. Ivana Vesig, Music as g Mediator in the Process of Political and Cultural Transition ... 297
206 5 . o Tem 2

’ : neighbouring areas, focusing on different aspects of it and using diverse meth-
Ivana Vesié OF : ods. Long before the Kingdom of Serbs, Croats and Slovenes wag formally
EDIATOR IN THE PROCESS | constituted and gained international recognition, numeroys activities were injti.
MUSIC ASAM TURAL TRANSITION: ated in order to ensyre better understanding between different Slayic people
POLITICAL AND CUL OSLAV MUSIC IN RADIO i in the aforementioned regions, as wel] as their more profound cultyra] and
THE CREATION OF YUG* ’ political relations. Artistic and cultural activities haq a crucial role in that pro-
BELGRADE (1929-1941) cess; many of those served ag a cornerstone in the post-unification period (peri-
od after 1 December 1918) with the creation of the new Yugoslay society and
culture Among the artistic and Intellectual circleg dedicated to the pbromotion
of the Yugoslay idea, a group of literary criticg and writers gathered around the
Young Bosnia movement deserves 4 closer look Owing to the ampleness of their
literary and cultural programme together with Its prophetic nature
: Radio Belgrade 3 One of its key figures, literary critic and poet Dimitrije Mitrinovi¢ and
: i lyze the role of the interwar i : lit itic Vadimir Gagingyig tributed i ly to the establj hment
CT: In this paper I will analy: oslay idea focusing on the mu i erary critic v-adimir Gacinovié, contribyte Immense Y to the establis men
?1];285 I?9%41) in the process of mediation of 'fhe 3}?;% music editors and professionals, of main goals in the literary and cultural field before the First World War. Since
% ; : the strategies itri i
program. Attention was given to L

i dio shows and reper-
i d in order to create ra i o
i i n management, use ' fuaien
i o raﬁio Sta‘lrf'li(l;ute to the dominant understan(.img of Yu;g;)ss g
g i there was no public consen: noe
f the fact that the . B
o Becal'lse r(:ldio officials dedicated to music program
Yugoslav music, ici . i l"
i i it in practice. : ! e
bl 1mplememl:{adiopBelgrade' Yugoslav idea; social mediation g
: o .
KEYWORDS: Interwa

music; radio shows

ic kinship of the South-Slavic groups hvmgf1 .a

oo idefl l(zfrg;er:glilglllr: lo?n’c(lil: ﬂ(131’3((;1115111 elflpire andtIl:Ira;bs]lE:)Elrfr gnil];);irscléypl;:t, i
o 0 i ntieth century. as 7
longpand e hlsmrgf lzfrfs:i;rtll einiZﬁectual elite in the 183.0§ a1m£§ear1t :11;
e ngramnie integration of South-Slavic people };Vliirder ol
Sormdarnr Cu'ltum n spread outside the Austrian monarcl yl inﬂue;lce,
g r'ule’ A Sooforrflations along with the shifts of politica i
B it transh happened in the first decadg of the twen g
important breakthrgug of younger intellectuals within the regloni .
When‘ a large num e‘fina znd Vojvodina started more agglress?//[c?CI .
?OSEZ 23?mlj:fzzle;1g; political unification oflthc? SOE:,}:LS;:‘;S'C .

3 f Yugoslavism

intellectuals promoted the concept o

. o7l ll
; ical i jties within
Thi. s written as part of the project Serbian ;ggszccllé ;c(t’)eon;; 1€, et
e iti challenges (No. fun
ks: traditions, changes, . i’
lsamlj' gloﬁﬁfé’ymg" ]ggucation Science and Technological Developm
serbian 5




|

298 Institutions as Continuity, Societies as Transition
e T s e e e A

culture should represent the specific mixture of spiritual uniqueness of the
South-Slavs and modern European civilization, along with the departure from
the nationalist Romanticism and its concepts of art and artistic production.
Beside the improvements in the cooperation between writers and poets from
different regions, the process of creation of Yugoslav culture and literature was
to be accomplished through the implementation of the so-called small-scale
work within the largest part of the South-Slavic population. It referred to the
type of mass education projects similar to the popular universi'ties known in
Russia and some parts of Europe since the second half of »the nmineteenth cen-
tury.

The echo of these ideas started to appear near the end of the First World
War (in January 1918), especially in the work of Croatian, Bosnian, Serbian and
Slovenian intellectuals gathered around the Journal Kwnjizevni jug (Lite.r'ary
South). During the two years of its continuous monthly release, literary critics,
historians and scholars often discussed the problem of establishment of Yugoslav
literature, focusing mostly on the language question, or, more precisely, on the
establishment of the appropriate linguistic basis for majority of writers. Apart
from that, there were initiatives for the revision of the existing literary history
together with “uniting the forces”, which required the cooperative work of writ-
ers, historians and critics from different parts of the future Kingdom of Serbs,
Croats and Slovenes in the newly founded or already existing literary jour-
nals.

Similar ideas and programmes were actualized throughout 1920s in other
artistic disciplines with more or less elaborate and ambitious plans. An interest-
ing project originated in the field of visual arts in 1920 initiated by Marko
Murat which resembled in part Nade¥da Petrovié’s idea on the creation of artis-
tic colony in Siéevo that would gather visual artists from various region _of the
“Slavic south”. Together with the representatives of the Dubrovnik municipal-
ity, Murat wrote a detailed proposal to the Ministry of Education asking for th;e
establishment of Dubrovnik’s prize for visual artists, According to Mu.rat’S
views, this prize was to support artists both financially and creatively, motlvat-
ing them to search for the authentic expression of their Yugoslav identity, l';e‘an
ing aside historical, cultural and ideological distinctions. Art, and especml}y
visual art, was regarded as a sphere in which ethnic, religious and cultural dif-
ferences of Yugoslav people could be surpassed easily and, hence, was con-
ceived as a model for the integrative processes in other arcas of social and
cultural life. The amalgamation of local and regional peculiarities in ord@r'f?
create a coherent Yugoslav art and culture could be achieved, in Murat’s OPTP'
ion, by regular gatherings of visual artists on the island of Lokrum ﬂ@af
Dubrovnik. Continuous contact of artists with natural beauties of the Adriatic

e . . creation
Serbianism and Yugoslavism: Serbian elite from Bosnia and Herzegovina and creatio :

of Yugoslavia] (Beograd: Filip Visnji¢, 2012).
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coast and Adriatic sea, combined with their mutual interaction, should bring to
light the creative works of distinct quality as a result of symbiotic relation of
artist and their “own soil”. In this way, the artworks would represent the “expres-
sion of the spirit of Yugoslav people, the manifestation of their artistic abilities,
and the product of the soil on which they were created” 2

As in the field of literature and visual arts, there were many attempts of
articulation of the idea of cultural rapprochement of Yugoslav people and the
development of homogeneous Yugoslav music and culture in the field of music
in the 1920s. The first serious steps towards the integration of Yugoslav musical
life were taken at the end of that decade, in 1928, thanks to the establishment
of several music journals (Muzika /Music, 1928-9, Belgrade/, Glasnik Muzickog
drustva “Stankovié” |Gazette of the Music society “Stankovié”, 1928-30,
19314, 193841, Belgrade/, Jugoslavenski autor IYugoslav Author, Zagreb,
19312, 1937/, Zvuk /The Sound, 1932-36, Belgrade/, etc.) which were publish-
ing regular reports on music events from the three main cultura] centres in the
Kingdom of Serbs, Croats and Slovenes — Belgrade, Zagreb and Ljubljana, as
well as the articles on the achievements of composers from different Yugoslay
regions. The foundation of several professional associations, such as Yugoslav
section of the International Society for Contemporary Music (1926), Savez
muzicara Kraljevine SHS (Musicians’ Association of the Kingdom of Serbs,
Croats and Slovenes) (1921/22), UdruZenje jugoslovenskih muzic¢kih autora
(The Society of Yugoslav Music Authors) (1929) also contributed to the devel-
opment of closer ties between musicians from different parts of the Yugoslav
state.

Still, it was not until the beginning of 1928 that the problem of the actual
ways and methods by which Yugoslav music should be created was put forward
owing to the poll organized by the journal Muzika (Music). The aim of the poll
Was to initiate a dialog among Yugoslav composers in order to address the
problems and obstacles that stood in the creation of unified national music.
Composers were expected to convey their views on the following questions: “1.
What is, in your opinion, national style in music in general? 2. What are the
elements on which Yugoslav music should be based? 3. Did the older generation
have appropriate understanding of the national music and did they establish
adequate foundation for further development of Yugoslav music? and 4. Could
foreign influences help the establishment of national music?”.3

The results of the poll showed the existence of plural, often mutually exclu-
sive stances of Yugoslav composers, from the one of Bozidar Joksimovié who
insisted on the idea of using only Serbian music folklore as a basis for the

development of Yugoslav music, then the one of Josip Slavenski who saw his
\

2M. M. Vasi¢, “Dubrovacka nagrada. Slobodna kolonija nagih umetnika”, Srpski
knjizevni glasnik, 1/6 (1920), 454-61.
3 “Anketa o nacionalnom muzigkom stiln”, Muzika, 586 (1928), 152-59.
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own music as an exemplary of authentic Yugoslav music beca'luse of the {imal.-
gamation of Western constructivist compositional meth.odsv with Easterg 'mtu1-
tive approach, or the one of Kosta Manojlovi¢ ar.ld Lujo Safranelf Kavi¢ who
opted for music nationalism grounded on authentlg folklor§ 'materlal from var-
jous Yugoslav regions that bore no traces of foreign tra'dltlons. Although the
published poll results included short answers from c?nly nine Yugoslav compos-
ers, they not only revealed the diversity of conceptmng of Yugos}av music, but
also pointed to the problem of making consensus on its est.abhshm.ent as the
product of integrated Yugoslav culture more than any other influential discus-
sions and polemics initiated in the later period, for example ‘Fl%ose that appea¥ed
in the journal Zvuk in 1935 on the question of acc.:e'ptablhty of composing
national music with the exclusion of local music tradltlons.. -
It is important to note that the process of integration in the ﬁelq ot.“ music
in the Kingdom of Serbs, Croats and Slovenes/Kingdom of Yugosla‘wm 1ntens1f
fied after 1928, developing in many different directions and reac.hmg thﬁ: area
of music production, music performance, music pedagogy,.mu.sm pubh.shmgr,
music criticism, music research, etc. This was particularly ms‘ggated‘ Wlth the
turn towards aggressive promotion of integral Yugoslavism in political and
cultural fields after the proclamation of dictatorship by King Aleksand.ar
Karadordevié (6 January 1929). Among other participants in t[he ﬁel_d of music,
these circumstances put great pressure on the music editors 1n Radlo Belgrade
because of the fact that political and intellectual elite believed in tl}e powerful
role of this station in mediating the crucial political and cultural ideas to the
wider public.* |
Mass media such as a radio station which could reach tens of thousands Of
listeners in the Serbian part of the Kingdom was seen as an ideal tool for tl}e
extensive propaganda despite the fact that it was a private company. qul(él
Belgrade’s management was expected to adjust the Progrgmme to the poh@c@
and cultural platform of king Alexander which, besides mtegral Yugosla'ws'm;
included the promotion of the state-funded organizatlor} Soko .KIaIJeY}?é
Jugoslavije (Falcon Society of the Kingdom of Yuggslawa) and ifs speclz‘lllz
ideology, the political alliance called Mala Antanta (Little Entente), as well a

the music and culture of friendly Slavic states such as Czechoslovakia, Poland .

and Bulgaria. The music programme editors were expected to media.te thé 00111'
tent and aims of the mentioned platform through radio shows. Owing to ﬂ413":>;
one of their main goals was to operationalize the concept of Yugoslav. musl‘;
through radio programme and other activities that could, consequently, stimulate
a more coherent integration of Yugoslav music.

4 Cf Mirjana Nikoli¢, Radio u Srbiji (1924-1941) (Beograd: ZaduZb
Andrejevié, 2006).
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Murky concept of Yugoslav music and its possible mediations:
the approaches of music editors of the interwar Radio Belgrade

Music editors faced many restrictions in the creation of radio programme, start-
ing with the lack of financial, technical and human resources. Additionally, their
decision making process was constantly influenced by the preferences of con-
sumers and the financial planning of the radio owners. Torn between the expec-
tations of the station’s management on the one side and the expectations of the
consumers on the other side, editors were forced to seek solutions that were
often in contradiction with their own beliefs and aesthetic ideals.’> The fact that
there was no consensus between Yugoslav musicians on the question of produc-
tion of Yugoslav music and the fact that there was much ambiguity in the dis-
cussion of possible paths of integration in the field of music certainly compli-
cated the editors’ endeavours.

The analysis of the Radio Belgrade music programme available in its pub-
lished weekly (Radio Beograd /Radio Belgradel, 192941, Belgrade), as well
as the archival documents from the Petar Krsti¢’s collection,® points to certain
tendencies in the process of music programme creation and, more specifically,
of the creation of programme dedicated to Yugoslav music. It should be noticed
that the efforts of editors in the establishment of Yugoslav music took several
directions: 1. presentation of art, salon and folk music from different regions of
the Kingdom of Yugoslavia, 2. production of particular shows dedicated solely
to different genres and types of Yugoslav music, 3. production of shows dedi-
cated to individual Yugoslav composers, 4. broadcasting lectures on Yugoslav
composers, country’s music history and musical life, 5. international presenta-
tion of Yugoslav music through cooperation with radio stations from abroad, 6.
publishing articles on Yugoslav art and folk music, composers, performers and
institutions in the radio’s weekly, 7. organizing competitions for Yugoslav com-
posers.

The first twelve years of the Radio Belgrade broadcasting were marked by
the diligent and ambitious work in the presentation of Yugoslav folk music
which occupied the largest part of the radio programme. The prominence of this
type of music in the programme was a result of political circumstances, radio
management’s social and financial aims, and listeners’ music preferences. The
ideology of integral Yugoslavism was based profoundly on the belief of the

; 5 Cf. Ivana Vesié, “Radio Belgrade in the Proces of Creating Symbolic Boundar-
ies: The Case of Folk Music Programme Between the Two World Wars (1929-1940)”,
Mysukonozuja/ Musicology, 14 (2013), 31-55.

6 Part of the collection that consist of correspondence, manuscripts of articles,
public speeches, radio scenarios and preliminary versions of several laws is systematized
and catalogued, and is kept at the Archive of the Institute of Musicology SASA n
Belgrade. Cf. Ivana Vesié, Katalog rukopisne zaostavstine Petra Krsti¢a, hitp://www.
music.sanu.ac.rs/Dokumenta/ZastavstinaPetraKrstica.pdf
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importance of folk cultural heritage as a cornerstone in the cogstitution of un!i-
fied and integrated Yugoslav culture. Therefore, it is no surprise that the r.adlo
owners and their employees saw Yugoslav folk music and its broadcast as ideal
means to conform to the goals of the political elite perceiving folk songs and
dances from different regions of Yugoslavia as authentic artifgcts thgt embed- | |
ded, in peculiar ways, the various qualities of Yugoslav‘splrlt. B§s1des, fgﬂ( .1
music program constantly draw lot of attention frgm radio subscr1ber§ whw
was a significant fact for the radio management since they strove to increase
profits of the station. .
The centrality of folk music in the Radio Belgrade prograr‘nme.put a grea?
pressure on music editors who had to work diligently on d1vers1ﬁcat10n g?f
shows, and to regularly improve the quality of performances. Accordingly, gd;—
tors made great efforts in the foundation of radio’s own folk orhchestra.s along
with finding talented singers and instrumentalists, and mtrodl}cmg social, cul
tural and aesthetic characteristics of folk music practices from different Yugoslf. v
regions to the listeners.” Despite their willingness to struggle With. ﬁnancla
obstacles and coercion from the “above”, together with the determmatmn tQ
emancipate the music taste of the larger population, music special}sts ’fr
Radio Belgrade had to confront harsh public criticism from the music profes-
sionals and intellectuals. Critical edge was pointed to the selection of ensem
singers and instrumentalists including the genres and forms of folk mus
resented in the repertoire, and it persisted until the outbreak of Secogd g
War.8 While condemning the inclusion of “commercialized” folk music on th
programme and the possible pernicious effect it could have. on the pr.eservam,
of authentic Yugoslav folk practices, critics ignored the various positive aSpéf*f
that characterized radio broadcasts. Among other things, it is important to M&
tion the didactic function of Radio Belgrade’s folk music programme,
reflected in the spoken parts of the broadcasts, as well as the articles pub
regularly in the radio’s weekly. For example, the short essays ‘of Brani !
Cobani¢ that appeared repeatedly throughout 1938 and .1939 in the Ra
Beograd weekly accustomed the wider public to the aesthenc., formal, tex :
social qualities of folk songs and dances. The spoken sections of follk n;
shows probably played the same role. This can be assumed on the ba51§ »o, 0
of the preserved scripts fot the show dedicated to the presentation of folk mu

7 Cf. Tvana Vesié, “Radio Belgrade in the Proces of Creating....”, op. Cit
Dumnié, “The Creation of Folk Music Programme on Radio Belgrade Before
War Two: Editorial Policies and Performing Ensembles”, Mysuxonozujal Mus |
14 (2013), 9-29. : i N

8 Cf Ivana Vesié, “Radio Belgrade in the Proces of Creating....”, 0p- €1
Vesié, Muzi¢ki program Radio Beograda izmedu dva svetska rata i fenomen I}ac w
i kulturne ‘pedagogije’”, in: Radio kao stub razvoja srpske i jugoslqvgns{ce i
Kulture i umetnosti muzike, ed. by Tvana Medi¢ (Beograd: Muzikologki institut S
2015), in print.
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from the region of South Serbia, as well as art music inspired by local musical
heritage which was broadcasted on Radio Belgrade during the mid 1930s (see
Ex. 1).°

Apart from the announcements of performances of folk songs and art music
based on folk material from this region and a short lecture on the local proverbs,
the large segment of the show comprised of the brief presentation of the aero-
phonic and membranophonic instruments typical for the local folk music prac-
tices like gajde, kaval, duduk, Supeljka, dvojnice, zurle and tupan. It included
the information on the materials the instruments were made of, the characteris-
tics of their construction, the melodic span and repertoire taken from the rele-
vant sources. The fact that radio editors incorporated explanatory parts in the
folk music shows with the aim of educating the listeners on different dimen-
sions of folk music practices and folk culture practices proves their belief in the
significance of radio as an emancipatory tool. Furthermore, it points in part to
their approach to music programme as a means in the process of conveying
dominant political and cultural ideas, including the promotion of Yugoslav
music as a homogeneous and coherent whole.

In addition to the folk music programme, music editors gave some promi-
nence to the art and salon music in this process, especially in the first five years
of broadcasting. During that period, the show titled “The great concert of
Yugoslav music” or just “Concert of Yugoslav music” started to appear regu-
larly in the programme, once or twice a month. The reasons of its initiation was
explained thoroughly by Petar Krsti¢ who was in charge of the music pro-
gramme at that time. In an introductory note he wrote and read in the first
broadcast of the show, he stated: “The management of Radio Belgrade decided
to prepare a cycle of concerts of Yugoslav art music for its subscribers. That
does not imply that Radio Belgrade has not promoted Yugoslav music so far,
especially Yugoslav folk music. You have very often had a chance to hear on
our programme the Yugoslav folk songs and dances performed by folk singers
and instrumentalists, Gypsies and others. That type of music will continue to
play an important part in the programme in the future. But, apart from Yugoslav
folk music, Radio Belgrade is willing to present to you Yugoslav art music
which differs from the folk one due to the fact that it has been created by
Yugoslav artists — composers. The repertoire of Yugoslav concerts will include
folk songs and dances that do not belong to the (so called) improvised genre,
Le. the style of performance typical for folk singers and instrumentalists, but
are artistically stylized in the manner of Yugoslav composers such as Mokranjac,
Zganec, Hubad and others (...). My duty will be to make the repertoire of
Yugoslav concerts appealing and, at the same time, on the appropriate level,
including the selection of pieces and quality of performance. Radio Belgrade

% “Juznosrbijansko vete”, Archive of the Institute of Musicology SASA, Rukopisna
Zaostavitina Petra Krsti¢a, PK 221-2/111.
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“Juzostbijansko vete” will be pleased to receive written comments, suggestions and proposals from
the listeners.”10
Typical structure of the show included a note written and presented by
Petar Krsti¢, consisting of a brief review of the composers’ biography together
with formal and stylistic analysis of the performed works. After Krsti¢’s
announcement, domestic and Russian artists or ensembles normally performed
% works from diverse genres and periods of Yugoslav music history. The solo-
Eabbje SpEecTRD , ? song genre dominated the programme along with orchestral preludes, piano
SPOINI YROTBOPERNS HAUST e i lyrical pieces and choral music (both secular and sacred). During the first twelve
‘ ! broadcasts of the show, radio listeners were introduced, among others, to the
works by Stevan Mokranjac, (Rukoveti /Garlands/ for choir, music for the the-
atre piece Ivkova slava, excerpts from Opelo /Requiem/ for choir), Petar Krsti¢
(fragments from the opera Zuluméar, music for the theatre pieces Kostana and
Dorcolska posla, Srpske igre /Serbian Dances/ for orchestra, solo-songs, piano
pieces, etc.), Josip Slavenski (Jugoslovenska pesma i igra /Yugoslav song and
dance/, Violin Sonata, choral pieces and solo-songs), Miloje Milojevi¢ (cycle
Muzika za klavir /Pieces for the piano/, solo-songs), Petar Konjovié¢ (Legenda
/Legend/ for piano solo, solo-songs), Mihovil Logar (cycles for piano Musique
a mon bébé, Album za mladez /Album for the young/, pieces for piano solo),
Jakov Gotovac (Koleda, folk ritual for choir and orchestra, solo-songs, sym-
Y Hipom B - phonic kolo Jadgyanka za teletom /A Lament for the Calf/), Stevan Hristi¢
i, %ﬁmy FEBOM s s s s ubs aERRRREA R ST E (Dubrovacki rekvijem /Dubrovnik Requiem/ for soloist and choir, overture from
o L R . ; the oratorio Vaskrsenje /Ressurection/), Ivan Zajc, Stanislav Bini¢ki, Lucijan
' Skerjanc and others. The performances of works by Petar Krsti¢ had a promi-
nent role in the programme — for example, one of the shows was entirely dedi-
cated to his music.
- : : This show gradually disappeared from the programme of Radio Belgrade,
e On jo omwm Y. a8 = being replaced by the less ambitious productions and more popular music forms

Ll ; 5 ¢
g awaﬁﬁa e B0 HeuTmMETEDE. : and genres. In 1931, Radio Belgrade started to broadcast the “Yugoslav con-

zo 30 EarEetlE
Loy webe, m}% ga f ﬁg aynrEy ' cert” show disguised in diverse titles such as “Afternoon concert of Radio
WA Apmesix nnan £ Orchestra” from 1934 to 1937 and “Entertaining concert of Radio Orchestra”
from 1938 to 1941. It continued to air until the Second World War. It usually
embraced orchestral music, including marches, stylized dances and potpourris
of famous Yugoslav composers of salon, military, and art music. Many pieces
Were reappearing in the programme for many years like Milenko Paunovié’s
Svadbeni mars (Wedding March), Davorin Jenko’s overture Kosovo, Stanislay
Binicki’s march Na Drinu (On Drina), Jovan Urban’s Srpsko potpuri (Serbian
POtpourri), Ivan Dominis’s Gusle potpuri (The Gusle Potpourri), Mokranjac’s
orchestral version of Rukoveti (Garlands), etc. This show’s main characteristic

Was the prominence given to the popular pieces of Yugoslav composers that,
&

‘10 “Prvi jugoslovenski koncert” [The first Yugoslav concert], Archive of the
Institute of Musicology SASA, Rukopisna zaostavstina Petra Krstica, PK 221-2/IV.

i i the show
le 1. First page of the script for 0%
! i (“South-Serbian Evening )
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beside the alluring sound engendered from the vivacious and captivating
rhythms and melodies, also bore a patriotic stamp and symbolics. The combina-
tion of both appealing sound and apparent political meaning probably contrib-
uted to the endurance of the show’s original form for almost six years (1937)!!
unlike the first cycle of Yugoslav music. Although, there is a lack of proper
data, it can be assumed that the listeners’ preferences played a certain role in
this process.

In parallel with the appearance of the programme focused on the Yugoslav
orchestral music of salon or popular type, the radio station’s music experts
decided to launch the show dedicated to the introduction of works by individ-
ual Yugoslav composers of art music in 1932. This probably resulted from the
realization that this type of music had been underrepresented in the programme
for almost two years and the intention to continue with the endeavours to devel-
op the idea of Yugoslav music in practice. In the first several months after the
cycle of concerts was initiated, listeners had the opportunity to learn more about
the music of Mihovil Logar, Milenko Paunovi¢, Svetomir Nastasijevi¢, Juro
Tkalgié, BoZidar Joksimovi¢ and other Yugoslav composers. Soon after that, the
cycle was less frequently featured in the programme, when, finally, in 1938 its
airing practically ended.

Along with the presentations of individual Yugoslav composers, radio edi-
tors strove to enrich this segment of programme with the lectures on history of
Yugoslav music, its main figures, tendencies, genres, etc. The most ambitious
work in that process was certainly the organization and preparation of the con-
certs of Yugoslav music for international broadcasting which took place in the
1930s. Apart from the collaboration with individual radio stations, such as
Radio Vienna or Radio Prague, which resulted from the idea to develop mter-
cultural connections, Radio Belgrade and its experts also participated in the
project of European concerts (Concerts européens) along with World concerts
(Concerts mondiaux), initiated by the International Broadcasting Union in order
to both stimulate the rapprochement of diverse European nations and globally
promote European values.!? Unlike the concerts broadcasted in Radio Vienna
and Prague that gave editors lot of freedom in the selection of repertoire and
types of performances, European concerts were based on rigid policies concern-
ing the choice of genres, length of individual pieces, as well as the instrumenta-
tion. Despite technical, aesthetic and formal restrictions that stood in the way
of international presentation of Yugoslav music, radio editors made efforts to
demonstrate its diversity and uniqueness, focusing not only on art music, but
also on local folk music traditions. The amalgamation of regional folk musics

11 This show was transformed in 1937 owing to the inclusion of music by foreign
composers of art and salon orchestral music. ;

12 See Suzzane Lommers, Europe — On Air. Interwar Projects for Radio
Broadcasting (Amsterdam: Amsterdam University Press, 2012).
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and artistic pieces by Yugoslav composers was possibly thought of as an ade-
quate operationalization of the Yugoslav idea and, consequently, of the concept
of Yugoslav music.

Concluding remarks

Although the preoccupation of Radio Belgrade’s music editors with folk music
programme, especially since 1934, is evident from the available archives, it
does not put into question the radio’s impact on the process of institutionaliza-
tion of other music practices. Selection of works and composers of salon and
art music for the radio shows in the longer period together with notes, lectures
and articles devoted to the explanation of their characteristics and significance
contributed to the development of certain beliefs and assumptions about
Yugoslav music, its diversity, boundaries, scopes among listeners and wider
public. Systematic and serious approach taken by radio editors, which consisted
of diligent work not only on music performances in the shows, but also on the
notes, scripts and lectures, as well as the reputation of radio as an important
cultural agent, puts it in an authoritative position on the question of Yugoslav
music — what it is and what it represents. It was particularly significant in the
case of folk music which was being represented to the wider audiences not only
as an entertaining product, but also as an aesthetic and ethical object.

The fact that radio introduced Yugoslav music to the much wider popula-
tion than any other music institution of the interwar period confirms its impor-
tance in the process of canon formation, especially in the sphere of folk music,
but also in the spheres of art and salon music. It also contributed to the setting
of boundaries between different musical practices and their continuities and
transitions.

SUMMARY

After the dissolution of the Austro-Hungarian monarchy at the end of the First World
War, the newly founded states in the Central and South-Eastern Europe faced thorough
transformations in the spheres of politics, culture, economy, etc. Sociocultural and
political transition in the Kingdom of Serbs, Croats and Slovenes represented a slow
and complicated process marked with struggles and instabilities. Yugoslav political
elite aimed at stimulating political and social integration of the different parts of new
state using various methods. They were partly focused on culture which, among other
things, included the use of new media (radio) in deepening the sociocultural and socio-
political bonding of distinct Yugoslav regions. The foundation of Radio Belgrade in
March 1929 had an important role in that process. Radio Belgrade continuously broad-
casted shows that were embedded in the concept of Yugoslav music, both art and folk
music. For example, during the twelve years of its existence before the German occupa-
tion, there were numerous shows featuring orchestral, instrumental and vocal music of
the Yugoslav composers, as well as folk music from different parts of Yugoslavia.
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Additionally, radio officials stimulated the production of Yugoslav art music t
public competitions and organized many events that supported the idea of cultur.
of Yugoslavia. I will analyse in detail the possible effects of these activities, 1
primarily on the problem of music as a mediator in dominant political and cultur.
cesses. The main aim is to show how much power music bore in the eyes
Yugoslav political elite which viewed it as an integrating force in the newly 1
‘Yugoslav society.



