences of Ukraine — IASFE NASU in Kyiv, (doctorate).
Since 1993, she has been a researcher (now a senior researcher) at IASFENASU. She is the author of many articles
(ca. 70) on the history of Ukrainian music, including operas, operettas, musicians and contemporary music. She
is editor-in-chief of volumes II, IV and V of the Ukrainian Encyclopedia of Music. She is also active as a music

critic and journalist.
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Friday, May 19th, r1:00-12:30

Hybridities

Moderated by Michele Calella

Stephen Downes (Royal Holloway, University of London)
Szymanowski’s ‘Ukraine’

Interviewed on his soth birthday Karol Szymanowski remarked: ‘T was born and raised in Ukraine, I felt it
deeply in my heart, I liked its genial climate, its tempestuousness and sweetness’. The publication of
Ilumanoscvi, barwomengesvon, Hesizaysu: Mysuuni podunu na nepexpecmi xysvmyp [Szymanowsks,
Blumenfeld, Neubaus: Musical families at the crossroads of culture] (Kropyvnytskyi, 2019), a collection of
essays and photographs supported by the Ukrainian Cultural Foundation, refocused Szymanowski, widely
identified as the leading ‘Polish” modernist composer, in his Ukrainian origins.

Szymanowski grew up on the family estate in Tymoszéwka (now Tymoshivka) and received his
earliest musical education at the Neuhaus school in Elisavetgrad (now Kropyvnystkyi). Both the provinciality
of a small city and cosmopolitan outlook of his family inspired musical fantasies of space and place,
evocations of distance and nearness, belonging and identity. For Szymanowski, Ukraine was both intimate
(his ‘mata ojczyzna’) and capacious (in 1933 he said: ‘T often miss Ukraine, its vast spaces’).

This paper deploys theories of cultural translation and transnationalism to relate Szymanowski’s
constructions of musical identity to his Ukrainian experiences. Szymanowski’s perspectivism queries notions
of centre and periphery, it develops intriguing positions between relatedness and alterity. Binaries of self-
other and hegemony-resistance are rethought through processes of appropriation and translation.

Szymanowski constructed an imaginary geography of ‘Poland’ and its neighbours — ‘Ukraine’,
‘Russia’, ‘Germany’ (the quotation marks are significant) — and then looked beyond in a project of modernist
expansionism, through privileges of travel (Sicily, North Africa) and artistic fantasies (Persia). In 1918, ata
key moment in his career, he stayed in Odesa, a city, as both an edge and a crossroads, which was symbolic of
cosmopolitanism, multi-ethnicity and hybridity. Here Szymanowski and Iwaszkiewicz identified the Black
Sea coast with Sicily as they planned the opera King Roger. Italian space overlaps with Ukrainian space; their

images and symbolisms converge.

Stephen Downes is Professor of Music at Royal Holloway, University of London. His interests lie in the broad
area of analysis, history and aesthetics of music of the nineteenth and twentieth century. His work on the music
of Central and Eastern Europe (Mahler, Weill, Hans Werner Henze, Scriabin, and especially Poland - Chopin,
Karlowicz, Szymanowski and Gérecki) has won several awards and grants, including the Wilk Prize for Research
in Polish Music from the University of Southern California and the Karol Szymanowski Memorial Medal. His
eight books include major studies of eroticism, decadence, romantic ideas of redemption, and sentimentalism.
Current projects include a collection of essays on the construction of ‘Polish’ musical identities outside Poland,

and a third monograph on Szymanowski.
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Amrei Flechsig (State and University Library Dresden)

From ‘Outsider’ and Hermit to ‘Legend and Pride’ of Crimea: An Attempt at Alemdar Karamanov
and His Crimean Musical Work

The Simferopol-born composer Alemdar Karamanov is still considered one of the most enigmatic
and peculiar personalities of his time. A contemporary and friend of Alfred Schnittke, he turned to
an avant-garde style towards the end of his Moscow studies, which brought him harsh criticism and
impeded performances and publications. In 1965, he therefore made a radical break and returned to
his hometown. In Simferopol, he lived an almost reclusive life — Yuri Kholopov called him a
“musical monk” — which he now devoted to music inspired entirely by religious themes. This
deepening in the religious can again be seen as an expression of a non-conformist attitude. Another
turning point followed in the 1980s, when Karamanov turned to themes from his homeland, e.g. he
composed the Crimean Overture for orchestra (1982), the oratorio Legend of Ajimushkaya (1983),
the 24th Symphony “Ajimushkaya” (1984) and the mystery Khersonesos (1994). In 1992 he also
composed the melody for the anthem of the Autonomous Republic of Crimea.

Such a transformation raises the question of a musical identity for Karamanov. How did the
reclusive hermit become the “Beethoven of the Crimea”? In fact, he refers to Russian musical
history: “All my life, the music of Tchaikovsky, Scriabin and Rachmaninov has been sacred to me. I
can only repeat that my art was born out of this tradition.” Yet he chose his Ukrainian homeland as
the centre of his life and work. Above all, Karamanov’s identity seems specifically linked to Crimea:
In his childhood he underwent the German occupation, and his Turkish-born father fell victim to
Stalin's deportations of the Crimean Tatars in 1944. It is therefore worth considering to what extent
Crimea's historically conditioned position as a “contested territory with several deeply anchored
cultural, historical and institutional memories” and its conflict-ridden multi-ethnic situation might
possibly find an artistic counterpart in Karamanov's singular originality.

Amrei Flechsig is a musicologist and harpist. She wrote her doctoral thesis at the Hanover University of Music,
Drama and Media (HMTMH) on the grotesque in Russian culture based on the example of the opera Life with
an Idiot by Alfred Schnittke. For several years she was active as a board member of the Hanover Society for New
Music and worked as an online editor for the North German Broadcasting Corporation (NDR). As a research
assistant at the HMTMH, she worked on the cataloguing of a Russian music library (Bialik Collection) within a
German Research Foundation (DFG) project. At the Hessian State Archives Marburg she worked as a research
assistant in a DFG project on the German youth music movement. She currently works as a research assistant for

music manuscripts at the State and University Library Dresden. Her research focuses on twentieth-century

music and Soviet music history.
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Adriana Helbig (University of Pittsburgh)

Beyond Exclusionary Histories: Ukrainian Ethnomusicology and Romani Music Studies

Ukrainian ethnomusicological studies, once censored by the Soviet state, currently focus on
studying revived rural genres as performed by the majority population. Since Ukraine's
independence in 1991, the scholarly emphasis on Ukrainian ethnic music has become essential to
the nation-building narrative. Unfortunately, this siloed approach has silenced the voices of
minority musicians, resulting in only a partial understanding of Ukraine's musical history in
current ethnomusicological scholarship. While virtually unacknowledged in Ukrainian academic
circles, Romani music on Ukrainian territories has long received extensive scholarly attention from
Soviet music scholars. Moreover, the scholarly interest in Romani music has continued among
ethnomusicologists in Eastern and Central Europe and the Balkans. This study highlights post-
1991 research on Romani music in Ukraine by scholars from neighboring countries. Dispersing
notions of Roma as a transnational minority without a state, this presentation argues for a more
thoroughly integrated approach to studying minority musical genres in Ukraine. It achieves this on
two fronts: by arguing for an understanding of minority musical traditions as transnational vehicles
of transmission and recognizing how minority musical aesthetics mutually influence majority

sounds.

Adriana Helbig is an Associate Professor of Music and Chair of the Department of Music University of
Pittsburgh. She is the author of Hip Hop Ukraine: Music, Race, and African Migration (Indiana University
Press, 2014) and the co-editor with Milosz Miszczynski of Hip Hop at Europe’s Edge: Music, Agency, and Social
Change (Indiana University Press, 2017). Her book ReSounding Poverty: Romani Music and Development Aid
will be published by Oxford University Press in 2023.
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Friday, May 19th, 13:30-15:00

The Soviet Era

Moderated by Kerstin Jobst

Jigis Mensuux (JIpBiBchkiit HanjoHambHii MysmaHiit akagemii im. M. B. Jlucenka / Yuis. Binrs)
ConpeanisM B yKpaiHCBKil MysHIli: TPHBHJ, 94 IPHUBif?

Coupeanism Ak eguna odiniitna goxrpuna mucrenrsa Ta gireparypu CCCP , a micsa Jlpyroi ciToBoi BifiHI
1 PEIITH KPaiH TaK 3BaHOTO «COLaIiCTUIHOTO Ta6opy», 6esnepequ CIIPABMB CBill BIUIME i Ha YKPATHCBKY
MY3UKY MK 1932 1 1988 poxkamu. Mertoo IIPOTNIOHOBAHOI IOTIOBIf € 00’€KTHMBHA OLiHKA IJbOTO SIBUINA B
MY3UYHIN KyIBTypi YKpa'l'HI/I: 6yB COLIAIICTUHUH PeasTisM JIUIIE IPUBUIOM, MUCTEL[LKUM BifJI3epKaIEHHAM
6J1y1<a10qoro €Bpon010 <IPUBHMIA KOMYHI3MY>» YM IIPUBOJOM JIO HOBOI ECTETUYHOL PEATIbHOCTI, 2 MOXKJIMBO
111 6araThox KOMITO3UTOPIB ITPOCTO criocobom TIEPEXKMUTHU 1 BHXKUTH B Hin? Boaynum MarepiasioM i
aHaJI3y CTaja TBOPYICTh Muxonu Koneccen, AKY 3aXiTHOEBPONENChKI MySUKOSHABIIi BBKAIOTh B3ipIieM
compeaniaMmy, B TOX 9ac AK y cebe Ha 6aTHKIBIMHI KOMIIOBUTOP 6yB 1 3aJIMIIAETHCS ITOLIHOBAHUM SIK OJHUM i3
HEPUIMX IPEJCTABHUKIB MOJIEPHI3MY.

Bin gacis 3,[106YTTH YKpa'l'HOIo Hesanexxnocri coupeasism B pra’fHCI)KiIZ My3HL BCE III€ HE OTPUMAB
CBOTO HE3aaHI'KOBAHOTO aHANI3Y, BiITAK LI TeMA BUIAETHCA ocobnmuBo aKTYaJIbHOIO i BAPTOIO IMCKYCil

ChOTOJIHI.

Jlinia Membauk — npodecopxa Kadpenpu xomnosuuii JIbiBcokol HarjjoHanpHOT MysHYHOT aKajeMil iMeHi
Muxonu Jlucenka, sanpomena suknagauka [acruryry mysuxossascrsa Binencekoro ynisepcurery Ta
Ykpaiucekoro BimbHOTO yHiBepcuTery B Mionxeni. Hapuanacs y JIbBiBchbKiit HanioHampHil MysuyHIH aKaziemil iM.
M. B. JIucenxka B xuaci Apemu Axy6'sxa sa cieriansHicTio "reopis Ta icropis mysuku”. Y 2004 poni saxucTuna
KaHAUJATChKY AUCEPTALIIIO PO Heo6ap01<03i tenpenuii 8 mysuni XX cronirra B Kuiscpkiit Harfjionansmiit
My3UYHil aKagemii B Kuesi, B 2014 POl - TOKTOPChKY IUCEPTALIO B Til 5K€ aKageMil (MOHOI‘paq)i}I PO MY3UYHY
xypHanicTuky). Chepa HayKOBHX 3aLiKaBIICHS - iICTOPisA My3U4HOI KysbTypy Ianndunu (B3a€MOBILIMB KyJIBTYp B
ABCTPINCHKUM MEPiOfl, My3UYHA KYJIbTYPa FAIMIbKUX €BPEIB, 4 TAKOXK MEPIOf] HIMEL[BKOT oxynaui’f); IPUKJIaHE
MY3MKO3HABCTBO; My3HYHA KPUTHKA Ta XKypHamicTuKa. ITonay gBaguaTs pokis akTHBHO IPAIIOE B TaTysi

MY3UYHOI Ky PHATICTUKH.
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Friday THE SOVIET ERA 13:30—15:00

Lidiya Melnyk (Lysenko National Music Academy, Lviv / University of Vienna)
Socialist Realism in Ukrainian Music: Spectre or Cause?

Socialist Realism as the only official doctrine of art and literature of the USSR, and after the Second World
War, of the other countries of the so-called “socialist camp”, undoubtedly had its influence on Ukrainian
music between 1932 and 1988. The purpose of the proposed report is an objective assessment of this
phenomenon in the musical culture of Ukraine: was Socialist Realism just a specter, an artistic reflection of
the “specter of communism” roaming Europe or a cause for a new aesthetic reality, or perhaps for many
composers just a way to endure and survive it? The work of Mykola Kolessa, which Western European
musicologists consider a model of Socialist Realism, while in his homeland the composer was and remains
valued as one of the first representatives of modernism, offers valuable material for analysis.

Since Ukraine's independence, Socialist Realism in Ukrainian music has still not received its

dispassionate analysis, so this topic seems especially relevant and worth discussing today.

Lidiya Melnyk is Associated Professor at the Mykola Lysenko National Music Academy in Lviv and lecturer at
the Institute of Musicology at the University of Vienna and the Ukrainian Free University of Munich. She
studied 19942002 at the Lysenko Music Academy (honorary diploma in theory and history of music and
postgraduate studies). In 2004 she obtained a Ph.D. at the National Music Academy in Kiev (thesis about Neo-
Baroque tendencies in the music of the twentieth century) and in 2014 a second doctorate (Habilitation) at the
same academy (with a thesis about music journalism). Her areas of scientific interest are: the history of the
musical culture of Galicia (transfer of cultures in the Austrian period, musical culture of Galician Jews, as well as
the period of German occupation); applied musicology; music criticism and journalism. For over twenty years,

she has been actively working in the field of music journalism.
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Friday THE SOVIET ERA 13:30—15:00

JTio608 Kusroscska (JIbBiBebKiit Harjionanb il Mysuaniit akagemil im. M. B. JIucenxa)
CHMY/IKpH KyIBTYpH K pOopMa pafisHCHKOI KOJIOHi3amii YKpaiHu

YKpa'iHCBKe CYCHiJIBCTBO Bi/IPi3HAETHCA Bifl iHIMMX €BPONENCHKUX HAIIM BAYKXKUM iCTOPUIHUM JTOCBIiZIOM i
HaJTO TPUBAIUM IIEPIOOM 663£Lep>KaBHOCTi. Bin BMYIIYE BCiX: THX, IO 6YJ'II/I HAPOKEHI B PATAHCBKUM Yac, i
THUX, XTO BUPOCJIU B ao6y Hesanexxnocri - HEPEXXUBATH 6esnocepe,uHi 91 F€HETUYHO YCIAIKOBaHi icTOprYHi
«POHOBi TPAaBMU> . Kyanypa, MHMCTELTBO, 4 HAATO My3HKa 3 i 6€3HOC€p€,D;HiM E€MOLIITHUM BILJILBOM,
BUABJIAIOTLCSA JJOCKOHAIMM iHCTPYMEHTOM AK JIJIS YCIIITHOTO OOIaHHA 3T/JAaHUX POJOBUX TPABM, TaK i I
TIOZ[A/IBINO] MaHIMy ALl CBIIOMICTIO i CTBOPEHHS YEPTOBUX CUMYJIAKPIB.

Buoxpemmoemo Tpu 0cHOBHI CUMYIAKPY KYIBTYPH PAJIAHCBKOTO IHTI/I6y: «IIApOBAPIIMHA,
NPUMITHBHE KO3aKO(iIBCTBO, CEJITHCHKICTE> 1 MOACHIOEMO, K BOHU CITY KUJIM KOJIOHI3aIii CBifoMOCTi
YKPaiHCBKOTIO CYCIIJIbCTBA. H_Iap0BapH — 1€ 3PYYHUH TPaAMLIMHUI OIAT YOJIOBIKiB, IIEPEBAYKHO, KO3AKIB y
NEBHMI iCTOPUYHMI IIEpiof. ITignocuru ix mo MeTa<1>opH IYXOBHOTO NPUMITUBY CTaJIU B CTAJIIHCBKY ,1106y,
KOJIU Bi,uGyBch;I IPOIIEC YMUCHOTO CIIOTBOPIOBAHHA i BUXOJIOIEHHA CyTi IUTOMUX TPATUILMA. Inenudikania
BCi€l HAIiOHAIBHOI IyXOBHOI CIIA/IITMHY 3i IITAHAMM IIEBHOTO KPOIO — II€ BUMUM CTYTIiHb MPUHUIKEHHSA
HapOoly, 31CTOCOBAHUI 3 BUHATKOBOIO iH(l)OpMaI_lifIHOIO arpeciero.

o Toro >x pAgy BiTHOCUTECA «IIPUMITUBHE KO3aKOPiTECTBO>, 3 AKOTO BUXOJIOIIYBAJIACH MUTOMA
CHCTEMA IIIHHOCTEM 1 )KUTTEBOTO YKy, HATOMICTh IEPEHOCUIIUCH CIOTBOPEH] XapaKTEPUCTHKH. Pociiceki
icropukwy, Ta i eAKi yKpaiHChKi TOCTITHUKY «ifleanisalii HallioOHaIbHOI icTOpii» 306pa>1<am/1 KOB3aKiB SIK
TPOIAITKX MUAKIB Ta IyJIAK. Pisens CHMYJIALI] y «KapUKATypax Ha KO3aKiB» 3aIIKAJIIOE, EKCTIOHYIOThCSA BCi
O3HAKU CUMYJIAKPY, 4 IX JeCTPYKTHBHI HACJIIKY MOXKEMO CIIOCTEPIraloThCA y $aHTOMAX iCTOPUYHOL
CBiIOMOCTi YKPaIHChKOTO CYCIiJIbCTBA CbOTOJEHHA.

Hai16inpmoi mroxy 3aBnas CUMYJISKP «CEAHCHKOCTI>» . Bin BIIPOBAIKYBABCA Y JITEPATYPi i
MUCTEITBI 32 MOHATIMHUM PATOM «TEMHA, HEOCBiYeHa, IPUMITHUBHA, )XOPCTOKA, TYIIa, BificTana i
MaJIOKYJIBTYPHA Y HOPiBHAHHI 31 ,,CTAPLIIMM 6paTOM” maca». Jlo Toro momaBanacek IyMKa IIPO «BiJICYTHICTh
IUTOMOI YKPAIHCHKOI eJIITH> - 1 CUMYJLAKD H€€Bp0ﬂ€ﬁCbKOFO ymep6Horo Hapony rorosuit. Jlosri poxu
TAKUM CUMYJLAKP IJIEKABCS MKITbBHUMU ITPOrPaMaMU 3 YKPaiHChKOI JIiTEpaTypu, KOJIX 3 HEl eTiMiHyBaIUCh
TBOPH, IPUCBAYEH] HAI[IOHAIBHIN €J1iTi, HATOMICTh AKI[EHTYBAIMCh MPUMITHUBHI i arPECUBHI IIOCTAT CEJISH. B
YKPATHChKil My3HIli HATOJIOIYBAJIACh il BUKTIOYHA 3AMKHEHICTh Ha PONBKIIOPI, 1032 AKMM HiJOTO LiHHOTO

KOMHOBHTOpaMH—HpO(l)eCiOHZLHaMI/I HC TBOPUJIOCh.

JIio60B Kusanoscbka Hapoauiacs y JIbosi i HaBuanacs B JIbBiBCbKiit KoHcepBaropil imeni M. Jlucenka (1979). Y
1985 p. KaHAUAAT ((l)yHKU,ﬁ HPOTPaMu y COPUNHATTI MySHYHOTO TBopy), ay 2000 p. — IOKTOp
mucrenrosHasctsa (Esomonis mysmanoi kynerypu Tamnanan XIX-XX cr.). 3 1987 p. Bukiagad, 3 1995 p.
npodecop, a3 1991 p. 3aBigyBauka kapenpu icTopii Mysuxu JIbBiBcbKOI HaliOHATBHOT MYy3SHYHOT aKazieMil iM.

M. JIucenka. 3 2021 p. — wieH-kopecronaenT Harjonanpuol akagemil MucTen B YKpaiHu, 3 2022 p. — 4ieH
Academia Europaea. OcHOBHI HanIpsMU HAYKOBUX JOCIIKEHb: My3U4Ha Kynbrypa [anmmanuu, mysuana
TICUXOJIOTisA, iCTOpPisl yKPaiHChKOT MYSUKH, 3B SI3KHU YKPaiHCBKOI MY3UKH JI0 iHIIKMX €BPONENCHKUX HALLIOHATBHUX
MYSUYHUX LIKiJI, MySHYHOI IIEJaTOTiKH. Ynen p060qo'1' rpynu «ICTopiﬂ MY3UKH B L[eHTpaanifI ta CxipHil
€Bponi», aBTOP IOHAJ, 20 MOHOTPadiil i MiPYIHUKIB, TOHAT §OO CTATEH Y CIIEI[iATPHIX KHUTAX 1 )KypHaIax
Ykpainu, ITomsmi, Himewunnu, Asctpii, Crosauunau, CHIA, Pymysii, JTutsa, Cnosewnis, IIseitnapis, Itanis

Ta iH.
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Friday THE SOVIET ERA 13:30—15:00

Lyubov Kyyanovska (Lysenko National Academy of Music, Lviv)

Cultural Simulacra as a Form of Soviet Colonization

Ukrainian society stands out from other European nations in its difficult historical experience and its overly
long period of statelessness. It forces everyone — those who were born in Soviet times and those who grew up
in the days of independence — to experience direct or inherited historical “ancestral traumas”. Culture, art,
and particularly music, with its direct emotional impact, turn out to be perfect tools both for successfully
overcoming these traumas as well as for further manipulation of the consciousness and the creation of new
simulacra.

This paper singles out the three main simulacra of Soviet culture — “sharovarshchyna”, “primitive
cossackophilism”, and “peasantism” — and explain how these served to colonize the consciousness of
Ukrainian society. Sharovary are comfortable traditional trousers worn by men, mostly Cossacks, in a certain
historical period. They began to be elevated to the metaphor of spiritual primitiveness in the Stalin era, when
a process of deliberate distortion and subversion of essential native traditions took place. The identification
of an entire national spiritual heritage with pants of a certain cut was an utter humiliation, and applied with
exceptional informational aggression.

"Primitive cossackophilism" belongs to the same group, which subverted a specific system of values
and way of life and replaced it with distorted characteristics. Russian historians and some Ukrainian
researchers of the “idealization of national history” depicted the Cossacks as derelict drunkards and revelers.
The level of simulation in the “Cossack caricatures” is extreme: all the signs of a simulacrum are exposed, and
their destructive effects can be observed in the phantoms of historical consciousness in today’s Ukrainian
society.

The greatest damage was done by the simulacrum of “peasantism”. It was implemented in literature
and art under the concept of “dark, uneducated, primitive, cruel, stupid, backward and uncultured masses,

ob))

compared to the ‘older brother’”. To that was added the idea about the “absence of a specifically Ukrainian
elite” - and the simulacrum of a non-European, unworthy people was complete. For many years, such a
simulacrum was nurtured by school curricula on Ukrainian literature, as works devoted to the national elite
were eliminated, and primitive and aggressive figures of peasants were emphasized instead. In Ukrainian
music, the exclusive focus was on folklore, outside of which nothing of value was supposedly created by

professional composers.

Lyubov Kyyanovska was born in Lviv and studied musicology at the Lviv Lysenko Conservatory (1979). She
obtained her Ph.D. in 1985 (the functions of a programme in the perception of the musical work), and
habilitation in 2000 (the evolution of Galician musical culture of the 19th—20th centuries). Since 1987 she has
been lecturer, since 1995 professor, and since 1991 holder of the chair of music history at the Lysenko National
Academy of Music in Lviv. She has been a member-correspondent of the National Academy of Arts of Ukraine
since 2021 and a member of Academia Europaea since 2022. Her main research areas are: the music culture of
Galicia, music psychology, the history of Ukrainian music, relations of Ukrainian music to other European
national music schools, and music pedagogy. She is a member of the working group ‘Music History in Central
and Eastern Europe’, and author of over 20 monographs and textbooks, over soo articles in specialist books and
magazines in Ukraine, Poland, Germany, Austria, Slovakia, USA, Romania, Lithuania, Slovenia, Switzerland,

Ttaly, etc.
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Friday THE SOVIET ERA 13:30—15:00

Peter Schmelz (Arizona State University)

Different Thaws: New Paradigms for Interpreting Ukrainian Music in the Late USSR

Over the past decade, the 1960s Kyiv musical avant-garde—including such notable composers as Valentyn
Sylvestrov, Leonid Hrabovsky, Volodymyr Zahortsev, and Vitaly Godziatsky—has been féted with
anniversary airings of key concerts and key works, with deluxe, newly recorded box sets of their music, and
with books of conversations, reminiscences, and scholarly essays. Building on this attention and the urgent
post-February 2022 impulses to decolonize Ukrainian music history, this paper takes a new look at the
musical shistdesiatnyky in Kyiv, reevaluating the ways in which this group was entangled with, yet stood apart
from the Soviet center.

It focuses on four central interpretative categories: influence, as well as the connected pairings of
avant-garde and socialist realism, and dissent and nostalgia. These categories all overlap and all hinge on
different aspects of the circle of composers gathered around Borys Liatoshynsky, with Sylvestrov as a key
figure, but also including influential Ukrainian conductor Igor Blazhkov and his wife musicologist Galina
Mokreeva. These ideas collectively contribute to a new conceptual framework for decolonizing our
understanding of Soviet music history.

This paper is further guided by the qualification embedded in its title—the idea of different thaws.
Rather than the singular Thaw—“The Thaw”—that has driven historiography on the post-Stalin period—
this paper emphasizes the idea of different thaws, a multiplicity that allows for important distinctions to be
made between center and periphery in the USSR, between composers in Moscow and Leningrad, and those in
Tallinn, Thbilisi, and Kyiv, as well as the different experiences of composers and other creators—the different
trajectories of music, literature, and the visual arts, for example. In the “peripheral” Soviet republics, the
thaws enabled the beginnings of decolonization: during this time, aesthetic tendencies developed that
exploded socialist realism and helped to establish more self-consciously national compositional idioms from

its fragments—deconstructing both parts of the pairing of “national in form, socialist in content.”

Peter J. Schmelz is Professor of Musicology at Arizona State University, Tempe. A 2019 Guggenheim Fellow, he
has received three awards from ASCAP: his first book, Such Freedom, If Only Musical: Unofficial Soviet Music
during the Thaw (Oxford, 2009), won an ASCAP Deems Taylor Award in 2010; his article on Sylvestrov’s
Symphony no. 5, published in Journal of Musicology, received an ASCAP Virgil Thomson/Deems Taylor Award
in 2015; and his third book, Sonic Overload: Alfred Schnittke, Valentin Silvestrov, and Polystylism in the Late
USSR received an ASCAP Virgil Thomson/Deems Taylor Award in 2022. Sonic Overload also received the Otto
Kinkeldey Award from the American Musicological Society. In Fall 2017 Professor Schmelz was Anna-Maria
Kellen fellow at the American Academy in Berlin. Among other ongoing projects, Professor Schmelz is currently
completing Some Combinations of Freedoms and Passions: Late Soviet Experimental Music and is co-editing an

introduction to Ukrainian music for Indiana University Press.
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Friday, May 19th, 15:30-17:00

Music after Maidan
Moderated by Rutger Helmers

Liza Sirenko (Ukrainian National Music Academy Kyiv / City University New York)
The Legacy of Ukrainian Opera: On Accepting the Past, Changing the Present

The formation of national opera has always been a sensitive topic for the musical community in Ukraine,
and even more for the last decade. One of the main reasons for that lies in interpreting the legacy of the
Ukrainian colonial past. Even considering the fact that Ukrainian opera has evolved from the intersection of
its cultural roots (musical-theatrical folk traditions and original early theatrical forms), and appropriation of
European genres, historical circumstances made challenging its path. Discovering the very beginning of
Ukrainian opera, musicologists face the issue of identity. For instance, known as the first Ukrainian opera,
Demofont was written in 1773 in Italy on Metastasio’s libretto by the Ukrainian-born composer Maksym
Berezovskyi, who spent most of his life working for the Russian Empire. Meanwhil, for a long time, operetta
and vaudeville were the most popular among amateur musicians in Ukraine, which raises the question of
professionalism. However, even after the emergence of opera theaters, artists got restrictions regarding the
use of Ukrainian from the government of the Russian Empire, then got censored by the Soviet Union, which
was not much conducive to further opera development. The last not only limited opera authors but also
changed the repertoire politics of Ukrainian opera houses to an extent that even during 30 years of
independence, Ukrainian theaters stage less than 1o national operas. This stagnation caused the launching of
independent opera collectives: Nova Opera (2015), Opera Aperta (2020), Open Opera Ukraine (2017); and
the commissioning of Ukrainian operas by opera houses (Lys Mykyta, Lviv; Vyshyvanyi, Kharkiv). These
organizations definitely turned the tide of the history of opera in Ukraine, but its path years before is still out
of sight of audiences and musicians. Trying to comprehend the legacy of Ukrainian opera and its history,

meanwhile, can help to draw a more accurate picture of what Ukrainian opera is.

Liza Sirenko is a music theorist, critic, and current Fulbright Visiting Scholar at the Graduate Center, CUNY. As
a second year Master's student and a Deputy Head of “Octopus” Student Scientific and Creative Society at the
National Music Academy of Ukraine, she studies contemporary instrumental music and her current research
focuses on North American approaches to post-tonal music analysis. She is a co-founder and editor of the
Ukrainian classical music website The Clagquers, where she discovers music from abroad for Ukrainian audience
and explores Ukrainian classical music for English-speaking readers. She is the former PR Director for the Kyiv

Symphony Orchestra.
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Friday MUSIC AFTER MAIDAN 15:30—17:00

Jorg Holzmann (Bern University of the Arts)
21st-Century Kobzars and Their Resistance Through Folk Music

In their article “Cultural Genocide in Ukraine: The Systemic Destruction of a People” from November
2022, Anya Voronova and Selin Songur define cultural genocide as “the destruction of societal heritage
through the concentration of assimilation elements and synchronized attacks on different aspects of life
[such as] education systems, languages, literary traditions, customs related to traditional clothing and more.”

With its deep roots in cultural history, folk music can certainly be considered a typical target of these
destructive practices. The attempted liquidation of the kobzars during Stalin’s Great Purge is presumably
one of the most famous examples in the area of today’s Ukraine.

The historical Kobzars were travelling minstrels, usually blind, who sang psalms and epic poems
while accompanying themselves on multi-stringed instruments such as the kobza or the bandura. This was a
well-established profession for centuries, organized in guilds, but in the 1930s many of them were arrested,
accused of nationalist propaganda, and murdered as alleged traitors. Also, their connection to the Ukrainian
Orthodox Church was used against them by the atheistic Soviet ideologists.

After their art had nearly ceased to exist for about sixty years, kobzars have experienced a revival since
the 1990s, with similar developments occurring in other former Soviet countries. Traditional instruments
have been reconstructed, a kobzar phonograph cylinder collection from the 19 10s has been digitized and a
kobzar guild has been re-established in Kyiv.

Atleast since the Maidan Uprising in 2013/14, the art of today’s kobzars has once again taken on an
increasingly political component and plays an important role in the country’s spiritual resistance since Russia’s
tull-scale invasion of Ukraine in February 2022. The paper’s aim is to illustrate how musicians combine
traditional text and music with current-day issues and use modern mass media for protest as well as for

consolation.

Jorg Holzmann first studied classical guitar at the HMDK Stuttgart, graduating with the highest marks in both
the artistic and pedagogical courses. Subsequently, he was active as a soloist, chamber musician and composer,
worked as a guitar teacher and successfully participated in international guitar competitions, winning prizes at
major festivals in Spain, India, Korea and the USA. This was followed by studies in musicology, literature and art
history in Stuttgart, Halle (Saale) and Leipzig. He completed his Master’s degree with a thesis on piano roll
recordings by women for the Hupfeld company. From 2018 to 2020, he was a research assistant at the Museum
of Musical Instruments at the University of Leipzig. Since 2020, he has been employed in the same position in
the project “Historical Embodiment” at the Bern University of the Arts, where he is writing his Ph.D. on

musicological and music-practical values of early sound film documents.
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Friday MUSIC AFTER MAIDAN 15:30—17:00

Mariia Romanets (University of Bristol)

The Sound World of Anna Korsun’s Terricone

Anna Korsun is one of the brightest representatives of the composers of the Ukrainian diaspora of
the younger generation. She was born and raised in the Donbass and educated at the Tchaikovsky
National Musical Academy of Ukraine under Myroslav Skoryk and at the University of Music and
Performing Arts Munich under Moritz Eggert. Anna Korsun currently lives in Berlin. She performs
her music and the music of colleagues as a vocalist, teaches composition at the Amsterdam
Conservatory and is actively involved in writing. A distinctive feature of the composer’s work is
bold experiments with sound. In her compositions, Anna Korsun uses non-traditional methods of
sound production, unexpected timbre combinations, and experiments with the spatial-acoustic
element.

On January 11th, 2023, the Bournemouth Symphony Orchestra performed under the
direction of Chief Conductor Kirill Karabits the world premiere of Korsun’s new work Zerricone at
the Lighthouse Concert Hall. According to the composer, this work is a kind of memorial to her
native Donbass, where she was born and grew up.

The originality of the artistic idea was predetermined by the composer’s choice of means for
its implementation. In this paper, Terricone is considered from the point of view of features of
sound implementation of creative idea: what types of sound composer uses and how they relate to
others; what methods the composer uses for the production of new sound; how Korsun’s work
relates to composers’ creativity of the last century and how methods invented in the previous

century have developed in our time — these questions are the main points of my research.

Mariia Romanets is an Honorary Research Associate (British Academy, CARA Fellow) at the University of
Bristol, and member of the Royal Musical Association. The sphere of her scientific interests is the phenomenon
of borrowing and self-borrowing in musical art, Ukrainian and Russian musical of the twentieth century, and
contemporary music. She moved to the United Kingdom at the end of July 2022 because of the war. In January
she started a research project about Ukrainian woman-composers abroad. Since December she has been leading a
YouTube channel where she posts interviews with musicians: the pianist and RCM professor Dmitri Alexeev,
composer Anna Korsun, the Chief conductor of the Bournemouth Symphony Orchestra Kirill Karabits, and

the music director of the English National Opera Martyn Brabbins.
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Friday, May 19th, 17:00-18:00

Keynote

Jann Pasler (University of California, San Diego)

“The Challenges of a Multicultural Past and Present: How to Write History as Relation’

Jann Pasler, Distinguished Professor at University of
California, San Diego, studies how music connects
individuals to community and negotiates complex identities
in Third Republic France and under colonialism in North
Africa, Senegal, Madagascar, Vietnam, and Cambodia.
Among her books: Writing through Music: Essays on Music,
Culture, and Politics (Oxford University Press, 2007);
Composing the Citizen: Music as Public Utility in Third
Republic France (University of California Press, 2009); and
La République, la musique et le citoyen, 1871-1914

(Editions Gallimard, 2015). She is currently finishing a new

book, Sounding the French Empire: Colonial Ethnographies of Music and New Media, 1860s-1960s, and, as

principal investigator, is directing an ERC advanced grant, “The Sound of Empire in 20th-Century Colonial

Cultures: Rethinking History through Music” (2019-2026). For more information and access to her

publications, see www.writingthroughmusic.com
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http://www.writingthroughmusic.com/

UKRAINIAN PEOPLE'S REPUBLIC 1918

UKRAINIAN SOVIET SOCIALIST REPUBLIC 1922

aturday,
ay 2oth

worLD war 11 1939
WESTERN UKRAINE INTO USSR

‘UNION OF RUSSIA AND UKRAINE' TERCENTENARY 1954

PRAGUE SPRING 1968

UKRAINIAN INDEPENDENCE 1991

DIPLOMACY MISSIONS UKRAINIAN
REPUBLIC CAPELLA (1919)

LEONTOVYCH, SHCHEDRYK
(FINAL VERSION, 1919)

LEONTOVYCH KILLED (1922)
LEONTOVYCH MUSIC SOCIETY (1922)

KURBAS' BEREZIL THEATRE TO
KHARKIV (1926)

KOFFLER,
MUSIQUE QUASI UNA SONATA (1927)

MEITUS,
DNIPROSTROI (1931)

REVUTSKY, PIANO CONCERTO
NO. 2 (1934)

DANKEVYCH,
BOHDAN KHMELNYTSKY (1951)

LIATOSHYNSKY, SYMPHONY NO. 3
(ORIGINAL, 1951)

LIATOSHYNSKY, SYMPHONY NO. 3
(REVISED, 1955)

TURKEVYCH, THE GIRL WITH
THE WITHERED HANDS
(PREMIERE, BRISTOL, 1957)

HRABOVSKY, CONSTANTS (1964)

SYLVESTROV, SYMPHONY NO. 3
(PREMIERE, DARMSTADT, 1968)

KARAMANOV, PIANO CONCERTO
NO. 3 “AVE MARIA” (1968)

SYLVESTROV EXPELLED FROM
COMPOSER'S UNION (1970)

SYLVESTROV,
QUIET SONGS (1974-77)

FOLK ENSEMBLE DREVO
FOUNDED (1979)

ZAHORTSEV, GRADATIONS
(PREMIERE, NEW YORK, 1980)

SKORYK, MELODIYA (1982)

PREMIERES OF THE SEASON
FESTIVAL (1989)

CHERVONA RUTA FESTIVAL
FOUNDED (1989)

DYCHKO, LITURGY NO. 2 (1990)
KYIV MUSIC FEST (1990)



Saturday, May 20th, 9:30-11:00

Sacred Music
Moderated by Kateryna Schoening

Yevgeniya Ignatenko (National Music Academy of Ukraine, Kyiv)

Greek-Byzantine Sources of Ukrainian Church Chant

Early periods of the musical history of Ukraine are insufhiciently studied for objective reasons. In Soviet
times, church music did not belong to the priority scientific areas of musicology. Some archives were closed,
scientific works were censored, and performing church music could cost a career in a state with an official
atheist ideology. There was also an ideology regarding the cultural and historical development of the
“brotherly” peoples of the USSR, according to which the history of Ukrainian music began in the r9th
century with Mykola Lysenko. Its Old Rus, Baroque and Classical periods were included with certain
comments in the history of Russian music, which should have the deepest roots. In such a complex
ideological and political context of Soviet Ukraine, a systematic study of Greek-Byzantine sources of Old Rus
and Ukrainian church chant was impossible. Therefore, musicologists of independent Ukraine have to solve
a complex task: to work with the lacunae in the Ukrainian music history and also to refute the Soviet
musicology schemes, offering a historically reliable interpretation of already known facts.

Chants accompanied with the remark “Greek” appeared in the Ukrainian and Belarusian church
musical manuscripts (Heirmologia) in the second half of the sixteenth century and kept in the liturgical
repertoire until the end of the eighteenth century. All Greek chants written down in the Ukrainian and
Belarusian Heirmologia are anonymous. As a result of our comparative study of Ukrainian-Belarusian and
Greek-Byzantine manuscripts, their significant number were authorized. The staft-notated Ukrainian and
Belarusian manuscripts include the kalophonic works of the prominent Byzantine composers of the 13th—
15th centuries, such as Ioannes Glykys, Ioannes Kladas, Manuel Chrysaphes.

The attribution of Greek chants marks a new stage of scientific research of the Greek repertoire
from Ukrainian and Belarusian chant manuscripts. The main goal of our paper is to show how the history of

Ukrainian music can be enriched with new names, facts and contexts.

Yevgeniya Ignatenko studied Musical Art in Ukraine (Tchaikovsky National Music Academy of Ukraine) and
Byzantine Chant and Musical Palacography in Greece (L. Angelopoulos, M. Alexandru). She obtained her
Ph.D. in Musical Art in 2006 and has taught at the NMAU since 2002 (today as an Assistant Professor).

In 2007-8 and 2014-15 she received scholarship of the Alexander S. Onassis Public Benefit
Foundation. She is a member of the IMS Study Group Music of the Christian East and Orient and of the
Aristotle University of Thessaloniki Study Group for Palacography of Byzantine Music. She is a science advisor
and lecturer of the projects “Laboratory of Musica sacra Ukraina” (2020, http://lab.openopera.com.ua),
“Open Partes — communication without borders” (2021), “Vertep — Neo-Baroque mystery” (2021),
implemented with the support of the UCF. She edited the “Partesny Concertos of the 17th—18th centuries from
the Kyiv Collection” (in collaboration with N. Gerasymova-Persydska, Kyiv, 2006). She is the author of over 5o
articles. She lectured at universities of Greece including the Erasmus+ International Credit Mobility
Programme. She appeared at numerous congresses and festivals in Ukraine, Greece, Romania, Poland, Austria,

Germany.
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Saturday SACRED MUSIC 9:30—11:00

Rebecca Mitchell (Middlebury College)

Sacred Sound in late Imperial Kyiv (1890-1917): The Kyiv-Pechersk Lavra and the Search for
“Pure” Orthodox Chant

In 1903, a controversy erupted on the pages of the weekly music periodical Russkaia muzykal naia gazeta
over the state of church singing in the Kyiv-Pechersk Lavra (Kyiv’s Monastery of the Caves). St. Petersburg-
based Russian chant scholar M. Lisitsyn had strongly critiqued the current choir director’s disregard for the
ancient chant tradition nurtured within the Lavra. In response, a certain V. P. vehemently attacked Lisitsyn
for failing to understand the actual nature of both the chant melodies themselves and local harmonization
tradition. At issue in this heated polemic was the question of how one should define a “pure” or “original”
style. Did the Kyiv-Pechersk Lavra have a unique harmonization tradition built on a unique “South Rus”
chant tradition? Or was this “Kiev style” of chant a variant more properly classified as part of the Great
Russian “znamenny” tradition? Did the “peasant” (po-muzbitski) style of performance currently practiced in
the Kyiv-Pechersk Lavra demonstrate the degradation of a once-pure tradition under the Westernizing,
Italianiate (even “Catholic”) influence of sacred music composers like Dmitrii Bortnianskii? Or was it a
genuine expression of local practice, perhaps even an expression of the “narod”? This paper explores
controversy over sacred chant at the Kyiv-Pechersk Lavra as a lens for examining deeper questions of local,
regional, national and confessional identities in late imperial Kyiv diocese, as well as within Russian-language

scholarly musical circles of the time.

Rebecca Mitchell is Associate Professor of History at Middlebury College. In addition to numerous
articles/book chapters, she is the author of two monographs: Sergei Rachmaninoff (Reaktion Press, 2022) and
Nietzsche’s Orphans: Music, Metaphysics and the Twilight of the Russian Empire (Yale University Press, 2015).
Nietzsche’s Orphans was awarded the 2016 W. Bruce Lincoln Book Prize by the Association for Slavic, East
European and Eurasian Studies (ASEEES) for a first monograph “that is of exceptional merit and lasting
significance for the understanding of Russia’s past”. Her current research offers a comparative study of the
intersection of music, philosophy, religious belief with contested identities (imperial, national, religious,
regional) in various regions controlled by the Russian empire, with particular emphasis on Kyiv, Tbilisi, Kazan
and Moscow. Her research has been funded by numerous organizations, including (most recently) a Junior

Research Fellowship with the American Research Institute for the South Caucasus (ARISC).
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Saturday SACRED MUSIC 9:30—11:00

Anna Tapenpka ta Haranis Xwminescoka JJansmuna (Open Opera Ukraine)

ITaprecua naboparopis Musica Sacra Ukraina: focsin HarjioHamsHOT Ta MiDKHAPOAHOT B3aeMOAIT

HapTeCHI/Iﬁ CIafIOK — yHiKaJIbHA YaCTHUHA iCTOPIl YKPATHCHKOT My3UYHOI KYJIBTYPH. OcobmuBocTi fioro
TIEPEBINKPUTTA, JOCTIIKEHHA, BAKOHAHHA Ta PENENLT y APYTil MOJOBHUHI XX cromitta Bia6yBaan1, iz gac
iCHYBaHHA pafiAHCPKUX iMIIEPCHKHMX HAPATHUBIB, IO CYTTEBO MO3HAYAETHCA HA Iill YACTHHI YKPATHCHKOTO
bapoxosoro cragky i goternep. OZHUM i3 MOMITHUX PE3yJIBTATIB [HOTO € OPAK BUJAHNX HOTHHX 36ipOK,
BUKOHABCHKHUX BEPCill pO3MAITUX IIAPTECHUX TBOPIB, obMexeHa KiJIbKiCTb JOCTimKEeHbD, BiJICyTHICTD
MaPTECHUX TBOPiB Ha KOHIIEPTHUX MAUJAHYMKAX AK YKPAiHCHKHX, TaK i MD>KHAPOTHUX.

2019 pPOKy miargopma Open Opera Ukraine 3aMOYaTKyBaJIa HaITPSM, IO M€ Ha METi aKTUBi3aLIiI0
IPUBEPHEHHA YBATH JI0 IIAPTECIB HA PiSHUX PiBHAX. ITipxix xomaugu 3YMOBJIEHUH Opi€HTHPAMU iCTOPUYHO-
110iH$pOpMOBaHOTO BIKOHABCTBA (HIP), TOX BCSL METOJOJIOTiA IIPOEKTY BifOUBaE ioro miaxoau. 3 2019 poKy
BIIAJIOCA PEANI3YyBATH HU3KY 3aXOiB BCEPENUHI MAPTECHOI JIa6opaTopi’1’, 30KpeMa: 37ilICHUTH TepIIe
BUKOHAHHs HU3KU TBOPiB Mukomu Jlunerpioro (3i s6ipku mig pepaxiiero Ipuan Iepacumosoi, Bupganoi y
Bapmasi 2018 poky) y ronmosaomy xpami Hanionansroro sanosignuka Codis Kuiscska; creopury
JBOMOBHMI CAUT IPOEKTY Ta 3aMMCATU JUCK i3 TBOpaMH J{MITeIbKOro Ta 12-roI0CHUME KOMITO3UITIAME
HeBigomux asropis (http://lab.openopera.com.ua); peanisysaru mpoext Open partes: KoMyHiKatis 6e3 Mex,
110 BizgbyBcs y doTuprox micrax Ykpainu (Yepwiris, Ocrpir, Kpusuit Pir, Cesepogosenpk); posmnodaTu
Mi>KHApOJHi racTpoi (Iranis, ITonsma); 3aI0YaTKYBATH CIILIBHUH JOCBif] BAKOHAHHS TAPTECIB podeciitHum
T4 AMATOPCHKUM KoJtekTrBamu (aHcambis Partes ta amaropceskuit xop b.A.X). Ha pasi, maprecHa
maboparopis Open Opera Ukraine — € eguHOI0 MOCTINHO Ai109010 CUCTEMHOIO IIATGOPMOIO B YKpaiHi 3
pi3H06quoro TOCJIPKEHHA, BAKOHAHHA T4 IIPE3EHTALI IIAPTECIB.

Jomosigs Mae Ha meTi POSKPHUTH JIOCBif Ha6yTo'1' KOMYyHiKallii Ta yHaOYHMTH KOJIO HpO6J'ICM, 10

BiIKPUJIMCA Y TIPOLIEC] peasisallii 3a3HaY€HUX TPOEKTIB.

Anna Iagenpka — KaHFMJATKA MECTELITBOSHABCTBA, CIiB3ACHOBHMUI TA IPOrPAMHA AUPEKTOPKA IIIATGOPMHU
Open Opera Ukraine, kyparopka naprecroi maboparopii Musica Sacra Ukraina. Buknapauka (Ha mocapi
nonenTa 6es BaeHoro 3anHA) Harionansnot MY3UYHOI aKazieMil YKpa’fHH (Kaq)enpa Teopii Ta icTopil KyanypH),

JIEKTOPKA, KypaTOpKa Ta €KCIEPTKA HU3KN MUCTCIbKUX HpOGKTiB.

Harania Xminescpxa Jaspmuma — KaHAMIATKA MUCTELTBO3HABCTBA, CIiB3aCHOBHUILA Ta APTUCTUYHA
aupexropka matpopmu Open Opera Ukraine, xyposxHst kepiBHuLs aprecHol nabopartopii Musica Sacra
Ukraina, xopmericrepka ancambimio Partes, amatopcskoro xopy b.A.X. BokasicTka Ta xopMeiicTepka
HaunionansHoro 6ysuuky mysuku (Ancam6in kiracuanoi Mysuxu imeni Bb. JIstomutcbkoro, Gapoxosuit

aHCElMGJ'Ib). KOY‘{I/IH}I 3 PEHECAaHCOBOTO Ta GapOKOBOFO BOKaJIy.
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Saturday SACRED MUSIC 9:30—11:00

Anna Gadetska and Nataliya Khmilevska-Danshyna (Open Opera Ukraine)
The Partsong Laboratory of Musica Sacra Ukraina: The Experience of National and International
Collaboration

The heritage of partsong (partesnyi spiv) is a unique part of the history of Ukrainian musical culture. The
peculiarities of its rediscovery, research, performance and reception in the second half of the twentieth
century took place under Soviet imperial narratives, which significantly affects this part of the Ukrainian
baroque heritage to this day. One of the noticeable results of this is the lack of published sheet music
collections, performance versions of various partsong compositions, a limited number of studies, lack of
works on concert venues, both Ukrainian and international.

In 2019, the Open Opera Ukraine platform launched a direction aimed at intensifying attention to
partsong at various levels. The team’s approach is guided by the principles of historically-informed
performance (HIP), so the project’s entire methodology reflects its approaches. Since 2019, it has been
possible to implement various measures within the laboratory, in particular: to carry out the first
performance of various works by Mykola Dyletsky (from the collection edited by Iryna Gerasimova,
published in Warsaw in 2018) at Saint Sophia in Kyiv; create a bilingual project website and record an album
with Dyletsky’s works and 12-voice compositions by unknown authors (http://lab.openopera.com.ua); to
implement the project Open Partes: Communication Without Borders, which took place in four Ukrainian
cities (Chernihiv, Ostroh, Kryvyi Rih, Severodonetsk); to start international tours (Italy, Poland); to starta
joint experience of performing partsong by professional and amateur groups (the Partes ensemble and the
amateur choir B.A.C.H.). At the moment, the Open Opera Ukraine partsong laboratory is the only
permanent, systematic platform in Ukraine for the multifaceted research, performance and presentation of
partsong.

The purpose of this paper is to share experiences of previous exchanges and visualize the range of

problems that emerged during the implementation of the projects mentioned above.

Anna Gadetska has a Ph.D. in Art History and is co-founder and program director of the Open Opera Ukraine
platform, curator of the music laboratory Musica Sacra Ukraina. She teaches (in the function of associate
professor without academic title) at the National Music Academy of Ukraine (Department of Theory and

History of Culture) and is a lecturer, curator and expert in various art projects.

Nataliya Khmilevska-Danshyna has a Ph.D. in Art History, and is co-founder and artistic director of the Open
Opera Ukraine platform, artistic director of the partsong laboratory Musica Sacra Ukraina, and choirmaster of
the Partes ensemble and of the amateur choir B.A.C.H. She also performs as a vocalist and choirmaster of the
National Organ and Chamber Music Hall of Ukraine (the Liatoshynsky Classical Music Ensemble), and is

active as a Renaissance and Baroque vocal coach.
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Saturday, May 20st, 11:30-13:00

The Imperial Era

Moderated by Philip Bullock

Viktoria Grynenko, Guillaume Tardif and Olga Zaitseva-Herz (University of Alberta)

The case of a “Ukrainian Tartini” at the Russian Court: Exploring the Ukrainian folk sources of
violinist Ivan Khandoshkin’s Works

In this presentation, we discuss a selection of musical works with elements of Ukrainian folksongs composed
by the virtuoso violinist Ivan Khandoshkin (1747-1804), who served with distinction at the court of
Catherine IT and beyond. Some of the sets of variations by Khandoshkin are based on songs attributable to
Ukrainian music folklore or tradition (however, usually designated as Russian in the printed title).
Khandoshkin, popularly known as ‘the Russian Tartini’ was, in fact, of Ukrainian origin and showed a keen
interest in collecting folksongs. He was presumed to have trained in the Italian tradition with a pupil of
Tartini at the Court. He was employed as a violinist-composer by the Court and was later appointed Head of
the nascent Academy of Sciences and Arts in Ekaterinoslav (now Dnipro, Ukraine).

The selected folk songs are varied in a manner typical of Tartini’s “Arte dell’arco” variations — with a
constant repeating bass. The first set is titled ‘Kozachok’, from the 1783 collection, with more than six
variations (the kozachok is a dance associated with the Cossacks - the composer was himself the son of a
Cossack from Ukraine). The second set of 7 variations develops the song “Wheat Croppers”. The third, on
the song ‘Near the Road’, is listed as op. 4, and contains as many as 40 variations — emulating Tartini’s own
‘Arte dell’Arco’. Finally, a set of variations in A-flat major (bearing no title) features both songs, “Oh my
Destiny” and “Either Losing or Loving,” with evident Ukrainian musical characteristics.

The presentation, to include illustrative performances of excerpts from these works, will also touch
on other eighteenth-century composers linked to Ukraine: two of the so-called ‘Golden Three’ — Maksim
Berezovsky (1745—1777, sonata) and Artemy Vedel (1767—1808) — and Havrylo Rachynsky (1777-1843,

variations on ‘Behind the Hills’ and ‘the Winds are Blowing’).

Viktoria Grynenko is a Ukrainian violinist from Kyiv, currently living in Edmonton, with degrees from the
universities of Manitoba, Ottawa, and Alberta (DMus). Her research has focused on the interaction of violin

music and dance or gesture in different contexts and on contemporary repertoire.

Guillaume Tardif is a Canadian violinist from Quebec City, Associate Professor at the University of Alberta in
Edmonton. His research is wide-ranging and mostly focuses on violinist-composers. He holds degrees from the

Conservatoire du Quebec and the Eastman School (DMA, University of Rochester).

Olga Zaitseva-Herz is a Ukrainian singer from Dnipro, currently living in Edmonton and Frankfurt a. M. She
holds degrees from Dnipro, Kyiv (Ukraine) (B. Sc., B.A., M. Sc.) and Frankfurt a. M. (Germany) (Dipl. Mus.-
Pid.). Her research interests focus on Ukrainian folk songs in Ukraine and North America, vocal techniques and

their variations in cross-cultural contexts.
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Saturday THE IMPERIAL ERA I1:30-13:00

Jeffrey Yelverton (University of Minnesota)
The geopolitics of Maksym Berezovsky’s Symphony in C

This paper will explore the geopolitics behind the writing of music history and the musical appropriation
which masquerades as cultural stewardship. My case study, Maksym Berezovsky (1745-1777), is a composer
claimed by two competing national identities, Russian and Ukrainian. In 1803, a Ukrainian church official
alleged that Berezovsky was underappreciated in Russia and committed suicide, a claim that the Russian
Israeli Marina Ritzarev denies. A boost in stature came in 2002 when Berezovsky was discovered to have
composed the “first” Russian Symphony. The discovery of the manuscript in the Vatican archives by 23-year-
old Steven Fox, Russian music aficionado and founder of the US-based Musica Antiqua St Petersburg. Fox,
an American, also conducted the premiere. | address issues with dual ownership of a culturally important
product and what happens when one side starts to subjugate or even forcefully assimilate the other.
National identity and the notion of geopolitics share many similarities, most notably the
preservation of one nation’s ideas over another. The forceful assimilation of Ukraine is happening in real
time. With two culturally similar countries, it is more important than ever to acknowledge their distinct
cultural, political, and musical identity if we are to protect the soul of Ukraine. The forming of national
identity is complex and messy but also often violent, and Ukraine and Russia have been in conflict or some
form of subjection many times in history. The idea of shared musical history can be problematic, but only

when one party claims ownership over another.

Jeffrey Yelverton is the Director of Digital media for the American Composers Forum. He is a leader in classical
music’s expanding digital footprint and DEI initiatives while focusing on public discourse and the profession's
perception to the greater audience. Currently, he is a Ph.D. candidate in musicology at the University of
Minnesota. He holds a master’s degree in music history from the University of South Carolina and a bachelor’s
degree in music (French horn performance) from St. Cloud State University in Minnesota. He is an active
member of the Society of American Music, the American Musicological Society, and the Black Opera Research
network, for which he has given presentations in Minneapolis, Montreal, and Italy. His areas of study are

Russian romanticism, American military music traditions, and opera.
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Saturday THE IMPERIAL ERA I1:30-13:00

Lucinde Braun (Universitit Regensburg)

Mykola Lysenko’s Encounter with the “Ingenious Russian Composer P. I. Tchaikovsky”

A memorial plaque on Mykola Lysenko’s house in Kyiv still commemorates his meeting with the leading
Russian composer of his time, Petr Tchaikovsky, which, according to Lysenko’s cousin Mykhailo Starytsky,
took place in 1890. My analysis will show that original biographical sources give only limited evidence of this
supposed ‘shining hour’. Neither Tchaikovsky’s nor Lysenko’s writings mention this moment, which
posterity deemed worthy of special attention. Moreover, Tchaikovsky does not seem to have noticed Lysenko
at all, whereas the Ukrainian composer was primarily attracted by the music of the ‘Mighty Five’.

In musicological publications, however, Lysenko’s supposed encounter with his famous Russian
contemporary has left a trace extending far beyond Soviet Russia. This act of ‘nobilitation’ also found its way
into leading Western encyclopedias. It demonstrates the lasting impact of a Russo-centric narrative on
modern musicology, viewing one of the most influential Ukrainian composers primarily in the light of his
‘friendship’ with Tchaikovsky.

On a more general level, a close reading of literature about the operatic ceuvre of Lysenko will show
how missing knowledge of the works and their contexts distorts the understanding of Ukrainian musical
traditions. A characteristic misinterpretation, based on insufhicient information and a lack of critical editions,
concerns the generic properties of Lysenko’s ‘Little Ukrainian Opera’ Natalka-Poltakva (Richard Taruskin,
Sigrid Neef). Thanks to current theoretical approaches from cultural studies, these inadequate judgements
can be interpreted as involuntary symptoms of discriminatory academic practices which ultimately reflect

imperialistic power structures.

Lucinde Braun originally specialized in Russian music (institutional history of the Russian Imperial opera
under tsar Alexander III; Peter Tchaikovsky and France), and is currently doing a research project on Lutheran
organ inauguration sermons from the seventeenth and eighteenth centuries at the Musicological Institute at the
University of Regensburg (https://orgelpredigt.ur.de). The musicotheological project reflects her wide-ranging
interest in cultural studies from the early modern period up to the twentieth century. As head of the Scientific
board of the German Tchaikovsky Society (Tschaikowsky-Gesellschaft e.V.), I continue to actively participate in
research on Tchaikovsky (latest editorship: Cajkavskz]’-Analyxen. Neue Strategien, Methoden und Perspektiven,
Mainz: Schott, 2022).

My first encounter with Ukrainian music was at a conference celebrating the opening of the Goethe
Institut in Kyiv (May 1995), where I offered a reading of Ivan Kotlyarevsky’s Natalka Poltavka in the light of
the opera aesthetic of Johann Friedrich Reichardt (“Ivan Kotljarevs’kyj und Johann Friedrich Reichardt: Die
ukrainische Oper Natalka-Poltavka zwischen Vaudeville und nationalem Symbol”, in: H. Loos et al. (ed.),

Musik in der Ukraine, Leipzig: Schréder, 2022, pp. 15-30).
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Saturday, May 20st, 14:00-15:30

Musical Institutions
Moderated by Lidiya Melnyk

Mirostaw Dymon and Teresa Mazepa (University of Rzeszéw)

Ukrainian Musical, Cultural and Artistic Societies of Galicia in the Second Half of the 19th and the
First Half of the 20th Centuries as Centers of National and Cultural Revival

From the moment Galicia entered the Habsburg Empire in 1772, the cultural, musical, and theatrical life of
the region acquired new features. Following the model of other European cities, musical institutions were
founded - in particular, a stationary theater, musical societies, and cultural and artistic centers. Various
ethnic and national musical societies and associations became the social and cultural basis through which the
process of professionalization of musical life, education of musical and aesthetic tastes and needs took place,
musical traditions were formed, and national creativity was nurtured. For the largest stateless nations of
Galicia — Ukrainian and Polish, musical, cultural, and artistic societies, in addition to their primary purpose
— to spread high art, also played an important role as centers of national identification and unification. For
the Poles, such a center was the Galician Music Society (founded in 1838 in Lviv), which became a model for
many musical societies and artistic centers formed in Lviv in the second half of the 19th century. For
Ukrainians, it was the first Ukrainian musical singing and choral society Boyan (founded in 1890 in Lyviv).
Boyan’s main goal was the development of Ukrainian national musical culture through concert, educational,
and enlightenment activities. Boyan was at the helm of the cultural and social life of the Ukrainians of
Galicia, and its activity contributed to the spiritual rapprochement of the East and West of Ukraine.
Following the model of the Lviv Boyan, similar music societies were founded in many other areas of Galicia
and the Ukrainian East, as well as in the Ukrainian diaspora. Apart from Boyan in Galicia, until 1939, there
were also other active cultural and artistic societies like Ruska Besida and Prosvita, the Lviv Academic Choir

“Banduryst”, the Ukrainian Singing Society “Surma”, the Dmytro Kotko Choir and the Studio Choir.

Mirostaw Dymon graduated from music studies at the Academy of Music in Krakéw, Faculty of Instruments, in
1986, majoring in accordion. In 1995, he received a Ph.D. degree in music psychology at the Faculty of
Philosophy and History of the Jagiellonian University in Krakéw. In 2011, at the University of Ostrava in
Ostrava, he obtained a habilitation degree in the humanities in the field of pedagogy, specializing in music theory
and pedagogy. Since 1986, he has been working at the Institute of Music at Rzeszéw University. The area of
scientific and research interests concerns issues related to psycho-pedagogical conditions of music education,
psychology of creativity, psychology of music, history of music as well as music therapy. His achievements so far

include numerous scholarly publications, including over 8o articles and two monographs.

Teresa Mazepa is adjunct professor of Institute of Music of the University of Rzeszéw (Poland), associate
professor of the Department of Choral and Opera-Symphonic Conducting of the Lysenko Lviv National Music
Academy. Vice-director of the Galician Music Society (Lviv). In 1991 she graduated from the Lysenko Lviv
National Music Academy majoring in Musicology. In 2003 she defended a Ph.D. dissertation at the National
Music Academy of Ukraine, and in 2018 her habilitation thesis with her dissertation “The Galician Music
Society in the cultural process of the 19th — early 20th centuries” at the National Academy of Culture and Arts
Management. She is the author of over 100 articles and scholarly studies, 6 scholarly monographs and textbooks

devoted to the musical culture of Lviv and Galicia.
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Saturday MUSICAL INSTITUTIONS 14:00-15:30

Oxcana Mempanayk (YaiBepcurer ITamanskoro, Onomoyus)

ITouarku “>xpanoBmuny” y Criiini paAsSHChKUX KOMIIOSHTOPIB YKpaiHu

\Y PpajAHCHKMIT mepion cdepa MUCTELTBA 6y11a OJIHUM i3 BOK/TMBUX i TOJIOBHUX iHCTPYMEHTIB peatizamil
ineonoriunoi Ta nomiTuanoi AisnpHOCTI KoMmynicTrunoi maprii Pagaucekoro Comosy. Xouda pimenns Ta
nocrarosy 3'13gis ITK KITPC 6esnocepesbo He CTOCYBAIMCS KyJIBTYPHO-MUCTELHKOI ChepH, BOHN MaJIH
3HAYHHI BIUIUB Ha YIIPABJIiHHA MUCTELbKUMU nTponecamu. CaMe KOMyHiCTHYHA mapTia popMyBsaa,
BHM3HAYaJIa T4 KOHTPOJIIOBAJIA OCHOBHI HAIIPAMKH PO3BUTKY IpodeciiiHoro mucrenrsa. OpHuUM i3 0CHOBHUX
iHCTPYMEHTIB i1€0IOTI9HOTO BIIJIMBY HAa MUTIIiB 6YJ'II/I TBOPYi CIIiJIKM, OCHOBHA MiCifl IKMX MOJIATaa
HacaMIIEPeN B 06cnerByBaHHi TaPTiHKUX iHTEPECIB BJIAJM TA PETYMOBAHHI KyJIBTYPHO-MUCTELILKMX ITPOLIECIB
y Papsucexomy Corosi. Cepea 1l WiIeHiB 6yJ1a IIEBHA KiJIbKICTh YKPATHCHKUX KYJIBTYPHUX HiA4iB, AKi pimnyde
BUCTYTIAJIU IIPOTH PAJAHCHKOL MO TUKY, OCKIJILKH PO3YMIJIM, Ky BEJIMUE3HY 3aTPO3Y BOHA CTAHOBUTD IS
IIOZIJIBIIOTO CTAHOBJIEHHSA Ta POSBUTKY YKPAIHCHKOI HALIOHAIBHOI iIEHTUYHOCTI. Opnak 6i7bIIicTh YJIEHIB
Chinku PaJITHCHKHUX KOMITO3UTOPIB y}(pa'fHH HE IParHyJId BUCTYTIATH IIPOTHU LEHTPATBHOTO KOMYHICTUIHOTO
pexumy. y pedepari 6y,ue 3MIMCHEHO cnp06y NPOaHaJi3yBaTH 3HAYEHH i POJIb Ii€] OpraHisamil B KOHTEKCT]
PO3BUTKY MUCTEIIBKOTO YKUTTA B Yxpa'fﬂi Ha TJIi DOJTUYHUX 1 COLiaIbHUX Ofix B CPCP, a caMe Ha OCHOBI
36€p€)K€HI/IX apxiBHUX JKEPET, Oi/IBIIiCTD 3 AKUX 36epiraeT1>c,q B HeHTpaanOMy TeP>KaBHOMY apXiBi-My3ei
JTEPaTypH i MUCTENTBA VKpaIHI/I Ta PAIAHCHKOI My3UIHOT ny6niuHCTm<H. OcobmBa yBara 6yae npuzisTeHa
POKy 1948, xomu 6y:na npuitksTa ITocranosa ITonit6ropo ITK BKII(6) mopo onepu Bano Mypageni
«/Ipy»x6a HapopiB», sKa Po3IIOYAIa TAK 3BaHY "KAAHOBIIMHY' Ta ITOB'A3aHY 3 Helo 60poThOy 3
"popmanizmom” i "kocMonomiTusMoM” y Mysuiii. Takoxx OymyTs posmisHyTI CipoOH, CTBOPEHHSA TaK 3BaHOT

3aTaJIbHOCOIO3HOI KYJIBTYPH, B AKiM He 6yJ10 MICLA [JI IPOABY caMo6yTHbo'1' HaLliOHAJIbHOI MY3UKH.

Oxcana MensHUYYK — My3HKO3HABEL[b, JOKTOPAHTKA IPyroro poky B YuisepcuTeri [Tamanpkoro B Onomoyui
(Yecoka Pecny611i1<a). Ti TOKTOPChKE NOCTiIPKEHHS IPUCBAYEHE JIIATBHOCTI HauionansHol cinku KOMITO3UTOPiB
Ykpainu 3a gacis Paganceioro Corogy. ¥ 2011 pori poamnoyana HaB4aHHS y XMETbHUIBKOMY MY3HUYHOMY
yaunumy im. B.I.3apembu, y 2019 pori orpumana crymine 6akanaspa 8 OpechKiil HanioHaIbHIi MysHYHi

axapiemil imeni A. B. Hexxpanosof, a y 2021 poui — crynine marictpa B fremmoncsxkomy yrisepcureri y Kpaxosi.
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Saturday MUSICAL INSTITUTIONS 14:00-15:30

Oksana Melnychuk (Palacky University, Olomouc)
The Beginnings of the Zhdanovshchina in the Ukrainian Union of Composers

During the Soviet period, the sphere of art was one of the important and main instruments for the
implementation of the ideological and political activities of the Communist Party of the Soviet Union.
Although the decisions and resolutions of the Congresses of the Central Committee of the Communist
Party of the Soviet Union did not directly concern the cultural and artistic sphere, they had a significant
influence on the management of artistic processes. It was the Communist Party that shaped, determined and
controlled the main directions of the development of professional art. One of the main instruments of
ideological influence on artists were the creative unions, whose main mission was primarily to serve the Party
interests of the authorities and to regulate cultural and artistic processes in the Soviet Union. The Union of
Soviet Composers of Ukraine cannot be considered an independent artistic institution. Among its members
were a certain number of Ukrainian cultural figures who were resolutely opposed to Soviet policy because
they understood what a huge threat it was to the further formation and development of Ukrainian national
identity. However, most members of the Ukrainian Composers' Union did not seck to speak out against the
central communist regime. The contribution will attempt to trace the significance and role of this
organization in the context of the development of artistic life in Ukraine, against the background of political
and social developments in the USSR, on the basis of the surviving sources of the Union of Soviet Composers
of Ukraine, most of which are stored in the Central State Archive-Museum of Literature and Art in Kyiv,
and contemporary Soviet music journalism. Attention will be paid to 1948, when the resolution of the
Central Committee of the Communist Party of the Soviet Union “On the opera Great Friendship by Vano
Muradelli” was issued and the so-called Zhdanovshchina was launched and the related struggle against
“formalism” and “cosmopolitanism” in music. Particular attention will then be paid to the way in which the
attempt to create a so-called All-Union culture, in which there was no place for the exercise of a distinctive

national music, was promoted in Ukraine.

Oksana Melnychuk is a Ph.D. student in the second year of the PhD program in Musicology at Palacky
University in Olomouc (Czech Republic). Her doctoral research is conducted to the topic of activities of the
National Union of Composers of Ukraine during the Soviet Union. She started her studies at Khmelnytskyi
Musical College, obtained her bachelor’s degree at the A.V. Nezhdanova Odessa National Music Academy in

2019, and her master’s degree at Jagiellonian University, Krakéw, in 202.1.
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Saturday MUSICAL INSTITUTIONS 14:00-15:30

Mykhailo Chedryk (National Music Academy of Ukraine, Kyiv)
The Role of the Non-Profit Sector in the Cultural Diplomacy of Ukraine: The Kyiv Contemporary
Music Days Approach

Sectors of the economy can be structured by ownership, namely: public sector, private sector, and voluntary
sector (also called the third sector, community sector, or non-profit sector). In this paper, I would like to
point out the role of non-profit organizations in the field of cultural diplomacy, more specifically in art
music. In order to analyze the objectives of organizations of this type in Ukraine, methods and key outcomes
of their activities, as well as challenges they face, I suggest focusing on one specific organization and its
policies and analyzing what instruments are being used to embody particular policies.

The Kyiv Contemporary Music Days (KCMD) have existed since 2015 and have extensive experience
with international projects in Ukraine and abroad. It is a platform that focuses on contemporary music, its
promotion in Ukraine, and familiarizes various audiences with contemporary art in general. In addition to
the fact that KCMD pays attention to Ukrainian composers and Ukrainian music, they make a great
contribution to the development of modern Ukrainian academic performance. KCMD conducts a cultural
exchange, during which Ukrainian performers have the opportunity to perform abroad. One of the examples
of this is the series of concerts within the New Music: Touchpoints festival, part of which was held in Lisbon
with the participation of Ukrainian musicians and with performances of Ukrainian music.

It is crucial to explore the diplomatic and economic potential of art music and to develop the
possibilities of its implementation through advanced policies because occupying a certain place in the
modern system of international relations, any state relies not only on political, economic, and military
resources, but also on its cultural heritage, artistic potential, and assets, which can be a powerful tool in
achieving the internal and external political goals of the country.

We, musicologists and researchers, cannot place Ukrainian music in the European and global
context, in particular, because it is not known either in Europe or in the world (or is not known enough).
That is a problem that arises. Before placing something somewhere, you need to know it. The KCMD are one

of the channels of such knowledge.

Mykhailo Chedryk was born in 1997 in Svaliava, Ukraine. In July 2016 entered the National Music Academy of
Ukraine to study music composition, with Professor Igor Scherbakov. Received Bachelor’s and Master’s degrees.
Currently — Graduate student of the “History of Music” Department of the National Music Academy of
Ukraine with Doctor of Arts, Professor Yurii Chekan. Since September 2017 — project manager of the
educational and concert platform Kyiv Contemporary Music Days. Since February 2019 — programme
manager at the Ukrainian Institute.

Mykhailo is a winner of the I Prize in the nomination ‘Young Composer’ at the First International
Competition-Festival Stankovich Fest and a laureate of the II Prize of First Euristrings Guitar Composition
Competition. He is Listener of VI and active participant at VIII international master classes of a new music

COURSE, Lviv. In 2018 and 2019 he was awarded a scholarship of the President of Ukraine for young artists.
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Saturday, May 20st, 16:00-17:00

Keynote

Liubov Morozova (Ukrainian Institute, Kyiv)
‘Yoboru Jlenina: Ykpaincpka Mysuka mosa KyJIbTaMH’
(Lenin’s Boots: Ukrainian Music Beyond Cults)

Jli0608 Mopo3oBa — nporpamxa MeHepKepKa YKpaiHChKOTO IHCTUTYTY.
MysuKO3HABHIIS, My3UYHA KPUTHKUHA. 3 200§ POKY IHUIIE PO KIACUYHY MYSUKY Y
pisui SMI. ITounHa0uH 8 2014 POKY TAKOX MPAIIOE AK KYPATOPKA IIPOTPaM KIACHIHOT
Ta KOHTeMITOpapi-Mysuku. 3oKpema 6ysa KypaTOpPKOO My3HIHHX IIPOrpaM $pecTHBaiB
Bouquet Kyiv Stage, «Knixxosuit apcenarn», «LoHKyasT», «lamuiacyasr>»,
napanenabHoi mporpamu ¢pectuBamo ODESSA CLASSICS Ta HU3KM KOHI[EPTHHX ITUKIIIB. \
2018-2022 POKax NparjoBaIa XygoxHbok0 KepiBauneo Kyiv Symphony Orchestra.
Byna BEZly40I0 aBTOPCHKOT pajlionporpamu «Mi-gies» Ha rpOMaHCI)KOMy pazio ta
nporpamu #MysLove / «Jlexropiit. Mysuka» Ha Terexanani UA:Kymsrypa.

P03p06HI/II_1}I Ta JIEKTOPKA KiJIbKOX KypCiB 171l KU POKOI ayIUTOPii 8 icTOpii yKpaiHChKOT

MY3HKH, aBTOPKa KHHMIKKH <<P€Hp€COBaHa MYy3HUKa>».

Liubov Morozova, program manager of art music programs at the Ukrainian Institute (Kyiv), is a musicologist and
music critic. Since 2005, she has been writing about classical music in various mass media. Since 2014, she has also been
working as a curator of classical and contemporary music programs. In particular, she was the curator of the musical
programs of Bouquet Kyiv Stage, ‘Book Arsenal’, ‘Donkult’, and ‘Galiciakult’ festivals, the parallel program of the
ODESSA CLASSICS festival and a number of concert cycles. From 2018 to 2022, she worked as an artistic director of the
Kyiv Symphony Orchestra. She was the host of the radio program ‘Mi-diez’ (E#) on the Hromadske Radio and the
program #MuzLove / ‘Music Lectures’ on the TV-channel UA: Culture. She is the creator of and lecturer for several

courses on the history of Ukrainian music for wide-ranging audiences and the author of the book Repressed Music.
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Sunday,

UKRAINIAN INDEPENDENCE 1991

M ay 2 I S t UKRAINIAN CONSTITUTION RATIFIED 1996

orANGE RevoLuTion 2004

REvoLuTioN of pieniTY 2014
RUSSO-UKRAINIAN WAR

FULL-SCALE RUSSIAN INVASION 2022

KOZARENKO,
PIERROT DEADNOOSES (1994)

KONTRASTY FESTIVAL LVIV
FOUNDED (1995)

2 DAYS 2 NIGHTS FESTIVAL ODESA
FOUNDED (1995)

MUSIC TECHNOLOGY DEPT.
AT NAMU, KYIV (1997)

SYLVESTROV,
REQUIEM FOR LARYSA (1999)

NESTERQV,
EXPOSED SOUNDS (2001)

RUSLANA WINS EUROVISION (2004)

LUNYOV, PANTA RHEI (2008)

UKRAINIAN ASSOCIATION OF
ELECTROACOUSTIC MUSIC
FOUNDED (2011)

ODESSA CLASSICS FESTIVAL
FOUNDED (2015)

JAMALA WINS EURQVISION (2016)

LVIVMOZART FESTIVAL
FOUNDED (2017)

BOUQUET KYIV STAGE FESTIVAL
FOUNDED (2018)

GRYGORIV/RAZUMEIKO,
CHORNOBYLDORF (2020)

KOLOMIIETS, NICH (2020)

KALUSH ORKESTRA
WINS EUROVISION (2022)

POLEVA, BUCHA: LACRIMOSA (2022)



Sunday, May 21st, 9:00-10:30

Music and Repression
Moderated by Borries Kuzmany

Mackenzie Pierce (University of Michigan)

Music, Violence, and National Narratives in Soviet-Ruled Lviv, 1939-1941

This paper offers strategies for conceptualizing Ukraine as a site of multivalent, intersecting musical
identities, while resisting the temptation to idealize the country’s multi-ethnic past. To do so, I focus on the
city of Lviv between the Soviet invasion in fall 1939 and the subsequent capture of it by Germany in summer
1941. The rapid Sovietization of the city in fall 1939 was a shock to its musical ecosystem, as its major
institutions were forcibly reorganized to match the imperatives of Soviet cultural policy. Yet, I show, Soviet
rule also disrupted the ethnic hierarchies, both explicit and implicit, that had previously defined the musical
relations among Poles, Ukrainians, and Jews. I thus critique tidy music-historical narratives about victims,
collaborators, and perpetrators in Soviet-ruled Lviv.

To advance this argument, I draw on rarely considered primary sources, including files of the State
Conservatory in Lviv, music reviews, correspondence among musicians, and memoirs. Taken together, these
sources reveal several occupation-era transformations: first, an increased emphasis on promoting Ukrainian
national identity through music, as promulgated by new Soviet institutions; second, an improvement to the
status of Jewish musicians and students, who had been routinely discriminated against in the institutions of
the Polish Second Republic; and third, a resurgence of Polish ethnonationalism, as evinced in diaries and
correspondence, which portrayed the violence of Soviet rule as the responsibility of Jewish and Ukrainian
“others.” Against this backdrop, I consider the Ukrainian Sketches (c. 1940-1941) of J6zef Koffler, an
acculturated Polish-Jewish composer, interpreting the work as a musical attempt to mediate these competing
pressures and opportunities. Ultimately, the paper aims to develop a nuanced understanding of the
interaction between Soviet power and the experiences of musicians in what had once been one of Europe’s

most diverse urban areas.

Mackenzie Pierce is assistant professor of musicology at the University of Michigan, Ann Arbor. He is a scholar
of twentieth-century musical culture in Eastern Europe, with a special focus on Polish-Jewish relations and
music during the Holocaust. He has explored these and related topics in essays in The Journal of the American
Musicological Society, Holocaust and Genocide Studies, and The Journal of Musicology, among other venues. As
part of this research, he has also overseen the US and world premieres of works by Roman Palester and Tadeusz
Zygfryd Kassern, among others. Active in both the US and Europe, his research has been supported through
fellowships from the United States Holocaust Memorial Museum, the Polin Museum of the History of Polish

Jews in Warsaw, the Kosciuszko Foundation, and the Beinecke Foundation.
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Sunday MUSIC AND REPRESSION 9:00—-10:30

Eleonora Maksiutenko (University of Miinster)

Remarks on the Music Life of Ukraine during the Nazi Occupation (1941—44)

During World War II, Ukraine’s music life witnessed various driving forces. In the beginning of the
German regime in 1941, the division between those who stayed and those who escaped was clearly
manifested. Those who remained had to adapt themselves to the conditions of the Nazis which resulted
in different initiatives: concert evenings and opera performances of German repertoire (for example a
staging of Beethoven’s Fidelio) and numerous articles in newspapers and magazines dedicated to
German culture and artists.

When the warfare intensified in 1942 with increasing terror against the civil population, it became
very difficult for musicians to resist the pressure to collaborate. It is hardly known and demands further
investigations, however, if, how, why and in which kind artists like singer Bandrivska, composer Barvinskii,
composer and pianist Ludkevisch, Kolessa’s family, singer Ivanitska, as well as conductor Koschytja
committed themselves to cooperate with the German forces.

To escape racial and political persecution other artists such as the composers Bortkevych and
Jakymenko and singer Schmidt almost stopped their creative activites. In contrast pro-Soviet protagonists
such as choir conductor Veriovka, composers Gliere, Ljatoschinskii, Klebanow and Kos-Anatolskii, opera
singers Kozlowskii and Gmyrya and conductor Rachlin continued their work in different Soviet republics.
Despite the general presence of the official propaganda they managed to keep Ukrainian music traditions
alive, even in the size of full scale institutions.

Very little research has been done so far concerning Ukrainian music history during the German
occupation. According to the fundamental lack of primary sources and the present physical inaccessibility of
archives in the Ukraine my Ph.D.-project is at a very early stage. Nevertheless, intensive examination of
historical newspapers and critical evaluation of historical literature and digitized sources enable a first

overview of the music life in Nazi-occupied Ukraine.

Eleonora Maksiutenko is a musicologist from Kharkiv. She received her master’s degree in 2019 at Kharkiv I. P.
Kotlyarevsky National University of Arts, supervised by Prof. dr. A. A. Mizitova, on the topic
“CniBBigHOIIEHHA IIPO30BOTO TEKCTY Ta MySUKH B KOMIIO3UTOPChKil MPAKTHILLL XX cromitra (10 HpO6HCMI/I
niteparypsoi onepu Ta ireparypsocrti)” (The Correlation of Prose Text and Music in the Compositional
Practice of the Twentieth Century: On the Problem of Literary Opera and Literariness). Since 2022 she is taking
a part in research project concerning the reception of Beethoven and his music in Nazi-occupied European
countries, and working on a Ph.D. dissertation entitled “The music life in Ukraine during the years 1941-
1944, supervised by Prof. Dr. Michael Custodis at the Department of Musicology, at the University of

Miinster.
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Sunday MUSIC AND REPRESSION 9:00—-10:30

Inna Klause (Hanover University of Music, Drama and Media)

Musical Representations of Ukraine in the Gulag

Several authors have described the Gulag as a concentrated image of Soviet society, as its “small zone” in
which phenomena of Soviet life can be viewed as if under a magnifying glass. Thus, the study of the use and
functions of Ukrainian music in the Gulag promises insights into its impact in the “large zone” Soviet Union
as well. Already in the first larger camp on Solovki Island in the 1920s, there was a Ukrainian choir in
addition to a Russian one. Especially in Dmitlag, the camp whose inmates had to build the Moscow-Volga
Canal, foundations of choirs and singing ensembles were encouraged for propagandistic and agitational
reasons. Very soon after the camp was founded in 1933, Ukrainian choirs were formed there, but the “music
inspector” of the Dmitlag, Mikhail Chernyak, criticized them for singing only Ukrainian songs. Ukrainian
composer Taisiya Shutenko, who had studied composition with Nikolai Myaskovsky at the Moscow
Conservatory, served a term of imprisonment in Mordovia from 1937 to 1944 and wrote a symphony there
entitled “Karmelyuk”, the name of a Ukrainian freedom fighter from the 19th century. Many former inmates
of the Gulag explicitly remembered the singing of Ukrainian prisoners, which had left a great impression on
them.

Towards the end of World War II, prisoners from Western Ukraine and the Baltic countries were
increasingly deported to the Gulag, who were anti-Soviet and identified strongly with their singing
traditions. They organized underground against the camp authorities and managed to resist. Although they
were sent to special camps for “particularly dangerous state criminals” in 1948, this did not prevent
numerous strikes and uprisings in the 1950s, which ultimately led to the collapse of the Gulag system.

In the lecture, the identity-forming and strength-giving function of Ukrainian music, which
contributed to this collapse, will be presented by means of examples, and its evaluation by prisoners of other

nationalities will be discussed.

Inna Klause received her doctorate from the Hanover University of Music, Drama and Media with a thesis on
music and musicians in the Soviet forced labor camps of the 1920s to 1950s (supervisors: Prof. Dr. Stefan Weiss
and Prof. Dr. Arnfried Edler), for which she was awarded the Georg R. Schroubek Dissertation Prize. She was a
research assistant at the Musicology Department of the Georg-August-University Goettingen and a scholarship
holder of the Thuringian Program for the Promotion of Young Scientists and Artists at the University of Music
FRANZ LISZT Weimar at the chair of Prof. Dr. Jascha Nemtsov. In 2022/2023 she was a substitute professor of
historical musicology at the Hanover University of Music, Drama and Media. Her latest monograph is entitled
And Everything with Musical Accompaniment. A Comparison of Music Practice in the Gulag and in the National

Socialist Concentration Camps (in German).
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Sunday, May 21st, 10:45—-12:15

Music and the 2022 Invasion
Moderated by Leah Batstone

Iryna Tukova (National Music Academy of Ukraine, Kyiv)
Ukrainian Art Music at Time of the War: Composers’ Reflections

History is formed by the present. In my opinion, one very important task now is fixing the diverse cultural
activities that are shaping the image of Ukraine in the world. The collection and arrangement of different
facts are a basis for comprehending the history of Ukrainian culture at time of the war in the future.

All over the world the interest and attention for Ukrainian culture in general and art music as its part
were increased with the beginning of russia’s full-scale war against Ukraine on 24 February 2022. Many
compositions, which were created during 2022, connect with the theme of a war in diverse ways. At the
moment I can define three directions as minimal. The first category includes compositions in which the
authors express their wartime experience with comments on the works or with their titles: The Fishes’ Reply
to St. Anthony by Alexey Shmurak (b. 1986), Footprints on the Sun by Maxim Kolomiiets (b. 1981), Stz/ by
Ihor Zavhorodnii (b. 1987), Largamento by Olexander Rodin (b. 1975), and Le Voyage au Bout de la Nuit by
Alla Zagaykevych (b. 1966). In the works of the second category, composers’ reflection on the war experience
results in a troubling soundscape, such as the sounds the air raid sirens and explosions in Lacrimosa by
Oleksandr Shchetynskyi (b. 1960), Bucha: Lacrimosa by Victoria Poleva (b. 1962), Eyes to Eyes by Evgen
Petrychenko (b. 1976), Maria’s City by Zoltan Almashi (b. 1975), Post by Svyatoslav Lunyov (b. 1964), and
Kommos 2022 by Oleg Bezborodko (b. 1973). Compositions of the third category are based on or include
documented facts of russia’s crimes, and thus, may be considered as direct political manifestations. The
works in this category are the installation Gentle World by Zavhorodnii and the multimedia performance
Lullaby for Mariupol by composers Illia Razumeiko (b. 1989), Roman Grygoriv (1984) and Opera Aperta
ensemble.

This paper examines the general underpinning concepts that guide the composers of present-day
Ukraine, as well as their actual musical realizations, in order to capture a specific brand of creative response to

a dramatic and oftentimes, tragic political situation.

Iryna Tukova, Ph.D., Dr. Habil, is an associate professor at the Music Theory Department of National Music
Academy of Ukraine in Kyiv. Her research interest includes the theory of musical genre, history of music theory,
compositional techniques in contemporary art music, and the problematics of the interaction of natural science
and art music. Iryna Tukova is the author of more than 4o articles and the monograph Music and Natural
Science: Interaction of Worlds in the Epochs’ Mental Habits, 17th—-Early 215t Century (2021). She has presented
her research at the musicological conferences in Ukraine, Germany, Lithuania, and lectured on contemporary

Ukrainian art music at Ljubljana Academy of Music (Slovenia).
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Sunday MUSIC AND THE 2022 INVASION 10:45—12:15§

Christoph Flamm (Universitit Heidelberg)
Music as Self-Defense: the War-Inspired Project ,,Ukrainian Women Creators with Their Weapons”

Beginning in May 2022, Ukrainian women composers have started a series of newly written works reflecting
the Russian aggression. This project is entitled ,,Ukrainian women creators with their weapons”. Until now,
two of the works have been produced specifically as Youtube videos. In October 2022, these two
compositions as well as two other contributions to the project have been performed within a concert at the
Lviv Philharmony which has been broadcast live and is now accessible on Youtube. The composers are
Karmella Tsepkolenko (1955), Hanna Kopiika (1983), Asmati Chibalashvili (1986) and Kira Maidenberg-
Todorova (1985). Their chamber ‘cantatas’ are partly metaphorically, partly realistically speaking about the
Russian aggression. Giving an introduction to a students’ symposium on women in music which took place
in December 2022 in Heidelberg, I have already had the privilege to publicly discuss this Ukrainian music
project in a virtual roundtable with two of its composers, Karmella Tsepkolenko (Odessa) and her pupil Kira
Maidenberg-Todorova (who fled to France with her daughter). My paper for the Vienna conference will
briefly sketch the project and its genesis, giving a rough overview of the works and highlighting some of their
characteristic features, and then ask about things lying behind the surface: Under which circumstances has
this music been written at all? What are the composers expecting or hoping for? How important is the
gender aspect? How can the public behave towards such works explicitly touching the horrors of war? In
how far do they form part of a tradition of music in times of war, or even war music? I will also give room to

the voices of the composers themselves with whom I have led interviews.

Christoph Flamm studied musicology, art history and German language and literature in Heidelberg. He
worked on the editorial board of the encyclopedia Die Musik in Geschichte und Gegenwart at Birenreiter-Verlag
from 1994-2001, then at the German Historical Institute in Rome from 2001-2004, and after a two-year DFG
fellowship at Saarland University from 2007, where he habilitated with a study on Italian instrumental music in
the early Novecento. After professorships at the Berlin University of the Arts and the Alpen-Adria-Universitit
Klagenfurt, he taught musicology at the University of Music Liibeck from 2014-2020. Since then, he has been
Professor of Musicology at the University of Heidelberg. His publications and editions concern mainly Russian

and Italian music.
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Sunday MUSIC AND THE 2022 INVASION 10:45—12:15§

Tetiana Tuchynska (Max Planck Institute / Gliere Municipal Music Academy, Kyiv)

Music in Time of War: A Questionnaire

Understanding the ways in which music is used, performed and created during the war might help to know
more about influence of music in times of crisis. In my presentation I will try to show how the war changes
music. To answer this question, I have compiled a database of the music most listened to during the Russian-
Ukrainian War of 2022. This database reflects the live process of mass and academic music creation and
performing during the war and impact of the war on the forms of musical practice, appearing of new music
types and genres, update of existing.

One of the aims of my research is to analyze how Ukrainians use music during the war. To
investigate the different ways in which music is used, performed and created, the Music at the War Time
Questionnaire was developed. The results of this online survey data analysis will be shown in my
presentation.

What are the most specific features of music listening and music making during the war? What are
the new forms of music making and music performing that emerged during the war (for example, music
making and performing in shelters and metro stations)? Why are the viral tunes of the Russian-Ukrainian
war so popular? I am trying to find answers, combining a different research methods: analysis of the
questionnaire results, interviews with Ukrainian musicians and analysis of a collected database of the most
popular Ukrainian musical pieces during the war.

Using these methods I try to understand how music making, performing and listening can help to
cope with the trauma of war and the extreme stress, pain, and grief connected with war as an existential
situation for everyone touched by it. My presentation will also address the topic of music as a personal and

conceptual response to conflict.

Tetiana Tuchynska was born in 1975 in Zdolbuniv, Ukraine. In 1999, she graduated from the Tchaikovsky
National Music Academy of Ukraine, Music Theory department, in the class of Prof. Ihor Piaskovsky (1946—
2012). In 2009 she defended her Ph.D. dissertation Understanding of the Musical Text: Information Theory
Aspect under the guidance of Professor Piaskovsky, whose wide scientific interests included cognitive musicology
and connected with it problematic of musical thinking, musical semiotic and computer analysis of musical text.
She has been an Associate professor at the Kyiv Glier Municipal Music Academy since 2015, Department of
Humanities and Music Innovative Disciplines (courses: “Computer technologies in music”; “The basics of
musical informatics”, “The basics of computer arrangement”, “Composition”, “The practice of scientific
researchers’ work”), and since 2022 researcher at the Max Planck Institute for Empirical Aesthetics, Music

department.
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Chairs and Convenors

Christoph Augustynowicz began his studies in History and Slavic Studies in Vienna and Volgograd in 1988. In
1994, he was admitted to the Institute for East European History at the University of Vienna where he
completed his doctorate in 1997 and habilitation in 2007. Since then, he has been a university professor at the
institute, performing research and lecturing regularly in Poland. From October 2010 until September 2016, he
was Vice Head of the History Department at the University of Vienna. He acted as the speaker of the doctoral
program “Galicia and its multicultural heritage” for its duration from March 2016 until February 2019. He has
served as Vice Dean of the Faculty of History and Cultural Studies at the University of Vienna and was a
Visiting professor at Leiden University in the summer semester of 2018. He held the position of Deputy

Director of the Institute of Eastern European History from 2018 until 2020, when he became Director.

Leah Batstone is a musicologist working at the intersections of art music, politics, and philosophy in Central and
Eastern Europe and currently holds a postdoctoral fellowship at the Institute for East European Studies from
the University of Vienna’s REWIRE Programme, a Marie Sktodowska Curie Actions project COFUND supported
by the European Commission. She received her PhD in musicology from McGill University and holds a
Master's in musicology from the University of Oxford. Her first book Mabler’s Nietzsche: Politics and Philosophy
in the Wunderhorn’ Symphony was published with Boydell & Brewer in January. She is currently working on
her second monograph concerning Ukrainian musical modernism. Prior to her current fellowship, she spent
three years as an instructor in the Department of Music at Hunter College and will be returning to teach a
seminar on empires and their musics in summer of 2023. She is also the founder and creative director of the

Ukrainian Contemporary Music Festival in New York City.

Philip Ross Bullock is Professor of Russian Literature and Music at the University Oxford. He holds degrees in
French, German and Russian from the University of Durham, and in Russian Literature from the University of
Oxford. His research has been supported by the British Academy, the Leverhulme Trust, the UK Arts and
Humanities Research Council, and by fellowships at the Institute for Advanced Study at Princeton and the
Paris Institute for Advanced Study. His musicological publications include Pyotr Tthaikovsky (London, 2016)
and - as editor — Rachmaninoff and his World (Chicago, 2022). In addition to his interests in Russian culture,
he has also published on aspects of Scandinavian and Nordic music, including an edition of the correspondence
of Jean Sibelius and Rosa Newmarch, and a recent co-edited volume on music and the Nordic breakthrough.

He was awarded the 2009 Philip Brett Award of the American Musicological Society.

Michele Calella is Professor of Historical Musicology at the University of Vienna. His current research and
teaching focuses on Italian opera in the eighteenth century, nineteenth-century piano music, and the theory and
history of musicology. He is the author of a study on musical authorship (Musikalische Autorschaft: Der
Komponist zwischen Mittelalter und Neugeit, 201 5) and is writing an introduction to musicology for the series
Grundlagen der Musik. His work has been published in major European journals, including Rivista italiana di
musicologia, Die Musikforschung, Archiv fiir Musikwissenschaft, Music € Letters and Studia musicologica. He is
a co-editor of Historische Musikwissenschaft: Grundlagen und Perspektiven (2013) and, with Birgit Lodes, of the

series Wiener Veréffentlichungen zur Musikwissenschaft.
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CHAIRS AND CONVENORS

Rutger Helmers is Assistant Professor of Musicology at the Department of Arts and Culture at the University
of Amsterdam, and works on questions of nationalism, cosmopolitanism and imperialism in the nineteenth-
century world of music. His current research concerns representations of Ukraine in the musical life of the
Russian Empire, for which he was a HURI Research Fellow at the Harvard Ukrainian Research Institute in 2022.
Among his publications are a monograph, Not Russian Enough? Nationalism and Cosmopolitanism in
Nineteenth-Century Russian Opera (2014), and recent contributions to Nineteenth-Century Music Review, The
Oxford Handbook to the Operatic Canon, Cﬂjkou&/@zj’-Studz’en, and the Cambridge History of Nationhood and

Nationalism.

Kerstin S. Jobst has been Professor of Eastern European Studies at the University of Vienna since 2012.

Her main research interests are History of Ukraine and East Central and Eastern Europe, the Black Sea region,
the Caucasus region, and the Habsburg Monarchy; the comparative study of empire and colonialism; the history
of religion and hagiography; cultures of memory and the politics of history; the history of tourism in Eastern
Europe; Histories of Disaster/Catastrophe Studies. She is currently directing two international projects: “The
Great War and the Anthropocene: Empire and Environment in Eastern Europe” (2021-2024), and “Conflict
Landscapes of the First World War/ Military Landscapes of the Great War” (https://konfliktlandschaften-
galizien.univie.ac.at) with Kerstin von Lingen and Oksana Nagornaja, as well as the Handbook on the History
and Culture of the Black Sea Region (together with Ninja Bumann, Stefan Rhodewald and Stefan Troebst).
Among her latest publications are Geschichte der Krim, Berlin/Boston 2022 (in English and Ukrainian in 2024);
Geschichte der Ukraine, Ditzingen 2022, 3rd edition and also as a publication of the German Bundeszentrale fir

politische Bildung (Federal Agency for Civic Education).

Borries Kuzmany is a historian and slavist at the Department for East European History at the University of
Vienna. He received his Ph.D. in a joint doctoral programme from the Universities of Vienna and Paris
Sorbonne in 2009. His research focus is on Central and Eastern Europe between the late 18th and 20th
centuries, the Habsburg Empire, Poland, Ukraine and the Soviet Union in particular. He is interested in the
history of nationalism, ethno-confessional diversity, borders, and languages, as well as in urban and Jewish
history. He is currently the principal investigator of the ERC-funded project “Non-Territorial Autonomy as

Minority Protection in Europe”.

Lidiya Melnyk is Associated Professor at the Mykola Lysenko National Music Academy in Lviv and lecturer at
the Institute of Musicology at University of Vienna and the Ukrainian Free University of Munich. She studied
1994—2002 at Lysenko Music Academy (honorary diploma in theory and history of music and postgraduate
studies). In 2004 she obtained a Ph.D. at the National Music Academy in Kiev (thesis about Neobaroque
tendencies in the music of the 20th century) and in 2014 a second doctorate (Habilitation) at the same academy
(with a thesis about music journalism). Her areas of scientific interest are: the history of the musical culture of
Galicia (transfer of cultures in the Austrian period, musical culture of Galician Jews, as well as the period of
German occupation); applied musicology; music criticism and journalism. For over twenty years, she has been

actively working in the field of music journalism.

Kateryna Schoning studied musicology, music theory, piano, philosophy and art history at the Kotliarevsky
National University for the Arts in Kharkiv and received her Ph.D. with a dissertation on the genre of the
fantasy in the 16th century under Prof. Dr. Ludmila Gigachova (Kharkiv) and in consultation with Prof. Dr.
Thomas Schipperges (Leipzig). Her research engages interdisciplinary explorations of instrumental music before
1600, including the relationship between music and humanism, music and language, and music and other art
forms in central Europe, as well as the broadly-constructed phenomenon of the interplay between manuscript
and print culture before 1600. Beginning in 2008, she held research positions at the Hochschule fiir Musik und

Theater in Leipzig and the Staatliche Hochschule fiir Musik und Darstellende Kunst in Mannheim, when she
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CHAIRS AND CONVENORS

also began performing as a basso continuo player in Germany. From 2016 to 2019, she led the project Soloistic
Instrumental Music of the 16th Century in the Southern German Cultural Area at the Institute of Musicology
of the University of Vienna, funded by the Fonds zur Férderung der wissenschaftlichen Forschung (FWF, Lise
Meitner-Stelle). Since 2019, she has continued the project under the title “Soloistic Instrumental Music in the
Central European Cultural Area (c. 1500 — ¢. 1550): Instrumental Practice and Humanistic Contexts” (FWF,
Elise Richter position). In December 2022, she became a Senior Scientist at the Institute of Musicology at the
University of Vienna and from March 2023 she will lead the WEAVE project “E-LAUTE: Electronic Linked
Annotated Unified Tablature Edition: The Lute in the German-Speaking Area, 1450-1550” (FWF, DFG, SNF).
She is currently developing her Habilitation thesis (“Loci communes und Tabulaturen im deutschen Raum des
16. Jahrhunderts”), a study of handwritten lute and keyboard tablatures in the context of humanistic education,
including a comprehensive database on the subject. Dr. Schoning served as an external co-editor for Yacomuc,

the central journal of the National Music Academy of Ukraine in Kyiv, from January 2020 to February 2022.
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