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2-4 deBpaasa 2026 roga B Poccuiickom HH-
CTUTyTE€ HCTOPHH HCKYCCTB IIpoBoauTcd BTo-
pasd MexAyHapoaHad HaydyHas KOH(EepeHIIHT
«dTeHnsa mnamaTH AlaAMHABI I'pHropnes-
HbI KoBHanKoM», npuypodeHHas K 85-A€THIO
CO OHS POXKOEHHS BBIOAIOIIETOCS MY3BbIKOBE-
na. KoHdepeHIus mpusBaHa OCBETUTH IIIHU-
POKUH CHEKTP IIPO(EeCCHOHAABHBIX HHTEpe-
COB MOOKTOpa HCKYCCTBOBEIEHUS, IIpodeccopa
Caukr-IleTepOyprckoif KOHCEPBATOPHUH, BELY-
miero Hay4yHoro corpyaHuka PUUM A. T'. Kos-
Hakoi (1941-2023). Uneqa cepuu MeMOpPHAAb-
HBIX YTE€HUU B 4eCTb AIOAMUABI [ pUTOPHEBHBI
poayaach B 3y0D0OBCKOM HHCTUTYTE YEPE3 MECHI]
IIOCAE ee KOHYMUHEBI, B nioHe 2023 roga: UMeHHO
3/1eCh, B paMKax KoH(epeHInu «Hayku o Mmy-
3bIK€ — JKU3Hb U pazButue uneit. K 100-aeturo
My3bIKOBeIIeCKOro obpasoBaHusd B Poccum,
COCTOSIAOCH CIIEIIMAaABHOE 3aceliaHKe, Ha KOTO-
POM BBICTYIIABIIIHE OTAAAH IIEPBYIO IIOCMEPT-
HYIO JaHb YBajK€HHUd U AIOOBU JOPOrod Koaae-
re, 6e3 maaoro 30 AeT TpyAUBIIEHCS HA CEKTO-
pe my3beiku PUHN.

[lepBele «HreHus namsaru AroaMusel ['pu-
ropeeBHBI KoBHankoi» npoiau B PUWUM nBa
roma Hazam, 5—7 dpeBpaasa 2024 roga. TemaTuka
KOH(pEpPEHIINHN ITogYepKHUBasa CaMOOTBEPKEH-
Hyio paboty A. I'. KoBHa1Ko# Ha MeXKIyHapO/I-
HBIX MaplIpyTaxX — B Pa3AHYHBIX CTPYKTypax
MexkayHapoaHOTO MY3BbIKOBEIUECKOI'o o0IIle-
crBa (IMS). MMeHHO TTO3TOMY B OOABIIIOM pas-
[eA€ IIPHUBETCTBUH BBICTYyHAAH 5KC-IIPE3UIOEH-
Tl IMS, corpyaumuuaBmiue c¢ Aroamuasoi ['pu-
ropbeBHO B pa3Hble roabl, — TuapmaH 3eebac
(YuuBepcuter WMucOpyka, ABcTpus), [IWHKO
dabpuc (YHuBepcutrer Basmaukartel, UTasus),
[aam3A Yya (YHuBepcuter 'oHKOHTA, Kuraii),



a IIporpamMma KaskJoro U3 Tpex AHeH HaydHOIo
dopymMa BKAIOHYAAA CECCHH TaKHUX ITOApasaeAe-
"Hutt IMS, nHUnIMUpoBaHHbIX A. I'. KoBHaIIKOH,
Kak PernmonaabHas accoipiaiiyss BOCTOYHOCAA-
BAHCKHUX CTpaH, HCCAEL0BATEABCKHE TIPYIIIIbI
«IlocTakoBUY U ero smnoxar, «CTpaBUHCKHUH:
Mmexay Bocrokom u 3ananom», «<Mcropuss IMS».

Hrinemmnue, BTopble 4YTeHUd, TOXKE IIpen-
noaaratroT ydactue AByx rpynn IMS («Ilocra-
KOBHY...» U «CTpaBHHCKUH...»), 5TH KaMepHbIe
CECCHUH BCTPOEHBI B I'pa(pUK 3aKAIOYHUTEABHOTO
nHs KoHgepeHIuUu (4 ceBpaans). B Temaruke
CcBOOOIHBIX TOKAQIOB (2 1 3 peBpaasi), IOMUMO
YHHBEPCAABHBIX UCTOPUYECKHX CIOXKETOB, 0CO-
0oe BHUMaHHNE OyIeT YAEeA€HO ABYM TI'AaBHBIM
repoaMm uccaegoBaHui A. I KoBHanmkod —
Omutpuio IllocrakoBuuy, ube 120-aeTHe cCO
[HS POXOEHHUS HINPOKO OTMEYAETCS B HACTY-
nuBlleM roay, u benmxkamuny Bpurreny c ero
namMaTHod paroit 2026-ro: 50-aeTHe co OHS
CMEPTH.

B koH(epeHIIMN NIPUHUMAIOT y4acTHE POC-
culickue My3blKoBeabl 13 MockBwl, HuzkHero
Hosropona, Teepu, Caukr-IlerepOypra, a Tak-
Ke 3apybexkHble HccaemoBaTeAn U3 bBeabruu,
Beaukobpuranuu, Utaanu, HopBeruu, IIBeii-
napuu u dnonuu. Beprag yuernuna M. C. [Ipyc-
KMHa M HaCAeQHUIlA €Tr0 MacCIITaOHbIX HIeH,
Arogmunsa IpuropseBHa KoBHalkag co3zmaasa
Pa3BETBAEHHYIO Hay4HYIO IIKOAY; MEMOPHAAD-
Hble «UYTeHHS» MIPenoCTaBASIIOT BO3MOXKHOCTb
[AS BBICTYIIA€HUH ee yueHUKaM pPas3HbIX II0KO-
A€HUH, IIAOIOTBOPHO pabOoTaloONMM B pPa3HBIX
ropozax U cTpaHax MUpa.



[TPOTPAMMA / SCHEDULE

2 deBpansa 2026, mOHEAEABHUK
February 2, 2026, Monday

3EAEHBIN 3AA
10.50. ITpuBeTcTBHA / Greetings

AnHa AeonnzoBHa IlopdupreBa, 3aBenylIas CEKTO-

poM My3bIKH PoCCHIICKOTO MHCTUTYTa UCTOPUU HCKYCCTB
Anna Porfirieva, PhD, Head of the Music
Department, Russian Institute for the History
of the Arts, St. Petersburg

HaTaausa AaexkcaHzpoBHa BparHHckasi, BEAyIlIUMH Ha-

YYHBIH COTPYAHUK POCCHHCKOTO MHCTUTyTa HUCTOPHHU HC-

KyCCTB
Natalia Braginskya, Leading Researcher,
Russian Institute for the History of the Arts,
St. Petersburg

11.00. AeBoH OraHecoBHY AKONSAH /
Levon Hakobian (Moscow)
BpUTTEeH-UCTIOAHUTEAD (IOKAQI-AEKIHS) /

Britten the Performer (lecture)

12.00. Aapuca HBaHoBHa YupkoBa /
Larisa Chirkova (St. Petersburg)
Bpurren u PocTporioBud. VicTopusa omgHOR ApYKObI.
ITo maTepuanam cemetinoro apxuBa M. A. PocrporioBu4da
u I'. [1. BummaeBcKko# /

Britten and Rostropovich. The Story of a Friendship.
Based on Materials from the Family Archives of Mstislav
Rostropovich and Galina Vishnevskaya



12.30. TarpaHa BaagumupoBHa Ilaperpaackasa /
Tatiana Tsaregradskaya (Moscow)
OO0 0COOGEHHOCTSX COAEPIKAHUSA U CTPYKTYPhI OlePbI
“Shadowtime” Bpatiana ®épuuxoy /

On the Specificity of Content and Structure
of Brian Ferneyhough’s Opera “Shadowtime”

13.00. Oabra AnoasdorHa CropOsIeHCKasa /
Olga Skorbyashchenskaya (St. Petersburg)
doprenuannsiii mup benmxkamuna Bpurrena
U pyccKasl My3bIKaAbHas KyAbTypa /

The Piano World of Benjamin Britten
and Russian Musical Culture

13.30. Haraass IOpreBHa KaTOoHOBa /
Natalya Katonova (Moscow)
AHTAWNCKag KAaBUPHAA My3blKa €AU3aBETUHCKOMN JII0XH.
JyaTHaga Bepcud.
K 65-aeTHio BbIXOa B CBET MOHOTrpaduu
M. C. ApyckuHa «KaaBupHas my3bsikar» (1960) /

Elizabethan Keyboard Music. A Duet version.
On the 65th anniversary of the publication
of Mikhail Druskin’s monograph
«A Klavier Music» (1960)

14.00-15.00. Ilepepvis / Break

15.00. Huna BaaaumupoBHa KocTeHKO /
Nina Kostenko (St. Petersburg)
H. A. Pumckuii-Kopcakos:
TPU pparmMeHTa SMUCTOATPHOI0 HacAeaus /

Nikolai A. Rimsky-Korsakov:
Three Fragments of Epistolary Legacy



15.30. Augusa OaerorHa Aas3p /
Lidia Ader (St. Petersburg)
Tpu KomMmo3uTopa, TpHU AUPHUKEpPA.
Maaep, HatikoBckuii, Pumckuti-Kopcakon
B I1eTepOyprckoM KOHTeKCcTe /

Three Composers, Three Conductors.
Mahler, Tchaikovsky, Rimsky-Korsakov
in the St. Petersburg Context

16.00. AuHa BaaepreBHa IIeTpoBa /
Anna Petrova (St. Petersburg)
dona MoHmmanche
B HanmonaawrHo! O0ubamoTeke dpaHIINy KaK UCTOYHUK
CBEIEHUH O AeATEAPHOCTH PYCCKUX apTHCTOB
3a pybexxom B 1920-1930-e roags! /

Le Fonds Montpensier in the National Library of France
as an information source on the activities
of Russian artists abroad in the 1920s and 1930s

16.30. I0aua CepreeBHna Bexkcaep /
Yulia Weksler (Nizhny Novgorod)
«Boriek» 1 My3bIKaAbHasi KPUTHUKA:
BOKPYT AEHUHT'PAACKON mpeMbepsl (1927) /

“Wozzeck” and Music Criticism:
Around the Leningrad Premiere (1927)

17.00. 'eopruii BukTopoBud KoBaseBCKHuH /

Georgy Kovalevsky (St. Petersburg)
dIlypuky ot Oauka, CoHbIIN U Aabdan...
MockoBcKad «TporiKa» KOMIIO3UTOPOB
B riepenucke ¢ AaekcaHmapoM Kuatidheaem /

“To Shurik from Edik, Sonsha and Alf”...
Letters to Alexander Knaifel
from Moscow composers “troika”



3 deBpansi, BTOPHUK
February 3, Tuesday

12.00. Tarpana BaaumoBHa BykuHa /
Tatiana Bukina (St. Petersburg)
[TepBaga nybaukamuga M. C. [IpyckuHa:
crathd «O IIPEEMCTBEHHOCTH» B ITapagurMe
Hay4yHOH IKoAbI AcadreBa Hadasa 1920-x ronos /

The First Publication of Mikhail Druskin:
The Article “On Succession” in a Paradigm
of Boris Asafiev’s Research School in Early 1920s

12.30. 'aanna BaaagumuposHa IleTpoBa /
Galina Petrova (St. Petersburg)
lFetinpux 3yccman B [lerepbypre:
KOMIIA€KC BHPTyo03a Ha haeiire
B riepBoi moaoBuHe XIX croseTus /

Heinrich Soussmann in St. Petersburg:
the complex of a flute virtuoso
in the first half of the 19th century

13.00. BaAagumup BaanumupoBuy XaBpoB /
Vladimir Khavrov (St. Petersburg)
[Ba nyata Kapaa Mapuu don Bebepa:
YPOKH UTaABSTHCKOTO /

Two Duets by Carl Maria von Weber:
Italian Lessons

13.30. Auna AeonunnoBHa Ilopduprena /
Anna Porfirieva (St. Petersburg)

Apuu B «<Koablle HUOEAyHTa»:

>KaHpbI, (popMbl, PYHKIIHU /

Arias in “Der Ring des Nibelungen”:
genres, forms, functions

14.00-15.00. I1epepvie / Break



15.00. Tarpana PynoasdoBHa BoukoBa /
Tatyana Bochkova (Nizhny Novgorod)
Peitmc (1914), Bepznen (1916) u Conara «Eroica»
nas opranHa Yapars3a Buarepca Crardopna (1917) /

Reims (1914), Verdun (1916) and the Sonata “Eroica”
for organ by Charles Villiers Stanford (1917)

15.30. OmuTpuii FOpsreBn4y BparuHCKHH /
Dmitry Braginsky (St. Petersburg)
Aropmuna 'puropreBHa KoBHalkas —
IIponara’HanCcT TBopdecTBa Bpurrena.
MockBa — EpeBan — CaukTt-IleTepbypr /

Liudmila G. Kovnatskaya —
a gospeler of the Britten’s works.
Moscow — St. Petersburg — Yerevan

16.00. Huna KoncTaHTHHOBHA [Ipo3aeunkas /
Nina Drozdetskaya (Tver)
Kuura «bpatea 'ankmans! u lllocTakoBUY»:
nocAeqHUHN NpoeKT AroaMuasbl ['puropseBHBI KoBHAIIKOM

The book “The Glikman brothers and Shostakovich”
as the last project of Liudmila G. Kovnatskaya

16.30. Oaecsa AHaToAbeBHA BoOpHK /

Olesya Bobrik (Moscow)
[TepBble ucrioanuTeAu «Aequ Makbetr MIleHCKOro ye3nganr:
Ipo cebs U BCAYX (10 MaTephasaM apXHUBOB H IIPECChI) /

The First Performers of Lady Macbeth of the Mtsensk
District: Inwardly and Aloud
(Based on Archival and Press Materials)

17.00. Aaekcanap BuapreaApmoBu4 EnumuH /
Alexander Epishin (St. Petersburg)
Kax 1. 1. IlocTakOBUY HOPYIIIUA MEYTHI
C. C. [IpokodreBa 0 KOMIIO3UTOPCKOM AHAEPCTBE /

How Shostakovich shattered Prokofiev’s dreams
of composer’s leadership



17.30. Mapuss HukoaaeBHa IllepbakoBa /
Maria Shcherbakova (St. Petersburg)
«JleTepOyprckuii KOHTEKCT» B IIPOCTPAHCTBE KU3HU:!
O Arogmuae 'puropreBHe KoBHa1Ko# /

The “Petersburg context” in the space of life:
About Liudmila Kovnatskaya

4 peBpand, cpena
February 4, Wednesday

CecCHSI HCCA€LOBATEABCKOH I'PYIIIbI
MexAyHapOAHOTr0 MYy3bIKOBEAYECKOro obiIecTBa
«CTpaBHHCKHH: Mexay BocTokom u Sanazom»

Session of the IMS Study Group
«Stravinsky: Between East and West»

[Mpencemarean: Hataaua Bparuackas, Basepu [drodyp
Chairs: Natalia Braginskaya, Valérie Dufour

11.00. CBeTaana HapuuuyHa CaBeHKO /
Svetlana Savenko (Moscow)
[Muaauct Urops CTpaBUHCKUH /

The Pianist Igor Stravinsky

11.30. Tarpana BopucoBHa BapanoBa-MoHHreTTH /
Tatiana Baranova-Monighetti (Basel, Switzerland)
CrpaBuHCKUH B pabore Hax HHmpoumom
(ITo 3CcKM3aM M3 apXUBHOIO COOpaHUs
dPonpa Ilayas 3axepa) /

Stravinsky’s compositional process for Introitus
(based on sketches
from the Paul Sacher Foundation)

10



12.00. Baaepu Oiodyp,
MaccumMHAHaHO AOKaHTO /
Valérie Dufour (Brussels, Belgium),
Massimiliano Locanto (Salerno, Italy)
HccaenoBaHne My3bIKAABHOTO HEOKAACCHUIIH3MA
B YyCAOBULAX MEHAIOLIIETOCA ITIOAUTHUYIECKOTO KAMAaTa
MekBoeHHOoH EBporibr /

Exploring Musical Neoclassicism
in the Changing Political Climate of Interwar Europe

12.30. Oarra HukoaaeBna MakaposBa /
Olga Makarova (St. Petersburg)
Baaetsr CTpaBUHCKOTO
B pernieptyape MapuuHckoro Tearpa /

The Ballets by Stravinsky
at the repertoire of the Mariinsky Theatre

13.00. ITlep Oaas /
Per Dahl (Stavanger, Norway)
CyHUIHOCTb MY3BIKH,
CTpaBHHCKUH U 3aKOH 3Hepruu OHHIinTeliHa, E=mc? /

The essence of music,
Stravinsky, and Einstein’s energy law, E=mc?

13.30. Haraaua AaekcaHApoBHA BparuHckas /
Natalia Braginskaya (St. Petersburg)
OT «AHTAMHCKOrO Kapayaar» K «Mapury Oorreii»:
Teopr Ami, YepHaBckuit U ... CTpaBUHCKUHY /

From “British patrol” to “Souvenir d'une marche boche”:
Georg Asch, Chernyavsky, and ... Stravinsky

14.00-15.00. I1epepvie / Break

11



CeccHsI HCCA€IOBATEABCKOH I'PyNNbI
MexAyHapOAHOTrO MY3bIKOBEAYECKOro ob1uIecTBa
«IlocTakKOBHY H €ro 3mnoxa»

Session of the IMS Study Group
«Shostakovich and His Epoch»

[Mpencenarean: Oabra Jduronckas, [Toaun ®a3praod
Chairs: Olga Digonskaya, Pauline Fairclough

15.00. Aapuca AaekceeBHa Muaaep /
Larisa Miller (St. Petersburg)
Martepuaasnr! . 1. lllocrakoBruya
B amgHOM apxuBe A. I'. KoBHaikou
(13 cobpanua Otnesa pykonucedt HayuHo#t My3bIKaAbHOM
oubanorexku [lerepOyprckoii KoHCcepBaTopuu) /

Materials of Dmitri Shostakovich
in the personal archive of Liudmila Kovnatskaya
(from the collection of the Department of Manuscripts
of the Scientific Music library
of the St. Petersburg Conservatory)

15.30. Oabra 'eoprueBHa [luroHckas /
Olga Digonskaya (Moscow)
«dTo meHa my4daeT? CoBeCTb, CTPax, CThLI»:
Hemns3BecTHbIe 3amnucu lllocTrakoBuya
nepuoaa «oTTeneAn» /

“What torments me? Conscience, fear, shame”:
Newly discovered writings
by Shostakovich from the Thaw

12



16.00. Pymuko XuTOLyAHArH /
Fumiko Hitotsuyanagi (Tokyo, Japan)
Bocnpuarue TBopdecTtBa lllocTakoBu4da B Ar1oHUN:
ob1tasg ucropusa (1933-2026);
[esTeABHOCTB SlroHCcKoro obmiectBa IllocTakoBuua /

The Reception of Shostakovich’s Music in Japan:
General History (1933-2026);
Activities of the Japan Shostakovich Society

16.30. Mapuna MouceeBHa Ma3syp /
Marina Mazur (St. Petersburg)
YPOK OAMHOIO B KU3HBb:
Beiicbepr u lllocrakoBuy /

A Life-Long Lesson:
Weisberg and Shostakovich

17.00. Mapuna ¥poaoBa-Yokep /
Marina Frolova-Walker (Great Britain)

[Tocae Oypu:
CoBeTrckasa My3bIKaabHasd KyapTypa B 1938-1941 ronax /

After the Storm:
Soviet Musical Culture, 1938-1941

17.30. Muxaua HBaHOBHY AA€HHHKOB /
Mikhail Aleinikov (St. Petersburg)
My3sspika llocrakoBuyda Bo @pannuu B 1930-e rone! /

Shostakovich’s music in France in the 1930s

13



TE3UCHI / ABSTRACTS




Ansp Auagusa OaeroBHa,
KaHouodam uckyccmeogeoeHus.,
apm-oupexmop, Llenmp
COBpEMEHHBIX MEXHO02UT

8 uckyccmeae (Apm-napkHHI »

Lidia Ader,

PhD, Artistic Director, Center
for Contemporary Technologies
in Art “Art-parkING?,

St. Petersburg

TpH KOMIIO3HTOpPa, TPH AHPHIKEpA.
Maaep, YalikoBckuii, Pumckuii-Kopcakos
B IeTepOypPrcKOM KOHTEKCTE

«Hacrana “snupmemmuss gupuskepcrBa’”™, — 3alHucas
Pumckuii-KopcakoB B 1892 roay. Emie nBa mecaruaeTus
Ha3al XOPOIIUX MTUPHUKEPOB OBIAO He HalTH. Beamkux
KOMIIO3UTOpPOB — Pumckoro-KopcakoBa, YatitkoBCKOro u
Maaepa — oO0beIUHHUA TTeTEPOYPICKUT KOHTEKCT: BCE TPOE
HMEAU YCHEIIHYIO AUPUIKEPCKYI0 Kapbepy U BBICTyIIaAHU
Ha CIleHe B Ka4YeCTBe MUPHUIKEPOB COOCTBEHHBIX U UYXKUX
counHeHU. Maaep He cpa3y 3aBO€BaA MECTHYIO ITyOAUKY:
npuexaB B Poccuiickyio umrmepuio B 1897 romy, BcTpe-
THA XOAOOHBIN mIpueM. PoKyc qokaaga — B3aMMOBAUSHUE
OUPHUKEPCKON TIPAaKTHKU U Cyned KOMIO3HUTOPOB. YTo
BBI3BAaAO HEIOBOABCTBO PumMckoro-KopcakoBa B TBopue-
cTBe Maaepa u 00BEIUHHUAO TOCAEAHETO C YaWKOBCKUM?
B mokaaze Tak:Ke aHAAHU3HUPYIOTCI ITPO(PeCCHOHAARHBIE U
TBOpPYECKHE B3aMMOOTHOIIEHUS MEXKAy TPEMsl MacTepa-
MU, C BBIIBAECHHEM KaK MIPSIMBbIX KOHTAKTOB, TaK U OIIO-
CPEOOBAHHBIX BAUSHUN, UTO IIO3BOASIET I10-HOBOMY OIl€-
HUTB PoAb [leTepOypra Kak y3aa MeEXIYHAPOMHBIX MY3bI-
KaAbHBIX CBS3€H Ha pyOezKe BEKOB.

15



Three Composers, Three Conductors.
Mahler, Tchaikovsky, Rimsky-Korsakov
in the St. Petersburg Context

“An epidemic of conducting has set in,” wrote Rimsky-
Korsakov in 1892. Just two decades earlier, it had been
hard to find good conductors. The great composers
Rimsky-Korsakov, Tchaikovsky, and Mahler were united
by the St. Petersburg context: all three had successful
careers as conductors and performed on stage, leading
both their own works and those of others. Mahler did not
immediately win over the local audience: arriving in the
Russian Empire in 1897, he was met with a cool reception.
The focus of the paper is the mutual influence between
conducting practice and the composers’ destinies. What
in Mahler’s work dissatisfied Rimsky-Korsakov, and what
united him with Tchaikovsky? This paper also analyses
the professional and creative relationships among
the three masters, revealing both direct contacts and
indirect influences. This allows for a fresh assessment of
St. Petersburg’s role as a hub of international musical
connections at the turn of the century.

16



AxonsaH AeBoH OraHeCoOBH4Y,
doKmop uckyccmeogeoeHus.,
3agedyrouiuii cexmopom
meopuu MYy3slKu,
TI'ocyoapcmeeHHbLlL
uHCcMuUmMYym UCKYCcCmaeo3HAaHUS

Levon Hakobian,

Dr. Habil., Head of the
Department of Music Theory,
State Institute for Art Studies,
Moscow

BpHTTEH-HCIIOAHHTEAD

BpUTTEH-UCIIOAHUTEAD — [OUPUXKEP W ITHAHUCT-
aHcaM0OAHuCT — pUTYpPa, TI0 CBOEMY MacHITaby COIocTaBHU-
Mad ¢ BpurreHoM-koMmmiozuTopoM. [ToMrMo cCOOCTBEHHBIX
IIPOM3BENECHUM, €ro perepTyap BKAIOYAA MY3bIKY APYTHUX
KOMIIO3UTOPOB. BpuTrTeH (haKTHYECKH BOCKPECHA II03[1-
HIoI0 opaTopuio Ulymana «Crenst u3 “@aycra” I'érer, 3ammu-
caB ee B 1973 rony ¢ AHTAUHCKHUM KaMEPHBIM OPKECTPOM
U KOMAaHOU IEBILIOB BO raase c [. dumepom-/uckay u
I1. ITupcom. Cpenu APyTUX LIEHHEUIIINX JOKYMEHTOB, YBe-
KOBEYMBIINUX HUCKYCCTBO Bpurrena-nupuxepa, — 3aIicu
(«kmBBIE» U CcTyOuiiHbIEe) ITpou3BeneHuil [1épceanra, Baxa,
Fatinna, Monapra, HYarikoBckoro, Maaepa, lllocrakoBu4a.
Ancam0baeBbIMH napTHepamMu BpurreHa-nmuaHucTa ObIAH,
B yacTtHocTH, C. Puxtep u M. PoctponoBud. B kKoHIEpT-
HOM perepryape u guckorpacgpum Bpurrena-nmuanucra
HaIIIAOCh MECTO U Al KOMIIO3UTOPOB, KOTOPBIX OH, II0 €TO
COOCTBEHHOMY IIpU3HAHUIO, He AOOHA, — BerxoBeHa,
Bpawmca u BoaH-Yuasgamca.

Britten the Performer

Britten the performer — both as a conductor and as
an ensemble pianist — is a figure comparable in stature
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to Britten the composer. In addition to his own works,
his repertoire included music by other composers. He
effectively resurrected Schumann’s late oratorio Scenes
from Goethe’s “Faust”, recording it in 1973 with the
English Chamber Orchestra and a cast of singers led by
Dietrich Fischer-Dieskau and Peter Pears. Other valuable
documents immortalizing Britten’s art as a conductor are
recordings (both live and studio) of works by Purcell, Bach,
Haydn, Mozart, Tchaikovsky, Mahler, and Shostakovich.
Britten the pianist’s ensemble partners included,
notably, Sviatoslav Richter and Mstislav Rostropovich.
In his concert repertoire and discography as a pianist,
there was also room for composers whom he, by his
own admission, did not like — Beethoven, Brahms, and
Vaughan Williams.
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ApeiinuxoB Muxaua HBaHOBHY,
KaHouoam ucKkyccmeogeoeHusl,
doyeHm Kagheopbl

ucmopuu pycckoii MYy3vlKu,
Canxm-Ilemepbypeckas
2ocyoapcmeeHHas
KoHcepsamopust UMeHU

H. A. Pumckozo-Kopcakosa;
HayuHbLl compyoHUK
MyssikanvHoill bubuomerxu,
Canrxm-Ilemepbypeckas
axademuueckast hunapMoHus
umenru /1. /1. Illocmarxosuua

Mikhail Aleinikov,

PhD, Associate Professor,

St. Petersburg Rimsky-Korsakov
State Conservatory, Research
fellow of the Music Library, The
D. D. Shostakovich St. Petersburg
Academic Philharmonia,

St. Petersburg

My3sbika IllocTakoBH4Ya Bo @paHiuuu B 1930-e roasn:

«Croaunia mupar» — [lapux, ga u ®paHIysa B LIEAOM B
oTHoIleHNU My3bIKH [llocTakoBHYa OOATOE BpEMS OCTa-
BaAach, B CYLIHOCTH, Ha MNepUPEPHUN MUPOBBIX KYABTYP-
HBIX IIpolleccoB. MMsa KommosuTopa CTaa0 H3BECTHO 3a
pybexxoMm yzke B KoHlle 1920-x romoB, Korma B [epma-
Huwu, CIIA, ABcTpun, YHeX0CAOBAKHUU C DOABIITHUM yCIIEXOM
IIPOLIAY HCHOAHeHud [lepBoii cuMdoHuy; ppaHity3cKas
(mapuzxckas) HpeMbepa COCTOsAaCh AWINL B 1936 romy.
OrpomHbI# pe3oHaHc kKak B CCCP, Tak u 3a pyOekoM BbI-
3BaAU IIpeMbepHble crekTakau «Aenu Makber MiieHCKO-
ro yesga» — B 1934-1937 romax omepy CMOTAM yBUOETH
TeaTpaAbl OECATHU CTpPaH, (ppaHIly3CKHE K€ MEAOMaHbl B
1930-e rogbl UMEAH BO3MOXKHOCTH O3HAKOMUTBCH C HeH
TOABKO II0 TPAHCASIITUSM, IIepefaBaeMbIM 3apyO0eKHBIMU
paaguocTaHIUIMHU. AWML BO BTOopoi moaroBuHe 1930-x ro-
0B BO PpaHIIK OCO3HAAM CBOE OTCTaBaHHUE B OCBOEHHU
TBOpPYECTBa OLHOTO M3 CaMbIX YCIIEIIHBIX COBPEMEHHBIX
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KoMno3uTopoB. CBoeoOpa3HBIM «peBAHIIIEM» CTasa opra-
Huzanud B 1938 roay B [lapuzke 3apy0ezKHON MpeMbEPHI
odyepenHou rpoMkKod HOBUHKU lllocrakoBuya — Ilartoi
CUMQOHUH.

Shostakovich’s music in France in the 1930s

Paris, the “capital of the world,” and France as a whole,
remained essentially on the periphery of global cultural
developments in regard to Shostakovich’s music for a
long time. The composer’s name became known abroad
as early as the late 1920s, when his First Symphony was
performed to great acclaim in Germany, the USA, Austria,
and Czechoslovakia; the French (Parisian) premiere took
place only in 1936. The premiere performances of Lady
Macbeth of the Mtsensk District caused a huge stir both in
the USSR and abroad — from 1934 to 1937, theatergoers
in ten countries were able to see the opera, while
French music lovers in the 1930s had the opportunity
to experience it only through broadcasts on foreign radio
stations. Only in the second half of the 1930s did France
realize its lag in mastering the work of one of the most
successful contemporary composers. A kind of “revenge”
was the organization in 1938 in Paris of the foreign
premiere of Shostakovich’s next big new work, the Fifth
Symphony.
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BapanoBa-MoOHHTeTTH
TaTpaHa BopucoBHa,
KaHouoam uckyccmaeogeoeHuUsl,
ooueHm, ce80600HDBLLL
uccaeoosamenn,

Baszenw, lgeiliyapus

Tatiana Baranova-
Monighetti, PhD, Associate
Professor, independent
researcher, Basel, Switzerland

CTpaBHHCKHI B paboTe

Haa Humpoumom

(Mo 3cKH3aM H3 apXHBHOT'O COOpaHHus
Ponna Ilayaa Saxepa)

Humpoum namsmu T. C. Dauoma (19635), BMecTe C T10-
CA€OHUM KpPYyIHBIM coumHeHHeM CTpaBUHCKOro — Ilec-
HoneHusimu Pexeuema (1966), craa ©TOrOM TBOPYECKOTO
IIyTH KOMIIO3UTOPAa, CBUAETEABCTBOM €I'0 HEHCUYEPIIaeMOMt
TBOpPYECKOl sHepruu 3a moporom 80-aetusd, GorarcTBa
OYXOBHOT'O MHpPa, HWHHOBATHBHOCTH KOMIIO3HUIIMOHHOM
TEXHUKH. ICKU3bI K HHmpoumy HeMOHCTPUPYIOT IIPOLIECC
POKIEHUS COYMHEHUS, JA0T KAIOY K IIOHUMAaHUIO TpaK-
TOBKM HCIIOAB3yEMBIX 3/1eCh CTHAEBBIX Moaeaeld. ABTOp-
CKHE peMapKH B PYKOIIHCSX IIOMOTal0T aHaAN3Y 9KCIIEPH-
MEHTOB ITo34Hero CTPaBHHCKOI'O C CEPUMHON TEXHUKOH.

Stravinsky’s compositional process for Introitus
(based on sketches from the Paul Sacher Foundation)

Introitus: T. S. Eliot in Memoria (1965) together with
Stravinsky’s last major composition, Requiem Canticles
(1966), represents the culmination of the composer’s
career. This work testifies to his inexhaustible creative
rigor beyond the age of eighty, the richness of his
spiritual world, and the continuing innovativeness of his
compositional technique. The sketches for the Introitus
document the work’s genesis and provide an important
key to interpreting the stylistic models employed. The
composer’s annotations in the manuscripts offer valuable
insight into Stravinsky’s late experiments with serial
technique.
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BoOpuk Oaecsi AHATOABEBHA,
KaHouoam ucKkyccmeogeoeHus,
cmapuwiuii HayuHbslil
compyoHuxr, I'ocyoapcmeeHHbLI
uHcmumym ucKyccmeo3HAHUSL
doyeHm KageopsblL meopuu
Mmy3viku, Mockosckas
2ocyoapcmeeHHast
KOHCep8amopust UmMeHU

I1. 1. Yaiikoeckozo; compyoHUuK
Apxuea HomHotl bubuomexu,
Bonvwoii meamp Poccuu

Olesya Bobrik, PhD, Senior
Researcher, State Institute
of Art Studies; Associate
Professor of the Music Theory
Department, Moscow State
Tchaikovsky Conservatory;
staff member of the Music
Library Archive, Bolshoi
Theatre of Russia, Moscow

IlepBBI€ HCIIOAHHTEAH
«Aeaun MakGeT MueHCKOro yeszaa»: nIpo cebss u Bcayx
(mo MmaTepHasnaM apXHBOB H IIPECCHI)

Havaao cuenngecko#t ucropuu «Aemu Makber MileH-
ckoro yesga» («Karepuns! U3amaiinoBoiiy) . [. locTako-
BHYa aCCOIMUPYETCS, MPEIKIE BCETO, C OOABIITUM YCIIEXOM,
HEOXHUIAHHO IIPEPBAaHHBIM MyOAUKalue cratbu «CyMOyp
BMECTO My3bIKU» B rasere «IIpaBnar». IlpembepHBIE CIIEK-
TAKAU KaK TaKOBbl€ IIPUBACKAAU BHUMAaHNE MYy3bIKOBE-
[OOB pexe. BrieuaTaeHUs IEPBBIX UCIIOAHUTEAEH OIIEPhI —
IEBIIOB — IIOYTU HE IIPEJICTABASIAU COOOU TIpeaMeT X
uHTepeca. MHeHHE NEeBIIOB 00 UCITOAHSIEMOH UMU MY3bIKE
PUKCUPOBAAOCE MUCBMEHHO B UCKAIOYUTEABHBIX CAyYasX,
a CKazaHHOMY MMU IIpHAaBaAOCh MaAo 3HadeHud. O yem
3/1eCb TOBOPUTE: aBTOP TAK CABIIIHUT, ITPOJPECCUOHAABI 00 -
3aHbI BOIIAOTHTH €T0 3aMbIceA. [IpecTaBuUTh cebe MBICAK
U 4yBCTBAa, II€PEKUTHIE IIEPBBIMU HCIIOAHUTEASIMU «/\eau
MakbeT MIleHCKOTO ye3iar», ITO3BOASIOT UX HHTEPBBIO U
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IIOMeThl B KAaBHpax u3 0ubAnoTeK My3BIKAABHOTO TeaT-
pa umenu K. C. Cranucaackoro u Ba. 1. HemupoBuua-
Jax4dyeHko 1 boasIioro tearpa.

The First Performers
of Lady Macbeth of the Mtsensk District:
Inwardly and Aloud
(Based on Archival and Press Materials)

The beginning of the stage history of Dmitri
Shostakovich’s Lady Macbeth of the Mtsensk District
(Katerina Izmailova) is primarily associated with great
success, unexpectedly interrupted by the publication of
the Pravda article “Muddle Instead of Music”. Premiere
performances as such rarely attracted the attention of
musicologists. The impressions of the first performers —
singers — were hardly of interest. Singers’ views on the
music they performed were recorded in writing only in
exceptional cases, and little weight was given to them.
What was there to discuss: the author hears it a certain
way, and the professionals are obliged to realize his
intention. The thoughts and feelings experienced by the
first performers of Lady Macbeth of the Mtsensk District
can be partially reconstructed from their interviews and
from annotations in vocal scores preserved in the libraries
of the Stanislavsky and Nemirovich-Danchenko Music
Theatre and the Bolshoi Theatre.
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BoukoBa TaTbpsiHA
PynoasdoBHa, doxkmop
uckyccmeogeoeHus,
3asedyrowast Kageopoti
ucmopuu MYy3vlKu,
Huxezopodckas
2ocyoapcmeeHHas
KoHcepsamopust UMeHU
M. Y. I'nunku

Tatyana Bochkova,

Dr. Habil., Head of the Music
History Department, Glinka
Nizhny Novgorod State
Conservatory,

Nizhny Novgorod

Peiimc (1914), BepaeH (1916) u ConaTa «Eroica»
AAqa opraHa Yapass3a Buarsepca Crandopaa (1917)

[okaan obpallleH K OpraHHOMY TBOPYECTBY aHTAO-
HPAAHACKOTO KOMIIO3UTOPa BTOPOH NMOAOBHUHEI XIX — m1ep-
Boit yeTBepTH XX BeKa capa Yapars3a Buabepca Ctardop-
aa (1852-1924). 9to oauH U3 BEAYIIUX My3bIKaHTOB Bpu-
TaHUH CBOETO IIOKOAEHUS, IIPEACTaBHUTEAb «Q@HTAHUHCKOTIO
My3bIKaABHOT'O peHeccaHca», aBTOPUTETHBIN MacTep, 4be
HacAenre 3HaAa4YMMO KaK [AS HaIlMOHAABHOU KYABTYPBI
BUKTOPHAHCKO-3/IBapANAHCKON 3II0XH, TaK U OAT €BPO-
MIEeHCKOro HCKyCcCTBa pybOexkHoro nepuoga. Criermudpuka
TBOpYecKol mHauBuayasbHocTH Y. B. Crandopna, ero
CIIOCOOHOCTB PACIIMPUTH PaMKH TPaAUIINU, OaTh HOBBIH
B3TAS[ Ha KaHpP COABHOM COHAThl [IAS OpraHa, oTpaKka-
IOIUM ApaMaTUYEeCKHUN AyX BPEMEHHU U IPaKAaHCKYIO I10-
3UIHI0 KOMIIO3UTOpa B 310Xy llepBoi MHUPOBOM BOMWHBEI,
paccMaTpHBalOTCa Ha IIpUMepe OJHOTO M3 ero Hauboaee
Xyd0XKECTBEHHO 3HAYHUMBIX OIIycoB — CoOHAaThI A opra-
Ha coro Ne 2 «Eroicar (1917). 9To coumHEHHE — MYy3bI-
KaHTCKUH oTKAUK Y. B. CtoHdopaa Ha cobbiTus Beaukoit
BOMHBI, IIOAAHHBIN 4Yepe3 IIPU3MY AWYHOIO BOCIPHUSITHUS
KOMIIO3UTOPOM [BYX HamboAee TparudeckKux ee SIIU30-
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OB — apTHAAEPUHCKOro ob6CcTpesa HEMEIIKMMH BOMCKaMU
Petimcckoro co6opa (1914) u cpaxkenus non BepmeHom
(1916).

Reims (1914), Verdun (1916) and the Sonata “Eroica”
for organ by Charles Villiers Stanford (1917)

This report examines the organ work of Sir Charles
Villiers Stanford, an Anglo-Irish composer of the second
half of the 19th and first quarter of the 20th centuries.
He was one of the leading British musicians of his
generation, a significant representative of «the English
Musical Renaissance», and an authoritative composer
whose legacy is significant both for the national culture
of the Victorian-Edwardian era and for European art of
the turn of the century. The specific creative individuality
of C. V. Stanford, his ability to expand the boundaries of
tradition, and a new perspective on the genre of the solo
organ sonata, reflecting the dramatic spirit of the times
and the composer’s civic position during the First World
War, are examined using the example of one of his most
talented opuses, the Organ Sonata No. 2 “Eroica” (1917).
This work is a musical response to C. V. Stanford’s
approach to the events of the Great War is presented
through the prism of the composer’s personal perception
of two of its most tragic episodes: the artillery shelling of
Reims Cathedral by German troops (1914) and the Battle
of Verdun (1916).
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Natalia Braginskya,

Dr. Habil., Associate
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Music History Department,
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Korsakov State Conservatory,
Leading Researcher, Russian
Institute for the History of the
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OT «AHTrAHHCKOro Kapayaa» K «Mapury Gourein:
I'eopr A, YepHABCKHH H ... CTpaBHHCKHH

B 1915 roay Urops CTpaBHHCKHI HaIllucaa IIOAyTOpa-
MUHYTHYIO (popTenuaHHylo ITtbecy «<BocmoMuHaHue o Mmap-
e Gomed» / Souvenir d’une marche boche; pakcumuae
aBTOrpada BOLIAO B aHTHUBOEHHBIH aabboM «KHura 0e3-
noMHbIX» / The Book of the Homeless = Le Livre des sans-
foyer, nanauueiii B Aongone B 1916-Mm. Bmecre ¢ gpyrumu
KPYITHEUIITNMHU [eITeAIMH HCKYCCTBa U3 pas3HbIX CTpaH
EBponbl — akTepaMu, IIo3TaMHu, XyqoxkKHUKamMu — Crtpa-
BUHCKUY BBIpa3UA IIPOTECT IIPOTUB M'epMaHCKOH MUAUTA-
PHUCTCKOH MalnuHbel. Ero Mapii, HpoHUYEeCKH OOBbITphIBa-
IOIUH KOMIIOHEHTBHI aBCTPO-HEMEIIKOTO KAACCHYECKOTO
raoccapHs, BMECTe C TEM CTaA OJHUM U3 IIEPBBIX OIILITOB
KOMIIO3UTOPA 10 OCBOEHHUIO MY3bIKH COBPEMEHHOTO OBITA.
B kadecTBe IpUMEPOB B MOKAQJIE IPUBOAUTCS MaccoBas
IIPOAYKIUS MeTepOyprcKOro HOTHOIO H3aTeAbCTBa «OB-
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Tepna» BpeMeH [lepBoil MHUpPOBOM BOMHBI, B TOM YHCAE,
npeca «AHTAMMCKHH KapayA», HallhCaHHad aBTOPOM IIO-
IIYASPHBIX Mapuiedi, OpUTaHCKUM IIOANaHHBIM [‘eoprom
Amem / Georg Asch u onybaukoBanHas B Poccuu «riop pe-
Jaknuen uzBecTHoOro komrmiosutopa A. H. HepHaBcKoOro».

From “British patrol”
to “Souvenir d’une marche boche”:
Georg Asch, Chernyavsky, and ... Stravinsky

In 1915, Igor Stravinsky wrote a one-and-a-half-minute
piano piece, “Souvenir d’'une Marche Boche”, its facsimile
was published in the anti-war album, “The Book of the
Homeless” / “Le Livre des sans-foyer” (London, 1916).
Along with other leading figures from across Europe —
actors, poets, and artists — Stravinsky protested the
German military machine. His march, which ironically
plays on elements of Austro-German classical music,
also became one of the composer’s first attempts at
mastering the music of contemporary everyday culture.
The paper cites examples of mass-produced music of
the St. Petersburg publishing house Euterpe from the
time of the First World War, including the piece “British
patrol”, written by the author of popular marches, British
citizen Georg Asch, and published in Russia “under the
editorship of the famous composer A. N. Chernyavsky.”
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St. Petersburg

Aroamuasa I'puropreBna KoBHankasa —
npomaraHAHCT TBopuecTBa BpuTTeEeHAa.
Mocksa — Caukr-IleTepOypr — EpeBan

PasHocTopoHHS49 nNedaTeAbHOCTh AIOOAMUABI ['pUTOPHEB-
Hbl KOBHAIIKOH IIO IOIyASIpH3alllu TBOp4YecTBa beHmxka-
MuHa BpurreHa Hadaaack B 1964 roay, korma 23-AeTHAS
CTyAeHTKa AeHUHTPaICKON KOHCEPBATOPHHU BBICTYIIHAA
B KAQ4eCTBE OPraHNCTKH BO BPEMI IIEPBOTO HCIIOAHEHUS
B CCCP «BoenHoro pexkBueMa» — B BoabmioMm 3ase Ae-
HUHTPAJCKOH (PpUAAPMOHHH IO PyKOBoACTBOM HwuKoaas
PabuHoBHYa, yepe3 TPH rofa IMOCA€ MHPOBOU ITpeMbepPEI.
Hauyunag ¢ 1990-x mo nnunuatuse A. I'. KoBHankoi pe-
TYASIPHO IHPOXOAUAU OoAblIHe (PeCTHBAAH, HA KOTOPBIX
3By4Yasa My3blKa aHTAUMNCKOIO KoMmIo3utopa. B moraazne
00CY?KIAaIOTCS TPHU TBOPYECKUX COOBITHS, BAOXHOBACHHBIX
A. T. KoBuanko#: BpurreHoBckuii (pectuBasb B EpeBane
(1996) c nmocraHoBKO# «HoeBa KoBYera», KaMepHBbIE Ce-
puu «BpUTTEHOBCKUX BEYEPOB» B MOCKOBCKOM bBoabIiliom
Tearpe (2013) u yHHKaAbHOE B CBOEM PO HCIIOAHEHUE
«lyreBomuTeAs 10 OPKECTPY AAL IOHOIIECTBA», IIPENCTaAB-
A€HHOE B KOHIIEPTHOM 3aae MapHHHCKOro tearpa TOXKe
B ron 100-aetusa Bpurrena, B 2013-M, cuM(pOHUYIECKUM
OPKECTPOM KOHCEPBATOPCKOM IIKOABI-AECATHAECTKH IIOM
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yrpasaeHueM Apkanud IlITeliHAyXTa — npHu ydacTtuu l'e-
HepaabHOTO KOHcyaa BeaukoOpuranmum B Cankrt-Ilerep-
Oypre mucrepa 'appera Bopna B poan Urena.

Liudmila G. Kovnatskaya —
a gospeler of the Britten’s works.
Moscow — St. Petersburg — Yerevan

Liudmila Grigoryevna Kovnatskaya’s long-standing,
multifaceted promoting the works by Benjamin Britten
began in 1964, when the 23-year-old student of the
Leningrad Conservatory played the organ part at the
first performance of the “War Requiem” in the USSR —
at the Great Hall of the Leningrad Philharmonic under
Nikolai Rabinovich, three years after its world premiere.
Since the 1990s, at Kovnatskaya’s initiative, major
festivals featuring the English composer’s music have
been regularly held. The paper discusses three creative
events inspired by Liudmila G. Kovnatskaya: the Britten
Festival in Yerevan (1996) with a production of Noye’s
Fludde / Noah’s Flood, the chamber series of the “Britten
Evenings” at the Bolshoi Theatre in Moscow (2013) and a
unique performance of “The Young Person’s Guide to the
Orchestra”, presented at the Mariinsky Theatre Concert
Hall in 2013, also in the year of Britten’s centenary,
by the Symphony Orchestra of the Conservatory Music
School under the direction of Arkady Steinlucht, with
the participation of the British Consul General in
St. Petersburg, Mr. Gareth Ward, as the Reader.
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IlepBas nybauxauus M. C. [IlpyckuHa:
cTaThsa «O IPEeeMCTBEHHOCTH» B NIapaAurMe HayJYHOH
mkoasl B. B. AcadpreBa Hawasa 1920-x rozos

[IpenmeToM MHTEpeca B JOKAalE cTara Haruboaee paH-
HSsl U3BeCTHas Hay4dHad pabora M. C. [IpyckuHa — cra-
Tbd «O nmpeeMcTBeHHOCTH (['AaBa M3 MCTOPHUH HCKYCCTB)»,
co3aHHas UM B IIEePBBIH roxa paboTsl B paspsae Mcropuu
my3blku PUMN. CtaThda BhIlllAQ HA CTPAHUIIAX PYKOIIHCHO-
ro xKypHaaa «Cob6Aa3HbBI U IIPEOJOACHHSI», KOTOPBIH paspsan
BBII[yCKaA Ha npoTaxkeHuu 1922 roma. Bynyyn mHuIma-
TUBOM MAQUINX HAYYHBIX COTPYIHUKOB ITOAPA3ACACHUS,
JKypHaA Ha CEeTOOHS IIPENACTaBASET HCTOPUYECKUU HHTe-
pec rmomyac He CTOABKO B IIAAHE COAEPIKAHHS OILyOAMKO-
BaHHBIX B HEM MaTe€PHAAOB, CKOABKO B KQ4eCTBE IIEHHOTO
JOKyMEHTa BPEMEHH CTAHOBACHMS HAYYHOH IITKOABI Aca-
dbeBa B PYKOBOAMMOM UM paspsae McTopuu My3BbIKH.
CraTbd MTO3BOASET IIOAYYUTH MIpeAcTaBAeHHE 00 mccae-
O0BaTeAbCKUX IIPHUOPUTETAX pas3pana, 0 Kpyre BOIIPOCOB,
00CYy?>KIaBIINXCA B 3aKPBITBIX 3acegaHUsX, o0 MMeHax,
KOHIIENIHAX, HAIlPpaBACHUAX, aBTOPUTETHBIX A aBTO-
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poB pabor. B wyactHocTH, nmybaukanua 17-aetHero [pyc-
KHHa HEIBYCMBICAEHHO CBHUIETEABCTBYET O 3HAYHMOCTH
napagurMbl (pOpMaAbHOM HIKOABI AHUTEPATYPOBENEHHUS B
[eITeAbHOCTH pas3psga — BAUSHUU, KOTOPOE IIOCAE aHTH-
dopmMmaaucTckoit Kamranuu 1923 roga TIATEABHO CKPbI-
BaAoch. B mokaaze mpocaekuBarOTCd, C OOHOM CTOPOHHI,
MEPEKANMYKU MEXAy HUAeIMH CTATbU U HWHBIMHU ITyOAMKAa-
OUSIMH COTPYAHHUKOB 3THUX A€T, C APYroM, — OTTOAOCKH
9TUX UAeH B 6oaee ITO3JHEM TBOPUYECTBE CAMOI'0 UCCAENO-
BaTeAd.

The First Publication of Mikhail Druskin:
The Article “On Succession” in a Paradigm
of Boris Asafiev’s Research School in Early 1920s

The paper addresses to the earliest known research
publication by Mikhail Druskin—anarticle “On Succession
(A Chapter from History of Arts)” written in the first year
of his work at the department of Music History in Russian
Institute for the History of the Arts. The article appeared in
a handwritten journal “Temptations and Overcoming” the
department issued throughout 1922. Being an initiative
of minor research fellows of the department, the journal
nowadays poses interest at times not so much in terms
of the content of the materials it published but rather as
a valuable document of establishment of Boris Asafiev’s
research school at the department he guided. This
journal provides glimpse into research priorities of the
department, a set of issues discussed in closed sessions,
a circle of names, concepts, directions significant to the
authors. In particular, the work by 17-year-old Druskin
unambiguously testifies to importance of a paradigm of the
Russian Formalist School of literary criticism to the work
of the musical department — the influence that had been
carefully concealed after the “anti-formalist” campaign of
1923. The paper follows on the one hand intersections
between ideas of the article and other publications of the
department members at the period, on the other — the
echoes of these ideas in the later work of the researcher
himself.
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Bexcaep IOansa CepreeBHa,
doKxmop uckyccmeoseoeHusl,
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M. H. I'nunku

Yulia Weksler,

Dr. Habil., Professor, Glinka
Nizhny Novgorod State
Conservatory,

Nizhny Novgorod

«Boulek» H My3bIKaAbHasi KPHTHKA:
BOKPYT A€HHHTPaACKOH npemsbepsl (1927)

Ha3Banue mokaama BOCXOOWUT K COOPHHKY crTaTeH,
BelnmyiieHHOMY Universal Edition mo cay4aio mpembepsbl
ortepsl «Bortiek» B Bepanune (1925). Pe3kue Brinnagbl OyAb-
BapHBIX JKYPHAAHUCTOB B aZpeC HOBOH OIlephl MOOYIUAH
HU30aTEABCTBO COOpaTh B OJHOM OIOAAETEHE BCe, HAlTHCaH-
Hoe o «Bormeke» nmpodeccrnoHasbHOM KPUTHUKOH. [1ogo6-
HBIH OIOAAETEHB, ITOCBSIIEHHBIH ACHUHTPAACKOHN IIpeMbe-
pe 6eproBCcKoii omepkl, ObIA OBI HAMHOTO oO0beMHee. O Hel
IIHCaAM U MHOTOYHCAEHHBIE MY3bIKAAbHO-TE€ATPAABHBIE
JKYpHaABI, U e3KeJHEeBHbIE ra3eThl. BoabIiag pabora, KOTo-
pyIo B3sA Ha cebd B mepByto odepenb b. AcadreB, Beaach
B OTHOIIIEHUM BOCIIUTAHUS CAyIlIaTeAd, IOATOTOBKHU €T0 K
BOCITPHUSITHUIO CAOXKHOM COBpPeMEeHHOH mapTUTyphl. [TyOAn-
Kalmu o0 omnepe «BoIllek» CTaHOBATCS YaCThIO OOIITHPHOH
OHUCKYCCHH O IIyTIX Pa3BUTHA COBETCKOI'O MY3bIKAABHOTO
Tearpa. B ee pamkax «Bomlek» paccMaTpuBaeTcd, C OMHOH
CTOPOHBI, KaK 00pasell COIMaAu3allii OIlephbl, OTKPbIBA-
IOIMH HOBBIE IIyTH A9 TeaTpoB Poccuwn, ¢ apyro#i cTopo-
HbI, KaK IBA€HHE BpPEMEHHOE B COBETCKOM peIepTyape.
OpgHaKO KAIOYEBBIE OAS 3aIllafHON My3bIKaABPHOM KPUTHKH
IIpo6AEMbI ATOHAABHOCTH U peOPMHUPOBAHHUS OIIEPhI KaK
JKaHpa OT€YECTBEHHBIE aBTOPBI HE 3aTParuBaloT.
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“Wozzeck” and Music Criticism:
Around the Leningrad Premiere (1927)

The title of this report derives from a collection of
articles published by Universal Edition on the occasion
of the Berlin premiere of “Wozzeck” (1925). The tabloid
press’s harsh criticism of the new opera prompted the
publisher to compile everything professional critics had
written about “Wozzeck” into a single bulletin.

A similar bulletin dedicated to the Leningrad
premiere of Berg’s opera would have been much more
comprehensive. Numerous music and theater journals
and daily newspapers covered it. A great deal of work,
primarily undertaken by Boris Asafyev, was devoted to
educating the audience, preparing them for the complex
contemporary score. Publications about the opera
“Wozzeck” are becoming part of a broader discussion
about the future of Soviet musical theater. Within this
discussion, “Wozzeck” is viewed, on the one hand, as an
example of the socialization of opera, opening new paths
for Russian theaters, and, on the other, as a temporary
phenomenon in the Soviet repertoire. However, the issues
of atonality and the reform of opera as a genre, key to
Western music criticism, are not addressed by these
Russian authors.
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CylIHOCTBh MY3BIKH,
CTpaBHHCKHH H 3aKOH SHEPrHH JHHINTEHHA,
E=mc?

HemocTraTKy HOTHOM CHCTEMBI A€AQIOT HEBO3MOXKHBIM
ONHO3HAYHYIO Iepenady HHQOpMaIUU OT KOMIIO3UTOpPAa
K HCIIOAHHUTEAIO, U HCIIOAHEHHE MOXKET BOCIIPUHHMATb-
Ccd KakK penpe3eHTaTUBHOE AT My3BbIKAaABHOI'O ITPOU3BE-
[OEeHUd AUINb B TOM Mepe, B KaKOH cAylIaTeAb yCcTaHaB-
AVBaeT 3Ty CB3b. [loHATHE «CYIIIHOCTU IIPOU3BEAEHUS»
TECHO CBSI3aHO C BO3HUKHOBEHHEM Oyp:Kya3HOH My3bI-
KaAbHOM JXKHM3HHU B 210Xy poMaHTH3Ma (XIX Bek), Korga
pasandHbIe (PAKTOPHI CIIOCOOCTBOBAAW CO3/IAHHIO0 HOBBIX
MEXaHHU3MOB PACIPOCTPaHEHUS My3bIKU U MY3bIKAABHOTO
ompITa. TakuM 0Opas3oMm, ITPOU3OIIEA CABUT B KPUTEPUIX
OLIEHKH B CTOPOHY OIIEHKH TOI'0, COXPaHSET AU HUCIIOAHE-
HHE CYIIHOCTb Ipou3BeAeHUus. B 3HamenuToM acce «Heko-
TOpble MBICAM 0 MoeM OKTeTe» B HbIO-HOPKCKOM KypHa-
Ae «HMckyccrBo» CTpaBHUHCKUM 3aaBaseTr: «Moi OKTeT —
9TO MY3BIKAABHBIH 00beKT. OOBEKT MMeeT CBOIO (hopMmy,
U 3Ta opMa HaAXOAUTCH IIOJ BAWSHHEM MY3bIKAABHOTO
MaTepHasa, U3 KOTOPOro oH cocraBaeH». B stom Crpa-
BUHCKHUU — 5CCEHIIMAAMNCT, IIBITAIOIIUMICA OIIPENEeAUTD,
YTO €CTh My3bIKa, He o0palas BHUMAaHHUs Ha TO, YTO OHA
meAaeT (Ha ee (pyHKIHIO). [AaBHad mpobaeMa 3TOH MbIC-
AV / MHPOBO33pEHUS 3aKAIOYAETCS B CMEUINBAaHUU UIEU
Cc 00beKTOM. My3bIKa OIIpPEeNeAseTCs TPeMs IAEMEHTaMU:
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3BYKOM, OBUXKEHUEM / BpeMEHEeM U omnbIToM. [lapasseab-
HO 3HAMEHUTOMY 3aKOHYy OWHIIITEHa 0 Macce U 3HEPIHUH,
E=mc?, g peniua cpopMyAupoBaTh 3aKOH CYLUIHOCTH MY-
3bIKAABHOTI'O IIPOM3BEAEHUSI, HUCIIOAB3YS Ty 3Ke (POPMYAY,
caenyronM obpasom: CyIIHOCTE MY3bIKAABHOT'O ITPOU3-
BEIEHUA = MY3blKaAbHOE€ HCIIOAHEHHE, YMHOXKEHHOE Ha
KOHTEKCT, YMHOXKEHHBIH Ha KOHTEKCT; TO €CTb OObEKTHUB-
HBIH U CYOBEKTUBHBIH KOHTEKCT, B KOTOPOM IIOSIBASIETCS
My3bIKaAbHOE ITPOU3BeLeHUe. 3aKOH IIOSICHSIET, YTO CYIII-
HOCTb MY3BbIKAABHOI'O ITPOU3BENEHUS He IBAFETCH (PUK-
CHPOBAHHOM, a MEHSETCS B 3aBHCHMOCTH OT KOHTEKCTA,
B KOTOPOM OHO IOSIBAGETCH, YTO HATAGHO AEMOHCTPHUPY-
eTcd cToAeTHel ucropueit poHorpamm. [Ipu onpeneseHuu
aKyCTHYECKHX 3HAKOB, COCTaBASIOIINX OCHOBY MYy3bIKaAb-
HOTO OIbITA, IIOTPEOHOCTHL B pPacCIiO3HaBaHUU KOPEHUTCS
B AOTHUYECKOH CHCTeMe HHTEPCyOBEKTHBHBIX KPUTEPHEB
OLICHKU MAU IIOHUMAaHUY CTHAL, KOTOPBIE pa3BUBAIOTCH B
[UaAOTe C APYTHMH, U IIPHU 3HAKOMCTBE C IIOCTOSHHO pac-
HINPAIOIIUMCH pernepTyapoM. Mol BBIBOI 3aKAIOYAETCI B
TOM, YTO CYIIIHOCTb MY3BbIKH A€KUT B PEAIIIMOHHOM H3Me-
PEHHU BHYTPH KYABTYPHOTO KOHTEKCTA, BOCIIAAMEHLIEMO-
O KOHIIENIIMEN My3bIKAABHOI'O IIPOU3BEICHUS.

The essence of music,
Stravinsky, and Einstein’s energy law, E=mc?

The shortcomings of the notation system make
it impossible to communicate unambiguously from
composer to performer, and a performance can only be
perceived as representative of the musical work to the
extent that the listener establishes this connection. The
notion of the “essence of the work” is closely connected to
the emergence of bourgeois musical life in the Romantic
period (19th century), when various factors contributed
to the establishment of new mechanisms for distributing
music and musical experiences. Thus, there was a shift
in the assessment criteria to evaluating whether the
performance preserved the work’s essence. In the famous
essay “Some Ideas about My Octuor” in the New York
journal “The Arts”, he declares: “My Octuor is a musical
object. The object has a form, and that form is influenced
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by the musical matter with which it is composed.” In
this, Stravinsky is an essentialist who attempts to define
what music is without regard for what it does. The
main problem with this idea/worldview is conflating an
idea with an object. Music is defined by three elements:
sound, movement/time, and experience. In parallel with
Einstein’s famous mass-energy law, E = mc?, I choose to
formulate the law of the essence of a musical work using
the same formula in the following way: The Essence of
a musical work = the music performance multiplied by
context x context; That is the objective and subjective
context in which the musical work appears. The law
clarifies that the essence of a musical work is not fixed
but varies with the context in which it appears, as clearly
demonstrated by a hundred years of phonograms. When
identifying the acoustic signs that constitute the basis for
a musical experience, the need for recognition is rooted in
a logical framework of intersubjective assessment criteria,
or understandings of style, that are developed through
dialogue with others and exposure to an ever-expanding
repertoire. My conclusion is that the essence of music
lies in a relational dimension within a cultural context,
ignited by the concept of a musical work.
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«dT0 meHsa mydaeT? CoBecThb, CTpax, CTBLA:
HeH3BecTHBIe 3anHucH IllocTakoBHYA
nepHoza «0OTTEIMEeAH»

Bea au IlocTakoBUY JHEBHUK? DTOT BOIIPOC BOAHOBAA
BCeX, KTO 3HAKOM C Ororpacdueii KOMIIO3UTOPa U CAEIHA 32
B3AeTaMU / MafeHUIMH €r0 IIOCMEPTHOrO OOIIeCTBEHHO-
IIOAUTHYECKOTO U MOPAABHO-3TUYECKOTO «peHTHHTar.
HNuTpuryromue obMoaBKH camoro IllocTrakoBHYa U €ro
COBPEMEHHUKOB BCEASIAW HaAEXKAy, YTO JHEBHUK — BO3-
MOXKHO, HE OIMH — BCe-TaKH cyllecTBoBaa. O0OHapyKeH-
Hble B Apxuse /1. [1. llocTakoBrU4Ya HEU3BECTHBIE TETPAIHA
C MaTUPOBAHHBIMH 3allHCSIMU KoMmrIio3utopa 1957-1964
rOZI0B MOATBEPKIAAIOT: KOMIIO3UTOP AEHCTBUTEABHO HC-
IBITBIBAA HOTPEOHOCTH B AWYHBIX, MCKAIOYUTEABHO «JIAS
cebs1», BRICKa3bIBAHUAX Ha Pa3HbIe T€MbI, B KOTOPBIX ITO-
4yac IPOSBASA HEOOCTYIIHYIO €My IIpeK[e CTEeIeHb Bep-
OaabHOM cBOOOXBI. B mokaazme pacckas3bIBaeTcd, O 4Ye€M B
JHEBHUKAaX IHcaA U 0 4yeM ymaauuBaa lllocTakoBUY B «OT-
TEIIEABHBIN» IIEPUOLI.

‘What torments me? Conscience, fear, shame’:
Newly discovered writings by Shostakovich
from the Thaw

Did Shostakovich keep a diary? This question has long
fascinated everyone who knows his biography and has

37



watched the dramatic fluctuations in his posthumous
political, moral, and ethical reputation. Hints dropped
by Shostakovich himself and by those around him have
fuelled the hope that one or even several diaries might
once have existed. The recently discovered notebooks in
the Dmitri Shostakovich Archive, containing dated entries
from 1957 to 1964, show that the composer did indeed
feel a need to write privately, “for himself,” on a wide range
of subjects, and that in these pages he sometimes allowed
himself a degree of verbal freedom previously denied to
him. This paper explores what Shostakovich chose to
write about — and what he chose not to write about — in
his diaries during the years of the Khrushchev Thaw.

38



Odposneunxkas Huna
KoHCTaHTHHOBHA,

KaHouoam ucKyccmaeogeoeHust,
npenooasamenw, Teepckoll
MY3bIKANBHBLI KONNeOK UMEHU
M. I1. Mycopackozo

Nina Drozdetskaya,
PhD, Teacher, Tver Musorgsky
Music College, Tver

Kuura «Bpatbsa 'aukmans! H [llocTakoBHY» —
NOCA€AHHH NMPOEKT
Aroamuasl I'puropseBHbI KoBHanKo#

[TpoekT kHHUrHM BO3HUK B 2020 romy. Usmanue maa-
HUpoBaAoCh 3aBepmuTh B 2022-m. ComepkaHue KHUTH
OIIpEEASIOT PEeAKHEe, B TOM YHCAE€ apXHUBHbIE MaTepHa-
ABI TIO yKa3aHHBIM IlepcoHaMmM. OHO TakKiKe IIpearioara-
€T BKAIOUEHMHE YCTHBIX paccka3oB Hcaaka [laBupoBuda
FanmkMaHa B auTepaTypHo#t oopaborke. A. I'. KoBHalikoh
IIpUHa/IAeKaAa Hes, pa3padoTka IaaHa U KOHIEIIINH
HU30aHHA, BI)I60p COaBTOPOB W KOHCYAbBTAIlMHU C HUMHU, a
TaKzKe pefakKTypa BCEro MaTepHasa.

The book “The Glikman brothers and Shostakovich”
as the last project of Liudmila G. Kovnatskaya

The book project was launched in 2020. The publication
was scheduled to be completed in 2022. The content
of the book is determined by rare, including archival
materials on these persons. It also involves the inclusion
of oral stories by Isaac Davidovich Glikman in literary
processing. Liudmila G. Kovnatskaya was responsible for
the idea, the development of the plan and concept of the
publication, the selection of co-authors and consultations
with them, as well as the editing of the entire material.
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HccaenoBaHHue MY3BbIKAABHOI'O HEOKAAQCCHIITH3MA
B YCAOBHSAX MEHAIOIIIETI0OCA
IIOAHTHYECKOI'0o KAUMAaTa MEXBOEHHOH EBpOIIBI

lleAp maHHOTO MOOKAQJA — IIPEACTaBUTH COOpaHue
craTel, IOCBAIIEHHOE MY3bIKAABHOMY HEOKAACCUITU3MY
B EBpomne u onmybanKoBaHHOE B XKypHaae Archival Notes B
2025 rony. PegakTophbl M3aHUS CTPEMATCS PaACCMOTPETh
pacIpocTpaHeHre HEOKAACCHIIN3Ma B Pa3HBIX €BPOIE-
CKUX CTpPaHaxX, 0OCOOEHHO B TeX, KOTOPBIM [0 HACTOSIIIETO
BPEMEHU VAEASIAOCH OTHOCHTEABHO MaAO BHUMAaHHS B aKa-
OEeMHUYECKHX KpPyraxX, 4TOObl yTOYHHUTH Hallle [TOHUMaHHe
9TOr0 MOMEHTa B UCTOPHH MY3bIKH, BBIIBUB KakK 00IIHe
TPaAeKTOPHUH, TaK U PA3ANIUs, XapaKTepPHBbIE AT KasKI0TO
KOHTEKCTA.
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Exploring Musical Neoclassicism in the Changing
Political Climate of Interwar Europe

The aim of this paper is to present a volume published
in the journal Archival Notes in 2025 devoted to Musical
Neoclassicism in Europe. The editors aim to take a
comparative perspective on the spread of neoclassicism
in different European countries — particularly those that
have received relatively little academic attention to date —
in order to refine our understanding of this moment in
music history by revealing both common trajectories and
differences specific to each context.
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Kaxk I. . llocTakoBHY
nopymua medThI C. C. IIlpokodreBa
0 KOMIIO3HTOPCKOM AHZAEPCTBE

[yx comepHH4YecTBa H Xaxkaa aunaepcrsa y IIpoxko-
dbeBa Hapactasu B [lapuke, a Ha POAUHE CTATYyC IIEPBO-
ro KOMIIO3UTOpPa Kas3aacd HemnokoaebumbiM. B 1927 romy
[TpokodbeB, TO3HAKOMHUBIIHUCE C [IlocTaKOBHUYEM, XBAAUA
ero CoHaty as popTenuaHo, o3aHee Ha3Baa ero [lepByro
CcUMQOHHUIO «He caMol aydieii». B 1934 roay B roctax y
A. H. Toactoro IIpokodbeB HETaTUBHO PACIIEHUA ITPOCAY-
maHHbIN [lepBoIfl hopTenuanHbIdl KoHIEpPT [IlocTakoBU-
4a, KOTOPBIH cTaa HETEPHIHUM JakKe K YIIOMUHaHUIO UMEeHH
[Tpokodrena. [llocrakoBuyua-cuMm@onucra IIpokodres
xXapakTepuizoBaa gnoButo: «Hamr wmasenpkuii Maaep»,
HO o [laro#i cuMdoHUU 0TO3BAACH MOAOKUTEABHO. Cep-
reii CepreeBHdY pe3Ko roBopuA 00 omepe «Aexu MakOet»,
BO3MYVIIIAACS «CEKCYaAbHOM My3bIKOM». «Bplgarormuiics»
doprenunanubiii KkBUHTET [llocTakoBuYa packpsla IIpoko-
dbeBy MacirTad ero gapoBaHud. lllocTakOBUY KPUTHIHO
BbICKazaacsa 00 «AaekcaHape HeBckom», HO, 3HAKOMSCH C
«BoiHO# 1 MuUpoOM», «3aabIXaAcsd OT BocToprar. B Bocsmoit
cuMmc@onun IllocrakoBuya Cepreit CepreeBHY OTMETHA
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«HEJIOCTATOYHYIO IPKOCTh MEAOJUYECKUX AUHUH» U IIpe/-
AOIKUA OCTABUTD AUIIE TPHU dyacTH. [IlocTaKoBUY BO3pa3HUA:
«Meaogusm ... ot Bora, a UHCTPYMEHTOBKE MOKHO U II0-
yuautbcs». C aunepcerBoM IllocTakoBHuya I1ocae MHPOBOTO
TpuyMmda CenpMmoii cumdonuu 6oasHOMy Cepreto Cepree-
BHUYYy IPHUIIIAOCE cMupUThcda. Kak u 3a pydexxom, B CCCP
[Ipoko(BEEB OBOABCTBOBAACH BTOPBIM MECTOM — IIOCAE
[MTocTakoBuya.

How Shostakovich shattered Prokofiev’s dreams
of composer’s leadership

Prokofiev’s competitive spirit and thirst for leadership
grew in Paris, and his status as the leading composer
seemed unshakable in Soviet Russia. Prokofiev, having
met Shostakovich in 1927, praised his Piano Sonata, but
later called his First Symphony “not the best”. In 1934,
while visiting A. N. Tolstoy, Prokofiev responded sharply
critically about Shostakovich’s First Piano Concerto, which
he heard, and Dmitri Dmitruyevich became intolerant even
to the mention of Prokofiev’s name. Prokofiev described
Shostakovich the symphonist sarcastically, calling him
“our little Mahler”, but he praised Shostakovich’s Fifth
Symphony. Sergei Sergeyevich spoke harshly of the opera
“Lady Macbeth”, expressing outrage at its “sexual music”.
Shostakovich’s “outstanding” Piano Quintet revealed
to Prokofiev the highest level of his gift. Shostakovich
was critical of “Alexander Nevsky”, but upon hearing
“War and Peace”, he was “choked with delight”. Sergei
Sergeyevich noted the “insufficient brilliance of the
melodic lines” and proposed leaving only three movements
in Shostakovich’s Eighth Symphony. Shostakovich
countered: “Melodiousness is a gift from God, but
orchestration can be learned”. Following the worldwide
triumph of Shostakovich’s Seventh Symphony, the ailing
Sergei Sergeyevich had to reconcile with Shostakovich’s
leadership. As he had done abroad, Prokofiev was content
with a second composer’s step in the USSR.
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AHrAHHCKass KAABHPHasi My3bIKa
€AH3aBEeTHHCKOH 3MoxH. [[y3THasa BepCHS.
K 65-aeTHIO BBIX0Za B CBET MOHOIrpadHH

M. C. OpyckuHa «KaaBupHasa my3bika» (1960)

[Ipu BceM GoraTcTBE COXPAHUBIIETOCS 10 HAIIINX JHEH
penepryapa, CBUAETEABCTBYIOIIETO O PA3HOOOpa3UU IIPO-
ABAE€HHU I€He3a €BPOIIENCKUX KAABUPHBIX IIIKOA, PACIIPO-
CTpPaHEHHAad B MY3bIKO3HAHUHN TPAOUId PACCMOTPEHULI
OPraHHO-KAGBUPHOI'O MCKYCCTBa KaK allphOpPU COABHOTO,
ocTaeTcd HEHM3MEeHHOH. Kak ImpaBHAO, HCCAEIOBATEAR 00-
XOAAT BHHMAaHHEM IIPUMEPHBI YETBIPEXPYYHBIX IIPOU3BE-
LEHUU, IPEACTABALIOIINE XKaHPbl KAQBUPHOM My3bIKH Ha
aTarne ux (POpPMHPOBAHHUS, 0UYEBUIHO, KBAAUDUIHUPYT HUX
KaK CAyYadHbIe ITPOIBAEHUHA IIPOPECCHOHAABHOM IIpak-
THUKH, HE 00pa3ylolye YyCTOHINBOT0, IIEAOCTHOTO HAIIpaB-
A€HHHI KOMIIO3HUTOPCKOIO TBOpYecTBa. MexX TeM, MHOIO-
A€THHUE HCCAENOBAHUA AaATOPUTMOB PpPaCIpPOCTPAHEHUA
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KAQBUPHBIX Ay3TOB B €BPOIEUCKON My3bIKaAbHOM TpPaiy-
MU IIOATBEPKAAIOT, UTO UI'PA B YETHIPE PYKHU SIBASAACH
€CTEeCTBEHHOU YacThIO KaK OPraHHOM, TaK, BIIOCAEACTBHUH,
U KAQBUPHOM KYABTYPbI CBOEI'0 BPEMEHH, U, OyydHu IIpes-
CTaBA€HHOM, B OCHOBHOM, B YCmHoiU mpaouyuu, Oblra
IIUPOKO pacIipoCTpaHeHa.

Elizabethan Keyboard Music. A Duet version.
On the 65th anniversary of the publication
of Mikhail S. Druskin’s monograph
“A Klavier Music” (1960)

Despite the richness of the surviving repertoire, which
attests to the diverse manifestations of the genesis of
European keyboard schools, the widespread tradition
in musicology of viewing organ-keyboard art as a priori
solo remains unchanged. As a rule, researchers overlook
examples of four-hand works representing keyboard
music genres at the stage of their formation, apparently
dismissing them as random manifestations of professional
practice that do not constitute a stable, coherent direction
in composer’s work. Meanwhile, long-term research into
the algorithms for the dissemination of keyboard duets
in the European musical tradition confirms that four-
hand performance was a natural part of both organ
and, subsequently, keyboard culture of its time, and,
being represented primarily through oral tradition, was
widespread.
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KoBaaeBckui 'eoprui
BHKTOpPOBHY, KaHouoam
uckyccmeogeoeHus,
HAYuHbLI COMpPYOHUK
ceKxmopa MYy3vlKU,
Poccuiickuii uHcmumym
ucmopuu uckyccms

Georgy Kovalevsky, PhD,
Research Fellow, Russian
Institute for the History of
the Art, St. Petersburg

«lIypuxky oT Oauka, Coubpmin u Aandan...
MoCKOBCKasi «TpoiiKa» KOMIIO3HTOPOB
B nepemnHcke ¢ Aaekcanzapom KnHaidesem

Cpenu npucaaHHBIX KOMIIO3UTOPY AaeKcaHApy KHati-
dearo B 1970-e u 1980-e rogpl muceM ocoboe MeCcTo 3a-
HUMAalOT II0CAQHUA 3HAMEHHUTON MOCKOBCKOM «TPONUKH» —
Onucona [enmncoBa, Codpuu I'ybatinyanHoit u Aabdpena
[ITauTke. Boabllle Bcero coXpaHMUAOCh muceM oT [leHucoBa,
c KoTopbIM KHatidoeasa cBI3bIBara UCKPEHHSIA ¥ MHOTOAET-
HAA Apyk0a. [I03HaKOMHBIIHUCE €Ille Ha BCTYIIHUTEABHBIX
9K3aMeHax B MOCKOBCKYyI0 KOHCEPBATOPUIO (aCIIUpPaHT
[leHncoB 3K3aMeHoBaa abutrypueHrta Knalideas), oHHU
cTaAu OAM3KHMHU II0 AYXY AIOABMH, OEAUAUCH APYT C APY-
IOM TBOPYECKHMH IAQHAMHU U IIepeKUBaHUAMHU. [lo nHH-
nuaTUBeE W IpHUTrAalleHuio [leHucoBa KHatideab mpues-
xkaeT B 1970 rony B CopraBaay, KoTopas Ha II0OABEKa
CTaHOBUTCH €Tr0 MECTOM CHABI, «(IIPHIOTOM CIIOKOMCTBHSA,
TPYZAOB U BOOXHOBEHbsD». ABTorpadnl ['yOaWayanHOH u
[ITHuTKEe B OCHOBHOM IIPEeACTaBACHEI B apxuBe KHatieasa
HO3APaBUTEAPHBIMH HOBOT'OJHHMM OTKPBITKAMH, OJHAKO
Jazke B 3TOM BHEIIHE PUTYAABHOM XKaHpPE C HEIIPEMEH-
HBIMH ITOKEAAQHUAMH «3[JOPOBbSI U CHACTBS» CABIIIIHA aB-
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TOpCKad UHTOHAIU{ U BUAEH KPYTr T€M, KOTOPbIE BOAHO-
BaAl MOCKOBCKYIO HHTEAAUTECHIIHUIO B IIO3HECOBETCKHUU
nepuon. Cpenu HUX, HAIpUMeEDP, YBA€UEHHE BOCTOUYHBIMU
TOPOCKOIIaMM, 3HAKH M CHMBOABI KOTOPBIX IIOLaBaAHCh
TO B CEPBE3HOM, a TO U B IOMOpHUCTHYeCKOM Karoude. (Ha-
IIpUMeEpP, POAUBILINICS B «rof cobaku» Aabdpen IIHUTKE C
IoMopoM obparmascd K Kuatidearo Kak «mec Aabd K 10po-
ro#i kKo3e».) OTBeTbl camoro Aaekcanapa Kuatipeasa rmoxka
OoABIIIEll YaCTBhIO HEW3BECTHBI, HO II0 COXPaHUBIIHNMCS
B €ro AMYHOM apxXUBE€ YE€PHOBHKAM U BOCIIOMHUHAHUSM
MOZKHO O4Y€Hb XOPOIIIO IIPEACTAaBUTH, HACKOABKO BazKHO
Al MadCTPO OBIAO 3TO OOILIEHHE, U HAaCKOABKO TOHKO U
[JEAUKATHO OH YyBCTBOBaA AyIIy APYIOr'o YeAoBeKa. OTHU
Ka4yecTBa, TOHKOCTb U JIEAMKATHOCTBb, COAMIKAIOT AAEK-
canapa AponoBuua Knaticeas u ¢ Arogmunoii 'puropnreB-
Ho¥t KoBHAIIKOH, ¢ KOTOPOU OH ObIA APYKEH OATHE TOfbI,
U KoTopad Oblaa cBHUAETeAeM ero TpuyMda B BarnmHrroHne
BO BpeMS HCIIOAHEHHS «BOCBMOM I'AaBEIy.

“To Shurik from Edik, Sonsha and Alf”...
Letters to Alexander Knaifel
from Moscow composers “troika”

Letters of the 1970s and 1980s from Edison Denisov,
Sofia Gubaidulina, and Alfred Schnittke constitute an
important part of the private correspondence to Alexander
Knaifel. The largest number of surviving letters are from
Denisov, with whom Knaifel enjoyed a sincere and long-
standing friendship. They met at the Moscow Conservatory
in 1961. Denisov, a graduate student, examined Knaifel,
who was applying to Rostropovich’s class. They soon
became friends. In 1970, at Denisov’s instigation, Knaifel
visited Sortavala, which became one of his favorite places
to create. Gubaidulina and Schnittke’s autographs are
primarily represented in Knaifel’s archive by New Year
greeting cards. These greetings, inspite of their ritual
genre, reveal both the authors’ distinctive tone and the
range of themes that preoccupied the intelligentsia in the
late Soviet period. Schnittke, Gubaidulina, and Knaifel
were fascinated by Eastern horoscopes, whose signs and
symbolswere presentedin a serious, sometimes humorous,
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vein. For example, Alfred Schnittke, born in the “Year of
the Dog,” humorously addressed Knaifel as “Alf the dog to
his dear goat.” Alexander Knaifel’s own responses are still
largely unknown, but the drafts and memoirs preserved
in his personal archive provide a vivid insight into how
important communication was to the maestro, and how
subtly and delicately he sensed the soul of others. These
qualities, subtlety and delicacy, also brought Alexander
Knaifel close to Liudmila Kovnatskaya, with whom he was
friends for many years and who witnessed his triumph in
Washington during a performance of “Chapter Eight”.
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KocTenko Huna
BaaaHMHPOBHA, MY3blK08EOD,
3agedyrowas MemopuanoHsim
Mmyszeem-Keapmupoil

H. A. Pumcrkozo-Kopcarkosa

Nina Kostenko, musicologist,
Director at the Rimsky-
Korsakov Memorial Apartment
Museum, St. Petersburg

H. A. Pumckuii-Kopcakos:
TpH pparmMeHTa 3MHCTOAIPHOI'O HAaCAE€AHSA

OnuctoagpHoe Hacaenre H. A. Pumckoro-KopcakoBa
paccpeaoTO9€HO II0 I'OCyAapCTBEHHBIM WM AMYHBIM apXU-
BaM, He UMeeT HCUePIbIBAIOIIEro yKa3aTeAsd, CBOAAIIETO
BoequHO 0a3y MaHHBIX PA3AWMYHBIX XPAHUAUIL, U300HAYET
HEU3AaHHBIMHU MaTE€pHaAaMH; 3BE€HbdA IICPEIIHNCKU HEPE-
KO Pas3pbIBAIOTCS YTPAadeHHBIMH UAW HEOOHaPYKEHHBIMH
Ha CETOMHSANIHUN OeHb AoKyMeHTaMmMu. Kaxkmoe obpeTeH-
HOE€ ITHCHMO — 3TO BaKHAas COCTaBALIONIAS U IIEHHOE CBU-
AETEABCTBO 2KHM3HH KU TBOPYECTBa BEAHKOI'O MY3bIKaHTA.
B nokaage BHUMaHUe OyAeT COCPEeIOTOYEHO Ha TPeX HO0-
KyME€HTaxX, ITOIIOAHUBIIINX B IIOCACAHUE I'OAbl PYKOIIMCHOE
cobpanue pounoB CaHkT-IleTepOyprckoro rocyiapcTBeH-
HOT'O My3es TeaTpPaAbHOI'O U MYy3bIKAABHOI'O MCKYCCTBA.
[lepemanHble B gap My3€l0 IHCBMO M OTKPBITOE IIHCh-
Mo Pumckoro-KopcakoBa k maamineit nodepu Hanexne,
IHCBMO KOMIIO3UTOpPa K (OPAHIy3CKOMY MY3BIKAABHOMY
KPUTHKY Muinearo KaabBoKOpecCcHu Tenepb CTaAu AOCTYII-
HBI HCCAEOBaTeAdIM U OyayT HaBCETJa COXPAHEHBI A
CAEIYIOIINX ITIOKOACHUM.
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Nikolai A. Rimsky-Korsakov:
Three Fragments of Epistolary Legacy

The epistolary legacy of Nikolai A. Rimsky-Korsakov
is scattered among state and private archives and lacks
a comprehensive index that would bring together data
from various repositories. It abounds with unpublished
materials, and sequences of correspondence are often
interrupted by documents that have been lost or remain
undiscovered. Each newly recovered letter is a vital part
and a valuable testimony to the life and work of the great
musician. The paper focuses on three documents that
have been recently added to the manuscript collections
of the Saint Petersburg State Museum of Theatre and
Music. A letter and a postcard from Rimsky-Korsakov to
his younger daughter, Nadezhda, which were donated
to the museum, as well as a letter from the composer
to the French music critic Michel Calvocoressi, are now
accessible to researchers and will be preserved for future
generations.
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Ma3syp Mapuna MoHceeBHa,
KaHouoam ucKkyccmeogeoeHusl,
doueHm Kagheopol
3sykopexxuccypol, Cankm-
ITemepbypeckuii YHusepcumem
npoghcoro3o8

Marina Mazur,

PhD, Associate professor of the
Sound Engineering Department,
St. Petersburg University of the
Humanities and Social Sciences,
St. Petersburg

YpPOK AAHHOIO B XH3HE: BelicOepr u IllocTakoBHY

B mokaaze mnpenmnpuHATa IIONBITKA PEKOHCTPYKIIMH
angHoro 3HakoMmctBa O. A. Betic6epr u . [. IlocTako-
Bu4ya. 0. A. BeticGepr (1878-1942) — KoMIIo3uTop U 00-
IIECTBEHHBIN nedaTeab, yaeHuna H. A. Pumckoro-Kopcako-
Ba U YAE€H HUX CeMEMHOro KkaaHa. Kak roxkaspiBaloT apxXUB-
Hbl€ NOKYMEHTBI, ABASISACH APKHUM IIPEACTaBUTEAEM IIETEP-
OyPTrCKOM-A€HHUHTPAICKOH KOMIIO3UTOPCKOM IIKOABI, OHA
ChIrpasa HEMAAOBAXKHYIO POAb B NEATEABHOCTH HECKOAb-
KHUX TBOPYECKHX acCOLlMallUi IIOCTPEBOAIOIIMOHHOIO /Ae-
"HuHrpana 1920-1930-x rogos. /. [. lllocrakoBudy, Kak
u 0. A. BeilicOepr, npuHamasekas K TOMY XKe KPYyry My-
3bIKAABHOM MHTEAAUTEHIINN AeHUHTpaaa, Obla YAEHOM TeX
ke coobirecTB. Ho ecan FOamu AazapeBHe He TepPIIEAOCH
IIPOABUTE CBOIO «XKHU3HEHHYIO KUIIy4e€CThb», TO ydacTHe
IllocTrakoBHU4Ya B ACHUHTPAACKHUX KOHIIEPTHO-TBOPYECKHUX
OpPraHMu3aIlUaX ME€PBBIX ITOCACOKTIOPBCKUX MECATUAETHUH
ObIAO CBH3aHO, CKOpPE€e BCEro, CO CTPEMAEHUEM pPAaCIIU-
PUTh HX pEIEPTyapHYIO IIaAUTPY BHE HIEOAOTHYECKHUX
YCTaHOBOK H, KOHEYHO, IIOAYYHUTBH IIPHU3HAHHE aBTOPU-
TeTHOU mmyOAauKU. TakuM o0pas3oM, IpPefCcTaBUTEAN OMHOU
ucropudeckoit mapasaeau, BeticOoepr u IllocTrakoBud He
IIPOSIBASIAM MHTeEpeca APYT K Apyry. Bo3daMoxkHO, 3T0 ObIAO
CB43aHO C IIPHUHAAACKHOCTBIO K PA3HBIM IIOKOACHHUAM —
U1, COOTBETCTBEHHO, C TBOPYECKHUMH YCTAHOBKAaMH, a TaK-
K€ C HECXO/CTBOM JKU3HEHHBIX B3TASIOB: IIyOANYHAs aK-
THUBHOCTb U UHTEAAUTEHTCKAsS 3aMKHYTOCTb.
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A Life-Long Lesson: Weisberg and Shostakovich

The paper attempts to reconstruct the personal
acquaintance of Yulia L. Weisberg and Dmitri
D. Shostakovich. Yulia Weisberg (1878-1942) was
a composer and public figure, a student of Nikolai
A. Rimsky-Korsakov and a member of their family
clan. As archival documents show, being a prominent
representative of the St. Petersburg-Leningrad school of
composition, she played an important role in the activities
of several creative associations in post-revolutionary
Leningrad in the 1920s and 1930s. Dmitri Shostakovich,
like Weisberg, belonged to the same circle of musical
intelligentsia of Leningrad, was a member of the same
communities. But if Yulia Lazarevna was impatient to
show her «vitality», then Shostakovich’s participation
in the Leningrad concert and creative organizations of
the first post-October decades was most likely due to
the desire to expand their repertoire beyond ideological
guidelines and, of course, to gain recognition from an
authoritative audience. Thus, representatives of the
same historical parallel, Weisberg and Shostakovich did
not show interest in each other. Perhaps this was due
to belonging to different generations — and, accordingly,
to creative attitudes, as well as to the dissimilarity of life
views: public activity and intellectual isolation.
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MaxkapoBa Oabra
HuxkoaaeBHa, kaHouoam
uckyccmeogeoeHuUst, UCMOPUK
banema, omeemcmeeHHbLU
pedaxmop uzdamesibCKozo
omoena, Mapuurckuil
meamp; ooueHm Kageopbl
Xopeozpaghuueckozo
uckyccmea, Poccutickuil
2ocyoapcmeeHHbLil
nedazozuuecKkuil
YyHusepcumem umeHu

A. U. I'epuera

Olga Makarova, PhD, ballet
historian, editor-in-chief of

the Publishing Department,
Mariinsky Theatre, Associate
Professor of the Choreographic
Art Department, Herzen

State Pedagogical University,
St. Petersburg

BaaeTns! CTpaBHHCKOI'O
B penepryape MapHHHCKOIO TeaTpa

PenepryapHas koasekiing MapuuHCKOro borata Co4u-
HeHusMu CTpaBHHCKOTO, U OaseTHas ee yacTh Hauboaee
obmnpHa. Ha netepOyprckyio ciieHy 60aseThbl KOMIIO3UTO-
pa nmonazasu, y:ke uMed I'PpOMKYI0 MUPOBYIO CAQBY, II03TO-
My HUX HCIIOAHEHHE 4allle ObIAO HE€ CTOABKO 3HAaKOMCTBOM
C MY3BIKOM, CKOABKO C HHIUBUYaAbHOCTBIO Xopeorpada,
ee BbIOpaBIIero. [IpucyTcTByrone B ceroqusniHet adgpu-
e oaOOPKHU OMHOAKTHBIX CIIEKTaKAEH NEeMOHCTPUPYIOT
AOTHKY 3CTETHYECKUX U CTHAHCTHYECKHUX ITOUCKOB 0OaAeT-
HOTO TeaTpa.

The Ballets by Stravinsky
at the repertoire of the Mariinsky Theatre

TheMariinsky Theatre’srepertoireisrichin Stravinsky’s
works, and its ballet collection is the most extensive.
The composer’s ballets arrived on the St. Petersburg
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stage already enjoying international renown, so their
performances were often less an introduction to the
music than an appreciation of the individuality of the
choreographer who selected it. The selection of one-act
performances on today’s schedule demonstrates the logic
of the ballet theatre’s aesthetic and stylistic explorations.
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Muaasep Aapuca AreKCeeBHA,
3asedyrowas Hayuro-
uccnedosamestbCKum
omoesiom pykonuceti,
Canrxm-ITemepbypacras
eocyoapcmeeHHast
KoHcepeamopus umeHu

H. A. Pumcrkozo-Kopcakxosa

Larisa Miller,

Head of the Scientific Research
Department of Manuscripts,

St. Petersburg Rimsky-
Korsakov State Conservatory,
St. Petersburg

Marepuaasl [I. [I. lllocTakoBH4Ya
B AnuHOM apxuBe A. I'. KoBHaukoi
(13 cobpanusa OTaeAa pyKomucen
HayuHol My3bIKaAbBHOMH OHOAHMOTEKH
IleTepOyprckoii KOHCEPBATOPHH)

B nokaane maercss KpaTkasd OILlEHKA AMYHOTO apXu-
Ba A. I'. KoBHaiiko#i — To# ero gactu, koropad ¢ 2023
roma xpaHutTcsa B HaydHo-mccaeoBaTEABCKOM OTIHEAE
pykonuce#i HayuHo#i My3bIKaabHOM OmbGanmoTreku CaHKT-
[TeTepOyprckoil rocygapCcTBEHHOH KoHcepBaTopuu. Cpe-
U OOMAUS MaTepHUaAOB (ele He 40 KOHIIa 00paboTaHHbIX)
BCTpeYaroTcd U OOKYMEHTBI, oTHocdainuecd K [. . Ilo-
crakoBu4yy. OHHM CBg3aHBbI KaK C OpraHHU3allleld pasHbIX
KoH(epeHIIUH, ¢ecTuBasel, KOHIEPTOB, TaK U C IIOM-
crynnaMu AoaMUABI [pUTOPBEBHBI K COOCTBEHHBIM Mac-
mTabHBIM HCCAEIOBAHUAM KU3HH U TBOPYECTBA KOMIIO-
3uTOpa. OTHU MOKYMEHTHI ITO3BOASIOT IIPOCAEOUTH ITAaIlbl
HEYKAOHHO pactyulero uarepeca A. I'. KoBHaniko# K Teme
«[MlocTakoBUY B COLIMOKYABTYPHOM KOHTEKCTE COBETCKOTO
BPEMEHM», IIOCTEIIEHHO CTaBIIEH OHOMN U3 KAIOYEBBIX B €€
Hay4HOM Guorpadpun.

55



Materials of Dmitri D. Shostakovich
in the personal archive of Liudmila G. Kovnatskaya
(from the collection of the Department
of Manuscripts of the Scientific Music library
of the St. Petersburg Conservatory)

The report provides a brief assessment of the personal
archive of Liudmila G. Kovnatskaya, the part of it that
has been kept in the Scientific Research Department
of Manuscripts of the Scientific Music Library of the
St. Petersburg State Conservatory since 2023. Among
the abundance of materials (not yet fully processed),
there are also documents related to Shostakovich. They
are connected both with the organization of various
conferences, festivals, concerts, and with Liudmila
Grigorievna’s approaches to her own large-scale research
of the composer’s life and work. These documents allow
us to trace the stages of Kovnatskaya’s steadily growing
interest in the topic “Shostakovich in the socio-cultural
context of the Soviet era,” which gradually became one of
the key themes in her scientific biography.
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ITeTpoBa AHHa
BaaepbeBHa, MY3blK08€0,
HaUAbHUK U30ameslbCKo20
omoena, MapuuHckuil
meamp

Anna Petrova, musicologist,
Head of the Publishing
Department, Mariinsky
Theatre, St. Petersburg

dona Mounanceke B HannonaabHOH OHOAHOTEKE
PdpaHIHH KaK HCTOYHHK CBEAEHHH O A€ATEABHOCTH
PYCCKHX apTHCTOB 3a pybexkom B 1920-1930-e roasl

B 1922 romy mapukckuii KputTuk Pobep Bprocceab
IPEeIAOKHUA MUHHCTEPCTBY U3SIIHBIX HCKYCCTB B 00pa3o-
BaHHs CO30ATh CAYKOy MH(pOpMauu, KoTopas codupasa
ObI TTeYaTHbIE OTKAWKU Ha BBICTYIIA€HHUS MY3bIKAHTOB II0
Bcemy Mupy. COTPyOHHUKH CAYKOBI M KOPPECIOHIEHTHI-
BOAOHTEPHI ITpHChIAaAN B [lapusk, B 0HOpo, pacmosaraB-
Ireecss Ha yaulle MoHIaHChe, BBIPE3KH W3 raser, Oykae-
Tl U OPOTPaMMKH, ¢pororpacdpum aptuctoB. OrpoMHasdg
pPyCCKas 4acTb 3TOH «6a3bl qaHHBIX» (0oaee 20 000 moky-
MEHTOB) OTpakaeT MHOTOOOpa3HyIO AeSTEeABHOCTH COTEH
apTHUCTOB, OKa3aBLIuXcs rocae 1917 roga 3a npepesamMu
Poccun. B mokaazne noHaeT pedb O My3bIKaHTaX, IIOIIAB-
LIUX B II0OA€ 3PEHUS apXUBapPUyCOB, O IIpobaeMax KaTaro-
ruzanuu (poHaa MoOHIAHCHE U O IEPCIIEKTHUBAX, KOTOPbIE
MaTepHaAbl (POHIA OTKPBIBAIOT II€PE/ UCCAEIOBATEASIMH.

Le Fonds Montpensier in the National Library
of France as an information source on the activities
of Russian artists abroad in the 1920s and 1930s

In 1922, Parisian critic Robert Brussel proposed
to the Ministry of Fine Arts and Public Instruction to
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create an information service that would collect printed
reviews of musical performances worldwide. The service’s
staff and volunteer correspondents sent newspaper
clippings, booklets, programs, and photographs of artists
to the bureau located on Rue Montpensier in Paris. The
vast Russian portion of this “database” (over 20,000
documents) reflects diverse activities of hundreds of
artists who found themselves outside Russia after 1917.
This report discusses the musicians who came to the
attention of archivists, the challenges of cataloguing
Le Fonds Montpensier, and the opportunities it offers for
researchers.
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IlerpoBa I'aanHa
BaaagumupoBHa, KaHouoam
uckyccmeogeoeHust, YueHolil
cexpemaps, Poccutickuii
uHcmumym ucmopuu
uckycems

Galina Petrova,

PhD, Scientific Secretary,
Russian Institute for

the History of the Arts,
St. Petersburg

I'eiinpux 3yccmaH B IleTepOypre:
KOMIIA€KC BHPTYyO3a Ha (daeiTe
B nepBo# noaoBuHe XIX cToaeTHS

Moga Ha 3a0bIThble HMEHa HCIIOAHHUTEAEH-BHPTYO030B
ITPOIIIAOTO HE TOABKO HE yTUXAA, HO HabupaeT HOBbIE 000-
potbl. He cayuaiitHo Hemelkuil paerTuct efiHpux 3yc-
cmaH (Soussmann, Soussman, SoufSmann; 1796-1848)
OKa3bIBaeTCHd YIOMSHYTBIM Cpa3y B HECKOABKUX H3/1a-
HUAX, KaK B POCCHMCKHUX — B CBSI3H C IIEeTepOypPrcKOH
HCIIOAHUTEABCKOH Tpaaunueil U INKOAOH, TaK U B 3apy-
OeKHBIX — B KadecTBe KOMIIO3UTOpPA, MOCTOHHOIO AaB-
poB Kyaay u ®ropcreHay, U aBTOpa «IIKOABI» Ha CBOEM
HHCTPYMeHTe. B cooliuieHnu peds MOHAET O Tpex TBOP-
YEeCKHUX aMIlAya mMacTtepa: OAecTdInrii BUPTYy03-(PAECHTHCT
(\KOHIIEPTHCT»), COAUCT OpPKECTpa, KOMIIO3uTOop. [aaB-
HBIM akIleHT OyZaeT caeaaH Ha IIeTepOyprcKoM IIepHofe
Ouorpacduu My3bIKaHTa, 34€Ch OH IpopaboTas GOABIIIYIO
4acTh CBOEHY 3KM3HU B OPKECTPE UMIIEPATOPCKUX TEATPOB;
HMesd CAaBY HCIIOAHUTEAS, 3aBOEBAA HU3BECTHOCTBH «KOM-
[IO3UTOpa — BUPTYyO3a», IOATBEPKAEHHYIO HOBBIM K HEMY
HHTEPECOM CETOIHS.
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Heinrich Soussmann in St. Petersburg:
the complex of a flute virtuoso in the first half
of the 19th century

The vogue for forgotten virtuoso performers of the
past has not only not subsided, but is gaining new
momentum. It is no coincidence that the German
flutist Heinrich Sussmann (1796-1848) is mentioned in
several publications, both Russian, in connection with
the St. Petersburg performing tradition and school, and
internationally as a composer worthy of the laurels of
Kuhlau and Furstenau and the founder of a school on his
instrument. This report will discuss the master’s three
creative roles: a brilliant virtuoso flutist (“concertist”), an
orchestral soloist, and a composer. The main emphasis
will be on the musician’s St. Petersburg period, where
he spent most of his life in the orchestra of the imperial
theaters. Having achieved fame as a performer, he gained
recognition as a “virtuoso composer,” a recognition
confirmed by the renewed interest in him today.
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IIopdpupreBa AHHaA
AeoHHnmoBHa, KaHouoam
uckyccmeogeoeHusl,
cmapuwiuil HayuHwslil
COMpPYOHUK, 3a8edyrouias
CeKmopom MY3olKu,
Poccuiickuili unHcmumym
ucmopuu ucKkyccmae

Anna Porfirieva,

PhD, Senior Researcher,
Head of the Music
Department, Russian
Institute for the History
of the Arts, St. Petersburg

Apuu B «Koabue HuGeAyHran:
XKaHpbI, GopMbI, QyHKIITHH

Bompeku cob6cTBeHHBIM MaHHu(ecTaM Baraep He Bcer-
[a IIOAB30BAACSI HEOIIPEAEACHHON B CTPYKTYPHOM OTHO-
HIeHuH (POpMOH MOHOAOTA OAS Pa3BEPHYTBIX COAO, Bpe-
MeHaMH Mbl OOHapy:KHBaeM BIIOAHE TPaIHUIHOHHBIE
apuu, IpUYeM HMEHHO TaM, KyJa OH XOTeA HallpaBUTh
BHUMaHHE cayliaTeael. B mokaane OymyT pacCMOTpPEHBI
HECKOABKO IpuMepoB u3 «Koablia HuOeAyHTa» U APYTHX
orep, HanmMcaHHbIX rTocae 1848 rona.

Arias in “Der Ring des Nibelungen”:
genres, forms, functions

Contrary to his own manifestos, Wagner did not always
use a structurally vague form of monologue for extended
solos, sometimes we find quite traditional arias, and
exactly where he wanted to direct the listeners’ attention.
The report will examine several examples from “Der Ring
des Nibelungen” and other operas written after 1848.
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CaBeHko CBeTAaHa
HABHHHYHA, 00KMOP
uckyccmeogeoeHus,
npogpeccop, sedyuwiuii
HayuHbLl compyoHUK,
TI'ocyoapcmeeHHbLiL
UHCMUMYmM UCKYCCMBO3HAHUSL;
npocgpeccop Kageopbl
co8pemMeHHOU MY3blKU,
Mockoseckas 2ocyoapcmaerHas
KoHcepsamopust UMeHU

I1. Y. Yaiikoeckozo

Svetlana Savenko,

Dr. Habil., Leading
Researcher, State Institute
for Art Studies; Professor
of the Contemporary Music
Department, Moscow State
Tchaikovsky Conservatory,
Moscow

IMuarucT Hrops CTpaBHHCKHHA

3Ha4YUTEABHYIO YacTh CBOEH TBOPYECKOU KH3HU Mrops
CTpaBHHCKHHN IIOCBATHA KOHIIEPTHOMY HCIIOAHUTEAD-
CTBY — BBICTYIIACHHUAM B KadeCTBE AUpUXKepa U IIHa-
HucTa. 3a €JUHUYHBIMH HCKAIOYEHHSMU OH HUI'Pas CBOM
coOcTBeHHblEe couMHeHUd. [Iasg CTpaBHHCKOIO HCIIOAHU-
TEABCTBO II€A€HAIIPABAEHHO «OOCAYKHUBaAO» KOMIIO3UTOP-
CTBO: IIPAKTHYECKH BCE, 4TO OH CO3/JaA, 3aIlle4aTAE€HO B
ero 3amnucgax. Ilo ero caoBaM, KOHIIEPTHAad 3CTpaga IIpes-
CTaBAdAa JAS HErO LIEHHOCTB IIPEK/e BCEro TEM, YTO OHa
JaBasa BO3MOXKHOCTB IIOKa3aTh COYHMHEHHE B TOM BHIE,
KOTOPBIY aBTOP CYHTAA OINTHMAaABHBIM U, TaKUM oOpa-
30M, HAMETUTh OYAYIIyI0 HMCIIOAHUTEABCKYIO TPaIUITUIO.
B nannom Bonpoce CTpaBHUHCKUY ObIA OYEHB HIETIETHAEH.
OH HEOMHOKPATHO IOBTOPSA, YTO 0E30TOBOPOYHO IIpE[-
IIOYUTAET «4EeCTHOE MCIIOAHEHUE» AIOOBIM IIPOSBACHUSIM
HHTEPIPEeTAaTOPCKON cBoOoabl. PopTenmaHo ¢ CaMoro
Hadasa 3aHIAO B XKH3HU KOMIIO3UTOPA COBEPIIEHHO OCO-
6oe mecto. IMEHHO OHO CTAaAO0 MEAUYMOM €r0 TBOPUECKO-
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ro mporecca: BCIO XU3Hb CTPaBHHCKHUI COYHHSA 34 HH-
crpyMeHTOM. He AuIlleHa OCHOBaHUWI TOYKAa 3PEHUs, YUTO
TECHBIHM TBOPYECKUH KOHTAKT C (POPTEIIHNAaHO, C KOHIIEPT-
HBIM U Y4eOHBIM pEeIepTyapoM OO0 HEKOTOPOM CTeleHU
OIIPEIEAHA CTHUAUCTHYECKYIO 3BOAIOINI0 CTpPaBHHCKOIO
(cm. Griffiths Graham. Stravinsky’s Piano: Genesis of a
Musical Language. Cambridge University Press, 2013).
OnHako GOABIION MHTEPEC A U3YYECHUS IPEACTABAIET U
caMa HCIIOAHHUTEABCKAas MaHepa KOMIIO3UTOpa.

The Pianist Igor Stravinsky

Igor Stravinsky dedicated a significant part of his
creative life to concert performance as a conductor
and pianist. With few exceptions, he played his own
works. For Stravinsky, performing was a purposeful
activity for composer’s work: virtually everything he
created is captured in his recordings. He said that the
concert stage was valuable to him primarily because it
offered the opportunity to present a work in the form
the composer considered optimal, thus charting a
future performance tradition. Stravinsky was extremely
meticulous in this regard. He repeatedly reiterated his
unconditional preference for “honest performance” over
any manifestation of interpretive freedom. From the very
beginning, the piano occupied a unique place in the
composer’s life. It became the medium of his creative
process: Stravinsky composed at the piano throughout his
life. It is quite likely that this close creative contact with
the piano, with both the concert and academic repertoire,
to some extent shaped Stravinsky’s stylistic evolution
(see Griffiths Graham. Stravinsky’s Piano: Genesis of a
Musical Language. Cambridge University Press, 2013).
However, the composer’s performance style itself is of
great interest for study.
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CropbsmeHckasa Oabra
AnoascdoBHa, doxmop
uckyccmeogeoeHust,
npogpeccop, Cankm-
ITemepbypecras
eocyoapcmeeHHas
KOHcepeamopust UMeHU
H. A. Pumcrkozo Kopcarosa;
8edywuli HayuHolil
compyoHuxr, Poccutickuil
uHcmumym ucmopuu
uckyccems

Olga Skorbyashchenskaya,
Dr. Habil., Professor,

St. Petersburg Rimsky-
Korsakov State
Conservatory; Leading
Researcher, Russian
Institute for the History

of the Arts, St. Petersburg

doprenuaHHbIA MHp Benaxxamuua BpurreHa
H pyccCKasi My3bIKaAbHasi KyAbTypa

Cpenu teM, uccaenoBaHHbIxX A. I'. KoBHanko, nepBoit
M TAaBHOM gBadeTCs My3blka beHmzxamuHa BpurreHa.
B uncae ee rmpodeccroHaAbHBIX HHTEPECOB — OIIEPhI aHT-
AMMCKOIO KAaCCHKa, a TaKxXKe XOPOBOH «BOEHHBIN PEKBHU-
eM». B HCTOPHYECKOM HCIIOAHEHUH «BOEHHOro peKBHE-
Ma» B AeHuHrpaze B 1964 rony Aronmusa I'puropreBHa
y4JacTBOBaAa caMa KakK OpPraHHCTKa, U C 3TOr0 Ha4daAUChb
ee 3aHATHS OPUTTEHOBCKOM My3bIKOH. dPopTenuaHHBbIM
TBOpPYECTBOM BpHUTTEHa OHA HE 3aHHUMAaAacCh — CAHUIIIKOM
HeOOABIION 06BEM COCTABASIOT 3TH COYMHEHUS. B nanHom
naokaane OyayT pacCMOTpPeHbl POpTeNHaHHble COUNHEHUST
AHTAMHCKOrO KOMIIO3UTOPA U €ro HCIIOAHUTEABCKAS [ed-
TeAbHOCTh. [locTaBaeHHass B O6uorpaduyeckKuili KOHTEKCT
1 pacCMOTPEHHAd B KOHTEKCTE BCEro TBopdecTBa Bpurt-
TeHa, ero oprenuaHHas My3blka OOHapy:KUBaeT BAU-
HUE PYCCKOH MY3BbIKAABHOM KYABTYPBI:
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— B paHHUE IOkl 3TO MU HEOKAACCUIIM3Ma U PaHHETO
COBETCKOI'0 aBaHrapJa, BOCIPUHATEIE dyepe3 IIpokodbe-
Ba, CtpaBuHCKOro, Moaozoro lllocrakoBuua,;

— B 1950-60-e, HECOMHEHHO, BAHUSHHE MAaCIITAOHBIX
AUYHOCTEH BEAWKHX PYyCCKUX HCIIOAHUTeAer — Puxrepa,
PocrponoBuya, BuiineBcKoi;

— B IIO3JHHE TOAbl — BO3AEHCTBHE BCEHM AMYHOCTU U
3K3UCTEHIIMaAbHOro Tparm3sma nosaHero lllocrakoBuua,
IIpOoSBUBIIIEECS B IIO3OHUX COUYUHEHHUSIX BpurreHa.

The Piano World of Benjamin Britten
and Russian Musical Culture

Among the topics explored by Liudmila Kovnatskaya,
the first and main is the music of Benjamin Britten. Among
her professional interests are the operas of the English
classic, as well as the choral “War Requiem”. In the historic
performance of the “War Requiem” in Leningrad in 1964,
Liudmila Grigorievna participated herself as an organist,
and this marked the beginning of her studies of Britten’s
music. She did not study Britten’s piano music, as these
compositions are relatively small in scope. This report will
explore the piano works of the English composer and his
performing career. When placed in a biographical context
and examined in relation to Britten’s overall body of work,
his piano music reveals the influence of Russian musical
culture:

— in his early years, it was influenced by the ideas of
neoclassicism and the early Soviet avant-garde, which he
adopted through the works of Prokofiev, Stravinsky, and
the young Shostakovich;

— in the 1950s and 1960s, there was undoubtedly
the influence of the great Russian performers Richter,
Rostropovich, and Vishnevskaya;

— in the later years, there was the influence of the
entire personality and the existential tragedy of the
late Shostakovich, which was evident in Britten’s later
compositions.
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PpoaoBa-Yokep Mapusna,
He3asucumblil
uccnedosames,
BenuxobpumaHusi

Marina Frolova-Walker,
independent scholar,
Great Britain

ITocae Oypu: CoBeTcKass My3bIKaAbHasi KyAbTypa
B 1938-1941 romax

1937 rom, KakK HM3BECTHO, CTaA ITMKOM MAaCCOBBIX pe-
IIPECCUM B Kpyrax NapTUMHOM U BOEHHOM 3AUTHI, a TaK-
K€ HAy4YHO-TEXHHUYECKOM U TBOPYECKOM HHTEAAUTCHIIUHU.
Cpenn My3bIKQHTOB, KOMIIO3UTOPOB M MY3BIKOBEIOB IIO-
Tepu ObIAM HECPABHHMO MEHBIIIE, YeM, HAaIIpUMep, Cpeau
ucaTeAei, XOTs CO BPEMEHEM BBISIBASIETCH BCe OOABIIIE
U OOABIIIE UMEH MY3BbIKAABHBIX AedTeAeli, IOMaBIINuX IO
KoAecOo pemnpeccuii. Ilapamokc HCTOPHUH 3aKAIOYAETCS B
TOM, 4YTO AT MY3BbIKAABHOH KYABTYPBI B LIEAOM PEIIPECCUU
1937 roma umeAau OaaroTBOpHOE 3HadeHHe. Mcues3am co
CLIEeHbI OCHOBHBIE HJIEOAOTH B cpepe KYABTYPBI, B HUX 3a-
MEHHAN MY3bIKaHTBI-IIpopecCrOHaAbl. [lebaThl 0 corua-
AUCTHUYECKOM PEaAn3Me IIPEKPATHUAUCE, H HAa CMEHY OCTPO
KPUTHYECKOMY HappaTHUBY I[IpHUILIEA HappaTHUB OgOCTH-
JKEHHUH B CO3[JaHUU COBETCKOM MY3BIKAABHOMN KAAQCCHKH.
BoocaenctBuu nepexon CTpaHbl HA BOEHHBIE PEABCHI, KO-
TOPBIN coBeplnuacd y2kKe B 1939 romy, He IO3BOAHUA BBIC-
IEMY PYKOBOACTBY COCPEAOTOYUTHCHA HAa PyKOBOACTBE HC-
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KyCCTBOM M BO300HOBHUTBH OCAAOEBIINH HIEOAOTHYECKUH
KOHTpPOAb. OTCyTCTBHUE €ro, HaJ0 AyMaTb, U IIPUBEAO CO-
BETCKYI0 MY3bIKaAbHYIO KyABTYPY K MOMEHTY pacllBeTa,
KOTOpPbIY npunieacs Ha 1939-1941 rongpr.

After the Storm: Soviet Musical Culture, 1938-1941

1937 is commonly regarded as the peak of mass
repression within the Party and military leadership,
as well as among the scientific, technical, and creative
intelligentsia. In the musical sphere — among composers,
performers, and musicologists — the losses were
considerably smaller than, for instance, in literary circles,
although ongoing archival work continues to reveal an
expanding list of musical figures who fell victim to the
purges. The historical paradox is that, taken as a whole,
the repressions of 1937 proved beneficial to Soviet musical
culture. The leading cultural ideologues were removed
from positions of influence and replaced by professional
musicians. Contentious debates over socialist realism
subsided, giving way to a rhetoric of achievement focused
on the creation of a Soviet musical canon. The subsequent
reorientation of the country toward a wartime economy —
a process already under way by 1939 — prevented the
highest levels of leadership from devoting sustained
attention to cultural policy or from reasserting strict
ideological oversight. This relative absence of control,
it may be argued, created the conditions for a period of
remarkable artistic vitality in Soviet musical culture in
1939-1941.
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XaBpoB Baaaumup
BaaauMHpPOBHY, KaHOuoam
uckyccmaeogedeHust, 8e0yuiull
pedaxmop uzdamesbCKozo
omoena, MapuuHckuii meamp

Vladimir Khavrov,

PhD, Leading Editor of the
Publishing Department,
Mariinsky Theatre,

St. Petersburg

ABa nysTa
Kapaa Mapuu ¢ox BebGepa:
YPOKH HTAABSAHCKOIO

Hdyat Se il mio ben gaga OByX
KOHTPAAbTO M aHcaMmbasa Obia co3maH Bebepom B 1811
rofy Cpeay MHOZXKECTBa APYTUX HeOOABIINX COYMHEHUH B
[apwmirraare, o4HOM U3 TOPOAOB Ha IIyTH €ro CTPAHCTBUH
10 HEMEIIKUM 3eMAdIM. B 3TOM ay3Te KOMITO3UTOP HpoOy-
€T OCBaWBaTh UTAABSIHCKOE BOKAABHOE IIUCHMO U B TO K€
BpeMsI eIBa AU He BIiepBble paboTaeT ¢ TEMOPOM COABHOTO
KAapHeTa. B mokaame pacCMOTpeHbI O0CTOSATEABCTBA MIpe-
oviBaHusa BeGepa B [Japmiiranre, IpoaHaAH3HPOBAHBI
4epThl ero (POPMHUPYIOLIETOCS CTHASI, KOTOPbIE ITPOSIBAS-
IOTCH B y3Te, U 0003HAYEHBI CBSI3H C My3BbIKOH Ooaee 3pe-
AOTO TIEPHOMA: OIIBIT, IIOAYYEHHBIH Bebepom mpu pabote
Han Se il mio ben, or3piBaeTcd B BoabIIioM KOHIIEPTHOM
Oy3Te AT KAapHeTa U (pOpTEerHaHo.

Two Duets by Carl Maria von Weber: Italian Lessons

Weber composed the duet Seil mio benfor two contraltos
and ensemble in 1811, among many other short works,
in Darmstadt, one of the cities along his travels through
Germany. In this duet, the composer explores Italian
vocal writing but also the timbre of the solo clarinet,
perhaps for the first time. This report examines some
circumstances of Weber’s stay in Darmstadt, analyzes
features of his developing style evident in the duet, and
outlines connections with the music of his more mature
period: the experience Weber gained while working on
Se il mio ben resonates in the Grand duo concertant for
clarinet and piano.
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XuTouysaHara ®ymMHKO,
PhD, cneuuanvHbLil
HA3HAUeHHbLI npogheccop,
YHusepcumem Baxo, fAnorus,
I'enepasnbHblil cekpemapo
SInoHckozo obuwecmasa
Llocmaxosuua

Fumiko Hitotsuyanagi,
PhD, Specially Appointed
Professor, Wako University,
Japan, Secretary General
of the Japan Shostakovich
Society, Japan

BocnpusarTue TBopuectTBa IllocTakoBH4Ya B SIMOHHH:
oburas ucropusa (1933-2026);
AesATeAbLHOCTD SImoHckoro oburecrBa IllocTakoBHYA

B nmokaame moligeT pedbh O 3HAKOMCTBE MOAOIOTO
[lTocrakoBuya c SlmoHHeN, cocTodBIlleMcs Oaaromaps
KpuTukKy Xupocu Hakans (1893-1951) u KOMIIO3UTOPY
Kocaky Ymanpr (1886-1965); 0 mesaTeABHOCTH SAIIOHCKUX
OPKECTPOB, AKTHBHO HWCIOAHSABIINX CHUM(OHUYECKUE
npousBeneHug IllocrakoBuda 1mocae Btopoit MupoBoit
BOMHBI; 0 OecrrpelieIeHTHOH XOPOBOH aKTUBHOCTHU CaMO-
NedTeAbHOro ABMXKeHUs «[loroliue roaoca AnoHuN» U TPHU-
ymde opatopum lllocrakoBuua «IlecHb 0 Aecax»; HAKOHEII,
o pedareapHOCTH SAnoHcKoro obmiectBa IllocrakoBuua,
IIEPBOH B MHUpE€ OpraHU3allMM TaKOr'o poJa, OCHOBAHHOM
B 1992 rooy nag momyadpH3alMi My3bIKH KOMIIO3HUTOPA
mocae pacnana Coserckoro Coroza.

Ha ocHoBaHUM 3THX UCTOPHUYECKUX (PAKTOB paccMmar-
puBaeTcd OTHOIIeHUe JlmoHnu K My3bIKe [IlocTakoBu4a B
KOHTEKCTe moauTudeckoro nporuBoctrogHus CIIA u Poc-
cuu B riepuon ¢ 1940-x o 1990-e roger.
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The Reception of Shostakovich’s Music in Japan:
General History (1933-2026);
Activities of the Japan Shostakovich Society

The report will discuss the young Shostakovich’s
acquaintance with Japan, which took place thanks
to the critic Hiroshi Nakane (1893-1951) and the
composer Kosaku Yamada (1886-1965); about the
activities of Japanese orchestras that actively performed
Shostakovich’s symphonic works after World War II;
about the unprecedented choral activity of the amateur
movement “Campaign of Singing Voices” and the triumph
of Shostakovich’s oratorio “Song of the Forests”; finally,
about the activities of “Japan Shostakovich Society”, the
first organization of its kind in the world, founded in 1992
to popularize the composer’s music after the collapse of
the Soviet Union. Based on these historical facts, Japan’s
attitude towards Shostakovich’s music is examined in the
context of the political confrontation between the United
States and Russia from the 1940s to the 1990s.
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IMaperpaackasa TarbaHa
BaagumMHupoBHA, 00OKMOp
ucKyccmeogeoeHust, npogeccop,
Kagedpa meopuu MYy3vlKu,
Pocculickas axademust My3olKu
umeru I HecuHblx

Tatiana Tsaregradskaya,
Dr. Habil., professor, Music
theory department, Gnesin
Russian Academy of Music,
Moscow

06 ocobGeHHOCTAX
COOEepKAHHSI H CTPYKTYPhI
onepsl “Shadowtime”
Bpaliana PEpHHXOY

B ocnuose oneprr Bpatiana ®épuuxoy «CmMyTHOE Bpe-
Ms» (1999-2004) — XU3HB U UAEU HEMELIKOro praocoda
Baavrepa Benbamuna. [aga ®épHuxoy durypa BeHbamu-
Ha — HCTOYHHK 00pa30B, KOTOPHIE COCTABASIOT 7 CLEH
OIIephI: 3TO PU3UYECKad KU3Hb U CMePTh praocoda; ero
IIOCMEPTHOE CYIIIECTBOBAHNE, JKU3Hb €ro unaeii. Pesyapra-
TOM CTaAO CLIEHHYEeCKOe IIPOU3BEAEHIE, B KOTOPOM OHUM
U3 OCHOBHBIX BOIIPOCOB CTaHOBHTCS BOIIPOC TI'PaHHUIIBI:
C OHOM CTOPOHBI, PU3NIECKON IPaHUIIbI, KOTOPYIO BeHb-
AMHWH HE CMOT Ilepecedb; C APYrod — rpaHHUIlbl UCTOPHUH,
A3bIKA U PUAOCO(HH, KOTOPbIe OBIAH IIEHTPOM €ro MHTe-
PECOB Ha NPOTAXKEHUU BCEH KU3HU.

On the specificity of content and structure
of Brian Ferneyhough’s opera “Shadowtime”

The life and ideas of German philosopher Walter
Benjamin are the core of Brian Ferneyhough’s only opera
“Shadowtime” (1999-2004). The figure of Benjamin
became for Ferneyhough a source for all seven scenes of
the opera: life and death of the philosopher; his afterlife
wanderings, destiny of his ideas. As a result, the composer
produced a theatrical work where the main question is
the question of the borders, be it the borders between
different states or the borders between different ideas
of history, language, philosophy, which were central for
Benjamin throughout his life.
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YupkoBa AapHuca
HBaHOBHA, MYy3blK08€0,
XpaHumesno Apxusa

M. A. Pocmponosuua

u I'. Il. BuwHesckotl

8 Canxm-IIlemepbypee

Larisa Chirkova,
musicologist, Curator

of the Mstislav

L. Rostropovich and
Galina P. Vishnevskaya
Archive in St. Petersburg

BpurTeH u PocTponoBuu. HcTopHus: oAHOMH APYKOBI.
IIo MmaTepHaraM ceMeHHOro apxHBa
M. A. PocTponoBuua u I'. II. BuimnHeBCKOH

Arogmuna I'puropreBHa KoBHanikaga medyrasa IOAr0TO-
BUTH K U3JaHUIO IIOAHYIO ITepenucKy benmkamunaa Bput-
TeHa U Mctucaasa PocTpornoBu4da, OCHOBBEIBAdCh Ha CBOEH
IIPOOAKHUTEABHON paboTe C apXUBHBIMH MaTepHaAaMH B
Britten-Pears Library u cBoe#i maBHel npysk6e c McTu-
caaBoM AeontoabgoBudeM PoctponoBudeM. K coxxkaseHUIO,
3TOT HIPOEKT HE OCYILIECTBUACS, HECMOTPA Ha IIOAYYE€HHOE
onmoOpeHue camoro PocTporioBruya. B nmokaane Oyner cre-
AaH 0030p nuceMm Benmkamuua BpurreHa K McTHCcaaBy
PocTporioBu4dy, KOoTOpble XpaHATCA B apXHUBe BEAUKOTO
BHOAOHYEANCTA M He OBIAM OIIyOAMKOBaHBI B U3IaHUH
«Britten. Letters from a Life».

Britten and Rostropovich. The Story of a Friendship.
Based on the Materials from the Family Archives
of Mstislav Rostropovich and Galina Vishnevskaya

Liudmila G. Kovnatskaya dreamed of preparing
for publication the complete correspondence between
Benjamin Britten and Mstislav Rostropovich, drawing
on her extensive work with archival materials at the
Britten-Pears Library and her long-standing friendship
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with Mstislav L. Rostropovich. Unfortunately, this project
never came to fruition, despite receiving Rostropovich’s
approval. This paper will review Benjamin Britten’s
letters to Mstislav Rostropovich, which are kept in the
family archive of the great cellist and were not published
in “Britten. Letters from a Life”.
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Illep6akora Mapus
HuxroaaeBHa, 0oKkmop
uckKyccmaogeoeHust,
npogpeccop, HaUaANbHUK
Omoesna HOMHBbLX POHOO8,
MapuuHckuii meamp

Maria Shcherbakova,

Dr. Habil., Professor,
Director of the Music
Library, Mariinsky Theatre,
St. Petersburg

«[leTepOyprcKuii KOHTEKCT»
B NIPOCTPAHCTBE XKH3HH:

O Aroamuae I'puropneBHe
KoBHauKoH

Eme IO. M. Aorman oTMedaa, uTO IIpocTpaHcTBo [le-
TepOypra UMeeT dKCIIEHTPUYEeCKHUH XapaKTep, OTKPBITOCTh
MHUDPY M CTHUXULGM, HE3aIlUIIECHHOCTb, XXEPTBEHHOCTD.
OmnpeneasdeT 3TOT TOPOJ XapaKTep U CyAbObI Aronel, ero
HaceAdronmux. HecoMHEeHHYIO0 CBd3b C MHU(POIIOITHYECKU-
MU HadaAaMHU I1eTepOyprckodl >KWU3HU B KYABTYpPbl, KakK
MHE IIPEeACTABASIAOCH, OTKPBhIBAAU MHOTHE CTPaAHUIIBI O1O-
rpapuu U HaAy4YHBIX HCKaHUH AIOIMUABI ['pUTrOpHEBHBI
KoBHaniko#i. O HEKOTOPBIX U3 HHUX S XOTeaa Obl paccKa-
3aThb.

The “Petersburg context” in the space of life:
About Liudmila Kovnatskaya

Yury M. Lotman noted that the space of St. Petersburg
has an eccentric character, openness to the world and
the elements, insecurity, sacrifice. This city determines
the character and fate of the people who inhabit it. The
undoubted connection with the mythopoeic beginnings
of St. Petersburg life and culture, as it seemed to me,
was revealed by many pages of Liudmila Grigorievna
Kovnatskaya’s biography and scientific research. I would
like to tell you about some of them.
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