«A Special Kind of Antisemitism»:
On Russian Nationalism and Jewish Music!

James Loeffler

In 1958, on the fiftieth anniversary of the fourgliof the Society for Jewish Folk
Music, the composer Solomon Rosowsky publishedé shemoir, in which he recalled
a joke from his student days a half century eariMhy are there so many Jewish
students at the St. Petersburg Conservatory? Bedasshe only school in the Russian
Empire with a quota fonon-Jewiststudents.? Rosowsky’s joke was pure hyperbole.
But it stemmed from a strange fact. On the eve ofliMVar |, over 50% of the St.
Petersburg Conservatory student body, or roughD@ B2udents, were Jewish. This was
at a time when Jews formed roughly four percertheftotal Russian imperial population
and stringent admissions quotas limited the tdfatial Jewish student percentage in
other Russian university-level educational insitios to 7.3 percent (about 2500
students). The statistical disparity effectivelyanethat nearly one in every three Jewish
university-level students in the late Russian Empias a musician at the St. Petersburg
Conservatory.While the rest of the Russian educational wonldrstously denied Jews

entry, Russia’s greatest musical academy welcohed tvith open arms.

! This talk was originally presented at the St. Paterg Conference held in November 2008 and, in a
slightly different version, at the Jerusalem Coafee on the 1dDanniversary of the founding of the
Society for Jewish Folk Music held at Hebrew Unsigrin January 2009. | thank Alexander Frenkel,
Israel Bartal, Edwin Seroussi, and Jascha Nemtsothéir valuable comments on various draft version

2 Solomon Rosowsky, “Great Musicians | Have Knowbdy Jewish JournalMay 18, 1958, 4.
% Materialy po voprosu o prieme evreev v srednykfsskinykh uchebnykh zavedéBii. Petersburg, 1908),

16-22; TsGIA SPb, fond 361, op. 11, d. 595, |. IB@perial Russian Musical Society, St. Petersburg
Branch internal memo [Dec. 23, 1914)).



THE CONSERVATORY

Picture 1. The St. Petersburg Conseryata. 1910 Creditommons.wikimedia.org

There are many concrete historical reasons forsthising trend’ But in this
article I want to discuss not its actual causesrsiead the popular perceptions of the
time that encircled this curious phenomenon, elegat from a sociological pattern to a
cultural myth. For the various contemporary explemms for Jewish musical
achievement that circulated in the early twentegthtury actually took on a life of their
own, influencing the national character of the Rarsgewish musical movement. And
the principal expression of that movement, the &gdor Jewish Music, owes its origins
in large part to the shared obsession of Russiashdews with the dramatic spectacle of
Jewish musicians at the St. Petersburg Conservatory

The history of the Society for Jewish Folk Musioften told in one of two ways,

either as a story of philosemitic inclusion or @i@ntisemitic exclusion. The

* For further discussion, see James Loeffléxe Most Musical Nation: Jews and Culture in théela
Russian EmpiréNew Haven: Yale University Press, 2010), 43-556198 and Lynn Sargeatiarmony
and Discord: Music and the Transformation of Russtaultural Life(New York: Oxford University Press,
2011), 131-41, 154-58.



philosemitic story emphasizes that Jewish musisddmed in Russia because Jews
received a safe space or cultural haven at theestrsburg Conservatory and the benign
encouragement of leading composers such as Alekgar@elazunov and Nikolai A.
Rimsky-Korsakov. In other words, it is about theebtriumph of liberal political values
and civil society in Russia, a storyRfissiarbenevolence and paternaliSmhe
antisemitic version stresses that Jewish musicandefiant response to Russian
antisemitism. It was a proud form of Jewish cultmationalism, a story afewishself-
assertior?. But the truth is more complicated. For the stdrthe Society for Jewish Folk
Music is really about the strange interplay betwRessian antisemitism and
philosemitism, which together shaped Jewish pei@mepof how music could answer the
guestion of where Jews belonged within Russiarespclaken in the broadest sense, the
origins of the Society for Jewish Folk Music expoee deeper creative tension at the
root of modern Russian-Jewish culture as a whhkeconflict between Russian imperial
and Jewish national identities.

The imperial dimension to Jewish national cultreasy to overlook in writing
the history of Jewish national music in early twethi-century Russia. This is because
most of our accounts of this formative period wavenposed long afterwards by artists in

exile, operating with fundamentally new conditiongerms of both Russian politics and

® See, for example, Albert WeissEne Modern Renaissance of Jewish Miisiew York: Bloch, 1954),

44; Avraham Soltes, “The Hebrew Folk Song Socidtietersburg: The Historical Development,” in Irene
Heskes and Arthur Wolfson, ed$he Historic Contribution of Russian Jewry to Jéwidusic(New York:
National Jewish Music Council, 1967), 20; and JaadBraun, “Jews in Soviet Music,” in Jack Millerl.e
Jews in Soviet Cultur@Piscataway, New Jersey: Transaction Publish®&&4)1 67.

® Irene HeskesRassport to Jewish music: Its History, Culture, dndditions(Cedarhurst, New York:
Tara Publications, 1997), 23; Marsha Bryan Edelnbsgovering Jewish Musi¢Philadelphia: Jewish
Publication Society of America, 2003), 72; EmarRebin and John BaroMusic in Jewish History and
Culture (Sterling Heights, Michigan: Harmonie Park Pres§)6), 226-27.



European antisemitism. Most of all, it is due te tact that the later success of Zionism
obscured the more protean, politically embeddedreaif Jewish national identity, as
well as the culturalist goals animating Jewishséitimovements in late Imperial RusSia.
We now recognize increasingly that the Austro-Huragaand Russian empires played
decisive roles in shaping the nationalist visiohdewish intellectuals and artists in the
late nineteenth and early twentieth cenflbany Russian Zionists saw cultural revival
as an end in and of itself, one which did not rezymass migration to Palestine. It should
come as little surprise, then, to detect the tra€esnpire in the aesthetics of Jewish
composers.

The clearest example of these various ideologiagakats at work comes in the
unpublished memoirs of the composer Mikhail Gnéaivith his early prominence in the
leadership of the Society for Jewish Folk Musis, dwvert Jewish nationalist politics, and
his illustrious legacy as the grandson of a famidslish folksinger who roamed the
streets of Vilna, not to mention his actual Jevdsmpositions, it makes sense to view
Gnesin as the very model of the modern Russianshegamposer. In truth, however, he

did not begin his career at the St. Petersburg &wasory that way. Much like his

’ See the important corrective of Russian Jewistullnationalism offered by Kenneth Mo3#$ie Jewish
Renaissance in the Russian Revolu{@ambridge: Harvard University Press, 200), 1-14.

8 Brian Horowitz,Empire Jews: Jewish Nationalism and Acculturatiori®th and Early 20th Century
Russia(Bloomington: Slavica Publishers, 2009); Joshuan®k Diaspora Nationalism and Jewish Identity
in Habsburg GalicigCambridge: Cambridge University Press, 2012); @imditry Shumsky Zwischen

Prag und Jerusalem: Das tschecho-deutsche Judemtwhdie Anfange des zionistischen Binationalismus
(Géttingen: Vandenhoeck & Ruprecht. Forthcoming) &rsionut ve-ha-medinat ha-le’'um: Ha-erekhah
mi-hadash, Tsion77:2 (2012): 223-54

° For a survey of literature on Gnesin, see E. \tiswa, “Kratkii obzor literatury, posviashchenidi F.
Gnesinu),” in V. V. Tropp, edGnesinskii istoricheskii sborinik. K 60-lteiiu RAM. Gnesinykh. Zapiski
memorial’nogo muzei-kvartiry El. F. Gnesindloscow: RAM im. Gnesinykh, 2004), 94-103.



illustrious sisters, Gnesin initially saw himse$fa Russian artist, not a Jewish dh¥et

he quickly encountered a range of conflicting attés towards his Jewish minority status
that transformed his view of what Jewishness mgamiodern Russia. As his memoirs
indicate, he found the seeds for a Russian-Jewisical identity in his fraught

interactions with his Russian professors.

Picture 2: Mikhail Fabianovich Gnesin (1883-1953)ayoung man. Credit: Russian Institute for
the History of Art.

19 As he declared in a lecture in the late 1920sredkly at a young age, 13 or 14 years old, | was
convinced that | would become a musician and compdsit it never occured to me that | would work in
the field of Jewish music.» M. F. Gnesin, “Ochedkigtorii Evreiskoi Muzyki v Rossii,” Russian State
Archive of Literature and Art, Moscow (hereafter RIG), Fond 2954, op. 1, d. 124, |. 84. See also
Natal'ia Meshcheriakova and Ol'ga Malinovskaiaa 'thelovek zabroshennyi...”: Paradoks Mikhaila
Gnesina," in A. M. Tsuker, edompozitory 'vtorogo riada' v istoriko-kul'turnogpnotsesse. Shornik
statei(Moscow: Kompozitor, 2010), 229-241 and Evgeniladimirovna Khazdan, “Mikhail Fabianovich
Gnesin. Evreiskii kompozitor ili kompozitor ‘evréisgo prosveshcheniia’?” iMaterialy vosemnadtsatoi
mezhdunarodnoi ezhegodnoi konferent9i5-513.



Picture 3: The Gnesin sisters. From left: Olgang)d&vgeniia, Maria, and Elizaveta. Founders of

the Gnesin Musical Academy in MoscaBredit: commons.wikimedia.org

Gnesin arrived in St. Petersburg in 1901 afterigtiied and failed to gain
entrance to the Moscow Conservatory due to itsamtitic quotas. In St. Petersburg, by
contrast, he was welcomed with open arms by tbeofriegendary Russian composers:
Rimsky-Korsakov, Glazunov, and Anatolii Liadov. e young student, they
represented musical gods: “Rimsky-Korsakov, Glazuh@adov,» he wrote, «these were
the stars in the heavens above St. Petersburgawaich all of us worshipfully
circulated.” At the same time, these teachers waqtally fascinated by their Jewish
students. In fact, Liadov, Glazunov, and Rimsky4&dov together typified a spectrum

of Russian attitudes towards Jews from antisemitesphilosemitisnt?

" RGALI, fond 2954, op. 1, d. 193, . 28 (M. F. Gims Memoirs).



Picture 4: Nikolai Rimsky-Korsakov, Alexander Glanw, and Antaloy Liadov (from left to

right). Credit:.commons.wikimedia.org

Liadov approached Gnesin shortly after his arnnegbt. Petersburg. Eager to

meet the new student, he repeatedly badgered Gan€inservatory instructor, the

pianist Aleksandr Ziloti, with requests for an oduction®? Finally, the moment arrived,

during a soiree at Ziloti's house at which Gnesaswresent. Liadov arrived and,

ignoring the other guests, immediately to spedkitoin a loud voice:

There's a lot | would like to discuss with you.dEiof all about the Jews—I don't
have the same relationship to the Jews as Alexafdestantinovich Glazunov.

He, after all, thinks they are the most talentetibnan the world. | am not partial

to them or to any other nation. But I've noticeangthing among my students. |
have had a seriously large number of Jews andrnayf' very . . . gifted. . . . And

look, as students, they shine fantastically, thegfggm superbly in the course,
techniqgue comes very easily to them. And yet whesy tleave school they
immediately harden, their brains just shut downeylltannot create anything
original. But | want to say that you're absolutelgt like that. Still, even if we

take [so-and-s0] . . . | am convinced that he wde'telop further. In any event,
in the best case his limit—hardly attainable—migatViendelssohf?

12 RGALI, fond 2954, op. 1, d. 193, Il. 49-50.

13 Elsewhere in his memoirs, he repeated Liadov’sments in slightly different form: “I have had so
many talented Jewish students, but | never rekatédem the way Glazunov does. He considers thelme to
exceptionally gifted—in fact the most gifted of @llmusical matters.” RGALI, fond 2954, op. 1, @31I.



Liadov’s interpretation of his Jewish students’ enam pattern of empty mechanical skill
and art-less musicianship echoed the same ideRglodrd Wagner and other European
musical antisemites. Jews had no national culttitbeir own, so this argument went,
and hence they could never be creative contribwitoEsiropean art, only strangers and
imitators’* Nor was the mention of Mendelssohn a coincidehe¢yad been a prime
target of this Wagnerian attatkGnesin was naturally profoundly disturbed by these
comments. They suggested that Jewish musicianscetiestively defined by an
immutable national essence, which impaired theistar potential. Yet he still cultivated
a close relationship with Liadov that continuediluthe composer’s death years later. He
recalled later how they spoke constantly of “mespeally, my studies at the
conservatory and compositions, my potential apeesentative of Russian musical
culture and as a representative of the nation ietwhbelong by birth.%

From Liadov, Gnesin took the idea that the sole teaye a successfRussian
composer was to embrace his adawishethnic heritage. But this casual cultural
antisemitism was not the only ingredient that skdapaesin’s emerging musical persona.
He also experienced the curious phenomenon of &ussusical philosemitism through
his relationship with the man nicknamed the “T<ahe Jews,” Aleksandr Glazund¥.

As director of the Conservatory, Glazunov famouwsént out of his way to help Jewish

14 For further analysis of this trope, see JamesflarefRichard Wagner’s ‘Jewish Music’: Antisemitis
and Aesthetics in Modern Jewish Culturggivish Social Studigss. 15, no. 2 (Winter 2009), 2-36; Ruth
HaCohenThe Music Libel against the Jedew Haven: Yale University Press, 2011), 243-51.

15 0n the delegitimization of Mendelssohn, &een Botstein, “The Aesthetics of Assimilation and
Affirmation: Reconstructing Felix Mendelssohn’s Career,” in R. L. Todd, ed., Mendelssohn and His
World, (Princeton: Princeton University Press, 1997), 5-42.

18 RGALI, fond 2954, op. 1, d. 193, |. 95.

7| thank Leonid Butir for drawing this fact to mitention.



students. He resisted all efforts by the Ministrynderior Affairs to impose Jewish
guotas at the Conservatory, as Gnesin noted: «€Ydsy they phoned from Stolypin,’'
Glazunov used to say, 'They asked how many Jewsadel told them to answer, 'We
haven't counted.’» What caused this stubborn defeinsis Jewish music students?
Glazunov was certainly motivated by his liberalificd and his desire to preserve the
professional autonomy of his educational institutiSo too did his “sense of fairness»
inspire him to help deserving members of a vulnleratinority group facing terrible
discrimination gain admission to the ConservatBuyt as Gnesin noted, this philosemitic
impulse even extended to those would-be Jewishaiansi of questionable musical
abilities: «This sentiment caused Glazunov occagipreven to violate the principles of
art. Often, in order to help someone with an irdépassport problem, he accepted a
student with no musical talents®”

Glazunov's deep sympathy for his Jewish studeatsraed not only from his
concern about their legal residertoyubles. He also believed that the Jews were an
intrinsically gifted musical race. In the wordsweblinist Mischa Elman’s father,
Glazunov said that when it came to admissionshiiie cases out of ten the fact that the
student was a Jew proved his talefitThus while Liadov viewed his Jewish students as
artistically challenged, Glazunov saw them in tppasite way. He even extended this to
a reversal of the Wagnerian position on Jewishtisti®g as evidenced by his attitudes
towards Mendelssohn. As he told Gnesin, “Look hoagWer attacks Mendelsohn, yet

he himself was so indebted to him musicaf9!”

18 RGALL, fond 2954, op. 1, d. 124, |. 85.

19 Saul EImanMemoirs of Mischa Elman’s FathéKew York: S. Elman, 1933), 65.



If Liadov was antisemitic in his opinions of Jewistusicians, and Glazunov
philosemitic, what of Rimsky-Korsakov? The foundefshe Society for Jewish Folk
Music all worshipped the legendary composer anchieaas their spiritual godfather.
The very founding of the Society for Jewish Folkswuhinges on the well known story
about Rimsky-Korsakov's interactions with his Jéwésudent$! One day in 1902 the
composer Ephraim Shkliar presented an arrangeniend@wish folk melody to the
class. He did not call it “Jewish,” only a “Oriehtaelody.” But Rimsky-Korsakov
noticed its “Jewish” qualities and interrupted gesformance. He then exclaimed: “I am
very glad to see that you are writing a compositibthe Jewish variety[evreiskom
rodg. How strange that my Jewish students occupy tkéras so little with their own
native music. Jewish music exists; it is wondenfuisic, and it awaits its Glink&®

In later accounts, this incident serves as an ccoroment, proof of Rimsky-
Korsakov’s philosemitism and respect for Jewishiurel As part of this canonization
process, the comment has been frequently interpest@inequivocally positive: a
benevolent endorsement of Jewish national nfiishn the surface, Rimsky-Korsakov's

remark did suggest a positive, encouraging sentinYext such an interpretation ignores

20 RGALI, fond 2954, op. 1, d. 191, I. 30. For more®lazunov's philosemitism, see Rosowsky, “Great
Musicians,” 4 and Izaly Zemtsovsky, “Eine vergessKantate,” in Ernst Kuhn, J. Nemtsov, and A.
Wehrmeyer, edsSamuel” Goldenberg und “Schmuyle”: Jidisches unati8emitisches in der Russischen
Musikkultur(Berlin: E. Kuhn, 2003), 61-76.

ZL M. F. Gnesin, “N. A. Rimskii-Korsakov v obshchesd svoimi uchenikami,Muzyka i revoliutsiia7-8
(July-Aug. 1928), 13-18.

22 Quoted in L. I. Saminskii, “lubilei Peterburgskainservatorii i evrei (1862—1912),” in L. I. Sarrkiis
Ob evreiskoi muzyki: Sbornik stat@etrograd: Tip. “Sever,” 1914), 72-73, 78.

2 RGALLI, fond 2954, op. 1, d. 124, |. 85. For eviderof the iconic status of this quotation, see Sialo
Rosowsky, “Di gezelshaft far idishe folksmuzik iatBrburg (tsum 15 yorikn yubileum)Tealit5 (1924),
20; WeisserModern Renaissancd4; Soltes, “The Hebrew Folk Song Society,” 26d Mendel Elkin, “A
vikhtige kultur-date,1disher kemfeB0:782 (1948): 9.
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the obvious fact that his liberal encouragemengdxhprecisely on a conscious
nationalist distinction whereby Jews were not cdesed to be true ethnic Russians.
Therefore, Jews could not contribute to Russianicrassauthentic Russians but only as a
minority people of the RussiaR@ssissk)iEmpire. Glinka was not their musical
ancestor, Rimsky-Korsakov implied, nor did theydmgj by birthright to the Russian
national tradition. To understand this commerttgips to read it against a remark that
Rimsky-Korsakov once made to the Russian Armentenposer Aleksandr Spendiarov:
“You by birth are an Eastern person, for you thetEas they say, is in your blood, and
precisely in this strength you may contribute sdrimegf original in the field of music,
something truly worthy?* The same applied to his Jewish students. It waamoption

for them to become greRwssiamational composers; but they could become great
Jewishnational composers. “Why do you imitate Europeath Rassian composers?” he
reportedly said in another account of the famou&lant, again implying that a composer
of Jewish origins who wrote a piece on Jewish treeweuld necessarily be creating
Jewish not European or Russian music.

This is not to say that Rimsky-Korsakov was ansamtite. He cherished his
Jewish students (and married two of his childrénafewish musicians). Nor does it
mean he thought Jews had no place in Russian euBuit his famous message was that
his Jewish pupils could best please him—and begtibote to Russian music—as a
national minority developing their own traditiontime Russian imperial context. By

excluding Jews from Russian cultiae Russianbut inviting them in to participatas

2 Quoted in S. L. Ginzburg, ed, A. Rimskii-Korsakov i muzykalnoe obrazovaniati $materialy
(Leningrad: Gosudarstvennoe muzykalnoe izdatel;st9&9), 51.

% Quoted in WeisselMlodern Renaissancéd4.
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Jews he therefore mixed various tropes from Russidis@mitism and philosemitism
together into his otherwise inspirational mess&tgaping praise on Jews for their
collective musical gifts but postulating that theihnic origins obliged them to write
Jewish music, Rimsky-Korsakov assigned Russiansleaomposers a place outside the
national tradition of Russian music. Where pregisid they fit into Russian music?
Rimsky-Korsakov’'s comment suggested that while Jesusdd not becomBusskiiin a
national sense, they could becoR@ssisskiin an imperial sense. In other words, they
could become part of the imperial ideal of a mattinic RussianRossiskaigempire in
which various national minorities expressed theisgtannesasminorities rather than a
narrower Russian national culture based on ethmda@ligious Russianness.

In this sense, Rimsky-Korsakov, together with Liad8lazunov, Balakirev, and
others, reflected what the Polish Jewish sociotafygmunt Bauman termed
“allosemitism.® That is, they treated Russian Jews — good orfimsitive or negative —
as fundamentally Other, un-Russian, and diffenemissentialist terms. Russian-Jewish
musicians could not escape this dynamic of Otheifiihgy could not become true
Russian composers, but only ethnic national mimesitAt every point in the history of
Jewish national music, Jewish musicians encounteenhilar allosemitic attitude from
their Russian mentors. This mixture of embracerajettion was true not only for
Gnesin, but for all of his compatriots in the a&rdf nationalist composer. Before he
made it to Rimsky-Korsakov’s class at the St. Réierg Conservatory, Ephriam Shkliar
had to endure a bizarre encounter with Mili Balekim 1894. The notoriously rabid

antisemitic composer greeted the young Orthodox dpparently garbed in traditional

% zygmunt Bauman, “Allosemitism: Premodern, Modemg Postmodern,” in Bryan Cheyette and L.
Marcus, edsModernity, Culture, and ‘the JewStanford: Stanford University Press, 1998), 1861

12



Jewish dress with peyot (sidelocks), then a studetite Warsaw Conservatory, with
great sympathy. He immediately offered to help Binkhove to St. Petersburg to study
composition there. “If your rabbi permits,” Balagirtold Shkliar, “I will set you up in

my apartment and provide you with kosher fobd.”
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Picture 5: Ephraim Shkliar's Farn opsheyd, publisinethe Society for Jewish Folk Music, St.
Petersburg, 1910. Credit: The St. Petersburg Scollection. A Project of the American Society

for Jewish Music. Click on the picture in the oeliversion to view the score.

Similarly, upon meeting Solomon Rosowsky in 190&ussian lawyer and
revolutionary turned would-be composer, Balakiraspthyed no interest in his politics or
his music. All he could focus on was his Jewish eat8olomon! Why, it smells

Biblical!” He kept repeating the name “Solomon,” $®avsky recalled, concluding that

%" RGALI, fond 2954, op. 1, d. 124, |. 84.
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the “warm reception” he got from the ornery antigerhad everything to do with his

Hebrew first namé®

Picture 6: Solomon Rosowsky (far left), with Simdabnow (far right), in St. Petersburg, ca.
1908 . Credit: Jewish Theological Seminary of Arceri

The dilemma of the relationship between JewishaadsRussianness operated at
the heart of the Society for Jewish Folk Musicrdaponse to this Russian allosemitism,
Gnesin and the other founders of the Society fatisleFolk Music adopted Rimsky-
Korsakov’s suggestion. In spite of their natiortaligetoric, denouncing Jewish
“assimilation” and calling for Jewish national ip@andence in music, they also took
pains to emphasize a distinctive Russian-Jewigttityeas a Jewish nation within a
Russian imperial context. That is, they did not@iyremphasize Jewish national pride or
promote political nationalism. Their goal was nexvish separation from Russian culture.
Their goal was fuller Jewish integration — to beegmart of Russian culture (and

European culture, we might add) by creating a natimusic inside an imperial context.

28 Jewish Theological Seminary of America, New Ydkjomon Rosowsky Collection, Box 2, Folder 3/8,
Notebook 2, 26-27, 33, and M. Rozumny, “Fuftsig gaszikalishe tetikayt fun Efraim ShkliarDi shul un
khazonim-vel{Apr. 6/26, 1937), 15-19.
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This mixture of integrationist and separatist ingasl found expression in the work of the
pianist David Shor, a leader in the Moscow brarnfdhe Society for Jewish Folk Music,
prominent Zionist, and later the first professomafsic at the Hebrew University. In
1907, the same year in which Shor proudly led thest piano trio in Moscow, he
simultaneously castigated his fellow Jewish musir their “rootlessness.” Yet he
also demanded that Jewish national music creat@igéersal Zionism” that would
integrate itself more deeply into Russian and Eeappsociety writ larg€ Shor would
later go on after 1917 to become the “unofficiaémimediary” between Russian Zionists
and Bolshevik leaders. For years he championedoaeerevival in the Soviet Union
and the Zionist movement, before finally abandorRugsia for Palestine in 193%.

In a late 1920s essay, Gnesin actually singlednmutmperial politics of
nationality in shaping the national identities af9Rian-Jewish musicians: “Jewish
national consciousness developed earliest in Rassianly as a reaction to the
oppressed status of Jews,” he observed, “but alsorasult of the fortunate role played

by the Russian musical intelligentsia.” He contithue

It should be noted that there was an importanttiekveen the populist,
nationalist movement among the Russian intelligarasd their
recognition of Jewishness in art. The leaders afSiRun intelligentsia who
were most sympathetic to populism, and who boweddoefore the
beauties of Russian folk art, related with sympathg interest to the
appearance of a Jewish identity in art. By conttasise who were not
Russian populists were less interested in the atieby Jews to create

293, Bykhovskii, “O evreiakh-khudozhnikov (iz dokt®. S. Shora o PalestineRassve?:9 (March 1,
1908): 8-9. See also Nina Segal Rudnik, “EvreisMazyka, Revoliutsiia: D. S. ShorRussica Romana
13 (2006): 99-100; luliia Matveeva, “David Solomeiah Shor,” in lu. Matveeva, eddavid Shor.
VospominaniigJerusalem/Moscow: Gesharim/Mosty Kul'tury, 20015,

30 Ziva Galili and Boris MorozovExiled to Palestine: The Emigration of Zionist Cimts From The Soviet
Union 1924-1934New York: Taylor & Francis, 2006): 8.
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their own national identity and embrace their Jawess. This can be
illustrated by reference to a few specific indivadii If we look, for
instance, at the antisemitism of Balakirev, we firwhetheless that it was
a special kind of antisemitism, with unique chagastics, which are
worth noting. This whole group, with Stasov at btlead, related with great
enthusiasm to Jewishness...And so the Balakirevitiseamitism had a
distinct impact. When he recognized attempts tateraational art, he
rallied quickly to the cause, no matter its sotifce.

It's not entirely evident that Balakirev had suctieanocratic approach to musical
nationalisms of all stripes as Gnesin ascribedrto ®n the contrary, Balakirev seems to
have possessed a particular ideological fixaticth Wie idea of Jews as a primitivist link
to biblical Hebraic glory. This image — shared blyey European musical anti-Semites
from Wagner to Mussorgsky — contrasted the goollital” Hebrew (or “evrei”) with
the bad contemporary diasporic “Yid” (“zhid”). Olmet other hand, though, there is little
doubt that the “special kind of antisemitism” toiathGnesin refers in this passage is the
key factor missing from most accounts of the histfrRussian-Jewish music. Rather
than a simple antisemitic rejection of Jews in Rarssnusic or a philosemitic embrace of
their role in Russian music, Russian allosemitisist dews who would be Russian
composers in a tightly defined role as membersJaveish national minority. The reason
that the composers of the Society for Jewish Falisi®lresponded so enthusiastically to
this casting call was that it allowed them to esprtheir Jewish nationalist sentiments
without abandoning their Russian cultural idengitie

The desire to be accepted as Jewish nationalsaaingt Russian intelligentsia

drove all of their efforts to create Jewish mu3icis impulse was reflected in many

ways, large and small. Scholars such as Klara M@l Paula Eisenstein Baker have

31 RGALI, fond 2954, op. 1, d. 124, |. 84
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shown in great detail how the musical aesthetidb®fSt. Petersburg group’s
compositions derived directly from Russian harmanarels®? So too could it be seen in
their decision to hold their main annual public certs as often possible in the Russian
conservatories and concert halls themselves, inrection of overt political agendas
in their publications, and in their actual chartehjch carefully avoided parochial
definitions of membership based on religion oravaiity. In fact, the early drafts of
their charter even reveal that the founders cons@timaking their organization explicitly
open to all composers “regardless of nationalfy.”

The same cosmopolitan nationalism was also refléatéhe very name of the
Society. Beyond its Russian version, the Societifully translated its own name into
both Yiddish Gezelshaft far yidisher folks-mugénd HebrewHevrat musikah ‘ivrit
‘amamif in much of its published correspondence. Yet alall/they favored the
Russian version. The dictates of Russian law a#iidechoice reflected not so much their
own linguistic “assimilation” or Russification asetir sense of shared, parallel common
purpose with the Russian intelligentsia as a whotbe creation of Russian art music.
This vision of Russian-Jewish music allowed RusSiewish intellectuals to embrace
their own dual patrimony as Russians and Jewso&ditl it provide a reassuring answer
to the obsessive question among friends and faes ad to what it meant that Russian

music appeared to be inundated by Jewish musicians.

32 Klara Moricz,Jewish Identities: Nationalism, Racism, and Utopianism in Twentieth-Century
Music (Berkeley: University of California Press, 2008), 26-91; Paula Eisenstein Baker and R. S.
Nelson, eds. Leo Zeitlin: Chamber Music (Middleton: A-R Editions, 2009), xvi-xviii.

33 | oeffler, Most Musical Nation118.
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Picture 7. Concert Program for Society for Jewistk Music, "Evening of Jewish Folk Song,"
Sunday, April 12, 1909, with the participation af D. Engel, at the St. Petersburg Conservatory,

Small Hall. Credit: Russian Institute for the Histof Art.

It was this paradox — becoming more Russian byrewp more Jewish — that
drove all of the efforts of the Society for Jewlsblk Music, at least until 1917. After
1917, the Russian Empire fractured for the finaktiand the imperial ideal no longer
worked as a unifying principle of Russian-Jewishual identity. So too did the
resurgence of ideological politics such as Ziongsrd Bundism challenge the national
unity of the Jewish musical intelligentsia and tloenplicated imperial character of
Russian-Jewish identity. In response, the compdsagan to redefine themselves. Some
chose Palestine and the path of Jewish nationatifmers chose Germany and the United

States and the varied paths of European and Anndiitseralism. The rest chose the
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Soviet Union and its promise that Jews would jdimeo national minorities in a new
Communist multi-ethnic empire.

Indeed, the demise of the Society for Jewish Follsiglafter 1917is the best
proof for the ways in which Jewish mug&iefore 191 tlepended on the imperial Russian
framework itself. The history of the Society fomdgh Folk Music after 1917 reflects a
strange pattern: wherever the composers went ibegme quite influential yet invisible.
In each of these places, the composers’ modebl@dportant musical developments yet
as a conscious movement they struggled to findyatavaontinue their Jewish national
music as before. In Palestine, Joel Engel, Jacabiey and others found a lively
musical scene but a very different cultural lifbeTlogic of Zionist Hebrewinusin the
yishuv differed from that of Eastern Europe. Thetg®alfour result was that Zionism no
longer looked for imperial sponsorship, Britishotinerwise. So too did Zionist cultural
nationalism emphasize its independence from RasgleEastern Europe and the music
reflected this with the new emphasis on Hebrew msisipped of its Diasporic
Ashkenazic clothe¥! Though the very concept of Jewish national articaesind Jewish
ethnomusicology—owed much to the Russians, theygsup quickly disappeared from
view in Jewish Palestine.

Meanwhile, in the United States, composers likeata Saminsky and Joseph
Achron found that the American Jewish focus orgrelis and ethnic identity could not
accommodate their national focus. There, ironi¢aiwish musicians were accepted as
Russians-not Russian Jews—while Jewish composers were sfteply ignored by

mainstream American cultural life. In theory, thectety for Jewish Folk Music

34 James Loeffler, “Do Zionists Read Music from Righteft? Avraham Zvi Idelsohn
and the Invention of Israeli MusicJewish Quarterly Revied00:3 (Summer 2010), 385-416.
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continued through the various small successor @gtaons such as the Jewish Music
Forum and the American Society for Jewish Musici¢wlofficially claims its date of
origin as 1908). However, while the idea of Jevdastmusic continued to inspire various
composers, cantors, and scholars, the Russianklewisical movement itself largely
disappeared from view.

Finally, in Soviet Russia, those who stayed, sagkenesin, found what initially
appeared to be a promising climate for their cosshitgm Jewish musical nationalism.
The Soviet Union was, after all, in some respedasrdinuation of the multi-ethnic
Russian empire and even promoted Jewish natioftarepalbeit selectively. There too,
though, the Society for Jewish Folk Music ultimgtigft its mark on Soviet art music
while disappearing as an identifiable cultural ntdn the one hand, it is clear that many
individual composers continued to compose Jewisioma art music into the Stalinist
period. The ideal spread to a younger generatigewish composers, and to non-Jewish
composers such as Prokofiev and Shostakovich. ©attier hand, the very ambiguity of
Russian-Jewish national identity, the newer strafridarxist antisemitism and anti-
Zionism, and the weight of political ideology in\Bet music combined to silence the
collective voice of Russian-Jewish music in the@®93

In each of these post-1917 scenarios, it was ngtpmiitical crisis or the changes
to Jewishidentity but also the evolution &ussiarndentity that caused the strange
phenomenon of a cultural movement disappearing frienv so quickly. The cultural
loyalties of the Jewish composers of Russia lah it ideal of Russian culture that had
vanished. It no longer made sense to speak of &ussiisic given the uncertain

relationship between Russian nationalism and Beikl@ommunism in the early years
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of the Soviet regime. Even the place of classiaagimin Soviet Russian culture became
a highly contested and politically ambiguous subjg&o too did the form and content of
Russian antisemitism change as well. Within thei&@dynion, a heavy dose of Marxist
anti-Jewish pathology took hold. It grudgingly t@ted Jewish national minority culture
but at the same time resisted attempts to linkehdeavor to Russian revolutionary
culture. Gnesin would discover this for himselhis attempts to continue the Society for
Jewish Folk Music in the 1920s. For the “specialdkof antisemitism” he credited with
helping to spark the Jewish musical renaissantieeoéarly twentieth-century had
vanished, and with it, the pre-revolutionary ideBRussian-Jewish music and cultural

identity.

% On this theme, see the study by Amy Neldduasic for the Revolution: Musicians and Power irrlga
Soviet Russi@University Park: Pennsylvania State Universitgd2; 2004).
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