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B xHure BriepBbIe AeAa€TCH IOIIBITKA BOCCTAHOBUTDL UCTOPHIO PELIETIIINY KAACCH-
YECKOT'0 My3bIKaAbHOT'O HAaCAEIHSA B COBETCKYIO 3110Xy. Ee MaTepraa cocTaBAFIOT Kak
MY3bIKaAbHO-KPUTHYECKHE U MY3bIKOBEIUYECKHEe PadOThl, TaK U IIOAUTHYECKHE [10-
KYMEHTBI, My3bIKaAbHBIE, AUTEPATYPHbIE U KHHEMaTorpaduieckrue Ipou3BeaeHNs,
HCTOYHHUKH I10 HCTOPUU COBETCKOIO TeaTpa, Pa3ANYHBIMU CPEeACTBaAMU UHTEPIIPETH-
PYIOIIHE CMBICABI KAQCCUYECKOH MY3bIKH.

«epossMu» KHUTHU B pPE3yAbTATE CTAHOBATCS HE TOABKO KOMIIO3UTOPBI-KAACCHUKH,
4bd My3bIKa HalllAa OTPazKEHHE B 3€pPKaA€ MHTEPIIPETAlllii COBETCKOM 3II0XH, HO U
IIOAUTHKH, (pHAOCO(]BI, HCTOPUKH, ITUCATEAH, ITI03ThI, PEKHUCCEPBI U aKTEPhI TeaTpa
U KHUHO, baseTMelcTephl, XyJOXKHUKH U, KOHEYHO, MY3bIKAHTBI ¥ MY3bIKOBEbI.

B 1meHTpe mccaemoBaHUS NPUHIUIIBI U MEXaHU3MBl OCYIIIECTBAEHHOH B COBET-
CKYIO 3IIOXY «PeIyKIIMH» KAACCUYECKOT0 HaCAeIUsI, €€ BAUSHHE Ha BOCIIPUSITHE My-
3bIKH MaCCOBBIM CAYIIATEAEM M Ha CaMO COBETCKOE€ HCKYCCTBO, POAb B OOpEeTeHUH
UIEHTUYHOCTH «COBETCKasl KyAbTypar. AHAANU3UPYETCS HCTOPUYECKUN KOHTEKCT, B
KOTOPOM ITPOHCXOIHUAO OMAaCCOBAEHUE «MY3bIKaABHOH KAAQCCHUKH» B COBETCKOH KYAb-
Type 1 POPMHPOBAHIE TOTO €e 00pa3a, KOTOPHIH B MACCOBOM CO3HAHHUU BO MHOTOM
ocTaeTcs NeHCTBEHHBIM U CETOIHSI.

This book is the first attempt to reconstruct the history of the reception of clas-
sical musical heritage during the Soviet era. The book’s materials include vari-
ous documents interpreting the meanings of classical music: music-critical and
musicological writings, political documents, musical and literary works, films, and
sources on the history of Soviet theatre.

As a result, the book’s ‘heroes’ include not only the classical composers, whose
music is mirrored in the interpretations of the Soviet era, but also politicians, phi-
losophers, historians, writers, poets, theatre and film directors and actors, ballet
masters, artists and, naturally, musicians and musicologists.

The study is centred upon the principles and mechanisms of the ‘reduction’ of
classical heritage that took place during the Soviet era; it surveys the influence of
such a reduction on the perception of music by mass audiences and on the Soviet
art in general, and reveals its role in the formation of the concept of ‘Soviet culture’.
The historical context of the popularization of classical music in the Soviet culture
is analyzed, as is the formation of the image of classical music that still affects the
present-day mass consciousness.

AnHoTtanust: CrieridprKa II0AOKEHUT My3bIKaAbHOH KAACCHKU B COBETCKOM KYABTYDE,
BbIpasuBHIasCd B 0(pOPMAECHUH OCOO0H MH(OAOTHH My3bIKH, KOTOPad II0-HOBOMY
HHTEPIPETHPOBasra MECTO M Ha3HAYEHHE MY3bIKaAbHOM KAAQCCHKU B KYyABTYPE,
a TakXKe CMBICABI, IIPUCYIIHE €M, ABAFIOTCS TEMOH HpPEenAaraeMoro UCCACIOBAHUA.
HoBaga «vudoaorug My3bIKH», PaBHO KaK U IIPEKHAd, pOMaHTHYecKas, CBOe HaM-
0oaee 3aKOHYEHHOE BBIPasKeHHeE II0AYYHAA B IIEPBYIO OYEPENb B CAOBE.

Yepe3 KOMMEHTHPYIOIIEE MY3bIKYy CAOBO IIPOUCXOAHAO HIAEOAOTHYECKOE «IIPH-
CBOEHHE» COBETCKOH BAACTBIO KAACCHYECKOIO KYABTYPHOTO MY3bIKaABHOT'O HAacAe-
nus. HoBag moanTHYecKass JOKTPHUHA IIOCTEIIEHHO BBICTPAWBaAa CBOIO KYABTYPHYIO
TeHEeaAOTHIO, IIPUAUPUYNBO OTOMpas UMeHa BEAHKUX XYAOKHHKOB IIPOIIAOTO, IIPH-
TOOHBIX JIAS ITOAO0OHOM MIEO0AOTHYECKOH paboThl, 1 HaBA3BIBAd UX TBOPUYECTBY COOT-
BETCTBYIOIIHME ITIOAUTUYECKOMY MOMEHTY Xy[0KECTBEHHBIE U UACHHbIE KOHIIEIIIINH.
B ocHOoBe HOBOro o0pa3a KAACCHKH A€KAAO0 OMaCCOBAEHHE ITPEICTaABACHHUH 0 Hell —
3TOT HOBBIH 00pa3 1 ObIA ITIOAOZKEH B OCHOBY COBETCKOM MY3bIKAABHON KYABLTYPHI.

Ho «caoBo 0 My3bIKe» He Bcerza rosydaeT BepbasbHyIo (hopMy BbIpaskeHus. [0-
BOpd MeTa(OPHUUIECKH, «CAOBOM», TO €CTh BBICKA3bIBAHHEM O MY3bIKE HAHU €€ CMBIC-
AOBOM MHTEpIIpeTalriel, MOKeT CTAHOBUTHCH U BU3YaAbHBIH 00pas3. BorateiMu Bo3-
MOXKHOCTSIMM TaKOTI'O pojia pacloasaraioT TeaTp M KHHeMmarorpad, Ie OHH IogKpe-
TIASIIOTCS eIll€ ¥ HMCIIOAB30BaHHEM BepOaAbHOTO TeKCTa. BU3yaabHBIH pan, Tak Ke,
KaK U CAOBECHBIH, OTHOBPEMEHHO M OTPazKaeT Y2KE CAOXKHBIIYIOCS CTPYKTYPY MH-
(POAOTH3UPOBAHHEIX IIPEACTABACHHUN, U IIpoaoskaeT eé popmupoBaTs. KoMMeHTH-
PYIOLIYIO (PYHKIIHIO 10 OTHOIIIEHUIO K COYMHEHHUSIM-IIPEeaIIeCTBEHHUKAM CIIOCOOHBI
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6path Ha cebs U My3bIKaAbHBIE IIPOHN3BeNeHNd. IMEeHHO 03TOMy MaTepHaa HCCAe-
[OBaHUS COCTABHAW KaK MY3bIKAABHO-KPUTHYECKHE U My3bIKOBEIYECKHe pPaboThl,
TaK U IIOAUTHYECKHE JOKYMEHTbI, My3blKaAbHBIE, AUTEPATYpPHblEe U KHUHEMaTorpa-
dryeckue IPOU3BEEHHUs, HCTOYHUKH 10 HCTOPHH COBETCKOTO TeaTpa, Pa3sAudHbI-
MU CPEACTBAMH HHTEPIPETHPYIOIIHNE CMBICABI KAACCUYECKOH MY3BIKH. DTO OTpa-
KaeT CHeIU(PUIECKYIO0 YepTy aHaAHu3UPyeMOM SIIOXH: My3blKa, Hapsay CO BCEMH
OPYTHMH BHIAMH UCKYCCTB, IOAYKHA ObIAa BBIATH Ha MaCCOBBIH PHIHOK, OTKa3aThCSI
OT KakKOH-AUOO 330TE€PUIHOCTH, 3aKPBITOCTH, «OOHAKUTLCH» B CBOHX CMBICAAX IIe-
pen cAOBOM, OBITH OTKOMMEHTHPOBAHHOM, a CAEIOBATEABHO M HHTEPIIPETHPOBAaH-
HOH pa3HOOOpPa3HBIMHU XyOOXKECTBEHHBIMHU CpeAcTBaMu. TakuM oOpas3oM «aaBae-
HHE» KAaHOHHU3UPOBAHHBIX CMBICAOBBIX HHTEPIIPEeTAlINH KAACCHYECKOTI'0 HacAeJUI Ha
CAyIIaTEABCKOE BOCIIPHUATHE (B TOM YHCAE B Ha IIPO(PECCHOHAABHYIO MY3bIKAaABHYIO
TPagUIIHI0) ObIAO BCEOXBATHBIM.

B menTpe mnccaemoBaHHS OKA3aAWCh TBOPYECKHE «CyOLOBI» KOMIIO3UTOPOB-
KAAQCCHKOB, BKAIOYEHHBIX HEOAOTAMH B I'€HEAAOTHIO COBETCKOM MY3BIKH, B COBET-
cKol KyAabType. BeBenmenue («Colnas-mapBUHHU3M B COBETCKOM MY3bIKO3HAHHUH») I10-
CBSIIIEHO MHPOBO33PEHUYECKHUM U 3CTETHIECKUM OCHOBaM PEAYKIIMU KAACCHYECKOI'0
HaCAE€IUs B COBETCKOM MY3bIKO3HAHUH, ITPOXOIUBIIINX 101 AO3YHTOM «€CTE€CTBEHHO-
ro orbopar. B T'aaBe I («T'pyaHbI# BEIOOP IpeaTed») maeTcsd 0630p OCHOBHBIX TTIEPCOHA-
AV, BRAIOUEHHBIX B IUCKYPC «KAACCHYeCKas» My3bIKa» Ha IPOTIKEHUH PAaHHECOBET-
CKOTO IIEPHOJA U IIOXH 3PEAOr0 CTAAMHH3MA B aHAAU3UPYETCS IIEPEXO OT «PeayK-
UH CIHCKa UMEH» K «PeAyKIIMHU CMbBICAOB COUYMHEHHUH» KOMIIO3UTOPOB-KAACCHKOB.
B caenyronux raaBax pacCMaTpPHUBAIOTCS OTAEABHBbIE (DUTYPBI, OKA3aBIIHECS «HA
IepeIoBOi» COBETCKOM «paboThl Ha KaaccukaMmm — berxoBeH (Ia. I — «IIpoaeTapuu
BCEX CTpaH, obHuMHUTECh!»), Barnep u PumMmckuii-Kopcakos ([a. III — «[TorpyskeHue
I'paaas), I'amaka (. IV — «Ckas npo CycanmHa-6orateipsa U ['AHHKY-geKaOpucTay),
YatikoBckuil (Fa. V — «“IlepekoBka” YaikoBcKoro»). [Topssqok ux paccMOTPEHUS OT-
4acTH yBa3aH ¢ XpoHoaorueli. Tak, coBeTcKkad HCTOpHUI 6ETXOBEHCKOIO U BarHepoB-
CKOTO HACAEIHs, 3aaBIlas BCEMY IIPOIIECCY MePMAaHOLEHTPUYHLIH BEKTOP, ITOUC-
THHE TPpUyM@asbHO HAa4YaBIIHCH B IIEPBBIE K€ IIOPEBOAIOIIMOHHBIE IOAbI, K HadYaAy
1930-x oka3zasachb mpobaemaTudHoi. KAroueBo#l maTod A OKOHYATEABHOTO pas-
pelleHud «Bopoca o BeTxoBeHe» (CHABILErO €r0 OCTPOTY M B 3HAYUTEABHOH Mepe
aKTyaAbHOCTB) cTaa 1936-# — ro IIPUHSITUS CTAAMHCKOM KOHCTUTYIIUH, KOT/AA «pa-
bora Han BerxoBeHoM» Oblra paKTHUECKH OKOHUeHa. «Bormpoc o Baruepe» paspe-
IIMACH MHa4Ye — B HeTaTHBHOM IIAaHe — HadaaoM Beamko#t OTeyecTBEHHOU BOMHEI,
0€eCIIOBOPOTHO BEIYEPKHYB BarHEPOBCKOE HacAeque U3 OPUIIMAABHON KYABTYPBI, HO
3ar"HaB €ro TEM CaMbIM B «AyXOBHOeE IToAnoaber. Hamporus, 'nnHka 1 YalilKOBCKHH,
BBIABHHYTbIE Ha IIEPBBLIM IIAQH IIPOIIECCOB PEAYKIIMM KAACCHUYECKOIO HAaCAEIUs B
PEBOAIOITMOHHYIO 3II0XYy, UMEHHO B KOHIle 1930-x — Hayase 1940-x Obiau «peabuam-
TUPOBAHbBD» U IIOAYYHAH «IIOCTOSHHYIO IIPOIIHUCKY» B COBETCKOH KyABTYpE, B JaAbHEH-
meM o0peTd IIpaBa 3aKOHOAATeAEH «COBETCKON KAACCHUKM».

Takum obpasom, B paboTe pacCMaTpPHUBAIOTCHA IIPUHIIUIBI U MEXaHU3MBI OCY-
IIECTBAEHHOM B COBETCKYIO 3IIOXY «PEAYKIIHH» KAACCHYECKOIO HACAEIUS, PE3YAb-
TAThl €€ BO3AEHCTBHUS Ha BOCHPHUSTHE MYy3bIKH MACCOBBIM CAYIIATEAEM W Ha CaMO
COBETCKO€ HCKYCCTBO, POAb B O0OPETEHHNH HAECHTHYHOCTH «COBETCKAas KYyABTYPay.

KunoueBble ciioBa: CoBeTCKas KyABTypa, «peabuAuTaIisg» KAACCUKU, UAE0AOTHYECKOe
«IIPUCBOEHUE», «CAOBO O MY3BIKE», «COIIHAA-ITAPBUHN3M», PEAYKIINSI XyA0KECTBEHHO-
IO HacAequs, CAyIIaTeAbCKOe BOCIIPHUSTHUE, MAaCCOBOE CO3HAHUE, KYABTYpHAad UIeH-
TUYHOCTB, Bax, Mouaprt, BerxoseH, llly6epr, lllonten, Baruep, Bepau, Buse, I'anHKa,
Mycoprckuii, Pumckuii-Kopcakos, YaitikoBckuii, CkpsiouH, MsackoBckuii, [llocta-
koBu4; AenuH, CraauH, Byxapus, Tpouxkuii, AyHadyapckuii, Kepxkennesn; Acadbes,
CabaneeB, Bpaymo, ABopckuii, FOpuit Keanpiin, AuBanoBa, CoarepTHHCKUM, AO-
ceB; IlymkuH, Baok, MasgkoBckuii, [TlacrepHak, 3omieHko, Mabd u [letpos, Januua
AnnpeeB, Mwuxaua Byarakon; CranHucaaBckuii, HemupoBuu-/landyeHnko, Meiiep-
xoAabz, Cepreit O#zeHITeia, ['puropuit AAeKCcaHIpPOB.

Summary: The present book is the first attempt to reconstruct the reception of clas-
sical musical heritage in the Soviet era.

The process of creating new and overthrowing old meanings of classical music
showed a powerful potential for ‘myth-building” its aim was to form a new image
of the old art and, in the final account, to develop a futurological project of new
art. This new art and, more importantly, the society that had to be represented by
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it, could be legitimized only if the ‘myth-building’ model had its roots in the great
tradition. Hence, the musical mythology of the Soviet era was centred on the ques-
tion of classics taken in two different, though interconnected senses: the classical
musical art of the past had to be ideologically reconsidered in order to become a
foundation for the classical music of the future.

The present study’s subject matter is just the specific situation of classical mu-
sic in the Soviet culture, namely the peculiar mythology of music, which interpret-
ed in new ways the place and the mission of classical music, as well as the music’s
inherent meanings. This new ‘mythology of music’, like the previous, Romantic one,
found its most complete expression first of all in verbal form.

Through verbal commentaries on music the Soviet ideology ‘appropriated’ the
classical musical heritage. The new political doctrine was gradually building its
cultural genealogy, captiously picking out the names of great artists of the past,
deemed appropriate for such an ideological task, and imposing on their work the
artistic and ideological concepts that corresponded to the requirements of a given
political moment. The new image of classics was based on a simplified and popu-
larized notion of it; and it was just this new image that served as the foundation of
the Soviet musical culture.

The ‘word on music’, however, can be expressed in non-verbal forms as well.
Metaphorically speaking, the ‘word’ or the utterance on music (or else its semantic
interpretation) can be represented also by a visual image. Theatre and cinema can
do it in various ways, supporting the visual aspect with verbal texts. The visual as-
pect, just as the verbal one, reflects the already existing structure of mythological
notions and at the same time continues moulding it. New musical works, too, can
function as commentaries on their predecessors. That is why the materials used for
this study include a large array of texts — musical-critical and musicological essays,
political documents, musical and literary works, movies, sources in the history of
Soviet theatre — each type of text interpreting the meanings of classical music in its
own manner. This reflects the principle of Soviet cultural policy, according to which
music, just as any other art, had to enter the mass market, to cease being esoteric
or ‘closed’, to expose its meanings so that they could be verbalized and, hence, in-
terpreted with the use of various artistic means. Thus, the pressure of legitimized
semantic interpretations of the classical heritage on the audience’s (as well as on
professional musicians’) perception was all-embracing.

The present study deals with the ‘Soviet destinies’ of those classical composers
whose music was allowed by the regime’s ideological services to play part in the
genealogy of Soviet culture. The book’s Introduction (‘Social Darwinism in Soviet
Musicology’) explores the ideological and aesthetical foundations of the reduction
of classical heritage in the Soviet musicology according to the principle of ‘natural
selection’. Chapter 1 (‘A Difficult Choice of Precursors’) surveys the most important
personalities included into the ‘classical music’ canon during the early Soviet peri-
od and the era of mature Stalinism; the evolution from the ‘reduction of the list of
names’ to the ‘reduction of the meanings of classical works’ is analyzed. The next
chapters are devoted to separate figures advanced to the forefront of the Soviet ‘work
on classics” Beethoven (Chapter 2, ‘Proletarians of All Countries, Embrace!’), Wag-
ner and Rimsky-Korsakov (Chapter 3, ‘Sinking of the Holy Grail’), Glinka (Chapter
4, ‘Tale of Susanin the Hero and Glinka the Decembrist’), Tchaikovsky (Chapter 5,
‘Tchaikovsky Reforged’). The order of the chapters is partly conditioned by chronol-
ogy. Thus, the history of the Soviet adaptation of Beethoven’s and Wagner’s oeuvre
started as early as the first years after the Revolution; in the early 1930s, however,
any excessive concentration on German matters became problematic. The key year
for the final solution of ‘the Beethoven problem’ (after which the latter became less
critical and even almost non-topical) was 1936 — the year of ‘Stalin’s Constitution’,
when the process of ‘working on Beethoven’ virtually came to an end. The ‘Wagner
problem’ was resolved in a different — definitely negative — way with the beginning
of the Great Patriotic War: Wagner’s heritage was expunged from the official culture
and, as a result, driven into the ‘spiritual underground’. On the contrary, Glinka
and Tchaikovsky, being among the first classics whose work was ‘reduced’ after the
Revolution as useless for the cause of proletariat, were ‘rehabilitated’ by the late
1930’s and early 1940’s, gaining a foothold in the Soviet culture as the ‘lawgivers’
of Soviet classical music.

Thus, the present study explores the principles and mechanisms of the ‘reduc-
tion’ of classical heritage that took place during the Soviet era, surveys the results
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of its influence on the perception of music by mass audiences and on the develop-
ment of Soviet art in general, reveals its role in the formation of the concept of ‘Sovi-
et culture’. The historical context of the popularization of classical music in the So-
viet culture is analyzed in detail, as is the formation of the image of classical music
that still affects not only the mass consciousness, but also the musical education.

Key Words: Soviet culture, ‘rehabilitation’ of the classics, ideologic ‘appropriation’,
‘word on music’, ‘social Darwinism’, ‘reduction of art heritage’, audience percep-
tion, mass consciousness, cultural identity, Bach, Mozart, Beethoven, Schubert,
Chopin, Wagner, Verdi, Bizet, Glinka, Musorgsky, Rimsky-Korsakov, Tchaikovsky,
Skriabin, Miaskovsky, Shostakovich; Lenin, Stalin, Buhkarin, Trotzky, Lunachar-
sky, Kerzhentzev; Asafiev, Sabaneyev, Braudo, Yavorsky, Yuriy Keldish, Livanova,
Sollertinsky, Losev; Pushkin, Blok, Mayakovsky, Pasternak, Zoshchenko, II'f and
Petrov, Daniil Andreyev, Mikhail Bulgakov; Stanislavsky, Nemirovich-Danchenko,
Meyerhold, Sergey Eisenstein, Grigoriy Aleksandrov.
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