














136 Michael Custodis

ment had left for London in the summer of 1940, the Stockholm embassy, the so called
‘Norsk Legasjon’ expanded, and several departments took care of matters for military,
economy, press work, trade, justice and health care.* Due to severe persecution, the
number of refugees increased steadily from 1942 on. To support the Norwegian expa-
triates’ integration into the Swedish labour market, the Norsk Legasjon organised their
residence in close agreement with the Swedish authorities. On 15 June 1942 their first
location 150 km west of Stockholm had been opened.’

Pic. 1: Registration of Norwegian refugees in Kjesdter (Riksarkivet, Oslo, RA/PA-1209/
Uc/65/1-2/S5467)

Whatever the Norwegian musicians might have wanted to achieve for the sake of their
occupied homeland or their individual career, it cannot be understood without consid-
ering the atmosphere in Sweden, both in general during the Second World War and
especially concerning the Nordic neighbourhood. The more the threat of a war had be-
come apparent in the late 1930s, the more difficult the Swedish position appeared to
sustain the state doctrine of neutrality, and at the same time maintain its close rela-
tions to the other Nordic countries. The parliamentary monarchies in Oslo and Copen-
hagen had been forced under Nazi control (both kings were brothers), while Helsinki
temporarily joined forces in an anti-Soviet coalition war (1939-1940, 1941-1944). In
practical terms, the Swedish government was torn between expectations to secure po-
litical, diplomatic and moral standards on the one hand, and military realities of Ger-
man demands for uncontrolled troop transports and the constant supply of resources
for their weapons industry on the other hand.

Stockholm’s cultural life represented all these different, sometimes rivalling or con-
tradicting aspects, including propagandistic events featuring either Nazi Germany or

4  Norges Hjemmefrontmuseum, Oslo, NHM 498.
5 Riksarkivet, Stockholm, SE/RA/420393/01/F/F_1_A/F_1_AB/F_1_ABA/514 and SE/RA/Kjesiter
vol. EII:17; Eirik Veum, Det svenske sviket. 1940-45, Oslo 2017, p. 162.
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anti-Quisling Norway. A newspaper clip from the Svenska Dagbladet dated 30 October
1942 promoted suits for the fashionable resistance fighter which exemplifies that this
topic was present in everyday life as well (see picture 2).°
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Pic. 2: Svenska Dagbladet, 30 October 1942

Joseph Goebbels’ propaganda kept Sweden present in Germany with the engagement
of Zarah Leander and Kristina S6derbaum, who was married to Veit Harlan, the di-
rector of the infamous propaganda movie Jud Siiff. At the same time, German musi-
cians such as Wilhelm Backhaus, Karl Bohm and Walter Gieseking were active in Swe-
den during the war, and benefitted from the myth of a German superiority in music, as
did especially Wilhelm Furtwéngler during his visit to Stockholm in 1943.” Due to the
general instructions by state authorities to avoid provocations against Germany (and
accordingly to prevent active censorship), most newspaper articles avoided any politi-
cal commentary and neglected to reveal that these artists were travelling on behalf of
National Socialist ‘Auslandspropaganda’® Strikingly, one can find in another newspaper

6  Svenska Dagbladet, 30 October 1942, p. 3.

7 Svenska Dagbladet, 31 January 1941, p. 12; 14 February 1941, p. 11; 22 August 1943; 30 Novem-
ber 1943, p. 13; 1 December 1943, p. 19.

8  See for the overall background the chapter ‘Informasjonskontroll og pressesensur’, in: Veum, Det
svenske sviket. 1940-45, pp. 256-281.
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issue advertisements for Norwegian and Danish artists in exile, supported by Swedish
colleagues and Princess Ingeborg, on the same page as ads for the German musicians,
Karl Bohm and Walter Gieseking, on a propaganda tour (see picture 3).°
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Pic. 3:  Svenska Dagbladet, 9 October 1943

Featuring the presence of open and subliminal German propaganda in Sweden, and
contacts to domestic artists, Swedish musicology has contributed several case studies
about the generation of composers who dominated the national music life during the
1930s and 1940s."” Among them, Kurt Atterberg was credited to be the most influen-
tial, not only because of his prestigious position as the secretary of the Royal Music
Academy in Stockholm, including the privilege of having his own compositional class,
but also regarding his intimate involvement in international associations. To an enor-
mous extent, his private papers document how he stayed in touch with colleagues and
political elites, especially in Germany, for example Hans Sellschopp, head of the for-
eign affairs office (Leiter der Auslandsstelle) and Heinz Drewes, the head of the mu-
sic department in Joseph Goebbels’ ministry of propaganda, as well as Herbert Gerigk,
head of the so-called ‘Sonderstab Musik beim Einsatzstab Reichsleiter Rosenberg), re-
sponsible for the acquisition and disappropriation of music-related Jewish property in
German-occupied territory (such as scores, instruments, libraries, letters, and so on)."

9  Svenska Dagbladet, 22 August 1943.

10 These archival findings contour and match recent publications about Atterberg: Petra Garber-
ding, Musik och politik i skuggan av nazismen. Kurt Atterberg och de svensk-tyska musikrelationer-
na, Lund 2007, especially chapter 5 ‘En plats i solen for svensk musik? Gestaltning av ett natio-
nellt musikliv’ and 6 ‘Vilket minne behéver en nation?’

11 Archive of the Music Academy Stockholm, ATP5956 and ATT0051; Nancy Fleetwood, ‘Musical
Notes from Abroad. Germany’, in: The Musical Times 79 (April 1938), No. 1142, pp. 305-307,
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Atterberg was in close contact with both representatives of the Reichskommissari-

at Norwegen and the Quisling regime on music topics, especially with his friend, Nor-
wegian composer and music operative David Monrad Johansen. He also got active reg-
ularly, for example in October 1942, to query rumours that the Norwegian Nazi party
Nasjonal Samling really had decreed a ban of Swedish music in Norway. Writing di-
rectly to Berlin, he contacted a Dr. Gast at the Propagandaministerium on 30 October
1942 on this topic, which even made it into the Swedish news, and Svenska Dagbladet
reported on 30 October 1942:

Fran Oslo meddelas, det att NS-myndigheterna for en kort tid sedan utfirdade
forbud mot offentligt framférande av svensk musik. Verk av ryska och judis-
ka kompositarer ha redan tidigare bannlysts fran den norska konsertsalarna.
Nyordningen inom musiklivet ledes av kapellmastare Jim Johannessen, hir-
dens riksmusikledare, som fatt utvidgade fullmakter, sedan han blev medlem
av det nybildade kulturradet. Johannessen har under loppet av den senaste
halvéret berovat statens musikkonsulent, Geirr Tveidt, varje inflytande.
Denne har nu i brev till kultur- och folkupplysningsdepartmentet inlimnat
sin avskedsansokan.

Konsertmusikernas situation har i host varit ganska underlig. Bestimmelser
utfirdas den ena veckan och kallas ofta tillbaka nésta vecka. En bestimmelse
som fortfarande galler dr den, att vokalister maste sinda in sina texter for att
fa dem godkinda. En klausul enligt vilken musikerna skulle vara skyldiga att
medverka i Osloradion har ddremot upphavts.'?

Four months later, Atterberg received an answer from Berlin, which informed him
that, according to inquiries of the Reichskommissariat in Oslo, such a prohibition did
not exist,"”® which in fact was distinct misinformation.

12

13

here p. 305, DOL https://doi.org/10.2307/921371; Hans-Jiirgen Lutzhoft, Der Nordische Gedan-
ke in Deutschland 1920-1940, [dissertation 1970], Stuttgart 1971; Reidar Storaas, Mellom triumf
og tragedie. Geirr Tveitt — en biografi, Oslo 2008, p. 162; Ernst Piper, Alfred Rosenberg. Hitlers
Chefideologe, Munich 2005, p. 276; Vesa Vares, ‘Kulturpolitik als AufSenpolitik. Berichte deutscher
WissenschaftlerInnen iiber die nordischen Lander an das Auswirtige Amt in den 1930er Jahren,
in: Nordeuropaforum 21 (2011), No. 2, pp. 39-75, here p. 42, DOI: https://doi.org/10.18452/8086;
Martin Thrun, ‘Fithrung und Verwaltung. Heinz Drewes als Leiter der Musikabteilung des
Reichsministeriums fiir Volksaufklarung und Propaganda (1937-1944); in: Albrecht Riethmiiller
and Michael Custodis (eds.), Die Reichsmusikkammer. Kunst im Bann der Nazi-Diktatur, Cologne,
Weimar and Vienna 2015, pp. 101-146.

‘Svensk musik far ej framforas i Norge’ in: Svenska Dagbladet, 30 October 1942, p. 6. Translation:
‘From Oslo is communicated that the NS authorities have issued ban on public performances of
Swedish music a little while ago. Pieces from Russian or Jewish composers had already before
been banned from the Norwegian concert halls. The new order of the musical life is led by Ka-
pellmeister Jim Johannessen, Hird’s national music executive, who has gotten extended authority
since he became a member of the newly formed cultural council. Johannessen has, during the last
half year, deprived the musical consultant of the state, Geirr Tveidt, of any influence. He has now,
in a letter to the ministry of culture and public information, announced his resignation. The sit-
uation of concert musicians has been quite odd during autumn. One week, regulations are man-
dated and often revoked the next week. A regulation which still holds is that vocalists must hand
in their texts and have them approved. A clause after which musicians should have been obliged
to participate in the Oslo radio has however been lifted’

Archive of the Music Academy Stockholm, ATT0054.
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Norwegian Protagonists

Together with Ole Jacob Malm (1910-2005), Hans Jacob Ustvedt (1903-1982) became
a leading figure of the civil resistance movement, both in Norway and in exile after
1942. Both shared a medical profession as well as their love for music - Malm played
piano, while Ustvedt preferred to sing. Ustvedt’s papers in Oslos Riksarkiv document
his impressive intellectual horizon; after a career as professor for internal medicine in
Oslo (1951-1962) he became the director of the Norwegian Broadcasting Company
NRK (until 1972). Also, as one can learn from his diaries, German music and literature
were central points of reference for him. In 1938 for example, Ustvedt took the liber-
ty to write to Thomas Mann in his Swiss exile and confessed his deep admiration for
the poet’s explicit defence against Adolf Hitler’s aggressive attempt to monopolise Ger-
man culture." The Nobel laureate (of literature in 1929) thanked Ustvedt nine days lat-
er, with kind words for his cordial support.

Hans Jacob Ustvedt’s resistance work demonstrates a particular connection between
Norwegian exile policy and Swedish cultural life. After his medical exam in 1927, he
was employed at Oslos Rikshospitalet and became active in the executive council of
young medical doctors (‘yngre legers foreningen’), and was then appointed their rep-
resentative. With their access and knowledge of administrative procedures and office
services, no one noticed for a long time that Ustvedt and his comrades Malm, Kare
Norum and Arne Okkenhaug built up a clandestine communication network to dis-
tribute information.”” It was most efficient to use the legal and established communi-
cation channels of mail, telephone and telegraph, which in part were provided by the
railway service throughout the country. Supported by colleagues who could travel for
professional reasons and dispatch secret information inconspicuously, the so-called co-
ordination committee (‘Koordinasjonskommitee’) was established in Oslo in the au-
tumn of 1941. It could rely on secret connections to Bergen, Trondheim, Lillehammer
and Kristiansand, and coordinated individual networks that teachers, mail staff, railway
employees, architects, journalists, and engineers had built up independently. Thanks to
their planning, the information courier network stayed intact throughout the war and
was responsible particularly for the exchange of orders and strategies between resist-
ance members in occupied Norway and their contacts in London and Stockholm.

When Ustvedt had to flee Norway on 8 November 1942 to avoid arrest, he left his
wife Sigrid Ustvedt (born 25 June 1903) and their children Nils (born 15 April 1928),
Hanna (born 8 February 1931) and Kristin (born 15 February 1936) behind in Oslo.*®
In Sweden he entered a fully established bureaucratic system, and was soon responsi-
ble for medical affairs. Together with approximately 20 doctors (including a full den-
tal system) and 30 nurses, he took care of medical services, the supply of medicine

14 Riksarkivet, Oslo, RA/PA-1248/E/Ea/L0004.

15 Tore Gjelsvik, Hjemmefronten. Den sivile motstand under okkupasjonen 1940-1945, Oslo 1977;
Ole Kristian Grimnes, Norge og den 2. verdenskrig. Hjemmefrontens ledelse, Oslo, Bergen and
Tromse 1977, pp. 69-212; Ivar Kraglund and Arnfinn Moland, Hjemmefront (= Magne Skod-
vin (ed.), Norge i Krig. Fremmeddk og frihetskamp 1940-1945, Vol. 6), Oslo 1987; Berit Nekle-
by, Holdningskamp, (= Magne Skodvin (ed.), Norge i Krig. Fremmeddk og frihetskamp 1940-1945,
Vol. 4), Oslo 1995, pp. 242-249.

16 Riksarkivet Stockholm, SE/RA/420393/01/F/F_1_A/F_1_AB/F_1_ABA/4302.
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and vaccines, information campaigns about healthy nutrition, the prevention of sexu-
ally transmitted diseases, as well as the distribution of medical goods and staple food
into Norway through the ‘Svenska Norgehjilpen’ and a so-called ‘Donator-Kommitéen.

Ole Jacob Malm had to leave Norway only six days after Ustvedt on 14 November
1942 under very tragic circumstances.”” Besides his commitment to coordinate the civil
resistance throughout the country, Malm had actively supported the rescue and trans-
port of persecuted Jews into Sweden. In an undated interview he described the circum-
stances of his own flight: An old couple of Austrian refugees (the husband being Jew-
ish, while his wife was ‘Aryan’) had found temporary shelter at the house of Malm’s
father Erling before they were brought into the woods along the Norwegian-Swedish
border."® Unfortunately, they ran into German soldiers and the immediate attempt of
the old man to kill himself with cyanide failed. Instead, he was saved in a Norwegian
hospital, and revealed under torture the names of his supporters to the German Sicher-
heitspolizei in their notorious Oslo headquarters, ‘Viktoria Terrasse. In consequence,
Erling Malm was arrested on 4 or 5 November 1942, and questioned intensively. The
following night, he committed suicide to avoid the risk of revealing other names un-
der torture. His son Ole Jacob escaped the attempted arrest by the German authorities,
as he had spent the night in a clandestine apartment. He immediately went to Sweden
and soon spent much time in London, maintaining the contact between the exiled gov-
ernment and the Stockholm administration. Although one knows quite a lot about Ust-
vedt’s double talent as a medical advisor and cultural ambassador, Malm’s contribution
is much less clear. The small amount of material which is preserved in his papers con-
cerning these issues at least indicates that he must have played a similar role as a medi-
cal and political advisor, and at the same time as a representative of Norwegian culture.

Norwegian Cultural Counterpropaganda

Concerning Norwegian counterpropaganda, one has to consider that the contempo-
rary meaning of ‘propaganda’ was far more positive than it is today. Besides, Norwe-
gian artists and cultural ambassadors hardly had any other chance to win international
attention than by addressing the largest possible audience with traditional Norwegian
music and explicit political messages. While in all the years until 1945, concert pro-
grammes in Norway had presented a combination of domestic and international rep-
ertoire, including classical German pieces from Bach, Mozart and Beethoven, the rep-
ertoire of Norwegian musicians in Swedish exile had narrowed down to Norwegian
pieces, mostly from Edvard Grieg, with some additions of Johan Svendsen, Ludvig Ir-
gens-Jensen and other moderate contemporaries.

As far as sources can tell, Norwegian artists gave concerts in Sweden constantly
(see picture 4, p. 142), with a significant increase in 1943. A major event that year was
a huge exhibition (see picture 5, p. 142), presenting artefacts of Norwegian culture and

17 'The register of Norwegian refugees in Sweden is online, Malm’s registration can be found at
https://media.digitalarkivet.no/view/43434/560 (last access 20 October 2019).

18 Norges Hjemmefrontmuseum, Oslo, NHM 16 J-0008; Bjarte Bruland, Holocaust I Norge. Registre-
ring, deportasjon, tilintetgjorelse, Oslo 2017, pp. 415-416, 463 and 469.
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lifestyle for several weeks, flanked by concerts, lectures, theatre performances, and cab-
aret shows.

Pic.4: Concert featuring Norway in Stockholm’s concert hall, 30 October 1941 (Riksarkivet,
Oslo, RA/PA-1209/U/U;j/L0216)

Pic 5:  Exhibition in Stockholm, March and April 1943 (Riksarkivet, Oslo, RA/PA-1209/
Uc/72/2/51001)
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It opened on 10 March 1943, with musical contributions by Ernst Glaser, Robert Levin,
Sonja Mjgen, Lauritz Falk and Axel Kielland, in the presence of the Swedish Crown
Princess, Princess Ingeborg and Prince Eugen, as well as the Swedish minister for For-
eign Affairs, Christian Giinther, and his Norwegian counterpart Jens Steenberg Bull,
who had come from England to represent the exiled government.”” Such impressive
support to fight for a free Norway with words and diplomacy was provided by mem-
bers of the Royal Swedish family regularly. They did not only attend cultural events
such as exhibitions, concerts and lectures, they even expressed their personal opinions
(see picture 6).

Pic. 6: Prince Wilhelm reading his poem Till Norge to support the charity organisation
‘Norgehjilpen’ (Riksarkivet, Oslo, RA/PA-1209/Uc/66/2)

Several occasions with political topics stand out from the numerous cultural and en-
tertainment events, for example the reactions to Quisling’s attacks against Oslo’s Bishop
Eivind Berggrav and the Norwegian state church,” as well as the mass incarceration of
teachers in spring 1942, and the students’ arrests in December the same year. In conse-
quence, the exhibition in Stockholm included an evening lecture by Strangnés’ Bishop
Gustav Aulén about the Norwegian church fight (Den norska kyrkans kamp) and one
by Per Johnsen about the teachers’ fight (De norska lirarnas kamp).* Two days later,

19 Svenska Dagbladet, 10 March 1943, p. 15.

20 Ingvar B. Carlsen, Kirkefronten i Norge under Okkupasjon 1940-1945, Oslo 1945; Odd Melsom,
Fra kirke- og kulturkampen under okkupasjonen, Oslo 1980; Torleiv Austad, ‘Church Resistance
against Nazism in Norway, 1940-1945’, in: Neue Fragen und Sichtweisen auf den Widerstand. Kir-
che und Gesellschaft in Skandinavien und auf dem europdischen Festland (= Kirchliche Zeitgeschich-
te 28, Vol. 2) 2015, pp. 278-293.

21 Svenska Dagbladet, 18 March 1943, p. 16; 16 April 1943, pp. 14 and 19.
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on 20 March 1943, a report about this event was flanked by an ad for the next event,
presenting the composer Gunnar Senstevold at the piano, a literary contribution by
poet Gunnar Reiss-Andersen and a lecture by Willy Brandt, the German expatriate,
Norwegian resistance fighter and future Federal Chancellor of West Germany.?

The other major event in 1943 was the centennial of Norway’s musical icon Edvard
Grieg.”® Once more it featured Hans Jacob Ustvedt, who had just published a biogra-
phy about the ‘Composer, Norwegian, Democrat Grieg to defend the legendary com-
poser against propagandistic claims by the Quisling’s regime.** Already three months
before the official celebrations in June, the Norge exhibition had included a Grieg day
on 24 March 1943, with two concert slots,”® one in the afternoon with violinist Ernst
Glaser, pianist Robert Levin, the actors and singers Sonja Mjoen and Lauritz Falk, the
other in the evening with singer Unni Bugge-Hansen, pianist Kari Aarvold Glaser,
Ernst Glaser, and Lars Vang. The official celebrations on 15 June 1943 took place in the
park Skansen, a public area for entertainment and recreation, and included all major
Norwegian protagonists.?

Stockholm was not the only place to commemorate Grieg. Five months later, Unni
Bugge-Hanssen, Kari Aarvold Glaser and Ernst Glaser hosted the 8" Norwegian-Swe-
dish artist night in Uppsala on 21 November 1943, dedicated to Grieg and his legacy.’
Also Ole Jacob Malm celebrated him in British exile, accompanying actress and sing-
er Gerd Grieg at the piano in London’s British-Norwegian Institute on 16 September
1943. On the Norwegian national holiday, 17" of May, Grieg had been celebrated at
the Royal Albert Hall, by the London Symphony Orchestra conducted by George Wel-
don, of course including Grieg’s music.”® Even on air, as the Norwegian News could
broadcast via BBC twice a day, Grieg was remembered on his centennial, both in Nor-
wegian and English.

All musicians introduced so far as ambassadors of true Norwegian culture were not
characterised as representatives of a civil resistance against Germany’s occupation of
their homeland by Swedish newspapers. Instead, the political vacuum of aesthetic au-
tonomy was intact, separating music, even under these extreme conditions, from polit-
ical matters. Only once can one find an exception to this rule, strikingly with Edvard
Grieg’s piano concerto played by Kari Aarvold Glaser (4 January 1901 to 3 October
1972). A newspaper article about the concert first sketched Kari Aarvold Glaser as an
outstanding performer since her debut in 1921.* Then the author positioned her per-
formance of Grieg’s piano concerto next to two other pieces which were given in the
same concert, a new opera overture by Kurt Atterberg and Ludwig van Beethoven’s 8

22 Willy Brandt, Krieg in Norwegen, Zurich 1942; Willy Brandt, Norwegens Freiheitskampf 1940-
1945, Hamburg 1948.

23 See for further details Michael Custodis and Arnulf Mattes, “Die Gratulanten kommen” - Der
Kampf um Griegs Erbe 1943 in: Helmut Loos and Patrick Dinslage (eds.), Edvard Grieg. Sein
Umfeld, seine Nachfolge - Neue Forschungen, Leipzig 2018, pp. 340-358; and the official NS prop-
aganda movie by Walter Fyrst (1943) at www.nordicmusicpolitics.net/media.

24 Svenska Dagbladet, 13 June 1943, p. 11; 12 July 1943, p. 7.

25 1Ibid., 24 March 1943, pp. 11 and 18.

26 Riksarkivet, Oslo, RA/PA-1248/E/Ee/L0028/0004.

27 Riksarkivet, Oslo, RA/PA-1248/E/Ea/L0028/0004.

28 Norges Hjemmefrontmuseum, Oslo, NHM 498.

29 Svenska Dagbladet, 16 October 1943.



Remote Resistance 145

Pic. 7:  Ernst Glaser and Kari Aarvold Glaser performing in early post-war years (Jewish
Museum Oslo, JMO-0144)

symphony under court music director Adolf Wiklund (1879-1950).*° Moreover, Svens-
ka Dagbladet credited her artistry in a detailed review, mentioning her fate as a Nor-
wegian expatriate, speaking about her heartfelt wish to perform this so very true Nor-
wegian piece (‘dkta norsk’), that is alien to today’s bitter reality but full of enthusiasm,
‘inwardly folk poetry’ (‘innerlig folklig poesi’).’! If Kari Aarvold has been mentioned at
all in musicological literature, then it was mostly as the first wife of the famous Jewish,
German-born violinist Ernst Glaser (24 February 1904 to 3 April 1979). Glaser had
joined the Oslo Symphony Orchestra as concert master in 1928 and became a Norwe-
gian citizen after his marriage with Kari Aarvold in 1929. As soon as the German oc-
cupation had empowered the Norwegian Nazi movement, Glaser became a prominent
target of propagandist attacks — despite the paradox of admiration for Glaser by Gul-
brand Lunde, NS minister in charge for culture and propaganda. On 5 November 1942
Ernst Glaser finally fled to Sweden.* A few days later, his wife Kari and their two chil-
dren Berit (born 5 September 1933) and Liv (born 23 September 1935) managed to
leave Norway as well. In Sweden she maintained a very active concert life, and addi-

30 Svenska Dagbladet, 16 October 1943, p. 13.

31 Ibid., 18 October 1943, p. 13, ‘Nér ho vid sondagens C-konsert framtridde som solist i Konsert-
foreningen forstar man, att det var en hjirteangeldgenhet for henne att fa spela Griegs pianokon-
sert och ingen annan. Fjarran fran nuets bittra verlighet dr den sé alltigenom dkta norsk, fyllda av
entusiasm och innerlig folklig poesi. Av Kari Glasers spel fiek man ocksa ett starkt intryck av, att
hon varit fértrogen med konserten hela sitt liv, s& naturligt och 6vertygande gestaltades den’

32 Riksarkivet, Stockholm, SE/RA/420393/01/F/F_1_A/F_1_AB/F_1_ABA/988 plac. 1465; Accord-
ing to his questionnaire, dated 8 November 1942, Glaser was not practicing his faith.
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tionally managed the family.”® Her brother Reidar Aarvold had sold his spinet to pay
for her travel to Sweden, agreeing to take her Grendahl piano as a deposit and tried to
keep the family’s apartment in Oslo’s Colletsgate 8 as long as possible.** Nevertheless,
the office for liquidation of Jewish possessions (‘likvidasjonsstyret’) forced him to move
out in spring 1943. According to a post-war restitution file (documenting the years
1945-47) two women, one named Mehle, the other Dyhli, took over large portions of
the Glaser household, while the apartment was given to the musician Willy Fredrik-
sen.® The argument for a legal transfer was that Ernst Glaser was a German Jew, ac-
cordingly a German inhabitant, so that SS Hauptsturmfithrer Wagner at the Viktoria
Terrasse headquarters declared it to be a German issue (see picture 8).*¢ According
to the file, both ladies and the lawyer responsible for the sale of Glaser’s possessions,
Helge Schjeerve, were already imprisoned in 1945 when Reidar Aarvold applied for the
restitution of property of Ernst and Kari Glaser.

I
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Pic. 8: Official report concerning the ‘Arisierung’ of Ernst Glaser’s personal belongings, dated
4 March 1943 (Statsarkivet Oslo, RA/S-1564/H/Hc/Hcc/L0937)

33 Ibid.
34 Statsarkivet, Oslo, RA/S-1564/H/Hc/Hcc/10937/0014.
35 Ibid.
36 Ibid.
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A different cultural arena to promote Norway’s liberation, and at the same time sup-
port the coherence of the Norwegian refugees, were events for information and en-
tertainment. Ustvedt’s papers show that he was invited both to lectures that were sup-
plemented with folk songs, and to purely music events. The Norsk Legasjon organised
tours throughout Sweden, and also information campaigns. A typical tour would
bring a handful of instrumentalists and singers — such as Ernst und Kari Glaser, Sonja
Mjoen, Solveig Ballarini, Robert Levin and Unni Bugge-Hansen - to different sites and
venues under exhausting conditions (travelling during daytime and performing in the
evening in parish halls or refugee camps).”” Despite the full coverage and planning of
these tours by the Norsk Legasjon, the musicians needed official permits to travel and
to enter different areas of Sweden, which usually was just a formality. A typical request
would be as follows by Ernst Glaser:

Jeg er en av de nordmenn, som skal medvirke pa de turnéer, som Svenske
Norgehjelp arrangerer og som skal begynne d. 20. I. 1943, og jeg bor derfor
referere til Sv. Ns andragende om uppehallsvisering i Sverige (utenom gren-
sesonen) for de angjeldende kunstnere. Dessuten tillater jeg meg & henvise til
min sdknad om arbeidstilstind av 28. XII. 1942.%®

Despite the detailed coverage of certain aspects and biographies of expatriates, the
source materials have to be considered fragmentary for now, as substantial research
about the Norsk Legasjon and the community of exiled Norwegians in Sweden has still
to be done.* Nevertheless, they do also contribute plenty of facts about anti-Semit-
ic opinions and rejected help for persecuted Jews, indicating that Norwegians in their
Swedish exile were well aware of the matter.** In reaction to their patriotic ambitions,
Norwegian artists sometimes had to witness strong political tensions.* Ragnar Ulstein’s
book about Jewish Norwegians in exile, Jodar pd flukt, includes several examples of an-
ti-Semitism in Sweden, in terms of stereotypes among Norwegian expatriates, circu-
lating rumours about Jewish refugees from Norway and general prejudices in Sweden

37 Levin/Levin, Med livet i hendende, p. 235; Riksarkivet, Stockholm, SE/RA/420393/01/F/
F_1_A/F_1_AB/F_1_ABA/2384.

38 Riksarkivet, Stockholm, SE/RA/420393/01/F/F_1_A/F_1_AB/F_1_ABA/988 plac. 1465. Transla-
tion: T am one of the Norwegians who are supposed to participate in a tour arranged by Svenske
Norgehjelp which is set for 20 January 1943. And I must therefore refer to the Svenske Norge-
hjelp’s request on the permit of residence in Sweden (except the border zone) for the respec-
tive artists. Furthermore, I venture to point out my request for a work permit from 28 Decem-
ber 19427; see additionally James A. Grymes, Die Geigen des Amnon Weinstein, Leipzig 2017, pp.
171-173.

39 Alf Skjeseth, Nordens Casablanca. Nordmenn i Stockholm under krigen, Oslo 2018, is main-
ly based on newspapers and only sparsely on archival sources. In consequence, many aspects
are described as more anecdotical than analytical. See additionally Rune Ottosen, ‘Et varslet
folkemord? Dekning av Holocaust i norsk og svensk presse, in: Norsk medietidsskrift 02 (2019),
Vol. 26, pp. 1-18, DOI: https://doi.org/10.18261/ISSN.0805-9535-2019-02-04.

40 See as an updated summary the chapter Jodehatet i Sverige’ in: Veum, Det svenske sviket, pp.
177-213.

41 Ragnar Ulstein, Jedar pd flukt, Oslo 1995, pp. 226-228. Levin/Levin, Med livet i hendende, Oslo
1983, pp. 228 and 245. See additionally for the Swedish perspective Carl-Gunnar Ahlén, Moses
Pergament (= Kungl. Musikaliska Akademiens skriftserie 139), Moklinta 2016, pp. 199-126 and
127-160.



148 Michael Custodis

against Eastern European Jews.*? In an interview with Ulstein in 1975, Ernst Glaser re-
counted an invitation he received to perform in Malmg, although the Swedish South
had a bad reputation of being highly Nazified.** A query at the Norsk Legasjon con-
firmed this impression, but he was encouraged to give the recital at any rate, because
it would be great to have a good Norwegian among all these Nazis. Also, Ustvedt took
several notes in his memoirs concerning anti-Semitic tensions in Sweden and among
Norwegian expatriates.

It is unclear how anti-Semitic sentiments among Norwegians changed, disappeared
or remained after the end of the war, and how Jewish expatriates such as Ernst Gla-
ser got along with former NS supporters, as for example David Monrad Johansen. He
was the first artist charged with treason (rettsoppgjoret) when arrested the day after the
liberation, accused of having approved the Nazification of Norwegian cultural life as a
representative to the Kulturting and member of the Norwegian Nazi party. In his de-
fence, Monrad Johansen declared that he had never convinced others to apply for par-
ty membership. Furthermore, he stated that his engagement in official committees such
as the Kulturrad had started long before the German occupation, and was the out-
come of pure idealism for the benefit of Norwegian musical life. The Court did not ac-
cept his arguments and sentenced him, on 8 November 1945 (his 57* birthday), to five
years imprisonment, six months’ compulsory labour, the loss of his civil rights for ten
years, and a fine of NOK 5,000.*

To the present, his position towards anti-Semitism has been rather opaque, not
least due to the restricted access to his correspondence. Yet two examples may demon-
strate the necessity of further research. In 1943, Monrad Johansen’s very successful
Norwegian Grieg biography was scheduled for a German edition in Grieg’s own pub-
lishing house, Edition Peters, translated by the German musicologist Eugen Schmitz
(1882-1959), with some additional remarks about Norway for the German readers.*
As a committed National Socialist and party member since May 1933, Schmitz was
not only an active ideological writer, but also deeply involved in the ‘Arisierung’ and
‘Entjudung’ of Edition Peters in 1938. Probably due to the temporary circumstances
during the war, the manuscript was never published, although two typewriter copies
have survived in Berlin and Leipzig. The correspondence which Monrad Johansen and

42 Ulstein, Jodar pa flukt, pp. 226-228.

43 Norges Hjemmefrontmuseum, Oslo, NHM 16 J-0006, Interview with Ernst Glaser at the music
conservatory Alesund, 14 January 1975, p. 14.

44 Riksarkivet, Oslo, Sig. Oslo politikammer, Monrad Johansen landsviksak, Dommer, Dnr. 1232,
as well as Hansen, Mot fedrenes fjell. Komponisten David Monrad Johansen og hans samtid, Oslo
2013, pp. 453-456.

45 Stadtarchiv Leipzig, P 3621. See for general contextualisation Custodis/Mattes, ‘Die Gratulanten
kommen’.

46 Monrad Johansen’ translator Eugen Schmitz came to the Peters music library in 1939, from a po-
sition as professor at the TU Dresden. Fred K. Prieberg, Handbuch Deutsche Musiker 1933-1945,
CD-ROM Kiel 2004, pp. 6242-6244; Sophie Fetthauer, Musikverlage im ‘Dritten Reich’ und im
Exil, Hamburg %2007, pp. 178-179; Albrecht Diimling, Musik hat ihren Wert. 100 Jahre musikali-
sche Verwertungsgesellschaft in Deutschland, Regensburg 2003, p. 217; Erika Bucholtz, Henri Hin-
richsen und der Musikverlag C.E. Peters (= Schriftenreihe wissenschaftlicher Abhandlungen des Leo
Baeck Instituts 65), Tiibingen 2001, pp. 301-302; Michael Custodis and Friedrich Geiger, Netzwer-
ke der Entnazifizierung. Kontinuititen im deutschen Musikleben am Beispiel von Werner Egk, Hil-
de und Heinrich Strobel (= Miinsteraner Schriften zur zeitgenossischen Musik 1), Miinster 2013, pp.
113-114.



Remote Resistance 149

Schmitz exchanged both with Peter’s managing director Johannes Petschull and Heinz
Drewes indicates that this publication was expected to arouse some propagandistic
attention.” Therefore, it is no surprise that all traces of Grieg’s Jewish publisher Dr.
Max Abraham and the later Jewish owner of Edition Peters, Henri Hinrichsen, who
had been murdered in Auschwitz in 1942, were purged in Schmitz’ translation, adapt-
ing Monrad Johansen’s manuscript to the anti-Semitic doctrine of National Socialism.
So far, one does not know how Monrad Johansen responded to such serious chang-
es. But according to his correspondence with Schmitz and Petschull, where he proved
his willingness for unlimited compromises, there is little doubt he would not have ac-
cepted them. Within his official positions for the Norwegian-German Society, in the
Kulturting and Kulturrad, as well as his office as State Music Consultant for Vidkun
Quisling’s regime, he did not show any distance to official anti-Semitic actions such as
the implementation of an ‘Arierparagraph’ in the statues of the Norwegian Musicians’
Union after 1941.%

Also the second example might provide some indication of Monrad Johansen’s un-
clear position towards anti-Semitism: After his return to Oslo, Ernst Glaser apparent-
ly shunned David Monrad Johansen ‘explicitly for political reasons,* which underlines
once more the necessity of further, in-depth research, especially concerning difficult
and controversial matters.*

Consequences

In the field of music, it was especially Hans Jacob Ustvedt who represented the civil re-
sistance in political debates and committees. As music’s role mostly had not been to
offend perpetrators but to keep up the collective spirit (‘Holdningskamp’), music and
art in general did not play a major role in post-war debates. Since the arrest and accu-
sation of traitors had been planned already before Liberation Day,*' the conviction of
most musical collaborators was finished when a parliamentary amnesty in 1948 closed
the debate.*

47 Staatsarchiv Leipzig, L 3664, Letter from David Monrad Johansen to Johannes Petschull, 17 June
1943, ‘Dr. Drewes der zur Zeit in Norwegen ist als Reichsminister Dr. Goebbels Reprasentant
sagt heute in einem Interwju in “Aftenposten” dass eine seiner Aufgaben bei dieser Gelegenheit
ist dafiir zu sorgen das seine deutsche Ausgabe meiner Grieg-Biografie zustande kommen kann.
Die Biographie wird bald méglichst in deutsche Ubertragung erscheinen, fiigt Dr. Drewes hinzu’
(All errors in syntax and orthography within the letter have not been corrected.)

48 Riksarkivet, Oslo, RA/S-6010/D/Da/Daa/L0014/0012.

49 Liv Glaser in an interview with the author on 13 March 2019.

50 In a broader historical context, a more systematic scrutiny of anti-Semitism in Norwegian cultu-
ral history before, during, and after WW II is highly required. The fierce, public debate in Nor-
way following the release of Marte Michelet’s book Hva visste hjemmefronten (Oslo 2018) about
anti-Semitism in the Norwegian resistance movement and the deportation of Norwegian Jews
sheds light on how sensitive and taboo this topic still is.

51 Norges Hjemmefrontmuseum, NHM 498. The resistance movement in Stockholm kept records of
NS members, important telephone numbers and number plates as well as influential collabora-
tors, including composer David Monrad Johansen (characterised as member of the ‘Kulturradet’).

52 More detailed case studies will be presented in the chapter ‘A Nordic Casablanca. Exiled Coun-
terpropaganda in Stockholn’ in the forthcoming book by Michael Custodis Music and Resistance.
Cultural Defense during the German Occupation of Norway 1940-1945, (in preparation).
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The earliest and central source of information about music in Nazi-occupied Nor-
way is Hans Jergen Hurum’s famous book Musikken under okkupasjonen 1940-1945.
Already by 1946, he had summarised many important names, networks, events, works
and incidents. Interestingly, documents about the Norwegians in Swedish exile reveal
new information also for this case. Although Hurum’s profound insider knowledge can
be recognised on every page of his book, his biographical background remained as un-
clear as the conditions of the book’s genesis. The author himself only mentioned, in the
preface of 1946, that the book was commissioned three years earlier by his publishers
Aschehoug.”

After Hurum did his military service in 1925, he studied law, followed by two years
of music studies, until he got his first position as a journalist for the newspaper Norges
Handels- og Sjofartstidende. He was sent to Paris in 1939 and represented several insti-
tutions (‘Landlaget for reiseliv i Norge’ and ‘Fransk-Norsk Handelskammer’) when the
war broke out. At the beginning of Norway’s occupation, Hurum additionally contrib-
uted to radio programmes as a presenter and journalist, until he was arrested by Ger-
man soldiers. After being imprisoned in camp ‘Hehmer i Ruhr’ until New Year’s day
in 1941, he was sent home to Norway where he continued to work for the Sjofarts-
tidende.® Without further specification Hurum claimed to have participated in the il-
legal actions of the resistance movement (‘illegalt arbeide i forbindelse med nyhets-
tjenester’). This information, although quite plausible in light of his biography, seems
unspecific and is not verifiable. When several of his comrades were arrested, the Ger-
man Sicherheitspolizei paid him a visit in February 1944, which initiated his escape
from Norway the following month. Soon after his arrival in Stockholm the Norsk Le-
gasjon’s Press office hired him. We know from Ustvedts diaries that Hurum was well
connected both to Ustvedt and leading circles of Norwegian artists, as well as to criti-
cal Swedish composers such as the Jewish musician Moses Pergament.*® It is impossi-
ble to tell how many documents or notes Hurum could have taken with him when he
had to leave Norway, and how much information he collected in Stockholm, benefit-
ting from the steady stream of news that came in from Norway through the Hjemme-
front’s secret channels. Concerning these facts, one can estimate that his famous manu-
script was not conceived inside of occupied Norway, but through a well-informed view
from outside, as a member of the remote resistance in Stockholm exile.

In their patriotic role as freedom fighters, exiled Norwegians were welcomed home
cordially. Nevertheless, the leading figures of the military resistance developed a histo-
riographical dominance, and their narrative of a united community in collective resis-
tance had a lasting impact. The development of a strong but narrow sense of ‘nation’
during the war dominated the debates after 1945, hence supporting this assertion of

53 Hans Jorgen Hurum, Musikken under okkupasjonen, Oslo 1946, preface.

54 Compared to the research literature about Camp Hemer (Hurum’s spelling by memory was
wrong) his case was unusual and lacks further evidence from German archives so far. Hans-Her-
mann Stopsack and Eberhard Thomas (eds.), Stalag VI A Hemer. Kriegsgefangenenlager 1939-
1945, Hemer “2017. Thanks to Eberhard Thomas for supporting this research.

55 Riksarkivet, Stockholm, SE/RA/Kjesiter vol. EII 13 (25264 Hans Jorgen Hurum), and SE/
RA/420393/01/F/F_1_A/F_1_AB/F_1_ABA/1494.

56 Riksarkivet, Oslo, RA/PA-1248/E/Ea/L0028/0004.
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historiographical dominance and the avoidance of major critical debates.”” Mention-
ing the Norwegian-German relations after the Second World War, it was not until Wil-
ly Brandt, the former Norwegian resistance fighter, that a new trust in Western Germa-
ny - the NATO ally - began to grow.

57 Rolf Hobson, ‘Die weiflen Flecken in der norwegischen Geschichtsschreibung tiber die deut-
sche Besatzung’ in: Robert Bohn, Christoph Corneliffen and Karl Christian Lammers (eds.),
Vergangenheitspolitik und Erinnerungskulturen im Schatten des Zweiten Weltkriegs. Deutschland
und Skandinavien seit 1945, Essen 2008, pp. 95-103; Rolf Hobson and Tom Kristiansen, Occu-
pied Norway: The Regime’s Ambitions, Popular Responses — Current Research on Norwegian Soci-
ety during the Occupation, lecture at the conference The Nordic Ingredient. European Nationalisms
and Norwegian Music Since 1905, Bergen 2018.
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Sources Revisited
The Case of Geirr Tveitt

Introduction

The case of Tveitt is a complicated one, and still a quite delicate subject in Norway.
On the other hand, it could be described as a typical constellation concerning other
careers of musicians during the “Third Reich’ such as Richard Strauss, Wilhelm Furt-
wingler and Wilhelm Kempft, where the overlap of artistic and political implications
resulted in contradictory and complex matters.

Still, everyone who deals with Tveitt today knows that the word ‘probably’ must be
frequently used when discussing his personality and beliefs. Although he was an ex-
ceedingly productive composer, a diligent letter writer and important agent for Norwe-
gian musical life, the situation with source material is problematic, for three main rea-
sons. Firstly, due to the devastating fire in his Hardanger home in 1970, when a large
part of his oeuvre and presumably much of his correspondence fell prey to the fire.
Secondly, much of the source material is still under the control of the Tveitt family.!
And thirdly, all the legends spun around the person Tveitt, myths that to a large extent
were created by Tveitt himself, still live on today.?

This paper will summarise the historical context of Tveitt, focusing on his associa-
tion with the Nazi-implemented government, and the implications of his trial before a
court of honour as far as preserved sources allow.

l. Tveitt as an Artist and Cultural Bureaucrat

The composer and pianist Geirr Tveitt, born in Bergen in 1908 as Nils Tveit, according
to the name of his family farm outside Norheimsund, changed his name several times.’?
During World War II, he started to use the uncommon spelling ‘Geirr Tveitt’ by which
he is known today. He spent most of his childhood in Drammen, south of the capital,
where his father was the headmaster of a Christian school. During the summer holi-

1 The correspondence between Tveitts biographer Reidar Storaas and the Tveitt family, kept in
Storaas’ private Tveitt Archive at Bergen Offentlige Bibliotek (which will be described later) serves
as an example. It testifies that the family wishes to control many details and statements. The ar-
chive doesn’t have any official name yet. I therefore use the name ‘Storaas” private Tveitt Archive’
in my article.

2 One example is that Store Norske Leksikon’s online article on Tveitt until October 2019 still list-
ed Hardanger as the composer’s birthplace, not Bergen. This myth was created by Tveitt himself,
probably to fit his wish of a more rural background. A birth certificate dated 15 May 1967 kept in
Storaas’ private Tveitt Archive, testifies to this. Here Tveitt personally has manipulated the doc-
ument by crossing out Bergen and replacing it with the village of Tervikbygd in Hardanger. On
my request, the encyclopaedia article is now rectified. Cf. Reidar Storaas, article ‘Geirr Tveitt’, in:
Norsk biografisk leksikon (https://nbl.snl.no/Geirr_Tveitt, last update 12 March 2009, last access 19
May 2020).

3 The following biographical information is mostly based on Reidar Storaas, Mellom triumf og
tragedie — Geirr Tveitt — ein biografi, Oslo 2008.
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L TR S Ze ke T AN o
Pic. 1: Geirr Tveitt in Hardanger in 1960 (Bergen Offentlige Bibliotek, Storaas’ private Tveitt
Archive)
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days, the family typically resided near Norheimsund in the district of Hardanger, east
of Bergen. After five years of music studies abroad, and several years in Oslo, he took
over the family farm in Hardanger in 1941, which, as will be discussed below, became
his haven from 1942 on. During the post-war years, he commuted between Hardan-
ger and Oslo, where he worked for the Norsk Rikskringkasting (Norwegian Broadcast-
ing Corporation (NRK)), until he moved back to Oslo in 1967, where he lived until his
death. Although he was born and died in the two largest cities in Norway and spent
most of his life in urban surroundings, he always felt a particular emotional connec-
tion to the rural nature and cultural life in Hardanger. It was there, at the graveyard
below his ancestral farm, that he was laid to rest in 1981.

Tveitt is seen as one of the most talented and thoroughly trained Norwegian com-
posers of the 20" century. Without any formal education, but equipped with a letter
of recommendation from Christian Sinding,* he was accepted to the Leipzig Conserv-
atory in 1928. There he studied composition with Hermann Grabner,® and piano with
Otto Weinreich,® amongst others. Evidence of his success in Leipzig is his first opus,
12 zweistimmige Vorstudien in lydisch, dorisch und phrygisch, published at Breitkopf
& Hartel in 1930, and the 1931 premiere of his Piano Concerto No. 1 with the Leip-
ziger Sinfonieorchester (the forerunner of today’s MDR Leipzig Radio Symphony Or-
chestra). Tveitt stayed in Leipzig until 1932, when he moved on to Paris and Vienna.
According to his testimony, he took lessons with composers like Heitor Villa-Lobos’

4 The Norwegian composer Christian Sinding (1856-1941), who is best known abroad for his pi-
ano piece Friihlingsrauschen (Rustle of Spring, 1896), had himself studied in Leipzig during the
1870s.

5 The Austrian music theorist and composer Herman Grabner (1886-1969) was a former student
of Max Reger (1873-1916). He became a teacher of composition at the Leipzig Conservatory in
1924 and was appointed professor there in 1932. In 1938 he succeeded Paul Hindemith as profes-
sor of composition at the Hochschule fiir Musik in Berlin (todays Berlin University of the Arts),
a position he lost in 1945 due to his SA membership, amongst other things. In 1933 and 1935
Tveitt’s Norwegian colleague, the composer David Monrad Johansen (1888-1974), also studied
with Grabner. Cf. Ivar Roger Hansen, Mot fedrenes fjell. Komponisten David Monrad Johansen
og hans samtid, Oslo 2013, pp. 369-375. In addition to his SA-membership, Prieberg points out
that Grabner was a member of the Kampfbund fiir deutsche Kultur, during the 1930s a mem-
ber of the Nationalsozialistischer Lehrerbund, Reichsfachschaft Hochschullehrer, counsellor in the
Reichsmusikkammer and lecturer in the Hauptlektorat Musik of the ARR. Furthermore, he com-
posed several songs for Nazi- and Wehrmacht-related publications. Cf. Fred K. Prieberg, Hand-
buch deutsche Musiker 1933-1945, CD-ROM Kiel 2004, pp. 2462-2471.

6 The German pianist Otto Weinreich (1882-1947), a former student of Robert Teichmiiller (1863-
1939), became a teacher at the Leipzig Conservatory in 1911, a position he held the rest of his
life. See Thomas Schinkoth, ‘Herman Berlinski. Erinnerungen, in: Johannes Forner (ed.), Fest-
schrift. Hochschule fiir Musik und Theater ‘Felix Mendelssohn Bartholdy’ Leipzig. 150 Jahre Musik-
hochschule 1843-1993, Leipzig 1993, pp. 179-180.

7 'The Brazilian composer and conductor Heitor Villa-Lobos (1887-1959) spent several years in
Paris during the 1920s and the 1950s. According to Tveitts family, Villa-Lobos and Tveitt met
several times and corresponded with each other, but the documentation of this contact has (prob-
ably) fallen prey to the fire in Tveitt’s home in Hardanger in 1970 mentioned above. Cf. Hallgjerd
Aksnes, Perspectives of Musical Meaning. A Study Based on Selected Works by Geirr Tveitt. [disser-
tation], Oslo 2002, p. 156; Storaas, Mellom triumf og tragedie, p. 63.
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and Arthur Honegger,® although this is not documented further.” He returned to Nor-
way in 1933. In the decades following the war, he successfully toured abroad as a pia-
nist and conductor.

Tveitt was a central person in the national movement in Norwegian cultural life
during the 1930s. The influence of folk tunes in his personal style is considerable, as
he wanted to build upon the typical modes of Norwegian folk music, and integrate its
tonality into his own idiom." The tonal language in his 12 zweistimmige Vorstudien
serves as an example of this, although he soon abandoned the style of strict polyph-
ony as a vehicle for the tonality he advocated. In 1938, Tveitt published an article in
the pan-Germanic and neo-pagan journal Ragnarok, where he rejected the polyphon-
ic style as incompatible with the language of Nordic music. He refers to it as a ‘farleg
mistak’ to believe that ‘den polyfone stilen skulde fora til ei utleysing av den norrene
tonestilen,'> something he ten years earlier had believed when composing his 12 zwei-
stimmige Vorstudien."> Examples of direct use of genuine Norwegian folk music can be
found in his most popular work, commonly known as Folketonar fra Hardanger** com-
posed in the early 1950s. In general, his orientation towards the continental styles of
the last half of the 19" century and first half of the 20" century is evident both in his
use of the piano, commensurable with that of Béla Bartok and Sergei Prokofiev, and
his colourful orchestration, influenced by French impressionism.

As a theorist, he developed a diatonic theory, which interconnected the modal
scales through a system of double leading notes. This resulted in the Tonalititstheorie
des parallellen Leittonsystems, published in German at Gyldendal Norsk Forlag (Oslo)
in 1937. In his book, he makes the controversial claim that the modes in Norwegian
folk music are in fact an old Norse invention, which equals a projection of aesthetic
beliefs into the pre-historic ‘Norse’ Viking age in Norway."® Tveitt tried to hand in this
work as a dissertation at the University of Oslo (until 1939 named Det Kongelige Fred-

8 The French composer of Swiss origin, Arthur Honegger (1892-1955), lived much of his life in
Paris. According to Storaas, Tveitt said to have met Honegger in his Paris studio and that he was
the first to get a glance at the score of Honegger’s oratorio Jeanne dArc au biicher (composed
1934-1935, premiered 1938). Unfortunately, Storaas does not offer any further source information
for this in his book. Cf. Storaas, Mellom triumf og tragedie, p. 63.

9  Aksnes, Perspectives of Musical Meaning, p. 156.

10 Ibid, p. 15.

11 Geirr Tveit [sic], ‘Norren tonekunst, Ragnarok 3 (1938), pp. 63-67, here p. 66. Translation: ‘Dan-
gerous mistake.

12 Ibid. Translation: “The polyphonic style would make the Norse style bloomy.

13 Ibid.

14 These Folketonar frd Hardanger, organised in one version as suites for piano and in another as or-
chestral suites, were published under several different names. About the names and the timeline
for the publications, see Aksnes, Perspectives of Musical Meaning, p. 81.

15 In her dissertation Hallgjerd Aksnes discusses the Tonalititstheorie several times (e.g. pp. 229-
234) and is quite sceptical towards it: ‘T myself have not found it worthwhile to treat the trea-
tise or its reception in depth, as this would require that I entered into its myriad of complicat-
ed terms, its quasi-scientific formulae which in some cases extend over several pages [...], and it’s
in my view erroneous harmonic interpretations, only to discuss harmonic traits which can be ex-
plained in much simpler terms [...]7 Cf. Aksnes, Perspectives of Musical Meaning, p. 231.
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eriks Universitet), where the two international committee members, Ilmari Krohn!®
and Jacques Handschin," rejected it.'®

Tveitt’s role as a theorist has proven to be a minor one, as no composer or music-
al theorist has pursued the theories presented by him in his Tonalitditstheorie.”* On the
other hand, his role as collector of probably more than a thousand folk tunes from the
Hardanger region® has shown to be more influential, an effort that, amongst other
things, resulted in the already mentioned Folketonar frd Hardanger.

In his book Religion og rase. Nyhedenskap og nazisme i Norge 1933-1945, the histo-
rian of religion Terje Emberland pointed out Tveitt’s connection to the milieu around
the already mentioned journal Ragnarok, which was published from 1934 to 1945.*

16 Ilmari Krohn (1867-1960), Finnish composer and musicology professor at the University of Hel-
sinki.

17 TJacques Handschin (1866-1955), Swiss musicologist and organist of Russian birth, from 1935 pro-
fessor (Ordinarius) at the University of Basel. Two of his most influential books were published in
1948: Firstly, Der Toncharakter. Eine Einfiihrung in die Tonpsychologie, a study of sound in its his-
torical context. Secondly, Musikgeschichte im Uberblick, planned as an objective history of music
divided into centuries and not eras.

18 Copies of the two statement letters from Krohn and Handschin, are kept in Storaas’ private Tveitt
Archive at Bergen Offentlige Bibliotek. In his statement letter (written in Swedish and dated
Sammatti, Finland, 23 June 1937), Krohn reports that it is his impression that the author is a ca-
pable and original composer, but that the book - from a scientific point of view — doesn’t quali-
fy as an academical thesis. Krohn also states the obvious fact that the four ‘Norse modes’ present-
ed by Tveitt under the Norse names ‘Rir, ‘Sum, ‘Fum;, and “Tyr’ are identical to the church modes
dorian, phrygian, lydian and mixolydian. In his statement letter (written in German and dated
Basel, 20 November 1937), Handschin too comments on this obvious fact and carries on: ‘Tveits
[sic] Theorie bezieht sich auf eine Kunst, die erst noch in der Entwicklung begriffen ist, obgleich
die Ansitze dazu schon Jahrzehnte zuriickliegen; diese musikalische Entwicklung ist noch nicht
soweit geklart, dass wir wissen konnen, ob diese Theorie nicht nur auf einen Ausschnitt daraus
anwendbar ist, ja ob das Ganze iiberhaupt musiktheoretisch unter einen Hut zu bringen sein
wird. Translation: ‘“Tveit’s [sic] theory refers to an art that is still developing, even though the ap-
proaches date back decades; this musical development has not yet been clarified so far as that we
can know whether this theory is not only applicable to a part of it, or the whole thing can be rec-
onciled music-theoretical at all’

19 An illustrative example of the perception of Tveitt as a theorist can be found in the standard work
on Norwegian music history published in 1971 by Nils Grinde (1927-2012), professor of musicol-
ogy at the University of Oslo: ‘En av de mest ekstreme representanter for den nasjonalistiske ret-
ning i 1930-4rene er Geirr Tveitt. [...] T sin begeistring for den norrene kultur gikk han s& langt
som til & uttale at “den norske rase mé finne tilbake til sitt opprinnelige gudeideal’, og i en sterre
musikkteoretisk avhandling forsokte han & bygge en ny musikkteori og komposisjonsleaere pa noe
han mente var et serlig norrent grunnlag. Heldigvis er Geirr Tveitt som komponist atskillig bed-
re enn sine egne teorier, selv om det hefter en betydelig ujevnhet ved hans store produksjon. [...]
Avhandlingen virker noksa uklar [...]. Translation: ‘One of the most extreme representatives of the
nationalist direction in the 1930s is Geirr Tveitt. [...] In his enthusiasm for the Norse culture, he
went so far as to say that “the Norwegian race must find its way back to its original ideal of God”,
and in a major music theory theses he tried to build a new theory of music and composition upon
what he thought was a genuine Norse foundation. Fortunately, as a composer, Geirr Tveitt is con-
siderably better than his own theories, though his large production has a considerable unevenness
attached to it. [...] The thesis seems rather unclear [...]. Cf. Nils Grinde, Norsk Musikkhistorie. Ho-
vedlinjer i norsk musikkliv giennom 1000 dr, Oslo, Bergen and Tromse 1971, pp. 297-298.

20 This according to Tveitt himself; Cf. Lorenz Reitan, ‘Geirr Tveitt, in: Programbladet 8 (1977), pp.
7-8. Because the transcriptions were destroyed by the fire in his home in Hardanger in 1970, it is
impossible to verify the number of the collected tunes. Cf. Aksnes, Perspectives of Musical Mean-
ing, p. 85. The grant to collect the melodies Tveitt received from Kultur- og folkeopplysningsde-
partementet during the war will be discussed later.

21 Terje Emberland, Religion og rase. Nyhedenskap og nazisme i Norge 1933-1945, Oslo 2003, pp.
332-338.
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Emberland also shows that he was actively engaged in Wilhelm Hauer’s* ‘Deutsche
Glaubensbewegung’ (‘German Faith Movement’), an organisation that strived to cre-
ate a new official religion for the Third Reich based on a German-Aryan faith.?® Exam-
ples of this engagement is Tveitt’s panegyric promotion of Hauer in Norway** and their
collaboration on Tveitt’s most significant compositional project in the 1930s, the ballet
Baldurs draumar® (‘Baldur’s Dreams’). As Hallgjerd Aksnes has pointed out, this ballet
shows the composer as a convinced pagan with a strong wish to express his religious
and political views. It can therefore be seen as the greatest monument to Tveitt’s Norse
project, as well as the most explicitly political work in his oeuvre.*

The fact that Tveitt expressed anti-Semitic opinions, and had pronounced sympa-
thies for the radical form of Nazism in the decade before World War II, is thorough-
ly documented through Tveitt’s own letters and his articles in Ragnarok. In addition,
so far unknown (minor, but interesting) sources on the subject can be found in Reidar
Storaas’™ private Tveitt Archive in the form of memories from Tveitt’s fellow students,
friends and colleagues.”

22 The German indologist and historian of religion Wilhelm Hauer (1881-1962) conferred a doc-
tor’s degree at the University of Tiibingen in 1917 on the theses Die Anfinge der Yogapraxis im al-
ten Indien (“The Beginnings of the Yoga Practice in Old India’). He was appointed professor at the
University of Marburg in 1925 and the University of Tiibingen in 1927. In 1933 (formally 1934)
he founded the ‘Deutsche Glaubensbewegung’ and was its undisputed leader and ideologist un-
til he left the movement in 1936. In the 1935 book Deutsche Gottschau Hauer attempted to sum-
marise and systemise the neo-pagan belief. The same year he sent a copy of the book to Tveitt,
who respond enthusiastically and expressed his wish that the book may be translated into Norwe-
gian. Cf. Emberland, Religion og rase, pp. 38-40 and 322-323.

23 Emberland, Religion og rase, p. 13.

24 Geirr Tveit (sic): ‘Wilhelm Hauer. Ein stor tenkjar — eit stort menneskje, in: Ragnarok 9-10
(1938), pp. 236-238, here p. 237. In his article, Tveitt, who visited Hauer in Tiibingen in 1935,
describes him as ‘eit av dei reinaste og gildaste menneskje eg nokonsinne rika’ (‘one of the pu-
rest and greatest human beings I ever met’) and ‘ein av verdsens storste vitskapsmenn’ (‘one of the
greatest scientists in the world’). On Tveitt’s visit to Hauer, see Emberland, Religion og rase, p. 323.

25 A piano version of Baldurs draumar was premiered in Leipzig on 23 October 1935, in a concert
organised by NS-Kulturgemeinde. In a letter to his friend and colleague Egil Nordsjo (1908-1980)
dated Leipzig, 7 October 1935, he complains about the quality of the singers during the rehears-
als: ‘[S]krale songarar. Tenorane her er so veike og kvindelege at eg ikkje kan nytta deim, og dei
fa som er nyttande er anten ikkje i Reichsmusikkammer, eller au so dyre at N.S.-Kulturgemeinde
rar meg fra deim’ (‘(M]eagre singers. The tenors here are so weak and womanly that I cannot use
them, and the few that are usable are either not in the Reichsmusikkammer, or so expensive that
the N.S.-Kulturgemeinde advices me not to use them.) Nordsjo travelled to Germany to take part
in the premiere. See Emberland, Religion og rase, p. 323 and Storaas, Mellom triumf og tragedie,
p. 89. A copy of the letter in question is kept in Storaas’ private Tveitt Archive. An orchestral ver-
sion of the work was performed in Oslo on 24 February 1938, and in Paris on 7 and 10 July 1939
it was played in a purely instrumental version as an orchestral suite. See Aksnes, Perspectives of
Musical Meaning, pp. 234-35 and 242.

26 Aksnes, Perspectives of Musical Meaning, p. 234.

27 The journalist Reidar Storaas (born 1931) grew up near Tveitt’s ancestral farm in Norheimsund,
Hardanger. Since their first meeting in 1949 they became close friends - he interviewed Tveitt
many times, exchanged letters with him and built up an extensive collection of material concern-
ing the composer. About Storaas and his two biographies, see paragraph III. The new source situ-
ation.

28 Let me mention two examples: Firstly, a letter (dated 7 November 1984) to Storaas from the com-
poser Conrad Baden (1908-1989) where the latter tells about Tveitts inclination to anti-Semi-
tism when talking about his teachers in Leipzig in the early 1930s. (In his second Tveitt biogra-
phy, Storaas refers to some of the other content of the letter, but not to the anti-Semitism part,
and he does not mention this specific letter as a source; Cf. Storaas, Mellom triumf og tragedie,
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Pic. 2: Reidar Storaas’s transcription of his interview with Tveitt’s first wife Ingebjerg Marie
Gresvik, probably carried out in April 1983 (Bergen Offentlige Bibliotek, Storaas’
private Tveitt Archive)
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He even expressed his previous sympathy for Hitler as late as 1977, when he was
NRK’s ‘Composer of the Month’® When the journalist asked him if it was true that
he preferred France to Germany, he answered: A bevares! Jeg har alltid veert mektig
irritert bade over Tyskland og tyskere, men i 30-arene ma jeg innromme at jeg ble
fenget av Hitler og hans ideologi.* The following part of the interview is also interest-
ing. The journalist asked if this enthusiasm carried on after 9 April, which, for Norwe-
gians, is synonymous with the German invasion of their country in 1940. Tveitt’s an-
swer: ‘Nei, da tok begeistringen snart slutt’* As a follow-up question, the journalist
wanted to know: ‘Du var statens musikk-konsulent i begynnelsen av krigen?’** Tveitt
answered: ‘Sa lenge det var mulig, men i 1942 sa jeg opp den jobben. Dro til Hardan-
ger og meldte meg inn i Hjemmefronten, og fikk tid til 4 samle over 1000 folketoner.*

It can seem far-fetched to put too much emphasis on this single interview. Nev-
ertheless, it touches on a series of problems one faces in connection with Tveitt: His
statements, opinions and convictions can often be perceived as self-contradictory, for
example, the fact that he dislikes Germany and Germans, likes France, but admired
Hitler. His perception of reality was often quite idiosyncratic. One example is his as-
sertion that he joined Heimefronten, the resistance movement, when he returned from
Oslo to Hardanger in 1942. We have Tveitt’s own statement, but the source of the sub-
ject is very unclear.*

Reidar Storaas’ 2008 biography contains a short paragraph relating to the sub-
ject: He reports that Geirr Tveitt celebrated the May days of 1945 in the service of
the resistance movement, together with other village inhabitants in the municipality of
Kvam, that he put on a uniform and served as translator and local guide for the British
officers, and that the resistance movement leadership trusted him fully.** Unfortunate-
ly, Storaas does not offer any source information. Another paragraph tells that SS men
looked up Tveitt at his home and the Gestapo interrogated him during spring 1944.%

pp. 37-39.) Secondly, a transcription of an interview with Ingebjorg Marie Gresvik (1908-2000,
Tveitt’s wife from 1936 to 1941) carried out by Storaas, probably in April 1983, where she recalls
Tveitt’s antipathy to freemasons and recalls: ‘Han hatet joder. Korresponderte med Mathilde Lei-
dendorf (sic) om raseproblemer [...]7 (‘He hated Jews. Corresponded with Mathilde Leidendorf
(sic) about racial problems.) Mathilde Leidendorf should be Mathilde Ludendorft (1877-1966), a
leading figure in the German Vélkisch movement.

29 Reitan, ‘Geirr Tveitt, pp. 7-8. Thanks to the former NRK journalist Lorentz Reitan for bringing
his interview to my attention.

30 Ibid., p. 8. Translation: ‘Oh, good heavens! I've always been very annoyed at both Germany and
the Germans. But I have to admit that, in the 1930s, I was filled with enthusiasm for Hitler and
his ideology’

31 Ibid., p. 8. Translation: ‘No, then the enthusiasm promptly ended’

32 Ibid., p. 8. Translation: ‘At the beginning of the war you held the position as a State Music Con-
sultant?’

33 Ibid., p. 8. Translation: ‘As long as it was possible, but in 1942 I gave that job up. I went to Har-
danger where I joined the resistance movement. I had time to collect over a thousand folk tunes’

34 In a letter to the editor (which will be mentioned later) Tveitt’s daugther Gyri Tveitt and his son
Haoko Tveitt claim that their father ‘samarbeidde med Heimefronten og goymde motstandsfolk i
heimen sin i Hardanger’ (‘collaborated whit Heimefronten and hided resistance people in his Har-
danger home’). They don’t give any source information on this, cf. Gyri Tveitt and Haoko Tveitt,
‘Geirr Tveitt vert stigmatisert, Aftenposten, 13 December 2008, p. 14.

35 Storaas, Mellom triumf og tragedie, p. 174.

36 Ibid., p. 173.
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Pic. 3: Geirr Tveitt in uniform in Hardanger in 1945 (Bergen

Oftentlige Bibliotek, Storaas’ private Tveitt Archive)

To this point no other sources other than those from Tveitt himself could be located:
A private letter Tveitt wrote to his colleague and friend Marius Moaritz Ulfrstad (dated
14 August 1944)* and a memorandum from Tveitt to an investigation committee after
the war.”® In addition, his name can neither be found in any source related to cultural
protagonists and artists in the archives of the Resistance Museum in Oslo, nor does the

37

38

Storaas’ private Tveitt Archive contains a large corpus of copies and summarising transcriptions
(done by Storaas) of Tveitt’s letters to the composer and organist Marius Moaritz Ulfrstad (1890-
1968). The passage in question: ‘Eg hadde storre Gestapoforheyr her i var, husundersekjing av 3
man (sic) ein ettermiddag og mykje kluss. Men no er alt roleg. Translation: T had a rather large
Gestapo interrogation here this spring, house search carried out by 3 men an afternoon and lots
of goings-on.

Storaas mentions the existence of this memorandum in his biography but doesn’t give any fur-
ther source information. Cf. Storaas, Mellom triumf og tragedie, p. 173. (In my opinion, it is pos-
sible that the memorandum was part of four lost attachments from a document compilation put
together by Tveitt’s lawyer, attachments mentioned by Den rddgivende nemnd in 1946. I will
comment on this later.) The incident in question seems to have become commonly known after
Tveitt’s concert tour to France in the winter 1946/1947. Dagbladet, the newspaper who seems to
have been most critical towards Tveitt during the post-war years, then published a (anonymous)
sarcastic article entitled ‘Geir Tveit (sic) as a tortured resistance man!, see ‘Geir Tveit som tortu-
rert hjemmefrontmann! Gir konsert i Paris og hester laurbeer, Dagbladet, 11 February 1947.
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well-informed journalist Hans Jergen Hurum mention any of these assertions in his fa-
mous publication Musikken under okkupasjonen 1940-1945, published as early as 1946.

Of course, much depends on what one understands by the term ‘resistance. Tveitt
never became a member of the Norwegian Nazi party Nasjonal Samling. He also
promptly refused an invitation to be part of Kulturtinget (The Cultural Assembly) in
September 1942.* However, he had earlier accepted an appointment as leader of Det
midlertidige konsultative rads avdeling for musikkspersmal (The Temporary Consul-
tative Councils Department of Music) upon its establishment in October 1940. In the
summer of 1941, after all other department members except for Tveitt had resigned, he
was appointed Statens musikkonsulent (State Music Consultant), an unpaid position
he held until September 1942. In 1941, the NS regime had granted him kunstnerlenn,
an annual honorary state grant for artists, and in 1942, he was granted 2500 Norwe-
gian kroner from Kultur- og folkeopplysningsdepartementet (the Ministry of Culture
and Public Enlightenment) to collect folk tunes,” many of which he later deployed as
a base for his Folketonar fra Hardanger.* Is this compatible with the alleged enrolment
in Heimefronten?

Defining the term ‘resistance’ in the context of musical life in an occupied nation
would require a discussion that would go beyond the scope of this paper by far.*? It is
worth considering that Tveitt’s war time activities are frequently seen in the light of
his cultural attitudes and activities during the 1930s. Although he enrolled himself in
the cultural policy apparatus of the NS regime from an early stage, he soon showed
self-confident attitudes in singular cases. For example, his objection to the banning or-
der of repertoire on grounds of racial criteria® and to the Nazification of the organi-
sation of the public musical life in general.* Concerning the latter question, his objec-
tion to a decree issued by the Ministry of Culture and Public Enlightenment in March

39 Riksarkivet, Oslo, S-6013/D-8, Tveitt’s telegram is dated 23 September 1942.

40 Hans Fredrik Dahl and Dag Solhjell, Men viktigst er eeren. Oppgjoret blandt kunstnerne etter 1945,
Oslo 2013, p. 100. Unfortunately, Dahl and Solhjell neither provide any source information about
the grants, nor any exact dates. The grant to collect folk tunes is mentioned in a letter from Tveitt
to Marius Moaritz Ulfrstad dated 22 June 1942 kept at Storaas’ private Tveitt Archive. According
to Tveitt, copies of the folk tunes had to be dispatched to Kultur- og folkeopplysningsdepartemen-
tet.

41 Storaas, Mellom triumf og tragedie, p. 178.

42 For a discussion of the term in connection with Tveitts contemporary, the composer Harald
Saeverud (1897-1992), see Friedrich Geiger, ‘Harald Seeverud’s Kjempeviseslitten — A Typical Re-
sistance Composition?, in: Michael Custodis and Arnulf Mattes (eds.), The Nordic Ingredient. Eu-
ropean Nationalisms and Norwegian Music since 1905, Miinster and New York 2019, pp. 81-91.

43 1In January and February 1942 Tveitt protested against an NS initiative on banning performances
of works by Jewish and Russian composers. Cf. Dahl and Solhjell, Men viktigst er sren, p. 100. In
the article Zur Kategorie des “Nordischen” in der norwegischen Musikgeschichte 1930-45 Cus-
todis and Mattes directly quote from this document where Tveitt speaks of ‘artsegne vei [...] i ra-
sisk som i musikalsk henseende’ (‘specific way [...] in racial as well as musical regards’), in: Archiv
fiir Musikwissenschaft 73 (2016), No. 3, Stuttgart 2016, pp. 166-184, here p. 174.

44 Tveitts final letter of resignation to Kultur- og folkeopplysningsdepartementet dated ‘September
1942) where he oddly enough entitles himself as ‘Bonde pa Tueit’ (‘Farmer in Tueit’), has been
presented several times in the Tveitt literature and will therefore not be discussed here. See for ex-
ample Dahl and Solhjell, Men viktigst er ceren, p. 102; Storaas, Mellom triumf og tragedie, pp. 170-
172. According to Storaas Tveitt had the letter copied and arranged for it to be dispersed amongst
musicians in Oslo. The original letter can be found in Riksarkivet, Oslo, S-6013/D-8, Kultur- og
folkeopplysningsdepartementet, Kulturkontoret, 1940-1945.



Sources Revisited 163

1942 holds a special position. The decree demanded all public musical performances
prohibited unless the artists were given specific ministerial permission.* The insolence
Tveitt exercised in his response letter to the Ministry (dated 13 March 1942) borders
on disrespect, both in the aggressive way he presents his dissent and the fact that he
addresses not only his own Ministry, but also the Ministry of Justice and Vidkun Quis-
ling personally.*®

Can the letter in question be seen as an act of musical resistance? As so often with
Tveitt, the case has different sides. One of the main allegations Tveitt makes is that the
present government shows itself too soft on Freemasons in high positions (in this par-
ticular case the head of NRK, W.EK. Christie)*” which makes the government untrust-
worthy in relation to the musicians. In the second paragraph of the letter he writes:

Man far nd til stadighet hore om den fare som frimureriet representerer.
Hvorfor har den néavarende regjering hesten 1940 ansatt en av de heyeste
frimurere som leder av Norsk Rikskr.? Etter regjeringens egen teori om fri-
mureriet ma dette ha vanskeliggjort ja umuliggjort at norske musikere kunne
ha noe med Norsk Rikskr. & gjere. Men ikke bare lederen av Kringk. ble re-
kruttert blandt frimureriets spisser, ogsa andre betydelige nyansettelser fandt
den naverende regjering & matte beklee med medlemmer av den selvsamme
organisasjon som blir erklert for landsfarlig og kulturopplesende. Hvordan
kan man sa forlange at musikerne skal tro pa propagandaen mot frimureriet
og samtidig med god samvittighet stotte en frimurerledet institusjon med sin
kunstneriske opptreden??*®

45 Cf. Dahl and Solhjell, Men viktigst er ceren, pp. 100-101. As Dahl and Solhjell show, Tveitt’s letter
resulted in a personal reprimand from Gulbrand Lunde, the minister of Kultur- og folkeopplys-
ningsdepartementet.

46 Riksarkivet, Oslo, S-6013/D-8, Kultur- og folkeopplysningsdepartementet, Kulturkontoret, 1940-
1945.

47 In September 1940, the jurist and Nasjonal Samling politician Wilhelm Frimann Koren Chris-
tie (1885-1956) was appointed commissary head of NRK by minister Gulbrand Lunde, a position
Christie held until December 1941. Due to his lack of broadcasting experience and his high-rank-
ing Freemasonry position he became a target to a great deal of criticism from his fellow par-
ty members. Cf. Hans Fredrik Dahl, Dette er London. NRK i krig 1940-1945, Oslo 1978, p. 287
and pp. 293-295. For a discussion of the anti-freemason milieu around the journal Ragnarok (the
freemasons as ‘artificial Jews’) and the critique against Vidkun Quisling (on being too soft on
freemasons) uttered by the pan-Germanic wing of Nasjonal Samling, cf. Emberland, Religion og
rase, pp. 345-348.

48 Riksarkivet, Oslo, S-6013/D-8. Translation: ‘At present one constantly hears about the danger
posed by Freemasonry. Why, in the fall of 1940, the current government has hired one of the
highest Freemasons to head the Norwegian Broadcasting? According to the government’s own
theory on Freemasonry, this must have made it difficult or even impossible for Norwegian mu-
sicians to have anything to do with the Norwegian Broadcasting. But not only the leader of the
broadcasting has been recruited among the leaders of Freemasonry. The current government has
also found it decent to appoint other members of the same organisation to significant positions,
an organisation which is declared dangerous for the nation and culturally dissolving. How can
one demand that the musicians should believe in the propaganda against Freemasonry and simul-
taneously, with good conscience, support a Masonic-led institution with their artistic perform-
ance??’
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The development of Tveitt’s attitude, from his first engagement as a culture bureau-
crat during the last half of October 1940* (as a leader of Det midlertidige konsultative
rads avdeling for musikkspersmal), his position as Statens musikkonsulent from June
1941°° until his final resignation, probably in the end of September 1942,' can perhaps
be seen as a turn from his pan-Germanic attitude of the 1930s - after being confronted
with the realities of 9 April - to a more nationalistic approach.® In this case it is worth
remembering that Tveitt continued to receive financial support from the Nasjonal
Samling controlled Ministry also after his 1942 resignation as ministerial consultant.”

II. The Courts of Honour

The case of Tveitt is also exemplary when it comes to the wider concept of ‘honour’
and the ‘loss of honour, concerning the political contamination of personalities who
actively had been involved in the machinery of German occupation and NS-Norwe-
gian combatants. Tveitt’s case was brought before the Norsk Komponistforening’s (Nor-
wegian Society of Composers) private court of honour in 1945, which resulted in his
eviction. In the book Men viktigst er seren. Oppgjoret blandt kunstnerne etter 1945,
Hans Fredrik Dahl** and Dag Solhjell*® give an introduction to the structure of these
trials, which they describe as a formal way of afflicting dishonour on those who were
sentenced.

According to Dahl and Solhjell, the ‘reckoning” with artists who, in different forms,
had collaborated with the German occupation force and/or Nasjonal Samling, or in
any other way had undermined ‘the national cause, can be divided into three catego-
ries:*

Firstly, the judicial trials through the official legal system, which today is sim-
ply known as landssvikoppgjeret. This was carried out in accordance with lands-
svikanordninga, the provisional ordinance concerning treason from 15 December

49 According to Hurum 31 October. According to Dahl and Solhjell 15 October. Cf. Hans Jorgen
Hurum, Musikken under okkupasjonen 1940-1945, Oslo 1946, p. 45, and Dahl and Solhjell, Men
viktigst er ceren, p. 40.

50 The month (June 1941) according to Emberland, Religion og rase, p. 342.

51 As mentioned above, Tveitt only dates his letter of resignation ‘September 1942’ Anyway, his let-
ter is stamped 30 September’ by the recipient, Kultur- og folkeopplysningsdepartementet in Oslo.
Cf. Riksarkivet, Oslo, S-6013/D-8.

52 The so far most thorough discussion of Tveitts ideological development during the occupation
can be found in Emberland, Religion og rase, pp. 342-350.

53 Tveitt’s activities as a performing musician during the war seem to have ended quite soon. Ac-
cording to Storaas, his last public performance was 23 April 1941 in Oslo, when he directed his
own opera Dragaredokko with Oslo Philharmonic Orchestra. Cf. Storaas, Mellom triumf og tra-
gedie, pp. 157-158 and Alfred Fidjestol, Lyden av Oslo. Oslo-filharmonien 1919-2019, Oslo 2019,
p. 195. At the time of the mentioned performance Tveitt was still the leader of Det midlertidige
konsultative rads avdeling, and not, as Fidjestol states, already appointed Statens musikkonsulent.

54 The historian and journalist Hans Fredrik Dahl (born 1939), professor emeritus of media and
communication at the University of Oslo, has written extensively on Norway during the World
War II and, for example a two-volume Vidkun Quisling biography (1991 and 1992).

55 Dag Solhjell (born 1941), art sociologist, art critic and former associate professor at the University
College of Telemark and Be. In addition to a four-volume study of the history of Norwegian art
politics he has published several books on art theory and art sociology.

56 See Dahl and Solhjell, Men viktigst er eeren, pp. 10-11.
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1944, and landssviklova, the post-war treason law that was passed on 21 February 1947
by Stortinget (the Norwegian Parliament).

Secondly, the private courts of honour. The different artists’ organisations had their
own extra-juridical trials against members, both against artists who already had been
convicted by the official legal system and those who were found ‘not guilty, or had not
been investigated at all. These forms of purges were carried out by eresrettar (courts
of honour) executed by the board of the artists’ organisations, or by extraordinary ap-
pointed committees who had been designated specially for this purpose. Their sentenc-
es were known as @eresdommar (honorary verdicts).

Thirdly, a form of sanctions against artists that was the most diffuse, because they
were indirect, carried out by the readers, the audience or the employers. Artists who
had ‘lost their honour’ were, in different forms, boycotted by publishing houses, and
de facto banned from exhibitions, stages, NRK and other arenas artists were depend-
ing on to make a living. These trials were partly a formal consequence of the two first
forms, but they could, according to Dahl and Solhjell,”” also be informal and quite ran-
dom.

From an ethical perspective, the second form of trials — the private courts of hon-
our — are the most interesting, because the grounds for judgement vary so much. This
has partly to do with the fact that the members of the courts of honour were not pro-
fessional lawyers or judges, but fellow artists in the Norsk Komponistforening who,
during the German occupation, had stayed on what in colloquial terms was called
the ‘correct’ side. It is also worth remembering that the artists who served as judges
sometimes shared a common past, socially and professionally, with their accused col-
leagues.™

As Dahl and Solhjell point out, a comprehensive and general study of the inter-
nal purges carried out by the different artists’ organisations has yet to be written. The
different organisations operated with different and partly diffuse procedural rules in
their honour courts, and procedures followed in early cases were often different from
the later ones.” Already a few days after the Liberation Day, 8 May 1945, the unions
took their first measures against some of their members. At this time Norsk Kom-
ponistforening, for example, undertook its first measures against members who had
joined Nasjonal Samling and others who had ‘sviktet Norges sak’ (‘betrayed Norway’s

57 Ibid,, p. 11.

58 A good example is the Norsk Komponistforening court of honour verdict against the conductor
and composer Olav Kielland (1901-1985), who was Oslo Philharmonic Orchestra’s chief conduc-
tor from 1931 to 1945. On 30 May 1945 his membership was suspended for one year from Norsk
Komponistforeining, and on 1 July 1945 also from Ny Musikk (‘New Music, the Norwegian So-
ciety of Contemporary Music). This was due to his membership in Det midlertidige konsulta-
tive rads avdeling for musikkspersmal. Kielland was not given any opportunity to defend himself
against the charges from the courts of honour before the verdict was given, and he saw the exclu-
sion as a revenge from composer colleagues whose works hadn’t been performed often enough by
Oslo Philharmonic Orchestra during his period as chief conductor. After having entered an ap-
peal against the verdicts, an appeal which was supported by Den rddgivende nemnd on 5 Novem-
ber 1945, the suspensions were suspended on 12 January 1946. Cf. Dahl and Solhjell, Men viktigst
er eeren, pp. 84-91; Fidjestol, Lyden av Oslo, pp. 233-234.

59 The court of honour of Norsk Komponistforening, for example, was active for over four years,
from May 1945 until the end of 1949. See Dahl and Solhjell, Men viktigst er ceren, p. 68.
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cause’).® Soon it became clear that the courts of honour of the different organisations

had to be better coordinated. By October 1945 Kunstnerradet (the artists’ council,

which was the cooperative body of the different artists’ organisations) concluded that
the decisions from the various courts of honour where ‘yderst forskjellige’ (‘extreme-
ly different’), which was ‘uheldig’ (‘unfavourable’), and demanded that every artists’ or-
ganisation hand over all material used, in the already closed court of honour cases.®

Despite this unclear and complicated picture, Dahl and Solhjell show that the court
of honour system can be divided into three types:

1) The different artists’ organisations, whose courts of honour consisted of their board
or extraordinary appointed committees.

2) The already mentioned Kunstnerriddet, who consisted of five members, who met
for the first time on 14 May 1945. Its function was that of an appellate body for
the different artists’ organisations. In addition, it investigated artists’ organisations
that, according to the council, had not carried out the internal purges thoroughly
enough.

3) Den radgivende nemnd® (the consultative committee), also named Det sakkyndige
rad (the expert council) or Den departementale nemnd (the departmental commit-
tee) which was made up of three jurists®® appointed by the Ministry of Justice. The
committee was appointed by the Ministry on 21 June 1945, on the request of Kunst-
nerradet. The Ministry insisted that the committee should have a purely consulta-
tive function, and that Kunstnerradet continued to be the only appellate body. This
was accepted by Kunstnerriddet in a meeting on 16 August 1945.

Unfortunately, important sources are missing when it comes to Norsk Komponist-
forening’s court of honour’s dealings with Tveitt.*® A thorough examination of this mo-
mentous and fateful part of Tveitts life is therefore yet to be carried out. But, an ac-
count of the main sanctions placed on him by the court of honour and other instances

60 Eight members were excluded because of NS membership. Three members, amongst them Geirr
Tveitt, were excluded because they ‘[gjennom] direkte samarbeid med nazister eller med ok-
kupasjonsmakten hadde sviktet Norges sak’ ([‘through] direct cooperation with the Nazis or with
de occupation power had betrayed Norway’s cause’), without being members of Nasjonal Sam-
ling. One member was deprived of his member privileges for one year. Four members were to be
investigated more closely. Norsk Komponistforening at this time had 80 members. See Dahl and
Solhjell, Men viktigst er ceren, p. 65.

61 Ibid.

62 Also written Den rddgivende nevnd.

63 Supreme Court Judge Erik Solem (1877-1949) was Committee leader. The two others where Leif
S. Rode (1885-1967) and Fredrik Winsnes (dates unknown), both of them ‘Hogsterettsadvokatar,
lawyers having the right of audience in the Supreme Court of Norway.

64 Ibid., pp. 26-27.

65 As Dahl and Solhjell point out, the summer and autumn 1945 correspondence between Tveitt
(some of it probably written by his lawer Chr. Kjerschow), Norsk Komponistforening and Den
radgivende nemnd is missing from the archive of Norsk Komponistforening. Amongst others, the
important document where the charges against Tveitt are stated by Norsk Komponistforening, is
yet to be discovered. Cf. Dahl and Solhjell, Men viktigst er ceren, p. 243. Some of the facts can be
reconstructed from documents composed in early 1946, many of those to be found as copies in
Storaas’ private Tveitt Archive.
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can be found in the books by Storaas®® and Dahl and Solhjell.”” The following brief
summary, which (unless specified in the footnotes), is based on Dahl and Solhjell:

19 May 1945 the board of Norsk Komponistforening (which, as already described,
constituted the court of honour of Norsk Komponistforening) excluded Tveitt imme-
diatly and indefinitely as his ‘direkte samarbeid med nazister eller med okkupasjons-
makten hadde sviktet Norges sak’® Although he had not been a member of Nasjonal
Samling, the board regarded his function as a State Music Consultant for one and a
half years as a misdemeanour equal to a Nasjonal Samling membership. In addition,
he was deprived of his Kunstnerlgnn, which had been granted by the NS-controlled
Kultur- og folkeopplysningsdepartementet in 1941.%° This resulted in a fierce feud be-
tween the composer and Norsk Komponistforening. Tveitt submitted an appeal to Den
radgivende nemnd, assisted by his lawyer Chr. Kjerschow, who compiled a long list of
documents consisting of Tveitt’s letters to Kultur- og folkeopplysningsdepartementet.”
Den radgivende nemnd processed the case by focusing on four allegations in relation
to his war time activities: 1) His participation in Det midlertidige konsultative rads
avdeling for musikkspersmal and his work as Statens musikkonsulent. 2) His function
as a sole nominator for grants to musicians, a function the board of Norsk Komponist-
forening had before the war. 3) His cooperation with the radical national socialist jour-
nal Ragnarok. 4) His acceptance of kunstnerlonn and the grant to collect folk tunes.

In the recommendation from Den radgivende nemnd (dated 6 May 1946)”! the three
jurists Solem, Rode and Winsnes conclude: ‘Nemnden finner ikke at Geirr Tveitt ved
sitt forhold i noen av disse punkter har forradt Norges sak’”> Yet they add that some
of his conduct related to allegation 1), 3) and 4) are ‘beklagelig’ (‘unfortunate’) and
should ‘misbilliges’ (‘be disapproved of’). As mentioned above, the verdict of the court
of honour had excluded Tveitt from Norsk Komponistforening for an indefinite time.
The opinion of Den radgivende nemnd was that this punishment was too harsh, but
that [...] det ikke finnes urimelig at han for et ar utelukkes av vedkommende fore-

66 Storaas, Mellom triumf og tragedie, pp. 174-188.

67 Dahl and Solhjell, Men viktigst er eeren, pp. 103-108.

68 Translation: ‘[D]irect cooperation with the Nazis or with de occupation power had betrayed Nor-
way’s cause.

69 There were other sanctions too, for example his right to vote at TONO, the Norwegian corpora-
tion that administers copyrights for music in Norway.

70 Storaas’ private Tveitt Archive contains a number of documents (mostly copies) relating to Tveitt’s
appeal, amongst them Chr. Kjerschows (undated) compilation of documents, unfortunately with-
out four unidentified attachments. In my opinion, it is possible that the unknown attachments
may have contained Tveitt’s already mentioned memorandum about his activities in Hjemme-
fronten. See the recommendation statement dated 6 May 1946 from Den radgivende nemnd titled
‘Fra den radgivende nemnd for opprydning i kunstnerorganisasjoner’ where a ‘lengre redegjorelse
fra Geirr Tveitt’ (‘an extensive account given by Tveitt’) is mentioned. A copy of the two-page
statement given by Den radgivende nemnd can be found in Storaas’ private Tveitt Archive.

71 Bergen Offentlige Bibliotek, Storaas private Tveitt Archive, recommendation statement dated
6 May 1946 from Den radgivende nemnd titled ‘Fra den radgivende nemnd for opprydning i
kunstnerorganisasjoner’.

72 1Ibid. Translation: “The committee does not find that Geirr Tveitt in his conduct has betrayed Nor-
way’s case in any of these points’



168

fol}

]

Sjur Haga Bringeland

Avskrift

Pra den rddgivende newnd for opprydning i kunstnerorganisasjoner.

Ved skrivelse av 22. mai 1945 fra Norsk Komponistforesning ble
komponisten Geirr Tveitt underrsttet om at styret hadde strgket
ham av foraningens medlemsliste.

Ved skrivelse av 31. s.m. fra Tono, Norsk Komponistforenings
Internasjonal NMusikkbyré, ble hean underrettet om at styret hadde
besluttet & uteluicke ham som stemmeberettizet medlem av Tono. .

Begge eksklusjoner er foretatt i henhold til Kunstnerorgani-
sasjonenes fellesvedtak om forholdsregler mot medlemmer som ved
direkte samarbeid med okkwpasjonsmakt eller nazister har forrédt
Norges sak, eller som ved lite nasjonal holdning har svekket
resnekten for den norske front.

Geirr Tveit har ansett disse eksklusjoner ubefgyet og har
inrbragt saken for den av Justisdepartemsntet nedsatte nemnd for
utrenskning i kunstnerorgaunisasjonsne.

I seken foreligger en lengre rederjgrelse fra Geirr Tveitt
samt framstillin:er fra hans sakfprer, o.r.sakfgrer Chr.Kjerschow.
Saken har dessuten vsrt behandlet muntlig i nemndens mgter den 12.
og 15. desember 1945, hvor foruten Geirr Tveltt og hans sakfgrer
ogsd representanter for Norsk Komponistforzning, Tono og Norsk
Solistforvund var tilstede. Sistnevnte ¥ cund, hvorav ogsd Geirr
Tveitt var medlem, har ennu ikke +tatt standounkt til saken, men
nemnden er blitt tilstillet gjenpart av en redegjgrelse som o.r.
sakfgrer Iver Holter Alnms har aveitt il forbundet, visstnok
som dettes juridiske konsulent. Han freumkommer her med forslag
t1l avgjorelse i saken, som 28r ut & eksklusjon eller tidsbestemt
suspensjon, idet styrets endelige standounict ikke bpr tas fgr
nerverende nemnds radgivende uttalelse forelizger. - S&vel Solist-
forbundet som Komponistforeningen og Tono har henholdt sig til
Alnzs' redegjgrelse. Endelig forelizger en skrivelse fra Tono
av 8. april 1946.

Etter det materislet som sfledes foreligger for nemnden,
synes bebreidelsene mot Geirr Tveit for hans holdning under okku-
pasjonen 8 konsentrere sez om fglgende punkter.

1. Hans arbeide for Kulturdepartementet som medlen av det midler~
tidige konsultative réd, cg senere som Statens mugikk-~konsulent
inntil september 1942, da han frasa seg denne stilling.

2. Hans motarveidelse av en del av Tonos foreslétte endringer i
denne institusjons vedtekter, og inngrep i Norsk Komponistforenings
innstilling til utdeling av Tonos Understgttelsesfond for norske
komponister.

3. Hans medarbeiderskan i tidsskriftet "Ragnarokk".

I. Hans mottagelse av komponistgasje fra Staten og offentlige
stgtte til innsamling av norsk folkamusikk.

Nemnden finner ikke at Geirr Tveitt ved sitt forhold i noen
av disse punkter har forrddt Norges sak. Med hensyn til spgrsmélet
om hvorvidt han ved lite nasjonal holdning har sveket resoekten
for den norsks front, skal nemnden uttale fglzende:

Ad 1. Nemnden er enig i o.r.sakfgrer Alnze' uttalelse i den foran-
nevite redegjgrslse av 24.desember 1945 om at det neppe er tvil-
somt at Tveit har vert til hjeln for den nasjonale front i sitt
arbeide i det konsultative r&d, oz at man m& zodskrive ham, igll-~
fall delvis, at en rekike nazistiske tiltak Strandet. Videre er
den eniz i at Tveit i det hele synes & ha benyttet alle midler som
var til radighet for & holde sin linje, oz har fgrt en kraftig

%z uredd penn med risiko for sin egen sikkerhet. Til slutt har
han uten omsvgp sagt klart fra om grunnene for sin fratreden.

Pic. 4: A transcript of the the first page of the recommendation from Den radgivende nemnd,

dated 6 May 1946 (Bergen Offentlige Bibliotek, Storaas’ private Tveitt Archive)
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ninger [...].”* Norsk Komponistforening didn't accept this recommendation right away,
but in the end the verdict was changed from exclusion to suspension. On 28 August
1946 Tveitt was readmitted as a member.

It seems like every time Tveitt’s war-time conduct was discussed in public after that,
he was confronted with a new informal court of honour - a ‘people’s court’ This hap-
pened for the first time in 1953, when the newspapers and Stortinget debated if he
was worthy of the kunstnerlenn he had been deprived of in 1945.”* Tveitt’s case was
dismissed by Stortinget in 1953, and he had to wait until 1958 before he was again
granted such an honorary annuity.” In connection with his centenary jubilee in 2008,
public debate arose when, amongst other things, his affiliation with the radical Nation-
al Socialist and neo-paganistic movement in the 1930s and his work for the Nasjonal
Samling-controlled Ministry during the war became subject to a fervent debate in the
newspapers.’®

The ethical problems, concerning the private courts of honour in general, have re-
cently been the subject of a public debate in Norway. On 15 November 2018, the board
of Den Norske Forfatterforening (the Norwegian Authors’ Union) presented an apolo-
gy for the honour sentences against seventeen of its members. In March 2019, as a re-
sponse to this apology, it was announced that one of Norway’s most famous authors,
Kjartan Floegstad,”” would leave the union in protest. Flogstad and his colleagues, Tore

73 1Ibid. Translation: ‘[...] [I]t is not unreasonable that he is expelled from the relevant organisations
for a period of one year [...].

74 Storaas’ private Tveitt Archive contains numerous newspaper clippings (from Dagbladet, Verdens
Gang and Dagen) related to the kunstnerlonn debate during spring 1953. As mentioned above,
Dagbladet was the most critical, referring to Tveitt’s collaboration with the ‘nazistiske myn-
digheter’ (‘Nazi authorities’). Cf. ‘Geirr Tveitt og kunstnerlonnen, Dagbladet, 14 Mach 1953 (the
article is not signed and the clipping in Storaas’ private Tveitt Archive does not contain any page
number).

75 Dahl and Solhjell, Men viktigst er ceren, p. 113.

76 Let me mention two examples. Firstly, Christiane Jordheim Larsen, ‘Han motarbeidet nazismen’
(‘He worked against nazism’), Klassekampen, 26 January 2008, pp. 24-25. In this interwiev, Tveitts
daughter Gyri Tveitt claims that ‘[p]astandene om at Geirr Tveitt var nazist er injurierende’ (‘[tJhe
allegations that Tveitt was a Nazi are defamatory’). The claims referred to statements from Terje
Emberland and Hans Fredrik Dahl. Secondly, Gyri Tveitt and Haoko Tveitt, ‘Geirr Tveitt vert stig-
matisert, p. 14. In this letter to the editor, Tveitt’s daughter Gyri Tveitt and Tveitt’s son Haoko
Tveitt defend their father against allegations by Terje Emberland and alleged ‘bennmerkjing’
(‘stigmatisation’) by the newspaper Aftenposten. They state: ‘Sjolv om Tveitt samarbeidde med
Heimefronten og goymde motstandsfolk i heimen sin i Hardanger, og at det ikkje finns det mins-
te spor av Tveitt mellom dei 92.000 nordmenn som vart utsette for mistankar etter okkupasjo-
nen, og trass i at han m.a. kjempa for a behalda jedisk og russisk musikk, vart han djupt krenka
og frose ut av kollegaer etter krigen, m. a. avdi han ei tid sat i det sokalla midlertidige konsul-
tative rad (som var eit alvorleg forsok pé & hindra at nazistane fekk hand over kulturlivet [...]).
(‘Even though Tveitt collaborated with Heimefronten and hid resistance people in his Hardanger
home, and that no trace of Tveitt exists amongst the 92,000 Norwegians who fell under suspicion
after the war, and although he fought to keep Jewish and Russian music, he was offended and fro-
zen out by colleagues after the war, for example because he for some time sat in the so called tem-
porary consultative council (which was a serious attempt to prevent the Nazis for taking control
over the cultural life [...]).

77 Kjartan Flogstad (born 1944) is one of the leading novelists in Norway. For his breakthrough nov-
el Dalen Portland he was awarded Nordisk Rads litteraturpris (Nordic Council’s Literature Prize)
in 1978. He is also author of non-fiction writings such as the 2004 pamphlet Brennbart (Inflam-
mable). Here he polemicised against the view that users of Nynorsk (‘New Norwegian, one of the
two written standards of the Norwegian language, also called Landsmal) had a stronger tendency
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Rem” and Espen Sebye,” stated the reason for this withdrawal in an extensive opinion
piece in the weekly newspaper Morgenbladet.** From the speaker’s platform at the an-
nual union meeting in Oslo on 24 March 2019, Flegstad explained his reason for the
withdrawal, asking rhetorically:

Kan jeg vere med i en forening som feirer seg selv ved & be antisemitter, ho-
locaustfornektere, krigsprofiterer om unnskyldning og som ereskjeller vare
kollegaer for aresretten og hele det demokratiske flertallet for & ha utfert
uhyrligheter og sette en skamplett pa foreningen i 1945?*

He further explained that ‘[m]itt liv har blitt slik at to av mine barnebarn har jedisk
far, et tredje av mine barnebarn har jodisk mor. Ogsa av den grunn er det slik at jeg
vanskelig kan bli stidende i en forening som ber jodehatere, rasister og holocaustfornek-
tere om unnskyldning’®? The debate went on for over a month and became more and
more heated and personal, especially after descendants of the convicted authors joined
the discussion. One of the foremost experts on the Norwegian courts of honour, the
already mentioned art sociologist Dag Solhjell, also joined the debate. His short state-
ment was entitled ‘En eeresdom er livslang og derfor urettferdig’ (‘An honour sentence
is lifelong and therefore unjust’):*

Det var ikke tilfeldig at kunstnerorganisasjonene kalte sine granskende or-
ganer i 1945 for eresretter. Enhver straff som eresretten utmélte, streng
eller mild, innebar frademmelse av re, noe navnet eresrett understreket. A
frademme ere hadde ingen hjemmel eller tradisjon i noen kunstnerorgani-
sasjons vedtekter, det ekstraordinaere ved det sved ekstra. En @resdom fra ens
egne kolleger, er ikke bare tung a bere. En @resdom kan, i motsetning til en
landssvikdom, ikke sones. Den er livslang og derfor urettferdig. Slik rammet
aeresdommene ikke bare kunstnerne, men ogsd kunstnernes neermeste. Det
var derfor et vakkert trekk at Den norske Forfatterforening (DnF) 15. no-

to support Nasjonal Samling than users of Bokmal (literally ‘book tongue), the other written stan-
dard, also called Riksmal). One of the main targets of his criticism was the historian Hans Fredrik
Dahl. Flegstad is himself a Nynorsk user.

78 The non-fiction author Tore Rem (born 1967) has since 2003 been professor of English Literature
at the University of Oslo. For his book Knut Hamsun. Reisen til Hitler, Oslo 2014, he was awarded
the Critics’ Prize for best Norwegian non-fiction book that year.

79 The author and literary critic Espen Sebye (born 1954) has written several books connecting
to the German occupation of Norway, amongst them the biography Kathe - alltid veert i Norge
(‘Kathe - always been in Norway’), Oslo 2003, where he portrays the destiny of the 15 years old
Norwegian Jew Kathe Lasnik, who during fall 1942 was deported from Oslo with the German
transport ship ‘Donau’ and murdered in Auschwitz-Birkenau.

80 Kjartan Flogstad, Tore Rem and Espen Sebye, ‘Kunsten & fremfore beklagelser, Morgenbladet, 15
March 2019, pp. 48-49.

81 Cf. Olaf Haagensen, ‘Og alle var enige om at det hadde veert et begivenhetsrikt arsmeote, Morgen-
bladet, 29 March 2019, pp. 46-48. Translation: ‘Can I be a member of an union that celebrates it-
self by apologising to anti-Semites, Holocaust deniers, war profiteers and that chastises our col-
leagues for the honour court and the entire democratic majority for having committed atrocities
and putting a stain on the union in 19452

82 Ibid. Translation: ‘My life has become such that two of my grandchildren have a Jewish father,
and one of my grandchildren has a Jewish mother. For that reason, too, I find it difficult to re-
main in a union that apologises to Jew haters, racists and Holocaust deniers’

83 Dag Solhjell, ‘En seresdom er livslang og derfor urettferdig, Morgenbladet, 22 March 2019, p. 27.
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vember i fjor fremforte sin unnskyldning for aresrettens saksbehandling ved
en anledning der de ogsa hadde invitert de eresdemte forfatternes etterkom-
mere og slekt.

Flogstad, Rem og Sebye trekker frem tre @resdomte forfattere i sin kritikk
av DnFs «unnskyld». Dermed demonstrerer de den kanskje mest alvorlige
virkningen eresdommene fikk: at en aresdom ikke kan sones, men varer de
demtes liv ut og enda lenger. Slik bekrefter de, trolig uten & forsta det selv, at
Forfatterforeningens unnskyldning er berettiget.**

The New Source Situation

The journalist Reidar Storaas (born 1931) is so far Geirr Tveitt’s only biographer and
has published two books on him: The first, Tonediktaren Geirr Tveitt: Songjen i fossa-
duren, came out in 1990. Then, in connection with his centenary jubilee in 2008, he
published an extended and updated version, Mellom triumf og tragedie. Geirr Tveitt -
ein biografi. As mentioned above, Storaas was a friend of the composer and followed
his life since the end of the 1940s. This resulted in an extensive private archive, which,
according to Storaas, contains numerous documents that do not exist elsewhere.*®
In November 2018 Storaas handed his archive over to the Bergen Public Library. A
systematic examination of the material remains to be carried out. But having sorted
through the archive in order to get a general idea of its content, it reveals:

Approximately 60 original letters from Geirr Tveitt to different recipients;*
Between 1000 and 1200 copies of letters from Geirr Tveitt to different recipients;
Approximately 150 original letters to Geirr Tveitt from different correspondents;
Approximately 400 copies of letters to Geirr Tveitt from different correspondents;

84

85
86

Ibid. Translation: ‘Tt was no coincidence that the artists’ organisations called their investigative
organs courts of honour. Any sentence imposed by the honorary court, if it be harsh or mild, en-
tailed loss of honour, which the name “court of honour” emphasised. To sentence somebody to
loss of honour had no tradition or proof in any statutes of the artists’ organisations. The unique-
ness of the proceedings made them even more hurtful. An honour sentence from one’s own col-
leagues is not only a heavy burden. One can serve time for a sentence of treason, but not for a
sentence of honour. It is lifelong and therefore unjust. In this way, the honour sentences did not
only hit the artists, but also their closest relatives. That is why it was a good decision by the Nor-
wegian Authors’ Union to present an apology for the procedures of their court of honour on 15
November last year, on an occasion when descendants and relatives of the convicted authors were
invited. In their criticism of the ‘apology’ given by the Norwegian Authors’ Union, Kjartan Flog-
stad, Tore Rem and Espen Sebye brought up the names of three authors with an honour sentence.
Thus, they demonstrate perhaps the most severe effect of these sentences: That one cannot serve
time for an honour sentence, it lasts as long as the artist lives and even beyond his death. By this
they [Flogstad, Rem and Sebye] confirm, probably without realising it, that the apology given by
the Norwegian Authors’ Union was justifiable’

This according to Storaas’ official letter in connection with the donation, dated 6 November 2018.
One of the most extensive correspondence kept in the archive is that between Tveitt and his close
friend and colleague, the bass singer Egil Nordsjg, who he first met during his student days in
Leipzig. Cf. Storaas, Mellom triumf og tragedie, p. 38. As mentioned above, Nordsjo took part in
the first performance of Baldurs draumar in Leipzig in 1935.
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- Approximately 100 documents with remarks of varying extent from approximately
25 historical witnesses who knew him personally, in the form of letters to the biog-
rapher or transcriptions of interviews the biographer carried out with them.

- Storaas’ correspondence with the Tveitt family after the death of the composer,
in connection with the writing of the biographies, especially with Tveitt’s second
wife Karen Margrethe Berg-Olsen (1918-1997), his life partner Wenche Margrethe
Myhre (born 1940), and his daughter Gyri Tveitt. It consists of approximately 50
written letters and printed E-mails.

In addition to this, the archive has an extensive collection of newspaper clippings,
mostly originals, which can be divided in three categories: Firstly, concert reviews of
works by Geirr Tveitt. Secondly, concert reviews written by Geirr Tveitt himself. And
thirdly, letters to the editor or normal newspaper articles, especially in connection to
his controversies in relation to the Norsk Komponistforening in the second part of the
1940s, and the dispute around the kunstnerlenn, the honorary state grant for artists, in
the 1950s.

Amongst the curiosities of the collection, one can also find many private photos of
Geirr Tveitt, transcriptions of his dreams and at least one original handwritten draft
to one of his articles for the already mentioned journal Ragnarok from the late 1930s.

IV. Towards a Wider Understanding?

Will documents from this archive broaden our understanding of the composer? Prob-
ably, for several reasons. Storaas’ biography from 2008 gives a detailed picture of the
composer and his time. However, in its entirety it has some weaknesses, because it is
not clear if it is an unauthorised or an authorised publication, and therefore could be
edited by Tveitts family. It can probably be categorised as something in between these
two categories. Because the biographer was a friend of the artist one can at times get
the feeling that he wanted to put him in a good light, especially when it comes to the
1930s, his activities during the war and the turbulent post-war years. But when one
reads the thus far inaccessible private correspondence between Storaas and the Tveitt
family concerning the use of sources for the book, it also becomes more and more
clear how they imposed harsh restrictions on what Storaas could write and how he was
allowed to write it.

When one reads the letters to Storaas from the historical witnesses who knew
Tveitt, or Storaas’ transcriptions of interviews he carried out with them, it is surpris-
ing to see what the author left out — or had to leave out.’” Other things that Storaas
does not write much about is Tveitt’s relationship with his first wife, Ingebjerg Marie
Gresvik, or his last life partner, Wenche Margrethe Myhre. The interviews and letters
from them to Storaas offer new information on the personality of the composer, espe-
cially those from his life partner, who plays a minor role in the published biographies.

87 Examples are the already mentioned letter to Storaas from the composer Conrad Baden and his
interview with Tveitt’s first wife Ingebjorg Marie Gresvik.
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As already mentioned, Storaas’ book is the only exhaustive Tveitt biography. How-
ever, due to the insufficient use of footnotes, it can sometimes be problematic to re-
fer to the book when one writes in an academic context. Due to the access to Storaas’
sources, this will be easier in the future.
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This register only lists works that can be identified beyond doubt, the others must be
missing, since no clear allocation to official work titles could be identified.

Without composer:
Falstadmarsjen 85
Gud sign vir konge god 82
Herr Lammers ut de Lammerstraat, also Jan Hinnerk 25
Horst Wessel-Lied, also Die Fahne hoch 45
Lieder der Nation, collective term for Deutschlandlied and Horst
Wessel-Lied 42, 45

Atterberg, Kurt
Ballade and Passacaglia (op. 38) 121
Bach, Johann Sebastian
Cello Suite No. 5 in C minor, BWV 1001 66
Baden, Conrad
String Quartet No. 1 99
Beck, Thomas
Battle of Stiklestad from Arnljot Gelline for soloists, choir and orchestra 111
Beethoven, Ludwig van
12 variations (F major) on ‘Ein Mddchen oder Weibchen’ from W. A. Mozart’s op-
era The Magic Flute, op. 66 66-67
Piano Concerto No. 3 in C minor, op. 37 120
Symphony No. 8, op. 93 144-145
Breuer, Franz Josef
Fantasie iiber Norwegische Volkslieder 48-49
Egge, Klaus
Fjell-Norig, op. 15 111
Symphony No. 1, op. 17 99, 104-106, 111
Eggen, Arne
Aria from Olav Liljekrans 111
Gomes, Carlos
Il Guarany Ouverture 32
Grieg, Edvard
Morgenstemning 43
Piano Concerto, op. 16 144
Solveigs sang 43
Ases dod 27
Groven, Eivind
Symphony no. 2, op. 34 99, 111
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Haydn, Joseph
Deutschlandlied, originally as Gott erhalte den Kaiser the Austrian Kaiser-anthem
45
Piano Concerto in D major, Hob. XVIII:11 120
Honegger, Arthur
Jeanne d’Arc au biicher 156
Irgens-Jensen, Ludvig
Ei Malmfury 129
Passacaglia 101
Symphony in D minor 99, 100, 102-104, 111
Heimferd (dramatic symphony), also known as Olav Oratorio 101
Natten og stjernene 101
Rondo marziale [= 3rd movement of the Symphony in D minor] 104
Violin Sonata B major 96
Jerndal, Paul, see Ludvig Irgens-Jensen
Kielland, Olav
Overtura tragica, op. 8 99
Kjeldaas, Arnljot
11 Choral Preludes 99
Kjeldaas, Gunnar
Fangesongar fra Kirkenes 45, 73, 89
Barnesmil 90
Betula, 89
Bgn, 89-90
Elvenes, 90
Heimlengt, 90
Septemberkveld, 90
Til deg, 90
A leva 90
Locatelli, Pietro
Adagio and Variations 66
Lund, Signe
Foreren kaller 115
Mendelssohn Bartholdy, Felix
Hebriden Ouverture, op. 26 27
Messell, Erik
Dansk Sabotor Sangen 82
Monrad Johansen, David
Cello Suite, op. 24 62
Niel, Herms
Erika 39, 40
Nielsen, Otto
Grini-marsj, also Songs from a Concentration Camp ‘The Grini March’ 82-85
Kjeere lille Toril 72
Rom 8 sanger 72
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Nystedt, Knut
Hogfjell, Suite for orchestra, op. 8 99
Introduction and Passacaglia, op. 7 99
Orbeck, Anne-Marie
Cadenzas to Piano Concerto, see Haydn, Joseph 120
Concertino for piano and orchestra 120-124
Syv Sanger til tekster av Hans Henrik Holm, edited as Vonir i blometid, first titled
Optimisten 100, 125, 127, 132
Vonir i blometid [Hope at blossom time]:
Beilere [Suitors], 127
Eldslogar [Flames], 127
Gjente-brilur [Girl’s sentiments], 127
Jonsoknatt [Midsummer Night], 127
Bjolleblom [Bluebell], 127
Etter ein kalderid [After a Night frost], 127
I kveldsdimma [In the Sunset] 127
Olden, Anne-Margrete
Grinisanger og dikt 80
Piefke, Johann Gottfried
Preussens Gloria 43
Seeverud, Harald
Kjempevisesldtten, op. 22 No. 5 111
Sinfornia dolorosa, op. 19 111
Schonberg, Arnold
Pierrot Lunaire, op. 21 77
Schumann, Robert
Trdumerei, op. 15 65
Schweiger, Josef
General Dietl Marsch, also Gebirgsjigermarsch 37
Sibelius, Jean
Symphony no. 2, op. 43 122
Silcher, Friedrich
Ich hatt’ einen Kameraden, also Der gute Kamerad 45
Sinding, Christian
Friihlingsrauschen [Rustle of Spring], op. 32 No. 3 155
Vi vill oss et land, op. 38 25
Strauss, Richard
Burlesque in D minor 120
King’s March (arr. Franz Peltz) 43
Svendsen, Johan
Norwegischer Kiinstlerkarneval, op. 14 121
Teike, Carl
Alte Kameraden 85
Thorkildsen, John
Prelude and Fugue in C minor 99
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Tveitt, Geirr
12 zweistimmige Vorstudien in lydisch, dorisch und phrygisch, op. 1 155-156
Baldurs draumar, op. 81 158, 171
Dragaredokko, op. 140 164
Folketonar frd Hardanger 156-157, 162
Piano Concerto No. 1, op. 5 155
Valentini, Giuseppe
Cello Sonata E major, op. 8 No. 10 66
Wagner, Richard
Tannhduser 27
Valkyrie (arr. Arthur Seidl) 43
Weill, Kurt
Threepenny Opera, also Dreigroschenoper 116
Speak low 93,113
Wieprecht, Wilhelm
Grosser Zapfenstreich 43



