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When we think of female musicians in the early nineteenth century, we often picture them
as pianists confined to the private sphere, their music serving as an elegant backdrop to
salon gatherings. In Ljubljana, however, women from elite circles quietly but boldly de-
fied this notion. From the late eighteenth century onward, they gradually moved beyond
salons into semi-public and public performance spaces, navigating complex social expec-
tations while shaping the city’s musical culture. While past historiography has primarily
focused on composers and musical creativity — where female representation was histor-
ically limited — this study shifts attention to women as active performers, highlighting
their role in public musical life.

Despite the increasing prominence of female musicians in European concert life,
their presence in Ljubljana has remained largely unexplored in Slovenian music histo-
riography. Although scholars such as Natasa Cigoj Krstulovi¢ and Marko Motnik have
examined aspects of female pianists in the city, a comprehensive study of instrumen-
talists across different performance settings remains lacking. This article addresses this
gap by providing an in-depth examination of female instrumentalists in Ljubljana and
situating them within broader social and musical trends.

The chosen timeframe, 1790-1848, reflects the gradual transition of female musi-
cians from private to public performance. The year 1790 marks the first documented
event in the Redoute Hall (Redoutensaal) featuring dilettante female pianists, signify-
ing the earliest known semi-public appearances of women as instrumental performers
in Ljubljana. Soon afterwards, the establishment of the Philharmonic Society (Phil-
harmonische Gesellschaft) in 1794 provided further opportunities, albeit within a
strictly regulated, non-commercial framework that limited female participation to per-
formance roles rather than full membership. The endpoint, 1848, coincides with the
political upheavals of the Revolutions of 1848, which transformed musical institutions
and marked a turning point in cultural life across the Habsburg Empire. This timeframe
captures the shifting societal perceptions of women’s roles in music that occurred not
only in Ljubljana but across the Habsburg Monarchy and broader European society.

This study examines how social norms shaped the participation of female instru-
mentalists, distinguishing between private, semi-public and public performances. It
also explores how class divisions structured the distinction between dilettante and
professional musicians, influencing the opportunities available to women.

The article is organized in three main sections. The first part contextualizes the
social norms governing women’s musical engagement, the second part analyses the
emergence of female pianists in Ljubljana’s concert life, and the final section explores
female performers on instruments other than the piano, including those on violin, phy-
sharmonica, glass harmonica and guitar.

This article was written within the research programme Research in the History of Music in
Slovenia (P6—0004), funded by the Slovenian Research and Innovation Agency (ARIs).
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Methodologically, this research is based on extensive archival analysis, includ-
ing concert programmes, contemporary newspaper reviews and institutional records
such as those of the Philharmonic Society. It critically evaluates gender, social status
and professionalization in early nineteenth-century music culture, considering both
local practices and their connections to broader European trends.

SOCIAL NORMS AND THE RISE OF FEMALE INSTRUMENTALISTS
IN PUBLIC CONCERTS

Within the domains of the Habsburg monarchy, including Ljubljana, in the late eight-
eenth and early nineteenth centuries, social norms strongly influenced women’s partic-
ipation in music, shaping not only which instruments were considered appropriate but
also their access to musical education and performance opportunities. These norms var-
ied across different regions of the monarchy, reflecting broader societal structures and
class distinctions. While noblewomen, bourgeois women and professional female musi-
cians all engaged in music, their opportunities and constraints depended on social status
and institutional access.

Noble and bourgeois women primarily pursued music as a sign of cultural refine-
ment, performing in private salons or semi-public concerts rather than as professionals.
In contrast, professional female musicians — many of whom came from musical and
theatrical families, the petite bourgeoisie or occasionally the upper bourgeoisie and
aristocracy — relied on music as a career, often working as performers, teachers or
composers. Their professional status, however, placed them in a different social catego-
ry; while some achieved prestige, they were often viewed as artisans rather than social
equals to aristocratic and bourgeois dilettantes.

Although similar trends existed across Europe, the socio-political and cultur-
al contexts of each country shaped women’s opportunities in music differently. This
article focuses on Ljubljana and the Habsburg monarchy, making comparisons with
broader European practices where relevant, while recognizing that these cannot always
be directly applied to the specific conditions in Ljubljana during this period.

In this period, certain instruments, such as the keyboard instruments, harp and
guitar, were considered socially appropriate for women. These instruments comple-
mented singing and required minimal physical effort, in keeping with the ideals of
modesty and femininity. In contrast, more physically demanding instruments such
as wind and brass instruments, violin, cello and double bass were considered in-
appropriate for women because their use was perceived as unladylike.! Women’s
musical performances were expected to embody elegance and restraint, reflecting

1 Steblin, “Gender Stereotyping of Musical Instruments”; Essex, Young Ladies Conduct, 84-8s;
[Junker], “Vom Kostiim des Frauenzimmer Spielens”.
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social expectations of propriety. Instrumental choice was not the only factor influenc-
ing women’s musical opportunities; social class and regional differences also signifi-
cantly affected their access to musical education and performance venues.

Throughout the eighteenth century there were sustained debates about the pro-
priety of women playing certain instruments. Early examples include John Essex’s 1722
publication The Young Ladies Conduct, which provided strict guidelines on suitable be-
haviours and activities, including musical instrumental performances, reinforcing ide-
als of femininity and modesty.* Later, these debates continued very publicly with essays
by Carl Ludwig Junker and Hans Adolf Friedrich von Eschstruth. Reservations about
women’s performance on certain instruments were vividly expressed by Junker in his
1784 essay “Vom Kostim des Frauenzimmer Spielens”. Junker emphasized the per-
ceived impropriety of women playing instruments such as the violin, horn, cello, dou-
ble bass, bassoon and trumpet, linking choice of instrument to fashion, moral propri-
ety and physical posture. He humorously depicted the incongruity of women playing
certain instruments in fashionable attire such as elaborate skirts or high hairstyles and
argued that the physical demands and sonic characteristics of these instruments were at
variance with the expected femininity and reserve. While advocating that women play
in attire such as the “Amazonian dress” (Amazonenhabit) to mitigate perceptions of
indecency, he recognized the merit of female violinists such as Caroline Bayer, Madd-
alena Lombardini Sirmen and Gertrud Mara who challenged societal norms.* His essay
prompted responses like that of Hans Adolf Friedrich von Eschstruth in 1784, who crit-
icized these societal restrictions, highlighting their basis in prejudice and unfamiliarity
rather than well-grounded reasons. Eschstruth argued that negative perceptions would
fade if women regularly played these instruments, supporting women’s right to choose
their form of musical expression freely.*

Notwithstanding these debates and constraints there were notable exceptions in
certain contexts. In convents, in charitable institutions such as the Venetian Ospedali
maggiori and among courtesans women often played instruments traditionally con-
sidered inappropriate.’ These relatively secluded environments allowed them greater
freedom to explore different forms of musical expression and challenge conventional
expectations.

Beyond instrumental choice, class and region greatly influenced access to musi-
cal education and performance opportunities. Aristocratic women often used their

Essex, Young Ladies Conduct, 84—8s.

[Junker], “Vom Kostiim des Frauenzimmer Spielens”.

Eschstruth, Musikalische Bibliothek, 81-86.

See Neuls-Bates, Women in Music, 43—44; Selfridge-Field, Venetian Instrumental Music, 42;
Ventura, “Alluring Sight of Music”; Kuffner, Fictions of Containment, ss—s7; Tonelli, “Le Figlie di
Coro’.

VA WD
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musical skills to gain social influence as performers, composers and patrons of the arts.
Their involvement inspired the bourgeoisie, which increasingly viewed musical educa-
tion as a tool for their daughters’ social mobility and marriage prospects.” While mid-
dle- and upper-class women usually abandoned public performance after marriage,*
they remained active in private salons, which became centres for teaching, subscription
concerts and the sale of compositions.” These salons bridged the public and private
spheres, fostered vibrant music-making and created a socially acceptable outlet for
women’s artistic expression.

Public performances by women faced social stigma; early opera singers were often
compared to courtesans, especially if they made their living through music."” Never-
theless, beginning in the 1720s and 1730s, female instrumentalists, including violinists
and flautists, began to perform in settings such as theatres and Paris’s Concert Spirituel,
challenging entrenched norms.” By the 1770s, the rise of public concerts in cities such
as London, Paris and Vienna increased their visibility. While women performed in
public primarily on the harpsichord, fortepiano and harp,” some ventured to play less
traditional instruments such as the violin, flute and horn,” risking gendered criticism,
especially for the violin. To counter these biases, many female violinists also pursued
singing to enhance their careers and income, and some even adopted masculine dress
to sidestep notions of modesty.* Despite these efforts, women were rarely included in
chamber or orchestral ensembles, although they did gain recognition as soloists, mark-
ing a shift in social perceptions.”

6 Inaddition to acceptable instruments such as the harpsichord and lute, they often played instru-
ments such as the flute, viola da gamba and violin. See Hoffmann, Instrument und Korper, 26.

7 Tick, Ericson and Koskoff, “Women in Music”.

Sadie, “Musiciennes’ of the Ancien Régime”, 191.

Cypess, Women and Musical Salons. See also chapter II, “Western Classical Traditions in Europe

and the USA” (subchapter 3, “1500-1800”) in Tick, Ericson anf Koskoff, “Women in Music”.

10 Tonelli, “Le Figlie di Coro”, 35-37.

11 Santana, “Les Femmes instrumentistes”, 121-123; Constant, Histoire du Concert Spirituel,
232-344.

12 McVeigh, “Professional Concert”, 129-131; Santana, “Les Femmes instrumentistes”, 122-123.

(o)

13 On 24 December 1779 four female instrumentalists showcased their talents at the Concert
Spirituel as flautist, hornist, pianist and harpist. See Santana, “Les Femmes instrumentistes”, 21,
36, 43, 8081, 122; Constant, Histoire du Concert Spirituel, 313.

14 To address concerns about modesty, the already mentioned composer and music theorist of the
second half of the eighteenth century Carl Ludwig Junker recommended that female violinists
wear the Amazonenhabit — a more masculine attire — to minimize attention to their feminin-
ity. See [Junker], “Vom Kostiim des Frauenzimmer Spielens”, 94.

15 There were no female instrumentalists in the orchestras of Parisian institutions, but a few excep-
tions were known outside Paris, such as Lyon and Reims, where a few female musicians mixed in
with their male colleagues. In Vienna, Josepha Miillner-Gollenhofer was a known court harpist
and a chamber virtuoso. See Santana, “Les Femmes instrumentistes”, 85; Eybl, “Female Singers,
Virtuosos, and Dilettantes”, ss.
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The novelty and sensationalism surrounding female instrumentalists influenced their
public image, as reflected in contemporary newspaper reviews.' To gain profession-
al respect, women had to demonstrate extraordinary skill, often surpassing their male
counterparts.” The rise of the bourgeoisie expanded access to music education and in-
creased the number of dilettante musicians, which in turn blurred the distinction be-
tween professional and dilettante performers. This shift also encouraged the formation
of new musical societies throughout Central Europe, providing performance oppor-
tunities for both dilettante and professional musicians. However, as more bourgeois
dilettantes entered the concert scene, the term “dilettante” gradually lost its earlier as-
sociation with artistic refinement and increasingly carried negative connotations, im-
plying a lack of serious training or artistic depth. Despite this prejudice, some female
dilettantes achieved remarkable artistic success, challenging stereotypes and redefining
women’s contributions to music.”

After the French Revolution the so-called cult of domesticity reinforced tradition-
al gender roles, confining many women to the domestic sphere and restricting their
participation in public musical life. This period saw a growing divide between women
who pursued professional music careers and those relegated to dilettante status, limited
to private performances.” Yet the piano emerged as a symbol of bourgeois status and
a bridge between the private and public spheres. Unlike other “women’s instruments”,
the piano combined decorum with opportunities for professionalism. Women could
teach piano or pursue careers as concert pianists, making this an acceptable source of
income.*

By 1796 sixty-seven pianists from Vienna, forty-two of whom were women were
listed as virtuosos and dilettantes. Most of these women belonged to the aristocracy
and a few to the bourgeoisie, while only five were professionals.” Music reviews from
the time reveal that around 1800 female pianists were as active in Vienna as their male
counterparts. In 1823 the performers at the concerts of the Gesellschaft der Musikfre-
unde included sixty-one women in singing and pianistic roles.” This trend, which mir-
rored developments elsewhere in Europe, led to complaints in the second half of the

16 McVeigh, Concert Life in London, ss.

17 Santana, “Les Femmes instrumentistes”, 35—36.

18 Motnik, Glasbena pot Sophie Linhart, 226.

19 Reich, “Women as Musicians”.

20 Miller, “Instrumentalvirtuosinnen”, 48.

21 Of the sixty-seven pianists, forty-two were women, including thirty-four noblewomen, three
bourgeois women, and five professional pianists. The remaining twenty-five were men,
including four aristocrats, eight bourgeois men, and thirteen professional pianists. See Knaus,
“Pianistinnen und Pianisten in Wien”, 58—59.

22 Eybl, “Female Singers, Virtuosos, and Dilettantes”, ss.
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nineteenth century about a “squadron of ladies” dominating the piano, sparking fears
that male pianists were vanishing and that soon only female pianists would remain.”
Female violin virtuosos were rare, often emerging as child prodigies.** The mas-
culinized image of violin playing, reinforced by Paganini’s “diabolic” virtuosity, clashed
with early nineteenth-century ideals of femininity, making it particularly difficult for
women to gain recognition in the field. By the 1840s, however, female violinists began
to win popularity Female cellists and wind players, on the other hand, faced even
greater challenges, with bourgeois critics dismissing their performances as morally
questionable “exotica”*® Despite these obstacles, female instrumentalists played a piv-
otal role during this period in challenging gender norms and reshaping their place in
the musical world. These broader European dynamics set the context within which
female instrumentalists in Ljubljana had to negotiate their place in public musical life.

FEMALE PIANISTS IN THE PRIVATE MUSICAL CIRCLES OF
LJUBLJANA'S HIGHER ECHELONS

Throughout the eighteenth century cultural and musical life in Carniola remained largely
confined to the private circles of the nobility. Boys from aristocratic families received
musical training at Jesuit and Italian colleges, while girls were often educated in Ursuline
schools.”” Remarkably, the nuns of the Ljubljana Ursulines, like their counterparts in oth-
er convents, played instruments such as the violin and bassoon, which were considered
socially inappropriate for women at the time.”® Women of the upper nobility, on the oth-
er hand, excelled at playing the harpsichord and fortepiano, often complementing social
gatherings with their singing.” The popularity of keyboard instruments among nobility

23 Miller, “Instrumentalvirtuosinnen”, 49.

24 Hoffmann, “Miniatur-Virtuosinnen”, 11.

25 Timmermann, “..wie ein Mann mit dem Hochliffel”, 84—98.

26 Miller, “Instrumentalvirtuosinnen”, 49.

27 In the 1770s correspondence and lists from booksellers indicate that the higher echelons of soci-
ety in Ljubljana and the surrounding province were deeply engaged in the art of music. Members
of these circles participated in various ensembles, playing instruments such as harpsichord,
fortepiano, both side-blown and end-blown flutes and violin, as well as singing operatic arias.
See Zupandi¢, “Institutionalization of Modern Bourgeois Musical Culture”, 293.

28 In the early eighteenth century the Ursuline nuns in Ljubljana were notably active in the musical
field, as evidenced by financial records from 1730, which include expenses for violin strings
and bow repairs. Initially, it appears that the nuns had a full orchestra, although organ-playing
was more commonly practised among the majority. Notable among them were several nuns
proficient in the violin, who also played other instruments such as the lute, the viola d’amore and
even the bassoon. Additionally, these musical nuns occasionally received assistance from town
musicians and provincial trumpeters. See Skulj, “Orgle v urdulinski cerkvi”, 234—235; Kogoj,
Ursulinke in njihovo vzgojno poslanstvo, 394—397.

29 “[...] die Damen aus dem hohen Adel [...] zum Fortepiano [...] spielten oder sangen.” See
Keesbacher, Die philharmonische Gesellschaft in Laibach, 18-19.



DE MUSICA DISSERENDA XX1/ 1

in Ljubljana is illustrated by the offerings of the bookseller Michael Promberger, who in
1776 advertised a selection of keyboard compositions to meet the growing demand for
this genre of music.*°

One of the most important venues for music events was the palace of Baron Sig-
mund (Ziga) Zois (1747-1819), located on Breg along the river Ljubljanica, which
served as a centre for the intellectual and musical elite of Carniola. In the late eigh-
teenth and early nineteenth centuries, Zois’s salon frequently hosted important musi-
cal performances where women played a repertoire ranging from sonatinas and sonatas
to minuets and concertos, initially on the harpsichord.”

As the eighteenth century drew to a close, Ljubljana’s musical scene began expand-
ing beyond traditional venues like the Estates Theatre (Stindetheater), the churches
and the secluded noble estates. Although noblewomen’s artistic activities mostly re-
mained within exclusive circles, they occasionally performed at formal music acade-
mies held in the Redoute Hall, built after 1786 by the Estate Theatre Directorate for
entertainment, formal events and dances. It occasionally hosted musical performances
for distinguished guests and prominent citizens, especially during visits from digni-
taries. On such occasions, the Redoute Hall was transformed into a casino, complete
with gaming tables and cards for evening socializing and games. Alongside the popular
Turkish music performed by military bands, upper-class women also played a key role,
adapting to the high-society customs of evening and night gatherings. During Emperor
Leopold IT’s visit to the court of Naples in 1790 a musical academy was held in hon-
our of Archduchess Elisabeth at the Redoute Hall (organized by Casino Club).>* At
this event Countess Felicita Porzia and Madame Maria Felicita Johanna Nepomucena
Bonaza (née Zois; 1759-1809)* performed on the piano, while Mademoiselle Fanny
von Gasparini sang an aria in her “silver voice”**

30 “Bey Michael Promberger, Biichhindler allhier ist zu haben”, Des Wechentlichen
Kundschaftsblattes im Herzogthume Krain, 14 December 1776, 804; “Bey Michael Promberger,
Biichhindler allhier ist zu haben”, Des Wichentlichen Kundschaftsblattes im Herzogthume Krain,
21 December 1776, 820 (cited in Cvetko, Zgodovina, 336—337).

31 In aletter dated 13 June 1770 the copyist Giuseppe Baldan sent Sigmund Zois several harp-
sichord sonatinas that the latter had ordered for his younger sister Maria Felicitas Johanna
Nepomucena, who was not yet eleven years old. Concerned that the sonatinas might be too
simple for the young musician, Baldan also included some minuets for harpsichord. See Arhiv
Republike Slovenije (s1 As) 1052, Rodbina Zois Edelstein, 1606-1901, no. 18. Giuseppe Baldan to
Sigmund Zois, 13 June 1770 (cited in Skerlj, “Italijanske predstave v Ljubljani”, 110).

32 Holz, “Popotovanje cesarja Leopolda I1.”.

33 Baroness Maria Felicita Johanna Nepomucena was born in Ljubljana on 5 July 1759, the daughter
of Michelangelo Zois and his second wife, Johanna (née Kappus von Pichelstein). Maria Felicita
married on 6 June 1782 in Ljubljana and was widowed in 1801. She lived in Ljubljana until 1809,
when she and her son Anton retreated from the advancing French to the Stelnik estate on the
Croatian side of the Kolpa River. See Preinfalk, “Geneoloska podoba rodbine Zois”, 31.

34 “Inlindische Nachrichten”, Laibacher Zeitung, 31 August 1790, 1.
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At the end of the eighteenth century the piano became a popular instrument also
among the rising bourgeoisie. Music education served as both cultural expression and a
means of social mobility, particularly for the daughters of the bourgeoisie seeking suit-
able marriage prospects. Differently from boys, access to music education for girls was
mostly limited to private lessons initially provided by family members.* Unlike Vienna,
Ljubljana lacked renowned piano teachers. Consequently, lessons were given mainly
by seasonal theatre musicians and established professional musicians from Prague and
Vienna, who, while not primarily pianists, possessed sufficient proficiency.** Despite
these local limitations, private instruction became increasingly important for Lju-
bljana’s talented female pianists, some of whom, such as Anna Herzum (1820-1861),”
Amalie Oblack (1813-1860),* and Josephine Micheli (1831-2),* enhanced their skills
through lessons with esteemed teachers such as Carl Maria von Bocklet (1801-1881)
and Eduard Pirkhert (1817-1881) in Vienna.

In 1823 Friederike Benesch (1805-1872) emerged as the city’s first documented
female piano teacher offering tuition to girls alone.** Male instructors, mindful of the
propriety and safety of their female students, often advertised that lessons were to be
held athome in their wives’ presence, ensuring separate teaching arrangements for boys
and girls. Musically skilled bourgeois women often provided informal piano lessons to
younger girls without public advertisement.* Pianistic skills could also be an important
source of income for women, as exemplified by an advertisement in 1842 by a widow
who supported herself by teaching girls manual skills and piano.*

35 Zupandi¢, “Institutionalization of Modern Bourgeois Musical Culture”, 306—310;
“Hausinstructor wird gesucht”, Intelligenz-Blatt zur Laibacher Zeitung, 26 March 1831, [1].

36 Newspaper advertisements reveal that private piano lessons were being offered as early as 1814.
Until 1848 the piano teachers included singer and actor Wilhelm Miiller, singer and theatre actor
J. M. Fackler, Kapellmeister Caspar Maschek, violinist and composer Joseph Benesch, pianist
and composer Friederike Benesch and violoncellist Andreas Herzum. See “Nachricht”, Vereinigte
Laibacher Zeitung, 28 January 1814, [6]; “Nachricht”, Intelligenz-Blatt zur Laibacher Zeitung, 22
March 1814, [2]; “Unterricht im Clavierspielen”, Intelligenz-Blatt zur Laibacher Zeitung, 3 August
1821, 1026; “An Musikfreunde”, Laibacher Zeitung, 15 October 1822, 1326; “Neue errichtete
Violinschule”, Intelligenz-Blatt zur Laibacher Zeitung, 29 October 1822, 1392; “Unterricht im
Gesang, Violin, Forte-Piano, und in allen Blas-Instrumenten wird gegen sehr billige Bedingnisse
ertheilt”, Laibacher Zeitung, 1 October 1833, 1036; Budna Kodri¢, Korespondenca Jozefine in
Fidelija Terpinc, 97.

37 Anna Herzum studied privately in Vienna for six months under the tutelage of Carl Maria von
Bocklet. See Leopold Ledenik, “Vaterlindische Kunst”, Illyrisches Blatt, 2 May 1839, 76.

38 Motnik, Glasbena pot Sophie Linhart, 237.

39 “Local-Revue. Konzert-Salon”, Wiener allgemeine Musik-Zeitung, 17 November 1846, 557—558.

40 “Unterricht im Clavierspielen”, Intelligenz-Blatt zur Laibacher Zeitung, 17 October 1823, 1342.

41 An example of this practice was pianist Anne (Nanette) Herzum, who in the late 1830s pri-
vately taught a young girl, Josephine Micheli, who later became a virtuoso pianist. See “Kunst-
Nachricht”, Carniolia: zeitschrift fiir Kunst, Wissenschaft und geselliges Leben, 29 May 1840, 36.

42 “Kostmidchen werden aufgenommen”, Laibacher Zeitung, 9 August 1842, 654.
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In the early nineteenth century Ljubljana’s rising bourgeoisie began mimicking
noble customs by hosting elegant gatherings in private salons. The vibrant and diverse
social life of the wealthy bourgeoisie included three to four balls weekly, picnics and
musical soirées.” These salon events attracted officials, lawyers, doctors and other af-
fluent and educated individuals, many of whom were dilettante musicians (Musikdilet-
tanten) or musical connoisseurs (Musikkenner). Occasionally, gatherings featured per-
formances by renowned guest virtuosos, such as violinist Karol Lipinski (1790-1861)
and pianists Franz Xaver Wolfgang Mozart (1791-1844) and Maximilian Joseph Lei-
desdorf (1787-1840), who enhanced the salons’ artistic prestige.

Among the female pianists active in Ljubljana’s salons, Marie Pachler (1794-1855),
daughter of the Celje lawyer Aldobrand Koschak (1759-1814), stood out.** Initially rec-
ognized as a child prodigy, Pachler seriously considered a professional musical career
before focusing on private performances, often playing her own compositions, most of
which are now lost. Following her family’s financial collapse, she moved from Graz to
Ljubljana in 1811 and actively participated in salon music until 1814.* Pachler, a passion-
ate admirer of Ludwig van Beethoven, whom she later met in person, most probably
performed his works at these private gatherings.

The lively salon culture of early Romantic Ljubljana provided a platform not
only for female pianists but also for female composers. Josepha Constantia Anna Ur-
bantschitsch (also known as Josipina Turnograjska; 1833-1854) composed several pi-
ano pieces suited for salon performance.*® A few women, however, ventured beyond
the salon tradition, composing or arranging virtuosic piano works for public perfor-
mances with orchestra; they included Friederike Benesch,*” Anne Herzum and Elise
von Schmidburg (1811-1838).

43 Cornelia Schollmayr-Costa, “Alte Tagebiicher”, Laibacher Zeitung, 28 May 1892, 1033-1035.

44 While there are no documents directly confirming her musical activity in the salons of
Ljubljana, it is reasonable to assume she was active, since the Philharmonic Society granted her
honorary membership in 1817. See Verzeichnif§ simmtlicher wirklichen, und Ehren-Mitglieder
(1817), 8.

45 Marie Leopoldine Pachler was born in Graz to the lawyer Aldobrand Koschak from Celje, who
was a music lover. He encouraged his daughter’s musical development and organized concerts
at which she often performed as pianist. She was originally regarded as a pianistic prodigy, but
after 1811 only performed privately. After her marriage (1816) her home in Graz became the centre
of the educated bourgeoisie until around 1830. See Harer, “Pachler, Familie”.

46 In addition to vocal compositions, she also wrote several piano salon pieces: Rodoljubice,
Spominéice, Milotinka and Zoranka.

47 Apart from her own Variations, which she performed with an orchestra at a Philharmonic
concert in 1823, she also collaborated with her husband on their Concert Variations for piano
and violin, dedicating this piece to local pianist Julie Kogl. See Friederike and Joseph Benesch,
Variations Concertantes pour Piano-forte et Violon (Vienna: Sauer & Leidesdorf). The composi-
tion is preserved in the following archives and libraries: Gesellschaft der Musikfreunde in Wien,
Archiv (A-Wgm); Osterreichische Nationalbibliothek, Musiksammlung, Vienna (A-Wn).
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In salons across Ljubljana, alongside chamber works and piano concertos ac-
companied by quartets, lighter piano music dominated, reflecting the city’s dynam-
ic cultural life and current musical trends. Influenced by the theatrical and dance
scene, salons recreated the grandeur of public theatre, opera performances and balls.
Popular operas at the Estates Theatre and the bourgeois balls (Maskenbiille) at the
Redoute Hall intertwined public spectacle with private musical life, shaping the pi-
ano repertoire. The 1820s saw an enrichment of this repertoire with variations on
popular operatic themes and piano arrangements of overtures, arias or ballet music
performed variously as solo pieces and piano duets.

Local music dealers, particularly Caspar Maschek (1794-1873), played a crucial
role in making this repertoire accessible, offering tutors for beginners, easy sonatinas
and more complex sonatas, variations, marches, rondos and chamber works. Among
his offerings were piano reductions of overtures and arias from popular operas and
ballets, suitable for two-handed or four-handed performance.** Additionally, piano
arrangements of music from popular plays and balls, which included quodlibets and
marches by composers often affiliated to the theatre, were available at the Estates
Theatre box office.*

The lively salon culture and social dances at the Redoute Hall also inspired lo-
cal composers to compose dance pieces for the piano, such as the German dance
(Deutscher)® and the waltz.s* These pieces were often dedicated to women from
prominent Ljubljana bourgeois families, serving not only as tributes to them but also
as messages to the general public that the works were tailored to the musical tastes
and performance abilities of this important, commercially valuable audience.”

Between 1818 and 1821 a demand for lighter piano music prompted the publica-
tion of the Musical Ladies’ Journal (Musikalisches Damen-Journal) in Vienna, reach-
ing Ljubljana by 1823. This journal expanded the repertoire available to Ljubljana’s

48 “An Musikfreunde”, Inrelligenz-Blatt zur Laibacher Zeitung, 7 December 1821, 1552; “An
Musikfreunde”, Intelligenz-Blatt zur Laibacher Zeitung, 11 January 1821, 58; “An Musikfreunde”,
Intelligenz-Blatt zur Laibacher Zeitung, 25 September 1821, 1255; “An Musikfreunde”, Intelligenz-
Blatt zur Laibacher Zeitung, 30 October 1821, 1404; “An Musikfreunde”, Intelligenz-Blart zur
Laibacher Zeitung, 13 November 1821, 1448; “An Musikfreunde”, Intelligenz-Blatt zur Laibacher
Zeitung, 16 April 1822, 498; “An Musikfreunde”, Intelligenz-Blatt zur Laibacher Zeitung, 15
November 1822, 1451; “An Musikfreunde”, Intelligenz-Blatt zur Laibacher Zeitung, 22 April 1823,
502.

49 Comedien-Zettel Sammlung, 30 January 1831, 24 October 1831, 6 September 1832, 1 November
1835. See also Zupanci¢, “Between Acts”.

50 Podlesnik Tomdsikovd and Motnik, “Laibacher Deutscher”.

st Cigoj Krstulovi¢, “Med sentimentom in razumom”.

52 Podlesnik Tomdsikovd and Motnik, “Laibacher Deutscher”, 24; Cigoj Krstulovi¢, “Posvetila na
skladbah”.

53 The Musikalisches Damen-Journal, along with other piano pieces, could be purchased at Caspar
Maschek’s home. See “An Musikfreunde”, Intelligenz-Blatt zur Laibacher Zeitung, 22 April 1823,
502.
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dilettante female pianists, featuring arrangements of popular theatre works, operas,
overtures, ballets and arias that had been performed in local and foreign theatres.

Although semi-public and public concerts gained prominence in the early nine-
teenth century, salon gatherings continued to anchor Carniola’s social life, preserving
music’s position as an integral part of daily interactions. Many of Ljubljana’s pianists
transitioned from these private settings to the public stages, marking the beginning
of a broader participation by women in the city’s musical culture.

As female pianists moved beyond salon settings, their performances became in-
creasingly shaped by the hierarchical structure of musical spaces in Ljubljana. Wom-
en participated in three primary performance settings — private, semi-public and
public — each of which imposed distinct limitations and opportunities.

Private performances took place in salons, where aristocratic and bourgeois
women engaged in music-making as a form of elite sociability rather than profession-
al ambition. These events often featured collaborations with guest virtuosos, rein-
forcing the cultural prestige of salon participants. Semi-public performances provid-
ed women with greater artistic exposure through Philharmonic Society concerts and
academies, where they performed for an audience of members and invited guests.
Although primarily non-commercial, these events were on occasion also open to a
paying audience, allowing for somewhat broader public access. Women participat-
ed in them for social prestige rather than financial reward. Public performances, on
the other hand, were held in the Estates Theatre and Redoute Hall, where musicians
played for a paying audience. These public concerts were dominated by professional
musicians, many of whom were guest artists from abroad, since the transition from
dilettante to professional status remained rare among local women.

This structure of performance spaces reflected the broader distinction between
dilettante and professional musicians, shaping how women engaged in Ljubljana’s
musical life. The following section explores how female pianists navigated these cate-
gories, balancing private artistry with the challenges of public recognition.

By the second half of the century technological advancements and increased
accessibility transformed the piano into a household staple for the bourgeoisie, with
“Hausmusik” becoming a defining feature of middle-class life.**

54 Cigoj Krstulovi¢, “Glasbenozgodovinsko in glasbenoestetsko ozadje”, 16.
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Figure 1 | Letter from Giuseppe Baldan to Ziga Zois, 13 June 1770, fol.1 (S1AS 1052,
Rodbina Zois Edelstein, 1606-1901, no. 18)

3. 1214 240 Untevridyt im Clavievfpiclen, (2) :
Den Aufforderungen mehrever. (P T.) Mufifiveunde pu entfovedyen, madt
Untevzeichnere hievmit befannt, daf fie mit AUnfang TNovember d, §. angefangens
fliv Madchen, und gwar brey und dreyen gugleidy, widentlicy einen dreyftindis
gen Untervicht im Clavievfviefen evtheilen wivd: Ded Jdhevn wegen beliche man fidy
“in dex alteri Marftgafle Nvo, 21 1m 1, Sodfe gu erfundigen,

’ Sriedevife Benefd.

Figure 2 | Advertisement for piano lessons (Intelligenz-Blatt zur Laibacher Zeitung,

17 October 1823, 1342)
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Figure 3 | Joseph Bosizio, Laibacher Redoute-Deutsche (1831), title page (Ljubljana, Narodnain

univerzitetna knjiznica (NUK))

FEMALE PIANISTS IN THE PUBLIC CONCERT LIFE OF LJUBLJANA

Early Opportunities and Public Performances

In Ljubljana the earliest public music performances by women occurred sporadically
in the early eighteenth century, involving professional opera singers visiting the city.
Their presence became more prominent following the establishment of the Estates
Theatre in 1765, which began regularly featuring female singers in its seasonal operatic
productions. However, the founding of the Philharmonic Society in Ljubljana in 1794
opened up new avenues for women from elite and privileged circles to participate in
semi-public academies and concerts exclusively reserved only for Society members.
Despite restrictive social norms and rigid gender roles, these venues provided women
with opportunities to showcase their musical talents in increasingly public settings.
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The Society’s statutes permitted membership to individuals from all social class-
es to become members as either performers (Ausiibender) or music connoisseurs
(Musikkenner).® Women, however, could only join as active performers or dilettante
musicians (Musikdilettantinnen).*° By 1805 eleven of the 134 Society members were
women, pianists and singers from the higher aristocracy, with a few from the bour-
geoisie.” Over time, more bourgeois women joined and gradually become a major-
ity. To encourage inclusivity, the Society organized quarterly academies to which
members could invite guests of any gender.

While the term “dilettante” carried increasingly negative connotations during
this period, the female dilettante pianists of Ljubljana’s Philharmonic Society pur-
sued serious artistic goals and achieved notable levels of artistic excellence. They
performed at semi-public and public Philharmonic Society academies and concerts
held at venues such as the hall of the House of the Teutonic Order (Deutschorden-
shaus), nowadays known as the Krizanke, and the Redoute Hall. Additionally, they
occasionally appeared in public musical interludes during theatre performances and
in concerts at the Estates Theatre.

Insights into the piano repertoire in Ljubljana before 1816 can be drawn from
newspaper reports, the Music Catalogue of the Philharmonic Society (1794-1804)
and the only surviving concert programme from that period.** One of the most sig-
nificant contributors to the city’s musical collection was Archduchess Maria Leop-
oldina of Austria-Este (1776-1848), who resided in Ljubljana at the turn of the nine-
teenth century and played a key role in expanding its repertoire of piano works.*

55 During this period the term Ausiibender referred to someone who actively practised or performed
music: typically a professional musician or an amateur who played an instrument or sang at a
high level. The term was used to distinguish between those who were actively involved in the
performance of music (as opposed to merely appreciating it) and other types of society members,
such as Musikkenner (music lovers or connoisseurs), who were more passive participants in the
musical culture, appreciating and supporting music rather than performing it themselves.

56 Statuten der musikalischen Gesellschaft, [7-8].

57 Elpidie Kappus von Pichelstein, Nepomuzena Freyinn von Zois, Josepha von und zu Canal
auf Ehrenberg, Anna Freyin von Zois, Frau Franziska Freyinn von Grimschitz, Melle. Juliana
Herrlein, Frau N. Grifin von Porzia, Melle. Josepha Zazula, Friule Cezilia Zois Freyinn von
Edelstein, Friule Johanna Nep. Edle von Desselbrunner, Frau Felizitas Grifin von Porzia. See
Verzeichnif§ simmtlicher wirklichen, und Ehren-Mitglieder (1801); Verzeichnif§ simmtlicher wirkli-
chen, und Ehren-Mitglieder (1805).

58 The “Musicalien-Catalog”lists a variety of works under the “Pianoforte” section, including
concertos, sonatas, trios, quartets and quintets.

59 In the spring of 1799, amid rumours of a pregnancy resulting from an affair with the court
musician Franz Eck, she relocated to Ljubljana to avoid the ensuing scandal. She gave birth to a
child in Ljubljana, although this child probably passed away shortly after birth. After a two-year
absence she returned to Munich in September 1801. See “Musicalien-Catalog”; Krauss-Meyl,
“Das Leben der letzten bayerischen Kurfiirstin”, 17.
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During this period female pianists in Ljubljana performed a wide range of works,
including piano concertos with orchestral accompaniment,* sonatas® and chamber
music featuring obbligato piano parts.

From 1816 onwards preserved concert programmes indicate that the performers
on the piano were young women from aristocratic and prominent bourgeois fami-
lies, often associated with the Philharmonic Society. Notably, these concerts featured
young aristocratic women, such as Wilhelmine Kappus von Pichelstein (1799-1865)
and Colestine von Paunovich (later Countess Strassoldo; 1798-1878)," whose re-
fined artistry significantly enriched Ljubljana’s musical life. Typically, these young
women made their public debut performances with an orchestra between the ages
of nine and fourteen, displaying exceptional musical maturity and technical skill for
their age.®* Although most of these performers ceased to appear in public after mar-
riage, some continued to do this well into their thirties, challenging contemporary
expectations. Conversely, a number of women ended their performing careers even
before marriage for reasons that often remain undocumented.

Unlike professional piano virtuosos, usually men, who typically demonstrat-
ed their versatility by playing two or three pieces, young dilettante female pianists
in Ljubljana often performed a single piece as part of a mixed concert programme.
Their repertoire was rooted in the chamber-music salon tradition of accompanied

60 The recorded piano performance at the Philharmonic Society dates back to 1801, when a piano
concerto with orchestral accompaniment was performed in the Redoute Hall. However, the
newspaper report did not name the composer or the performers. See “Laibach”, Laibacher
Zeitung, 28 July 1801, 1. In the earliest “Musicalien-Catalog” (1794-1804) of the Philharmonic
Society there are six piano concertos listed: W. A. Mozart (Piano Concertos with Orchestra k.
466, K. 467, K. 488), A. E. Miiller (Piano Concerto in E-flat); L. van Beethoven (Piano Concerto
with Orchestra in C, no. 1, op. 15); J. F. X. Sterkel (Piano Concerto with Orchestra in B-flat).

61 The earliest known concert programme from the Philharmonic Society at the Academy, dated
8 January 1811, and held in the Redoute hall, shows that W. A. Mozart’s Sonata for Two Pianos
(without accompaniment) was performed.

62 Wilhelmina Anastasia von Pichelstein was born on 16 October 1799 in Ljubljana to Johannes
Josef Kappus von Pichelstein (1766-1838) and Anastasia Redange (1775-1833). See Ljubljana, sv.
Nikolaj, Taufbuch, 17951805, fol. 97; Preinfalk, “Plemstvo v bidermajerski Ljubljani”, 110.

63 Caroline Colestine Paunovich was born on 16 August 1798, the daughter of Major Raphael
von Paunovich (1769-1803) from Karlovac and Caroline Mock. On 7 November 1833, at the
age of thirty-five, she married Count Anton Strassoldo in Ljubljana. She died in Gorizia on 13
December 1878. See Ljubljana, sv. Nikolaj, Trauungsbuch, 1816-1846, fol. 129.

64 Julia Kogl made her public debut at thirteen in 1816, and at the age of fourteen she performed a
Hummel piano concerto with an orchestra in 1817. Amalie Oblack performed in a Concertante
Potpourri for Pianoforte and Viola with orchestral accompaniment at the age of twelve in 1825.
Amalie Franz, aged fourteen, performed a four-hands piece with her sister Nannette. Eleonora
Hauck, likewise aged around fourteen, played Hummel’s Variations for Piano and Orchestra in
1825. Anna Herzum, exceptionally young, performed just one movement of a Hummel’s piano
concerto during an intermission at the Estates Theatre in 1829 at the age of just nine.

80



MARUSA ZUPANGIC | FEMALE INSTRUMENTALISTS IN L]UBLJANA’S PUBLIC MUSICAL LIFE

keyboard music,* including piano and flute duos, piano trios, piano duos for four
hands, piano quartets and sextets. These pieces often emphasized the leading role of
the piano, with accompanying instruments providing supportive rather than equal
contributions.
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Figure 4 | “Musicalien-Catalog der Philharmonischen Gesellschaft in Laibach”, 17941804, fol. 41r
(Ljubljana, NUK)

65 Fuller, “Accompanied Keyboard Music”, 222—223.
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A newspaper review from 1817 highlights the reception of these performances,
praising a young pianist’s precise and delicate interpretation of Rief3’s Piano Trio and
noting the “well-deserved applause” she received.® Chamber music of this kind was
rarely performed in public by itinerant virtuosos visiting Ljubljana, who tended to
prefer more technically demanding and showy pieces designed for solo performance.
Virtuosos tended to reserve chamber works for more intimate salon gatherings.”

The Golden Age of Female Pianists: 1820s-1830s

Public performances by female dilettante pianists with the orchestra had become a
hallmark of Ljubljana’s musical life by the early nineteenth century. One of the ear-
liest documented examples was the fourteen-year-old Julie Kogl (1803-1835),* who
demonstrated her “advancing art education” in 1817 with a performance of two move-
ments from a Hummel piano concerto.”” The 1820s ushered in a golden age for the
city’s female pianists, who increasingly performed solo concertos, rondos and virtu-
osic variations. Their repertoire often included transcriptions of operas and folk melo-
dies, which were performed in variety of formats including solo piano (for four, six or
eight hands), usually accompanied by chamber ensembles or orchestras.

The enthusiasm of Ljubljana’s audience for these performances is evident from
the glowing reviews, such as one praising Julie Kogl’s interpretation of Czerny’s
Variations:

Great delight was also aroused at this concert by the charming performance of Miss
K*, who presented the variations on the pianoforte by Czerny with rare artistry, but

even more so with feeling, spirit and expressive delivery.”

66 “Musik”, Laibacher Wochenblatt, 7 March 1817, 1.

67 For example, on 19 July 1820, F. X. W. Mozart performed his own Piano Concerto and
Variations for Piano on a Russian Theme at a Philharmonic Society concert. Following the con-
cert, he gave a private performance at the Gaisruck residence, where he played his father’s Piano
Trio.

68 Julie Kogl was born on 23 January 1803 and was baptized two days later with the name Juliana
Maria Antonia. Her father was the physician Carl Bernhard Kogl, a skilled violinist and a
co-founder of the Philharmonic Society. On 21 January 1828 she married the junior official
Joseph Schonta, with whom she had four children. She died of tuberculosis in Ljubljana on 28
January 1835, at the age of thirty-two. See Ljubljana, sv. Nikolaj, Taufbuch 1795-180s, fol. 147;
Ljubljana, sv. Nikolaj, Trauungsbuch, 1816-1846, fol. 90; Ljubljana, sv. Nikolaj, Sterbebuch,
18121835, fol. 192.

69 “Fernere Wirksambkeit der Laibacher philharmonischen Gesellschaft”, Laibacher Wochenblatt
zum Nutzen und Vergniigen, 21 February 1817, 4.

70 “Tonkunst”, Hllyrisches Blatt zum Nutzen und Vergniigen, 14 April 1820, 8.
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Female pianists often collaborated with prominent local and Viennese violin-
ists, including Georg Hellmesberger (1800-1873) and Eduard Jill (1793-1849). These
musical partnerships between female pianists and male violinists emphasized the in-
terplay between the piano’s delicate tones and the violin’s expressive qualities. Their
talent and performances were often acknowledged in musical reviews as being on par
with their male colleagues. This is exemplified in a glowing critique of Julie Kogl’s
performance of Moscheles’s French Rondeau alongside violinist Jall:

A precious gem in the beautiful harmonic wreath was the French Rondeau for Pi-
anoforte and Violin by Moscheles, performed by Miss K. and Mr. Jall. This duo
has already delighted us once before with variations by Mayseder, but when we say
that Miss K. and Mr. Jill surpassed themselves in the aforementioned Rondeau, we
bestow well-deserved praise upon them. It was a pleasurable contest between them
in tackling the grand challenges of this concertante Rondeau. Melodic delivery is
proven to be Mr. Jll's character in play, and the utmost delicacy again distinguishes
Miss K. at the pianoforte: a collaboration of these two artists can only be advanta-

geous and highly enjoyable.”

Despite their music accomplishments, most female pianists withdrew from
public performance after marriage. Julie Kogl, for instance, ended her concert ca-
reer upon marrying and starting a family. However, the Vienna-trained pianist and
composer Friederike Benesch” defied this social convention. In 1823, at the age of
eighteen, she moved to Ljubljana after marrying the musician Joseph Benesch (1795-
1873) and made history as the first woman in the city to premiere in public one of
her own compositions: Variationen fiir das Pianoforte mit Orchester-Begleitung.” Lat-
er that year, she gave another public performance with an orchestra, where she was
recognized as a “virtuosa” — a title exceptionally rare for women of the period. One
report described her artistry in glowing terms:

[Friederike Benesch] combines in her fortepiano playing all the qualities that entitle

her to the name of an outstanding pianist. She unites exceptional fluency with purity

71 “Jall’s Concert”, Illyrisches-Blatt zum Nutzen und Vermiigen, 3 May 1822, 72.

72 Friederike Benesch (née Proch) was born in Wiener Neustadt in 1805. She received her first
music lessons from her mother, Vinzenzia Maschek (1782-1849), then continued them under the
regens chori and headmaster Anton Herzog. She concluded her piano and composition studies
privately in Vienna with Simon Sechter. In 1822 she met the violinist Joseph Benesch, who was a
teacher of her brother Heinrich Proch. She remained between 1823 and 1826 in Ljubljana, where
she gave private piano lessons for the first year and appeared on the stage of the Philharmonic
Society as a soloist and her husband’s accompanist. She later moved to Vienna, where she contin-
ued to perform and where she died in 1872. See Zupanci¢, “Joseph Benesch”, 26.

73 Concert Programmes, 30 May 1823.
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and precision; combines strength and solidity with the greatest delicacy; and it is true
soulful expression that brings the whole to life [...] If; as it seemed to us, Madame B.
exhibited a slight unease during the first concert piece — probably because it was the
first time she played in one of her husband’s public concerts — she performed the
variations, on the other hand, with the greatest composure and rare bravura. Equally

flattering and undivided applause as for him was bestowed upon her.”

Alongside Julie Kogl and Friederike Benesch, several other women significant-
ly contributed to Ljubljana’s musical scene during this period. Eleonore Hauck (c.
1811-1891) gained recognition as both a pianist and singer, performing regularly at
Philharmonic Society concerts between 1823 and 18317 Similarly, Amalia Oblack,
celebrated for her piano performances between 1825 and 1831, later shifted her focus
to the visual arts, studying both painting and music in Vienna under Leopold Kupel-
wieser and Carl Maria von Bocklet.”

Among these notable figures was Marie Baroness Schmidhammer (c. 1802-?),
later known as Marie Wagner. She made her public debut at a Philharmonic Society
concert in Ljubljana four years after arriving in the city at the age of nineteen, just a
few months before her marriage in 1821.”7 Unlike many of her contemporaries, Marie
continued to perform publicly into the 1830s, maintaining a steady presence in soci-
ety concerts and tackling technically demanding repertoire.”

74 “Correspondenz-Nachricht: Laibach, im December 1823”, Allgemeine Theaterzeitung-
Unterhaltungsblatt fiir Freunde der Kunst, Literatur und der geselligen Lebens, 17 February 1824,
82-83.

75 Eleonore Hauck was born around 1811 to Leopold, a retired captain, and Theresia Hauck (Hauk,
Haug). She performed as a singer and pianist at Philharmonic Society concerts between 1823 and
1831. She married Alois Labres, a civil servant, and later lived with him in Trieste, Split, Zadar
and Graz. She died in Graz in March 1891. See Motnik, Glasbena pot Sophie Linhart, 238.

76 Amalia Magdalena Bienvenuta Oblak was born in 1813 in Vrhnika to Johann Nepomuk Oblak, a
lawyer, and his wife Isabela Millizh von Palmberg. She performed at the Philharmonic Society’s
concerts in 1825, 1826 and 1831. Her father was a director of the Philharmonic Society from 1826
to 1829. After studying in Vienna, Amalia returned to Ljubljana in 1829, where she continued her
artistic education in painting under Matevz Langus. In 1832, she married the well-known poet
Franz Hermann von Hermannsthal. In 1846 they moved to Vienna, where she lived until her
death in 1860. See Vrhnika, Taufbuch, 1812-1820, fol. [17]; Ljubljana, sv. Nikolaj, Trauungsbuch,
1816-1846, fol. 120; Motnik, Glasbena pot Sophie Linhart, 237.

77 Concert Programmes, 17 April 1821.

78 Marie Schmidhammer was born around 1802 in Brno to Joseph Schmidhammer, a police direc-
tor, and his wife Barbara. In 1817, her family relocated to Ljubljana following her father’s transfer
from Brno. At the age of nineteen, in 1821, Marie married Joseph Wagner from Freiburg, a
gubernatorial councillor who was twenty years her senior. From 1843 onwards the family resided
in Graz. See Budna Kodri¢, Korespondenca JoZefine in Fidelija Terpinc, 34—35; Motnik, Glasbena
pot Sophie Linhart, 239.
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The four daughters of the governor of Illyria Joseph Camillo von Schmidburg
(1779-1846) — Antonia (1809-1888),” Elisa, Dorothea (1812-1881),% and Franziska
(1814-1898)" — were likewise prominent pianists. Among them, Elisa von Schmid-
burg® distinguished herself not only as a performer but also as a composer, arrang-
ing some variations by Herz and creating a four-handed adaptation of Liszt’s Grande
Valse di Bravura in 1839.%

The 1830s also marked Ljubljana’s introduction to female touring virtuosos, al-
though Leopoldine Blahetka (1809-1885) stood out as the only professional female
pianist from abroad to perform in the city during this period. A former child prodi-
gy and celebrated pianist, Blahetka — who was closely connected with Beethoven,
Czerny, Schubert and Chopin — performed in Ljubljana while en route to Venice at
the age of twenty.** The local press enthusiastically announced her concert, praising
her extraordinary talent and rare virtuosity, and promising an unforgettable experi-
ence for the city’s audience.* Although no detailed review of her concert followed,
Blahetka’s influence extended well beyond her visit. Her compositions had been per-
formed in Ljubljana as early as 1823 and remained part of the city’s repertoire, inspir-
ing generations of female musicians.*

79 Later known as Antonia Friederica Freifrau Codelli von Codellisberg.

80 Later known as Dorothea Pshr Edle von Rosenthal.

81 Later known as Franziska Edle von Kalchberg.

82 Baroness Elisabeth Johanna Wilhelmina von Schmidburg was born on 22 June 1811 in Prague
to Joseph Camillo von Schmidburg and Maria Magdalena von Schmidburg (née von Born;
1779-1871). Known as Elise, she made her stage debut at the Philharmonic Society in November
1830. She was also believed to be a composer, although her works have unfortunately been lost.
She was also, like her sister Franziska, a talented painter. On 23 July 1835 she married Baron
Franz Xaver Lazarini in Ljubljana. The couple had two children, although their first-born,
Camillo von Lazarini (1836), tragically passed away a few days after birth. Elise herself suc-
cumbed to tuberculosis on 14 February 1838, just two months after the birth of her second child,
Evelin Genovefa Ludovica Anna Barbara von Lazarini (1837-1887), at the age of only twenty-six.
See Ljubljana, sv. Nikolaj, Trauungsbuch, 1816-1846, fol. 138; Ljubljana, sv. Nikolaj, Sterbebuch,
1836-1866, fol. 15; Preinfalk, “Plemstvo v bidermajerski Ljubljani”, 99.

83 Grandes Variations Brillantes, sur l'air favori: le petit Tambour, par Henri Herz, arangic pour
le Piano-forte a 4 mains, avec I Accompagnement de tout ['Orchestre par Mademoiselle Baronesse
Elsbeth de Schmidburg. See Concert Programmes, 12 November 1830 and 17 December
1830; Radics, Frau Musica in Krain, 41; Leopold Kordesch, “Concert der philharmonischen
Gesellschaft in Laibach”, Carniolia: Zeitschrift fiir Kunst, Literatur, Theater u. geselliges Leben, 22
March 1839, 376.

84 “Fremden-Anzeige”, Laibacher Zeitung, 31 August 1830, 783.

85 See “Concert-Anzeige”, Laibacher Zeitung, 2 September 1830, 288.

86 Concert Programmes, 22 July 1823, 29 October 1830, 28 October 1831, 30 March 1833 and 10
November 1843.
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Figure s | Concert Programme of the Philharmonic Society, 10 February 1817 (Ljubljana, NUK)

Piano Virtuosity from the Late 1830s

In the late 1830s, inspired by virtuosos such as Franz Liszt, Ljubljana’s piano repertoire
evolved to include more daring and technically demanding performances, reflecting
broader musical trends. This change was characterized by performances from both
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male and female pianists, who captivated audiences with their virtuosity and innova-
tive approaches.

In 1835, Anton Brager delighted local audiences with improvisations on themes
suggested by the audience,”” demonstrating a new level of spontaneity in public per-
formance. The following year, Georg Micheuz (Jurij Mihevec; 1805-1882) caused a
sensation with his unconventional techniques, using his elbow to reach the piano’s
bass registers alongside both hands and executing leaps and chromatic runs with as-
tonishing precision.*® While this approach caused a sensation and contributed to his
somewhat controversial reputation, it was probably born of necessity, for the linger-
ing effects of smallpox had imposed limits on his left hand, forcing him to adapt his
technique.”

Female pianists in Ljubljana quickly embraced the rising trends of virtuosity
just as much as their male counterparts. The sisters Mathilde (1820-?) and Elise von
Schmidburg, for instance, performed a four-handed adaptation of Liszt’s Grande
Valse di Bravura shortly after its publication.®® Another stand-out performer, Anne
(Nanette) Herzum,” emerged as a bold interpreter of Liszt’s challenging compo-
sitions. Herzum, who made her public debut at the age of six,” had performed a
Hummel piano concerto with orchestra at the Estates Theatre by the age of nine.”
At the age of nineteen she pursued further studies in Vienna with Carl Maria von
Bocklet. By 1838 Herzum had established herself as a prominent figure in Ljubljana’s
musical scene, performing Liszt’s “Fantasie”, which she introduced to the city’s audi-
ences for the first time, earning “loud applause” However, a reviewer noted that “the
enormous difficulties of this piece of music did not quite suit the individuality of the
artist”** The piece Herzum performed was most likely Liszt’s Fantasy on Themes
from Bellini’s I Puritani, which she played again a year later. Her second performance

87 “Variations en Fantasie iiber ein von dem verehrungswiirdigen Publikum ausgegebenes Thema
ausgefithrt auf dem Piano-Forte”. Concert Programmes, 4 September 1835.

88 “[Aus Laibach]”, Allgemeine Theaterzeitung und Originalblatt fiir Kunst, Literatur, und geselliges
Leben, 22 October 1836, 847.

89 Skerjanc, Jurij Mihevec, 14.

90 Leopold Kordesch, “Concert der philharmonischen Gesellschaft in Laibach”, Carniolia:
Zeitschrift fiir Kunst, Literatur, Theater u. geselliges Leben, 22 March 1839, 376.

91 Anne Maria Herzum was born on 18 February 1820, the daughter of Andreas Herzum, a private
music teacher, and Maria Knallitsch. On 4 July 1842 she married Anton Achtschin (Ah¢in), a
lawyer and editor who was also active as a violinist, composer, painter and poet. See Ljubljana,
sv. Nikolaj, Trauungsbuch, 1816-1846, fol. [121]; Cvetko, Zgodovina, 183.

92 “Concert-Anzeige”, Intelligenz-Blatt zur Laibacher Zeitung, 10 December 1831, 639.

93 Comedien-Zettel Sammlung, 11 April 1829.

94 “Tonkunst”, Carniolia: Zeitschrift fiir Kunst, Literatur, Theater u. geselliges Leben, 22 June 1838, 64.
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elicited mixed reactions, with some commentators questioning the suitability of the
piece for a diverse audience:

Miss Herzum plays truly beautifully (by this we mean artistry, purity, touch and in-
terpretation, all of which are essential for a beautiful performance) [...] however, we
cannot approve of her choice of the final piece, the fantasy on themes from I Puritani
by Liszt. This gigantic fantasy, like an untamed hurricane [...], cannot appeal to a

mixed audience.”

In 1840, Herzum performed a four-handed version of Czerny’s Fantasie brillan-
te on Bellini’s Beatrice di Tenda with her pupil, the child prodigy Josephine Micheli
(1831-2).*° This performance delighted the reviewer, who wrote:

We truly did not know whether to admire more the nimble little fingers, the accurate
touch, the good expression and the pure playing or the strength and endurance of the
young artist. Lively acclamations and encores well-deservedly rewarded the young
talent and simultaneously encouraged her to continue her studies, under the diligent
guidance of her excellent teacher, promising the brightest future prospects for her

artistic development.”

In addition to her career as a performer, Herzum was also a composer, following
the popular trend of composing variations on well-known operatic themes. In 1841
she performed publicly her Brilliant Variations on a popular theme from Donizetti’s
opera Belisario.*® Just a year later, however, she married and retired from public per-
formances, bringing her promising piano career to an abrupt end.

Herzum’s talented pupil Josephine Micheli succeeded her as the leading figure
for adventurous piano performances in Ljubljana. Micheli later continued her piano
studies in Vienna under the private tutelage of the piano teacher and virtuoso Edu-
ard Pirkhert. In 1846, she performed Liszt’s Fantasy on a Theme from the Opera La
Sonnambula at the Hofoperntheater in Vienna. Her performance, however, was over-
shadowed by the arrival of the imperial couple, whose entrance drew tumultuous

95 “Tonkunst”, Carniolia: Zeitschrift fiir Kunst, Literatur, Theater u. geselliges Leben, 6 May 1839, 8.

96 Josepha Anna Micheli was born on 9 October 1831, the daughter of Kapellmeister Paul Micheli
(1795—?) and Anna Posh. Josephine began her piano lessons with Anne Herzum and later contin-
ued them in Vienna with Eduard Pirkhert. On 12 August 1855 she married Aloys Pessaritsch in
Ljubljana. See Ljubljana, sv. Nikolaj, Trauungsbuch, 1847-1872, fol. s1.

97 “Kunst Nachricht”, Carniolia: Zeitschrift fiir Kunst, Literatur, Theater u. geselliges Leben, 29 May
1840, 36.

98 Concert Programmes, 21 May 1841.
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cheers from the audience and disrupted the concert. One review noted that Miche-
li appeared dissatisfied with her performance, which was further hampered by the
piece’s length, leaving the audience eager for the next performance. While acknowl-
edging her technical prowess, the reviewer criticized her interpretation for lacking
the fervour and warmth necessary to fully capture Liszt’s compositions:

Miss Micheli demonstrated very commendable agility in her playing, along with a
neat and pure touch. If there were any criticism to be made, it would be its slight lack
of passionate expression. However, Liszt’s compositions require, more than others, a

significant amount of power and warmth in their execution.”

At the age of sixteen Micheli performed challenging virtuosic works by Chopin
and Liszt at the Estates Theatre in Ljubljana. The reviewer acknowledged her talent
and technical skill, but pointed out the difficulty of engaging the audience with such
demanding pieces. In a criticism similar to that made of Herzum’s performance a
decade earlier, the reviewer suggested that the Liszt work was not entirely suited to a
mixed audience, resulting in less enthusiastic applause as compared with the earlier
pieces, where Micheli was repeatedly called back to the stage:

Miss Josephine Micheli proved herself to be a significant artist of the piano be-
fore a large audience. She first played Chopin’s variations on the theme from “Don
Giovanni: La ci darem la mano”, then a fantasy from “Lucia di Lammermoor,” the
“Etude de Concert La pompa di festa,” and lastly, the grand dramatic fantasy from
“Les Huguenots” by Liszt. Initially somewhat apprehensive — which is quite un-
derstandable for various reasons — she quickly gained confidence and demonstrat-
ed her mastery of the instrument. Her playing was characterized by purity in the
most magnificent passages, precise touch in scale runs, skill and delicate expression.
However, the last piece seemed not entirely suitable for performance before a mixed
audience. As a result, the audience’s enthusiasm at the end was far less pronounced
than during the earlier compositions, where the artist was repeatedly called back to
the stage, for which I wish her even more success, as I am fully convinced that she is

entirely deserving of this recognition.®

Micheli’s performances in Ljubljana in the 1850s marked the end of an era dom-
inated by distinguished female dilettante pianists, as male pianists increasingly took

99 “Local-Revue. Konzert-Salon”, Wiener allgemeine Musik-Zeitung, 17 November 1846, 557—558.
100 “Concert der Josephine Micheli”, [llyrisches Blatt, 4 December 1847, 388.
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the lead on the city’s concert stage. These local pianists skilfully navigated both the
private and public spheres, paving the way for future female artists to embrace pub-
lic performances. While extreme virtuosic displays were uncommon among female
pianists at the time, they were among the first musicians in Ljubljana to tackle Liszt’s
challenging compositions. In contrast, male guest virtuosos usually performed their
own compositions or those of well-known Viennese composers.

Figure 6 | Eduard Ender, Portrait of Friederike Benesch, 1840 (Belvedere, Vienna)

Interestingly, while renowned pianists such as Anne de Belleville (1806-1880)
and Clara Schumann (1819-1896) were among the first to introduce Chopin’s works
to public audiences, " it was also a woman who brought Chopin’s music to Ljubljana.
In 1844, variations on the theme “La ci darem’ la mano” from Mozart’s opera Don
Giovanni were performed in the city. It is likely that the performer was precisely

101 Rittermann, “Piano Music”, 26—31.
102 Concert Programmes, 6 December 1844.
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Josephine Micheli, who played the same Chopin work again in 1847. Remarkably, al-
most two decades passed before Chopin’s compositions were featured again in public
concerts public concerts in Ljubljana — and it was once again a female pianist who
led the way.** This period not only changed the technical landscape of piano music
but also significantly enhanced the role of women in the broader musical sphere.
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Figure 7 | Concert Programme of the Philharmonic Society, 21 May 1841 (Ljubljana, NUK)

103 In February 1862 the pianist and composer Albertine Zadrobilek (1844—?) from Prague per-
formed pieces by Chopin at two concerts, among them the Fantasie Impromptu in C-sharp
minor, the Nocturne in E-flat major and the Nocturne in D-flat major. See Concert Programmes,
7 February 1862 and 9 February 1862.
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By the mid-nineteenth century, Ljubljana’s musical scene had grown significant-
ly, becoming more accessible to the general public. In 1849 the Philharmonic Society
broadened its membership criteria, allowing individuals from all social classes and
both genders to join. This change marked a significant shift, since it enabled women
to become members even if they did not actively participate as musicians but attend-
ed only as listeners.”* Despite the rise of new musical societies in Ljubljana in the
second half of the nineteenth century, female pianists — both local and visiting —
remained a prominent presence among the city’s instrumentalists and continued to
perform regularly. However, as the musical repertoire shifted increasingly toward
vocal music, to which women made significant contributions, female pianists faced
growing competition. The influx of male pianists trained at prestigious institutions
such as the Vienna Conservatory further challenged their prominence. Revealingly,
it was not until the 1870s that the Conservatory began to admit women, including
ones from Ljubljana. Despite these challenges, the second half of the nineteenth
century witnessed a significant change, as an increasing number of married female
pianists began to participate actively in public performances, marking a gradual shift
towards greater gender inclusivity in Ljubljana’s music scene.

FEMALE INSTRUMENTALISTS IN PUBLIC PERFORMANCES
BEYOND THE PIANO

Before 1848, Ljubljana’s public musical life offered no documented presence of local
female musicians performing in public on instruments other than the piano. Women
did not feature as soloists, members of the Philharmonic Society’s orchestra or musi-
cians in the Ljubljana Cathedral Music Chapel. Even in the cathedral, where female
singers were occasionally permitted, strict restrictions applied. A court order barred
women from singing in the choir unless they were closely related to choir directors or
teachers,'*s with only rare exceptions.'*

While public performances by female pianists were dominated by local mu-
sicians, other instrumental performances — on instruments such as the glass har-
monica, physharmonica, violin and guitar — were provided exclusively by profes-
sional musicians visiting from abroad. This sharp contrast underlines the limited

104 “In die Gesellschaft konnen alle Personen von unbescholtenem Rufe, ohne Unterschied des
Standes und Geschlechtes, als Mitglieder eintreten.” See Statuten und Instructionen der philhar-
monischen Gesellschaft, 1.

105 Héfler, “Glasbena kapela ljubljanske stolnice”, 17.

106 On account of a shortage of female singers and out of compassion for the poverty of a young
woman’s widowed mother and three orphans, a single female singer was engaged in special cir-
cumstances: she came highly recommended by prominent musicians, was the daughter and sister
of former cathedral musicians and was hired on the recommendation of the bishop. See ibid., 18.

92



MARUSA ZUPANGIC | FEMALE INSTRUMENTALISTS IN L]UBLJANA’S PUBLIC MUSICAL LIFE

opportunities available to local women in the broader instrumental scene before the
mid-nineteenth century.

Renata Maschek (1791-1870)"7 from Prague, in 1821, played on the glass har-
monica a set of variations on a theme from Rossini’s opera Eduard and Christine com-
posed by her brother Caspar Maschek,® in the Redoute Hall, accompanied by an
orchestra. Her performances continued into the 1830s, often as musical interludes
inserted to enliven the intervals between acts at the Estates Theatre. She also per-
formed as a component of musical evening performances acting as an adjunct to the
theatrical productions; these often took place in the first or second half of the event.*

In 1830, Giulia Paravicini (1769 — after 1842) became the first female violinist
to perform in public in Ljubljana, but her performance went largely unnoticed by
the local press."® A Viennese newspaper noted the same year that although she was
skilled, the violin “appears somewhat strange in the hands of a woman”" This per-
ception began to change with the arrival of the Milanollo sisters, Theresa and Maria,
in 1843. Their concerts attracted considerable attention and acclaim from audiences
and critics alike. Their performances generated enormous interest; just a few months
before their Ljubljana concert, one of their twenty-five Viennese concerts at the Red-
oute Hall, attracted an audience of over 4,000 — a level of popularity unmatched
since Paganini’s performances in Vienna.”> Following their performance in Ljublja-
na, the Illyrisches Blatt published a glowing review, praising not only their technical
skill but also the emotional depth they brought to their music:

Not the mechanical skill with which the sibling pair overcame the difficulties of the
instrument and the composition, not the purity of the playing in its highest and most
intricate passages, not the incredible precision in the double stops, not the masterful

stroke and attack of the bow will I mention here — these are only individual parts

107 Maria Renata Anna Nepomucena Maschek was born in Prague on 12 September 1791. Her
father, Vinzenz Maschek, was responsible for her education, and she later pursued a career as a
private piano and French teacher. She was also an active member of the Prague Religious Society
(Religidse Gesellschaft). After her father’s death, she sought financial support from the Prague
magistrate. She spent some time in Vienna in 1832. She was childless and died in Prague in 1870.
See Mikulds, “Vinzenz Maschek (1755-1831)”, 42—43.

108 Concert Programmes, 27 November 1821.

109 Comedien-Zettel Sammlung, 27 February 1833, 27 November 1833, 14 December 1833; “Conzert-
Anzeige”, Laibacher Zeitung, 24 April 1834, 132; Zupanci¢, “Between Acts”.

110 She played works by contemporaries Rode, Lafont and Kreutzer. See Concert Programmes, 26
March 1830.

11 “Mad. Paravicini ist eine ferme Violinspielerin, aber das Instrument selbst hat etwas
Fremdartiges in Damenhinden; der Beyfall war miflig. Man verkannte nicht das Verdienstliche
der Leistung, aber man fand sich nicht dadurch erwirmt.” See “Musik”, Wiener Zeitschrift, 6
July 1830, 652.

112 Timmermann, “Milanollo”.
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of the vibrant whole, scattered colours to the magnificent tonal painting, scattered
elements to the perfected creation; but the whole itself and its indelible impression,
the image itself and its magical power, the tonal heaven itself and its bliss [...]. Only
those who have heard it will feel and acknowledge that such great virtuosity touches
the limits of our capacity for comprehension, and I saw more than one person leave
the concert, speechless with emotion and without words for the miracle of this phe-

nomenon.™

This concert marked the first time that a sensational performance by female in-
strumentalists left an indelible impression on both critics and the audience in Lju-
bljana. The same review vividly captured the audience’s enthusiastic response:

Do I need to say that the delighted audience could hardly contain itself during the
performance and broke into loud cheers after each number, which only ended when
the sibling pair reappeared? Despite the increased prices, despite the inviting evening
sky, the audience was very numerous and clearly demonstrated that the truly beauti-

ful and good also finds undivided resonance here.

The sisters’ popularity marked a cultural shift in the acceptance of female instru-
mentalists. Similarly, in 1845, Nina Morra (c. 1828-?), a polyinstrumentalist and sing-
er from Genoa, astonished audiences with her performances on the physharmonica
and terz-guitar. A review praised her ability to bring “rare fluency and gentle expres-
siveness” to such “ungrateful instruments.” "+

Despite these breakthroughs, the diversity of female instrumentalists had de-
clined by the late nineteenth century. Pianists continued to dominate the scene, and
instruments like the violin remained less common among women in Ljubljana until
the early twentieth century. Over time, however, women began to establish them-
selves as violin teachers, soloists and chamber musicians," paving the way for greater
gender parity in Ljubljana’s musical life after World War L'

113 “Ein Wort iiber Schwestern Milanollo”, Illyrisches Blatt, 24 August 1843, 142.

114 Hugo Steinbuch, “Nachrichten aus Privinzstidten”, [/lustrirte Theaterzeitung, 13 May 1845, 460.

115 By 1863 local talent had begun to emerge, exemplified by performances by the violinist Jenny
Frohlich (1848—?) and her twin sister, pianist Rosa, marking a rare local appearance of female
violinists. However, even though the world-renowned violinist Gabrielle Wietrowetz (1866—?)
was born in Ljubljana, she did not impact her hometown’s musical landscape. It was not until
1894 that another local violinist, Fausta Bisiak (1879—?), performed a demanding repertoire with
an orchestra, creating a notable landmark in the onward march of local female violinists.

116 By the century’s end only a handful of female violinists, one harpist and one cellist were seen to
perform in Ljubljana alongside the more numerous pianists.

94



MARUSA ZUPANCGIC | FEMALE INSTRUMENTALISTS IN L]UBLJANA’S PUBLIC MUSICAL LIFE

[ e :
sz ABenYURterhaltiing.

pfe TG,
s, Frelluns

PR =y P
0 T s) Q. f o @jﬁ i %{{ 4..-\4.
DHeute Mittiodt 8 i

//9& Oeute Mittvoch den 27, Februar 1833,
wird (m Diefigen  flandifchen Iheater %
1 wntey oo Feitung ves G Nenfely uny P, Vovnficin; A

cine groffe

mufifalifch - deflamatovifche *

Woendunterhalfung,

gegeben, wobei

Aenata WMafdhelt,

| Tonkinftlerin, auf der grofien ®lag: Harmonifa, die Ehre hHaben
el wird, fich sum gweiten Male hoven 3u laffer.

s i AR

[ Sum Vortrage fommende Sticke:

1) Divertimento, flir dic grofie ®las= Harnonita, vorgetragen von Renata Ma=
fcyeE, mit Begleitung der Suitave, BWioloncell und Clarinett. :

2) Concert, fiw die BViolin, in £ mol, von Node, vorgetragen vont Hetrn Fofeph
Stummer. : i

5) Recept, bei jediger it cine gute Fraw ju Defommen, fdhershafted Gedidht,
von Caftelli, deFlamivt von Hrn. Eonvadi 8 {l

4) Arie, aud der Oper: ,Der Freifthiis”, ovon Carl Maria von Weber, vorge:
tragen von Dle. Podlesii, ;

5) Recept, bei fesiger Beit einen guten Mann ju beFommen, fdhershaftes Gedidt, |

pon Saphir, deblanuret von Die. GSlafer. ; :

6) Des fonigs HOtto von Griedhenland Abfdhicd von der Heinrath, In
Mufif gefest von 3. €. Sdlier, vorgetragen won denen DHerven Pollak,
Bartholemy, Convadi u. Wivth, mit BDegleitung der Harnonita.

7) Rondoletlo pour I Harmonica sar un  théme favort par. Heurd Herz, YOrgeiragen
“pon Nenata Mafdhef. ¢ x
8) LD@cr DBrand von Mariazell, grofes Tongemdploe, in Mufif gefest von Carl

sevny. G

|
?;E
%
%

e
|Die Heivath durdy die  Gitterlotterie.
CoFal=Poffe in cinem Aufzuge, von Carl Meisl.

hevfonen:

Hre. Hilmar.
Mabd. Srofef.
Dr. Wik,

Hr, 2willi. ;
Hr. Stelger.

Dmtmann Holprich - -
Barbara, feine Wirthfdhafterin —
Dieronymus Sdyicherl , fein Sdyreiber
o Redyesfeind, Geridhytsfchreiber — —
gauf;u, ber Wiencrbothe —  —
| o e ik
a] . Preife vev Platy
in Gperefig 10 Fro — ParterresEntree 20 Fr. e ®a
| len ind Parterre 10 Fr,
W togen und Sperrfige find bei dent, Hausmeifter Heren Ufidig, i Zheatergebdude

im 2ten Stocde, ju befonmen.

Der Anfang iff mit Sdhlag 7 Ubr.

(M Pga Gedrudt bei AR
ﬁ%%ﬁ@ Sof. Blasui e i

SR |
F1IL

[N

leic 7 Fr. — Sinder beah

)

Y

Figure 8 | Comedien-Zettel Sammlung, 27 February 1833 (Narodni muzej Slovenije (NMs), 11113085)

95



DE MUSICA DISSERENDA XX1/ 1

Mit hoher Bewilligung

werden

hente Montag den 31, Juli 1843
LT JQEWRBITARY

Therese und Maria Milanollo

oo

%Dfd)lcbﬁ

im ftandifchen Bedoutenfaale in Laibach

3u geben die Chre bhaben.

@
Vorkommende Stiicke : e
1. Ouverturve. N4 w
2. souvenir de Bellini. Santafic fir dic Wioline von Artot, vorgetragen von Dlle. Therefe
Milanollo.
3. Variations brillantes fir dic Biolinc von Beriot, vorgetragen von Dile. Maria Milanollo,
Sdyiilerin ihrer Schvefter Thevefe,
4. Ouvertnre.
5. Le Torrent. Etude fantastique fir e DBioclinen, vorgetragen von den Concertgeberinen.
6. Fantaisie et Variations iber das Shlummerlicd ans der Stummen von Porvtici, von
Cafont, vorgetragen von Dlle. Thevefe Milanollo.

7. 3Jweites Duetto concertante fir jvc Violinen von Dancla, vorgetragen von den beiden
Sdymwefrern.

@mmtt@pmé in den 6ual pder auf blc (Sjauem 40 fr., ein nummemtet
S fammt Entrée 1 fl.

DBilleten find von Morgens 10 Uphr bis Machmittags 4 Upr im Gafthofe »jum wilden Mannc
Rimmer Nr. 4 und fodann bei der Caffe gu haben, weldye um 5 Ubhr crofnet wird.

Anfang um ‘. S Whr AUbeuds,

Druck von Jos. Sassenbers,

Figure 9 | Concert Programme of the Philharmonic Society, 31 July 1843 (Ljubljana, NUK)
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CONCLUSION

The transition of women musicians from private salons to public concert stages in Lju-
bljana during the early and mid nineteenth century marked a significant cultural and
social shift. As debates over the suitability of certain instruments for women gradually
subsided, female performers gained increased visibility. However, these steps forward
remained limited in scope. Local female instrumentalists were confined to the piano,
typically making their debut in their early teens, while performers on other instru-
ments — such as the violin, guitar, glass harmonica and physharmonica — were exclu-
sively visiting professionals from abroad. This division reflects the persistent gendered
structures shaping musical life, where women could participate publicly as pianists but
were largely excluded from a broader instrumental repertoire.

From 1816, when the first surviving concert programmes of the Philharmonic
Society appear, until the late 1830s the social composition of local dilettante female
pianists remained relatively balanced between noblewomen and bourgeois women.
No single social class dominated among local female pianists, indicating a degree
of social fluidity in musical participation. Moreover, women from both classes fre-
quently performed together, collaborating in repertoire for four-handed, eight-hand-
ed or two-handed piano pieces, highlighting a space where music facilitated interac-
tion across class boundaries.

The majority of female musicians appeared at semi-private events organized by
the Philharmonic Society, the great majority of which were held in the hall of the
House of the Teutonic Order and only a small number in the Redoute Hall. Although
primarily intended for the Society’s members, these events were on occasion also ac-
cessible to a paying audience. The Estates Theatre, Ljubljana’s most prestigious pub-
lic venue, saw few performances by female instrumentalists. The first known instance
occurred in 1829, when Therese Holzer performed on the guitar. Later that year, nine-
year-old Anna Herzum played a Hummel piano concerto with the orchestra — an
opportunity probably facilitated by her father, a professional musician who actively
promoted her talent in the press.

Friederike Benesch exemplifies the fluid boundary between dilettantism and
professionalism, occupying a position best described as semi-professional. While
the press at times referred to her as a “virtuosa’, it also labelled her a “dilettante”,
reflecting the ambiguity of her status within the musical world. Unlike full-time
professional female pianists, who relied on concert income and international tours,
Benesch performed sporadically between 1822 and 1841 in various cities, including
Wiener Neustadt, Ljubljana, Prague and Vienna, where she spent most of her life.
Unlike Leopoldine Blahetka, who toured internationally, Benesch never pursued a
sustained concert career. Her performance schedule — typically one or two con-
certs per year — was insufficient to sustain a livelihood, indicating that she was not
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dependent on music as a profession. Notably, her performance activity remained
unchanged after marriage and motherhood, suggesting that her career choices were
shaped more by structural limitations than by domestic responsibilities.

Throughout the 1830s and 1840s, female instrumentalists performing in the Es-
tates Theatre in Ljubljana were primarily visiting professionals, typically appearing in
musical interludes or as soloists in special concerts. The only local female pianists to
break this pattern were Anna Herzum and Josephine Micheli, both daughters of pro-
fessional musicians from Bohemia. Unlike most local female pianists, who typically
performed only a single piece within a concert programme, Herzum and Micheli
presented multiple works, distinguishing themselves artistically. However, their ca-
reers ultimately conformed to societal expectations: both withdrew from public per-
formance after marriage, raising questions about whether they could be considered
true professionals. Nonetheless, they were the first musicians in Ljubljana to publicly
perform works by Frédéric Chopin and Franz Liszt, introducing the latest trends in
European piano music to local audiences. Their interpretations of these demanding
compositions showcased their technical and artistic abilities, positioning them at the
forefront of musical innovation in the city.

International virtuosos such as Leopoldine Blahetka and the Milanollo sisters
provided new models of female musicianship, yet their celebrated status only under-
lined the absence of local women pursuing sustained concert careers. While these
performers broadened public perceptions of women’s musical capabilities, they did
not fundamentally change the opportunities available to local female instrumental-
ists, whose access to professional careers remained highly limited.

The gradual integration of women into concert life mirrored broader societal
transformations. The inclusion of female members in institutions such as the Phil-
harmonic Society signalled a slow yet perceptible shift in attitudes toward women’s
participation in cultural life. However, these changes remained largely symbolic —
women gained visibility as performers but continued to be excluded from leadership
roles, professional ensembles and long-term artistic careers.

While most women’s public musical careers ended upon marriage, those from
artistic families — particularly ones married to musicians — were more likely to sus-
tain their involvement in music, balancing domestic life with occasional performance
opportunities. These exceptions challenged rigid gender norms and contributed to
redefining women’s roles in Ljubljana’s musical life. The perseverance of these female
musicians demonstrated that the boundary between dilettante and professional was
not as rigid as it often seemed.

Unlike in Vienna, where female pianists could aspire to professional careers, the
limited musical life of provincial Ljubljana did not offer such opportunities. How-
ever, local dilettante pianists from the upper echelons of society performed a reper-
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toire comparable to that of their Viennese peers. Moreover, the distinction between
professionalism and dilettantism was often less clear for women than for men, since
male dilettantes typically had primary professions outside of music.

Ultimately, this period marked a turning point in the perception of female mu-
sicianship, laying the foundation for greater gender inclusivity in Ljubljana’s musical
world. Although the full professionalization of women in music would take several
more decades, the early nineteenth century established crucial precedents for future
generations of female performers, teachers and composers. By challenging societal
expectations and reshaping Ljubljana’s cultural identity, these women redefined the
role of female musicians in public artistic life.

APPENDIX

This list is an approximate reconstruction of public performances by female instru-
mentalists, based on surviving concert programmes, newspaper announcements and
concert reviews. Since many concert programmes did not record the names of female
performers, I have included only those performances where the performers’ names
were explicitly mentioned or could be identified with a high degree of confidence us-
ing other available evidence.

Abbreviations

Piano: Pf. Philharmonische Gesellschaft: rG
Violin: Vin. Stindetheater: ST
Glassharmonica: Glh. Redoutensaal: RS
Physharmonica: Phy. Deutschordenshaus: DoH
Terz-Guitar: T-Gtr.

Guitar: Gtr.
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Povzetek

PRESEGAN]JE TRADICIONALNIH VLOG:
INSTRUMENTALISTKE V LJUBLJANSKEM JAVNEM
GLASBENEM ZIVLJENJU MED LETOMA 1790 IN 1848

V 18. stoletju so Zenske iz vi§jih druzbenih slojev v Ljubljani obvladale petje in igranje
na glasbila s tipkami, kar je bilo skladno s tedanjimi druzbenimi normami. Sprva so
se umetni$ko izrazale v domacem okolju in v zasebnih salonih, a so postopoma zacele
nastopati tudi na javnih prizoris¢ih. Njihov repertoar je v plemiskih salonih vklju¢eval
sonatine, sonate, menuete in koncerte, ki so jih izvajale na ¢embalu. Proti koncu sto-
letja pa so se z narai¢ajoco priljubljenostjo klavirja (fortepiano) vse bolj usmerjale k
temu novemu glasbilu.

V poznem 18. stoletju so pianistke ob¢asno nastopale na glasbenih akademijah v Redu-
tni dvorani, klavir pa je kmalu postal priljubljen tudi med mes$¢anstvom, kjer je glasbe-
na izobrazba igrala pomembno druzbeno vlogo. Klavir ni bil le sredstvo umetniskega
izrazanja, temve¢ je me$¢anskim dekletom omogocal druzbeno mobilnost in vplival
celo na izbiro Zivljenjskega partnerja.

Ustanovitev Filharmoni¢ne druzbe leta 1794 je Zenskam iz elitnih krogov kljub strogim
druzbenim normam odprla nove priloznosti za javno glasbeno udejstvovanje, vendar
pa so bile akademije in koncerti sprva dostopni le ¢lanom druzbe, ne glede na druzbeni
razred. Za Zenske pa je veljala izjema, saj so ¢lanice lahko postale le kot aktivne izvajal-
ke oz. ljubiteljske glasbenice, ne pa kot poslusalke.

V prvih desetletjih 19. stoletja so postali javni nastopi ljubiteljskih pianistk z orkestrom
redni del ljubljanskega glasbenega Zivljenja. Dekleta so obi¢ajno debitirala z orkestrom
med devetim in $tirinajstim letom ter nadaljevala z nastopi v dvorani nemskega vite-
Skega reda (danasnje Krizanke) in Redutni dvorani v okviru akademij in koncertov
Filharmoni¢ne druzbe, pa tudi med glasbenimi interludiji oz. premori gledaligkih iger
in na glasbenih ve&erih v Stanovskem gledalig¢u. Ceprav se je vedina pianistk po poroki



umaknila iz javnega nastopanja, so bile izjeme, ki so z glasbenim delovanjem nadalje-
vale tudi po poroki vse do poznih tridesetih let.

Dvajseta leta 19. stoletja so pomenila zlato obdobje za ljubljanske ljubiteljske pianistke,
ki so v tem ¢asu z orkestrom redno izvajale klavirske koncerte, rondoje in virtuozne va-
riacije na izvirne in priljubljene operne teme in narodne napeve. Med najpomembnej-
$imi ljubljanskimi pianistkami tega ¢asa so bile Julija Kogl (1804-1835), Amalija Oblak
(1813-1860), baronica Eliza Schmidburg (1811-1838), Elenore Hauck (ok. 1811-1891) in
baronica Marija Wagner (ok. 1802-1865). Leta 1823 je Friederike Benesch (1805-1872)
kot prva zenska v Ljubljani z orkestrom izvedla lastno skladbo in objavila oglas za po-
ucevanje klavirja. Sedem let pozneje je v Ljubljani prvi¢ nastopila tudi poklicna klavir-
ska virtuozinja, Leopoldine Blahetka (1809-1885), doma z Dunaja.

Proti koncu tridesetih let so pianistke pod vplivom Franza Liszta in Frédérica Chopina
zatele slediti novemu klavirskemu trendu izrazite virtuoznosti. Med njimi sta izstopali
Anna Herzum (1820-1861) in njena u¢enka Josephine Micheli (1831-?), ki sta v mestu
prviizvajali Lisztova in Chopinova klavirska dela. Poleg pianistk so ljubljansko glasbe-
no Zivljenje obogatile tudi gostujoce poklicne glasbenice z instrumenti, kot so violina,
fisharmonika (physharmonica), steklena harmonika in kitara. Leta 1830 je v Ljubljani
prvi¢ nastopila violinistka, Giulia Paravicini (1769 — po 1842), leta 1843 pa sta sestri
Teresa (1827-1904) in Maria (1832-1848) Milanollo v Ljubljani povzro¢ili senzacijo in
nasploh pripomogli k $irSemu sprejemanju violinistk na evropski glasbeni sceni.

V prvi polovici 19. stoletja so te instrumentalistke, bodisi kot ljubiteljske bodisi kot
poklicne glasbenice, odigrale klju¢no vlogo pri oblikovanju javne glasbene identitete
Ljubljane in napovedovanju novih glasbenih trendov.
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