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AHHOTanms. B mog0opke npeicTaBieHbl HEKOTOPBIE U3 CTATEH, HATUCAHHBIX BBIAAIOLIMMCS MY-
3pikoBetoM K.A. KysueroBbim (1883—1953) Ha aHIIIMHCKOM s3bIKE IS ©xKeHeebHuKa M OoScow
News u exxenneBHuka Moscow Daily News B cepenunae 1930-X T010B U CITUCKH €T0 Iy OJIMKAIHNA
B 3TUX U3/IaHUSIX.

Abstract. A selection of articles written by the outstanding musicologist Konstantin Kuznetsov
(1883-1953) in English for the weekly Moscow News and the Moscow Daily News in the mid-
1930s and lists of publicationsis presented.
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1934
1. A. Constant Smithl. New Shostakovich Opera Criticizes Former
Social Epoch // Moscow News. No. 13, March 24. P. 6-7.

Dimitri? Shostakovich was born in 1906 in Leningrad where he still lives. He
graduated from Leningrad Conservatory in 1925. He is a pupil of Maximilian
Steinberg, who studied with Rimski-Korsakov.

Shostakovich is interested in all forms of composition. His larger works are
First Symphony (1924-25), Second Symphony (1927), Third Symphony (1929);
octette for strings (1926); piano sonata (19283) and concerto (1933) with “tromba

! TMonusit nceBroHIM Ky3HenoBa B 3aroioBkax padoT janee He MOBTOPsIETCs. YKa3aHUs Ha Iep-
COHAJIMIO aBTOpa JaHbl B ciayvasx nossienus noanuceit K.A. Kuznetsov u A.C.S.

? Harmcanue MMEH COGCTBEHHBIX BE3E OCTABICHO B OPHTMHAIBHBIX aBTOPCKHX BapHaHTax. B
OCTJIBHBIX CITy4asiX OUIMOKM M ONEYaTKH OPUTHHAIBHOTO TEKCTA UCTIPABIICHBI.

3 doprenunanHas coHara co3aana B 1926 ronay.
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obligata”; two ballets, “Golden Age” (1929) and “Bolt” (1930); an opera “Nose”
(1927-28) based on a tale by Gogol; music for the theater and for sound films. At
present he is working on his Fourth Symphony and planning a string quartette.

“Katerina Izmailova”, Shostakovich’s latest opera (Opus 29, 1930-32), is now
being performed in Moscow at the State Musical Theater* and in Leningrad at the
Little Opera Theater>.

This work, which has attracted wide attention in Soviet musical and dramatic
circles, evidently marks a turning point in the composer’s creative career. His
technique here is masterful; he is vital, ingenious and brilliant. Shostakovich has
proved himself a worthy “grandchild” of Rimski-Korsakov, in the sense that he
continues the older composer’s splendid orchestral tradition and at the same time
utilizes the resources of the modern orchestra.

“Lady Macbeth”

What is most striking in his orchestral score is the masterly manner in which
he uses both the full orchestra and the reduced orchestral combinations. In this
respect he understands perfectly the requirements of the stage.

The original name of the opera is “Lady Macbeth of Mtsenski District”, the title
of a novel written by N.S. Leskov in 1864 and reprinted in 1930 in Leningrad with
drawings by B. Kustodiev <...>°,

Leskov’s “Lady Macbeth” furnished the composer with the plot on which to
build the libretto of the opera, with the collaboration of A. Preiss. The libretto is in
large measure an independent work, thoroughly reshaped from the material of the
novel. Several sections are omitted and replaced by new developments.

Most important of all, Shostakovich does not follow Leskov’s conception of
the story. Shostakovich’s Katerina has nothing demoniac, nothing fatally criminal
in her passion for Sergei, the young lover. There is nothing really “Macbethian” - in
sharp contrast to Leskov’s presentation - about this provincial merchant’s wife,
who poisons her father-in-law and kills her husband.

Environment Responsible

Katerina as we see her in the opera is woman primitive, but vital in her in-
stincts, craving a child; the responsibility for her crime lies not with her but her
surroundings - a crime of emptiness, bestiality and greed.

“I did my best to make my Katerina lovable and worthy of pardon”, Shostako-
vich declared in a conversation with me. The poetic, the only poetic pages in the

* ITepBoe mpeacTapienue onepsl B MockoBckoM I'0Cy1apCTBEHHOM My3BIKATLHOM TEATPe COCTOS-
noce 24 suBaps 1934 roga. XynoxecTBeHHBIH pykoBoauTeNnb HocTaHoBku B.M. HemmpoBuu-
JanueHko, rnaBHbii pexuccép b.A. Mopasunos, pexuccép B.C. Cokonosa, nupuxkep I'.A. Cto-
JIIpOB, XyA0KHUK B.B. /IMmutpues.

® [Ipembepa orepsl cocTositack B JIeHnHrpaackoM Mastom omepaoM Teatpe 22 sirBaps 1934 roga.
Pexuccép H.B. Cmonny, nupuwxkép C.A. Camocyn, xyaoxHuk B.B. Jimutpues.

® Vkasanue Ha MyOIMKALMIO PENPOAYKIIMH OTHOTO U3 9cKH30B KycTonuesa Ha ciremyioueii ctpa-
Hulle ra3eTsl (7) 371ech KyIUPOBaHO.
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opera are connected with Katerina. Take as an instance the love scene in Act Il
[HoTHBIN mpuMep: akT I, kapTuHa 2, nudpa 328].

Our next citation is taken from Katerina’s song in Act I [HOTHBIN npuUMep:
KJaBUp, akT [, kapTuHa 1, uudpsr 12-13]8.

And now a few bars from Katerina’s concluding song in Act IV [HOTHbIN npU-
Mep: akT IV, kapTuHa 9, uudpa 528, Takr 6].

These excerpts give some idea of the composer in his lyrical vein. But he com-
bines with it a satirical perception, perhaps the keenest which has been produced
in Russian music until now. What biting sharpness is included in Shostakovich’s
musical compass is proved by many pages of his opera.

Two citations are in point. The first is taken from Act III - an orchestral intro-
duction to the scene at the police station when Katerina and her lover are de-
nounced by a servant who has discovered their crimes. Shostakovich does not
want to take this kind of justice seriously, and here is how he expresses himself
[HoTHBIN mpuMep: akT III, UHTpOAYKIIMA Mex Ay KapTUHaMu 6 U 7, nudpa 391].

Another example is furnished by two or three bars from an “aria buffa” sung
by Katerina’s father-in-law in Act I [Ha camom gene B Akte II]. This octogenarian,
supposedly the watchful custodian of his son’s nuptial prerogatives, recalls the
days of his lusty youth and wishes he could make advances to Katerina. An old-
fashioned waltz-like theme serves Shostakovich’s purpose [HOTHbINA IpUMep: aKT
I, kapTtuHa 4, yudpa 216, TakT 6].

Lyricism and satire are not the only constituents of Shostakovich’s musical
nature. He is able to grasp the most complex musical and theatrical situation. Take
for instance the third scene of Act I, when Katerina is falling into her lover’s arms
[HOTHBIM mpuMep: aKT I, kapTuHa 3, nudpa 154, TakT 4].

I cannot help thinking that rhythmically this passage sounds very like Ameri-
can jazz with its syncopation. While over serious people are still weighing the
“debit and credit sides” of jazz, this form serves Shostakovich well to express the
nervous excited tension of the whole scene.

An instructive article by Allardyce Nicoll® on “The Decline of Realism in the
Theater” recently appeared in the “New York Times”10. The author sketches the

7 VKasaHWs Ha pa3sMelleHHe HOTHBIX (PParMEHTOB B TEKCTE OIEPhl MPHBEICHBI MO €& KIABHPY:
«Jleqn Makbet Muenckoro ye3na» («Karepuna H3maiinosa»). Op. 29. Onepa B 4 akrax, 9 kapTu-
Hax no H. JleckoBy. JIuGperro A. Ilpeiica u [I. HlocrakoBuua; anrn. mep. JI. CymakoBoil. M.:
OI'3, Mysru3, 1935. [To-Buaumomy, Kys3HenoBy ObLT OCTYNEH MaTepHal 3TOTrO KJIaBUpa Ha
CTaJUH MMOATOTOBKH €r0 U3AaHU.

8 B Tekcre cTaThu JaHHBIC HOTHBIC MPHMEPHI OMIMOOYHO MEPECTABICHEI MECTAMHE. «IIOGOBHYIO
CIICHY M3 BTOPOT'0 aKTa» WIIIOCTPUPYET BTOPOH U3 NMPHUBEIEHHBIX B KBaIPATHBIX CKOOKaX, a «Iec-
Hio KaTepuHbl 13 mepBoro akra» — MepBbIi.

¥ Annapnaiic Huxomn (1894-1976) — u3BecTHEINH GPUTAHCKHIT THTEPATYPOBE H TEATPOBE/.

19 Nicoll A. The Decline of Realism in the Theater; Historical Themes and the Costume Play Point
the Way Drifting Away from Realism. The Public, Restless after Decades of Naturalism, Seeks
Out Another Form // New Y ork Times. 1934. January 28. P. 11.
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different trends typical of the modern American and English stage. He states that
the serious problem play with its fundamentally naturalistic treatment is making
room for costume plays and historical plays; at the same time, pieces of a hodge-
podge nonsense character attract an eager public.

A Problem Play

“Katerina Izmailova” is, on the contrary, a problem play and is so meant by
the composer. Set in ‘60’s it has the elements of costuming and picturesqueness;
there is, moreover, a by-play of farcical bits (sometimes overdone). But these fea-
tures do not impair the seriousness of the main purpose.

Earnestly and with a penetrating eye, the composer is following the fate of Ka-
terina in her struggle with her environment. In the dreary atmosphere of a provin-
cial town of pre-Revolutionary Russia, Katerina finds no help in the church, nor in
the state, nor in society. Circumstances combine to drive her to her crimes and to
her unhappy and by suicide, when her lover proves unfaithful.

The magnificent entr’acte of Act II - a Passacaglia (variations on a ground
bass) originally meant for organ - states the composer’s philosophy, his attitude
toward the whole tragedy [HOTHBIN npuMep: akT II, aHTpaKT Mexy KapTUHaAMU 4
u 5, nudpa 284, Takr 9].

2. Zhilaev, Music Educator and Editor // Moscow News. No. 16, April
14.P.10.

Olin Downes!}, in one of his articles in the “New York Times”12, calls the atten-
tion of music lovers to a new edition of Scriabin’s pianoforte works issued by the
Music Section of the State Publishing House, Moscow!3. He praises highly the ac-

bnaronapio O.A. BoOpuk 3a yka3aHue Ha FJIEKTPOHHBIA apXuB ctared naHHoro mifganus. URL:
http://spiderbites.nytimes.com/pay 1934/articles 1934 01 00000.html. Jlata oOparteHus
1.11.2014.

1 Omun Taync (1886—1955) — aMepHKaHCKHi My3BIKATBHEIA KPUTHK, MHOTOJNCTHHUIT M BIIHSATCITH-
HBIH KoppecnionaeHT New York Times, npexanublii nponaranauct My3biku 5. Cubenuyca u D.
Bunna-JIoGoca, ubn 1pyrom octaBaiicsi Ha IPOTSDKEHUH BCEH JKU3HU.

2 Downes O. Scriabin Re-Studied; New Edition of His Piano Music, Based On Original Manu-
scripts// New Y ork Times. 1933. November 26. P. 16.

13 B iurnpyemoii nanee crathe u3 «COBETCKOI My3bIKE» Ky3HEIIOB IPUBOIUT BEIXOIHBIC JAHHBIC
u3nanua: M., Mysrus, 1933. Mexny tem «llomHoe cobpanue ¢oprenuaHHbix counHeHuit A.H.
Ckpsibuna», Beimeamee B 1933 roxy, orcyrcTByeT B Karajorax oubnuorek. Y mo3nHue coOHaThI
kommosuropa (Ne 8-10), u apyrue ero COYMHEHUs B paMKax JTaHHOW CEPUU OTACIBHO M IOJTAITHO
u3gaBanuch patee — ¢ 1924 no 1931 roapl, — npuuém B OOJBIIMHCTBE MyOIMKAIIMKA UM peIakTopa
He ykazaHo. Ckopee Bcero, MMEHHO M03ToMy B perieH3un JlayHca ato ums — “unintentionally, no
doubt” («0e3 comHeHHs, HepeAHAMEPEHHO») — oTCyTCTBYeT. B.B. PyOnoBa xoncTatupyer: «lo-
TOBHJIUCH HOBBIE U3/aHUs, IOTIEYATHIBAIUCH U IO MIPaBUIIaM TOTO BPEMEHU BHOBb MOJTUCHIBATHNCH
“B mewarp’ [UIS JONEYATHIBAHUS YK€ OJHAXKIBl OMYyOJMKOBaHHBIE HOBBIE u3maHus». Ilo-
BUIUMOMY, O BEPCTKE ofHOTrO M3 HUX u numieT Kysuenos. (Pyoyosa B. H.C. XunsieB — penaktop
counnenuii A.H. Ckpsbuna; Karanor pegakropckux pador H.C. XKunseBa. Counnenus nist ¢op-
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complishment of the editors, but he omits - unintentionally, no doubt - to mention
the name of the editor to whose perseverance, deep knowledge and meticulous
care we one this masterpiece of musical editing.

His name is Nikolai Zhilaev. Says our contemporary, “Soviet Music” (No. 2,
1934): “One must look at the proofs of the last three sonatas by Scriabin; one finds
here corrections made in Zhilaev’'s handwriting, more numerous than those in the
composer’s handwriting. Zhilaev’s strictures go farther than removing some acci-
dental blunders; sometimes they have to do with Scriabin’s orthography”. They
show Zhilaev’s fine stylistic instinct4.

Virgil Thompson [nmpuHsaToe HanucaHue — Thomson15], the well-known Amer-
ican composer, in a letter to the “Sunday Times” (March 11, 1934) mentions the
Soviet music “about which one hears a lot but really knows nothing”. Really noth-
ing? I do not agree, but I would not present that “the state of musical art in the So-
viet Union” is sufficiently known across our frontiers. Otherwise, Zhilaev’s editori-
al and educational work would be duly appreciated abroad.

His name is on the front page of the “Pianoforte Transcriptions for Four
Hands” (Series 1; 1933; Musical Section of the State Publishing House*)¢, recently
issued. The pieces are meant for beginners - for those youngsters who are usually
obliged to swallow “instructive” music, poor stuff prepared for them by number-
less army of musical hack writers.

A Musician’s Marginal Notes

However, to tell the truth, “Pianoforte Transcriptions” are both something
less than music for primary schools and something more. They can be easily criti-
cized from the educational point of view in so far as they give just a fragment from
Mozart’s “Divertimento”< just a quotation from Glinka’'s opera, “Ruslan and Lud-
mila”, or Schubert’s Symphony in C. Certainly one does not learn to appreciate just

termaHo (B aBe u uetbipe pyku). A.H. Ckpsoun / Coct. u xomment. I'.A. Mouceesa // Xumsies
H.C. Tpyasl, nau u rudens / ABT. uneu, otB. pen. u coct. M.A. Bapcoa. M.: My3bika, 2008. C.
279, 563-565).

4 B nammoM oTphiBKe aBTOp B CBOGOAHOIH (hopMe Imepeckasan (GparMEHT CBOErO OT3bIBA, IOMe-
MIEHHOTO B YKa3aHHOM >XypHaie: «HyXHO BHIETh B KOPPEKTypax Mo31HUX coHaT CKpsOMHAa MHO-
TOYMCIICHHBIC TIONPaBKHU, clelaHHble pykoto He CkpsOuHa, a umMeHHO JKunseBa (mompaBKu He
TOJIBKO CITyYaiHBIX HETOYHOCTEH, HO oporpaduecKux HEMPaBUILHOCTEN) <...>». 3a paMKH LU-
TaThl BRIBEJICHA 3aBeplIatonias ¢pasa: «<...> 4ToObl MOHITh, KAKOE UCKIIOUYUTEILHOE 3HAHNE TCK-
CTa, KaKoe MPOHUKHOBEHHOE NMOHMMAaHHUE CTHJIS JAHHOTO KOMIIO3UTOPA 3/1€Ch OBUIO MPOSIBICHO
(4.K. Cmuc. 4. My3bikanbHO-KpuTHYecKue pparmentsl. KoHneptsl, oubmuorpadus, HoTorpadus
Il CoBerckas my3bika. 1934. Ne 2. C. 60).

* Ilpumeuanne Kysnemona: N. Shiliaev, Sammlung der Bearbeitungen fur Klavier zu. 4 Handen,
Heft 1, Staatsmusicverlag, RSFSR, 1933.

15 Bupmxun Tomcon (1896-1989) — enMHCTBEHHBIN W3 BUIHBIX aMEPUKAHCKHUX KOMIIO3UTOPOB,
OCTaBUBIINN 00BEMHOE KPUTHUECKOE HAceue. ABTOP YEThIPEX MY3bIKOBETUECKUX KHHUT, MHOTO-
netuuit (1940-1954) o603peBarens New York Herald Tribune.

18 Coopruk mepenosxenuit st b[opre]-n[uano] B uersipe pyku (I-111 crenenu tpymuoctn) / Pey.
H. XKunses. M.: My3srus, 1933. Tetp. 1.
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a few bars or enjoy just a few chords when at the beginning of one’s musical ca-
reer.

But take “Pianoforte Transcriptions” for what they really are: the marginal
notes of a great musician, susceptible to the crystalline emotionality of a Schubert
song, to the classic monumentalism of Bellini’'s “Norma”, to the melodic and har-
monic discoveries of Kjerulf, to the philosophic insight of Chaikovski in his sere-
nade for strings, to the new impressionistic style of Grieg in his “Songs for Chil-
dren”.

Born in 1881, Nikolai Zhilaev graduated in 1904 from the Moscow Conserva-
tory. He is a pupil of Sergei Taneev. He continues his teacher’s high standard in the
musical profession, but he doesn’t sympathize with Taneev’s father narrow musi-
cal tastes - his anti-Wagnerism, his inability to appreciate the new French musical
school or the younger Russian generation (Scriabin included).

Zhilaev gradually has come to occupy a place unique in its importance and not
to be measured only by his official titles - Professor of Composition, Moscow Con-
servatory; Editor, Musical Section of the State Publishing House; Consultant, All-
Union Music Broadcasting. [ wonder if there is a single modern Russian composer
who, directly as his pupil, or indirectly, did not come within the orbit of his influ-
ence. Anatol Alexandrov, Victor Bieli, Samuel Feinberg, Constantin [mpaBu/ibHO -
Leo (JIeB)] Knipper, [Alexei] Stanchinski (who died prematurely — Zhilaev’s edition
of his posthumous works was published a few years ago) - they all belong to the
circle of his pupils.

A Brilliant Personality

Did not a Shostakovich, a Shebalin, a Polovinkin, come under the spell of his
personality - when showing their compositions, listening to his advice or to his
brilliant conversation - brilliant but always to the point - be it on music or litera-
ture, history (especially military history) or geography? (Zhilaev is a passionate
traveler and his favorite reading is the American “National Geographic”).

We have already mentioned the editorial work done by Zhilaev for Scriabin’s
pianoforte compositions. He has been working for years on Franz Liszt’s pianofor-
te works. Possessing a fine collection of original editions of the great composers’
works, he is going his own way - running parallel with the path taken by the Liszt
Society (Germany). The independence and thoroughness of the Soviet musicolo-
gist can be gauged when comparing his work and that of others who have worked
on Liszt. I mention particularly his newest publication, “Traveler’s Album” (Vol. 1,
1932; Vol. 2, 1933; State Publishing Housel?). It shows Franz Liszt in the prime of
his fresh and promising youth.

It would take too much space to enumerate all the editions, Soviet and for-
eign, of young and old composers (not to forget Debussy), printed under the aegis
of Zhilaev. He may have shortcomings, he may have his predilections, but rarely

Y uem ®. Ansbom nyremectBeHanka / Pen. H. XXunsie. T. 1. BriewatiieHus u nepe:xuBaHusl.
M.: My3rus, 1932. T. 2: Isets! anbnuiickux menoauid. M.: Mysrus, 1933.

115



K.A. Ky3HenoB. U36pannble ctratbu (1934-1937) [Ipumeuanus C.A. [letyxoBoit

does one come across a person technically better equipped, musically and general-
ly better prepared, for his delicate task, and, last but not least, from the social point
of view so devoted and unselfish.

3. Mozart and Mahler in Broadcasts // Moscow News. No. 48, Novem-
ber 29.P. 10.

As the musical season advances, the importance of the part played in it by the
concerts of All-Union Radio Committee becomes more and more evident. The Ra-
dio Committee caters to an audience of many millions; it has powerful resources;
its programs are well chosen and enjoy a warm reception both in amateur and
professional circles.

The quality of these broadcasts improves by strides - in every way. The or-
chestra, choir and soloists together make an excellent musical body measuring up
to the most exacting and varied tasks — beginning with Mozart’s opera and ending
with Mahler’s symphony. These achievements have been attained both by the
happy selection of a staff of cultured and devoted workers like Georg Sebastian
and A.W. Svechnikov [mpunsiToe Hanucanue — Sveshnikov]. These permanent mu-
sical directors are reinforced by guest conductors, last-comer among them being
Fritz Stiedry of the Gustav Mahler school (Klemperer and Bruno Walter belong to
the same famous group now scattered the world over).

Georg Sebastian recently gave us a concert performance of Mozart’s “Magic
Flute” in toto. The composer’s last-but-one creative work - a musical testament of
Mozart and of the vanishing 18t century - its optimism and youthful striving for
daylight through the darkness of the night, its humorous traits in the vein of
Viennese musical comedy (Singspiel) have found a spirit of congeniality in the So-
viet audience.

The performance of “The Magic Flute” was almost perfect; there was no rou-
tine, slothful work. Every note testified to detailed work by the conductor, choir
master and their aids. The only thing I still miss is a high declamatorial standard.

As a contrast to Mozart’s clearness of purpose and simplicity of means came
the performance of Gustav Mahler’s second symphony (1894). In one of his letters,
written in 1897 and published by the composer’s widow, Mahler speaks of Mos-
cow while on tour there as “Such a strange town. It acts upon the mood; the audi-
ence here is so undisciplined”18. It would be wrong to think that Mahler’s attitude

8 B coBpeMeHHOM HaM PyCCKOSI3BIYHOM IIEpeBOJE THceM Manepa MMeeTcs 1Ba YIOMHUHAHHS O
Mockse B 1897 roay: «MockBa OpaKaeT U BOCXHUIIACT CBOCH HEOOBIYHOCTHIO» (M3 MHUChMa AHHE
¢don MunbnenOypr ot 12 mapra / 28 despanst) u «Uysxoli ropoa ASUCTBYET CIUIIKOM YIpPYy4aro-
me. Konnepr [15/3 mapra B Bonbinom 3ane biaaropomnoro coOpanusi| ynajucsi O4eHb XOpOIIO,
HACKOJIBKO sI MOTY CYAMTH O ero ycrexe. [IpaBaa, my0Onmka coBepIIeHHO He AMCHUIUIMHUPOBAHHAS
U HE OYCHb BHUMAaTelbHas» (M3 MUCbMa TOW ke KoppecnoHaeHTke ot 16/4 mapra). (Manep I
[Mucema / O6u1. pen. u mocnecn. U.A. bapcosoii. Coct. u komm. U.A. Bapcosoii, /I.P. Ilerpona.
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towards Russian music was so unfriendly as to old-fashioned (“bigoted” he found
it) pre-revolutionary Moscow. The reverse is true. During the years of his conduc-
torship at the Vienna Opera House he staged several works of Chaikovski: “Eugene
Onegin”, “The Queen of Spades”, “lolanthe”. Chaikovski was not slow in finding a
genius in Mahler as a conductor. On the other hand, Mahler repaid the great Rus-
sian composer not only by staging his works, but also by allowing himself to be in-
fluenced his music.
“Back to the Mahler”

There are several reasons why it was not possible for Mahler’s music to be-
come known and appreciated in pre-revolutionary Russia. He was too much of a
classic in the years when a taste for impressionism prevailed. The place left free
from impressionism’s overwhelming influence or that of kindred musical trends
was occupied in Russia by Scriabin and his passionate followers. Last but not least
must be mentioned the technical difficulties lying in his path: “powerful” and “co-
lossal” are the terms applied by the composer himself to performances of his own
work, which demand much labor and time.

Pre-revolutionary Leningrad anticipated Moscow in the cry “Back to the Mah-
ler”. Now Moscow, rather belatedly, is finding room for Mahler’s grand sympho-
nies. The second - perhaps the most popular symphony by him - was conducted
by Fritz Stiedry with the radio orchestra, choir and soloists. Mahler conquered the
Moscow concert-goer at last, and we hope the conquest will endure for a long time.

The Soviet listener seems to be very pleased with Mahler’s music. He feels it
the inspiring and invigorating. He does not follow all the intricacies of the compos-
er’s philosophic credo but he instinctively finds that his and the composer’s ways
do not always move in different directions. With Mahler he knows that life is a big
problem, that life means hard struggle (Allegro maestoso of the second sympho-
ny); with Mahler he is ready to relax in a careless dancelike tune (Andante mode-
rato of the second symphony). With Mahler he is ready to understand the idea of
the concluding movement of the second symphony, its hymn to the eternal crea-
tive powers of life; like Mahler he is not inclined to consider the world from a “per-
sonal egocentric point of view”. Mahler’s orchestral masses, combined with won-
derful expressiveness of choral means appeal to his stylistic taste.

Conducted From Memory

Professionals were also pleased. They were ready to agree with Mahler’s
point of view, expressed in one of his letters dated April 12, 1896. He wrote,
“Stimmungs music is a dangerous ground, believe me; we must still be faithful to
the old method, to the thematic material, clear and plastic, recognizable notwith-
standing any further transformations; we must still be faithful to the thematic de-

ITep. ¢ vem. C.A. Omeposa, /I.P. Ilerposa, C.E. Illnano6epckoii. CI16.: M3x-Bo um. H.1. HoBu-
koBa, 2006. [Tucema Ne 279 u 282. C. 324, 327-328).
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velopments, able to fascinate, strong in its logic and full of genuine contrasts”1°.
Such an expression of the creed of musical classicism appeals strongly to the mod-
ern Soviet taste.

A few words about the performance itself. It was really good. Stiedry knows
his Mahler thoroughly. He conducted from memory, a great task for such a monu-
mental work. Everything under his baton appeared “clear and plastic”.

I must disagree with Sollertinski’s introductory remarks to the Mahler sym-
phony. Faithful to his writings on Mahler?29, the lecturer tried to prove that Mahler
could not resuscitate the Beethoven symphonic heroism in the morbid atmos-
phere of pre-war Europe. Is the Beethoven stride something unchangeable, deadly
stable? Those acquainted with Mahler’s music and writings are far from thinking
that the composer ever tried to resuscitate anything! In a letter dated Feb[ruary]
17,1897, Mahler relates that merely the idea of being taken for one of Beethoven'’s
imitators has long deterred him from using choir in the last movement of the se-
cond symphony?!. The problem of Mahler’s creative mission and technical means
is too complicated to be done away with by an artificial formula - like the one in-
vented by our lecturer.

1935
4. What Would Verdi Think of Nemirovich-Danchenko’s ‘Travi-
ata’? // Moscow Daily News. No. 79, April 5. P. 3.

(What would Verdi think of the new production of “Traviata” at Nemirovich-
Danchenko’s Moscow Opera Theater??? Would he approve the changes made in
the libretto by Vera Inber, Soviet poet? In the following imaginary dialogue, the
writer attempts to answer).

19 Cp.: «"My3blka HacTpoeHHs' — nouBa onacHas. Bepbre MHe, oka BCE OCTaETCs 0-CTapoOMy —
membl SICHbIE U niacmuuusie, JETKO y3HaBaeMble B JIIOOOM BUAOM3MEHEHHUU U PAa3BUTUH, U 3aTEM
uX pa3paboTKa — u3MeHuu8as, 3aXBaThIBAIOLIAs IIPEKIE BCEro OJaroapst JOrHUECKOMY pa38Uumuio
3aJI0)KEHHOM B HUX MBICIIU U, C APYTOl CTOPOHBI, — OJIarogapst nOOIUHHOU KOHMPACMHOCMU TIPO-
THUBOIIOCTABICHHBIX MOTHUBOB» (M3 muchMa Makcy Mapmaneky; ['amOypr, 12 ampens 1896 r.).
(Manep I'. ITucema. Lut. u3a. [Mucemo Ne 220. C. 254. KypcuBbl B TEKCTE MPUHAICKAT €rO aB-
1) v

Cwm.: Comnepmunckuii M. I'ycraB Manep. JI.: O3, My3srus, 1932. C. 5-6.
21«51 Torma yixe m0/Iroe BpeMsi HOCHIICS ¢ MBICIBIO TIPUBIIEUb IS MOCHeHei yacTi Xop. TOIbKo
OIACeHMs, YTO 3TO MOTYT CUECTh 3a MOBEPXHOCTHOE IMOJpakaHUe beTXOBEeHy, 3aCTaBIsIO0 MEHS
KoJieOaThcsl CHOBA M cHOBa» (M3 muchkMa Aptypy 3aimmo; [amOypr, 17 despans 1897 r.). (Manep
I'. [Tucema. Lut. uza. IIucemo Ne 276. C. 320).
22 TIpembepa creKTakims coctosuiach 25 nekabpst 1934 rona. XyI0KECTBEHHBIH PYKOBOXHTEID
B.M. Hemuposunu-/lanuenko, pexuccépsl I1.A. Mapkos, b.A. Mopasunos, I1.C. CaparoBckui,
mupuxep I'.A. Cronsapos, xynoxuuk [1.B. Bunesamc.
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Verdi: Yes, | known Russia of pre-Revolutionary days, I visited the country in
1862 for the staging of my new opera “La Forza del Destino”. In Moscow one night
at a performance of “Il Trovatore” people applauded me warmly. As for other de-
tails, my memory fails me.

Smith: [ am sorry that I cannot recall them to you.

Verdi: To be frank, I am not fond of resurrecting the past. You must have no-
ticed that [ am not particularly faithful to historical facts. In an historical setting,
people and events of my own age figure in my operas. If Vera Inber has transferred
“Traviata” from the 18t to the 19t century, I have no objection.

[ was busy on this opera in the early 1850’s. If my new librettist wants to con-
nect the plot with the more mature and colorful 70’s I see her reasons. She gives
the producers opportunity to present a gorgeous spectacle.

But does it suit my music?

Smith: You are tactful, maestro. I can guess where your doubts begin. “Our
aim... is to be faithful to Verdi’s music as interpreted through scenic images”, says
the program?23. But the producers, styling their “Traviata” a concert drama, have
transformed it into a spectacular opera. Originally an opera of small forms, akin to
chamber music, it has grown to resemble “grand operas” like your monumental
“Don Carlos” or “Aida” - to a certain degree of course.

Practical Opera School

Verdi: I subscribe to every word. Don’t think me old fashioned enough to in-
sist on my own intentions — unchangeable, sacred. You know, that I came from the
school of Italian composers who understood practical problems quite well, scenic
exigencies, the taste of their audience.

Moreover, I must confess that sometimes when a young man [ worked in a
hurry. Have you noticed; a 4/4 air in my earlier “Lombardi” appears as a 4/4 polo-
naise in “Jerusalem”? I need not point out that the right measure for a polonaise is
Ya.

No, I am not against any reasonable changes in my opera.

But the show has somehow sidetracked my music, has overburdened in with
a profusion of color, light, movement. The score, which you aptly call akin to
chamber music, suffers from such richness.

Smith: And what about the transplanting of the action from France to Italy, to
Venice?

23 Cp.: «My3bIKalbHBIM TeaTp XOTeN BEpHYTh CLieHe AaBHO 3a0biToro Bepau. OH BepHyIics U K
yXy, 1 K OykBe BepJHeBCKON My3bIKH. OH HE TO3BOJISIT MEHATh HU OJHON HOTHI B MAapPTUTYpE U
cTporo cienoBai 3aMmbiciam Bepau. Teatp 3agyman BMecTe ¢ aBTOPOM HOBOTO JIHOpeTTo — Bepoit
Wubep, HaliTH HOBOE CIOBECHOE BhIpaXKeHHE My3bike Bepnu. Utak, Tearp men mo myta odoctpe-
HUs CLEHUYECKOM CHUTYyallMM, COXpaHsAs BCIO IPENECTb M 3apa3sUTENIbHOCTb My3bIKH Bepau».
(«TpaBuata». Onepa B 4-x neiictBusix My3sbika [Ixysenne Bepau. [HoBblit pycckuii Tekct Bepbl
Wubep]. M.: U3xa. Yupasnenus tearpamu HKIT PCOCP, 1935. C. 8).
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Verdi: I always felt happier on my native soil. By the way, do you remember
that “Traviata” was first performed in Venice, March 6, 18537 I cannot help think-
ing that Vera Inber - consciously or subconsciously - was influenced by the Venice
of my original, by 18t century Venice with its carnival, artistic life and music. This
atmosphere dominates the presentation and makes one forget the date of the new
plot.

Smith: Very apt! In your original “Traviata” I find a decided preoccupation
with the South. This sunny aspect of the opera in brilliantly expressed in the gypsy
choir or the matador dances. But to return to the new production: do you feel that
the stage situations, the scenic effects correspond to your musical intentions?

Verdi: [ was severely criticized for my opera texts. You know the difficulties I
experienced all my life with authors till [ found in Arrigo Boito a librettist to my
taste, though all too late. If conservative persons object to Vera Inber’s rewriting of
my text, let them be sure that | welcome every sincere and artistic attempt to bet-
ter my text or revise it entirely.

But there is one flagrant contradiction in the new plot, [ was not joking when I
wrote the father’s part. In the new production he seems to be a buffoon or a deb-
auchee, whose treatment of Violetta is hardly calculated to make her sacrifice her-
self.

Smith: And if Violetta poisons herself instead of dying from consumption?

Verdi: [ would not argue the point. Certainly Violetta’s soil is dead many days
before her body.

Smith: In the death scene, your music expresses Violetta’s sinking in a won-
derful manner (those Wagnerian harmonies!).

Verdi: [ am glad to find a little tartness in your words; in general you are only
too flattering. As to traces of Wagner’s influence, I don’t want to discuss the mat-
ter.

You know my work - continuous effort, continuous improvement from the
early 40’s to my mature works. For the scenic effects, for the artistic staging of
“Traviata” I have only admiration. I feel a real operatic renaissance in the work of
the Moscow Opera Theater on my “Traviata”.

5. Chaikovski - von Meck Letters of Great Interest to Musicians //
Moscow Daily News. No. 127, June 4. P. 3.

The second volume of the correspondence between Chaikovski and Natalie
[mpaBusbHO - Nadezhda] von Meck, his friend and patron, has just been published
in Russian by the Academia Publishing House of Moscow. Text revision and com-
mentary on the correspondence, which embraces the years 1879 and 1880, were
prepared by V.A. Zhdanov and N.T. Zhegin?4, director of the Chaikovski Museum in

2 Yajikosckmii I1.1. Tepemucka ¢ H.®. Gpon Mekk. 1879-1881 / Pexr. u npumeu. B.A. XKanosa u
H.T. Xeruna. M.; JI.: Academia, 1935. T. II.
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Klin, not far from Moscow. The museum, by the way, is in the house where the
composer lived for many years, and contains not only a complete collection of his
manuscripts, printed works, books, portraits, furniture and other objects associat-
ed with everyday life, but also a comprehensive mass of material relating to his
times and social surroundings.

The Chaikovski - von Meck correspondence makes absorbing reading for an-
yone interested in Russian society of the late seventies, when the ground had al-
ready begun to tremble under revolutionary activities, and Jewish pogroms were
reading their ugly head. A sociologist can draw some inferences from the book on
the process of differentiation going on at the time among the upper classes, from
the evident contrast between the business-like views of von Meck, a Russian by
birth and the widow of a big railway promoter, and those of the Chaikovski family
- gentry folk and officials, but also including members of the rising intelligentsia,
such as the composer himself.

Rich Material for Musicians

For the musician, of course, the book has even greater interest. It contains a
store of new material for a new Chaikovski biography or for a picture of his artistic
strivings. Of the 111 letters by the composer himself, only 31 have been previously
published in full, 48 have been published in fragmentary form, and another 39 ap-
pear here for the first time.

There is, moreover, much interesting information on the sojourn in Russia of
Claude Debussy, who, as an 18-year-old youth in possession of a first prize from
the Paris Conservatory, accepted von Meck’s invitation to serve as “chamber musi-
cian”. His principal task was to play over and over again, either in four-hand ar-
rangements with his hostess, or alone, her favorite Chaikovski compositions: the
Fourth Symphony, “Joan of Arc”, “Romeo and Juliet” and the First Suite. At von
Meck’s request, the French composer made piano arrangement of three of the
dances from “Swan Lake”; they were later published although by whom still re-
mains a mystery.

A Debussy composition which recently came to light in Moscow seems to be
connected with this period. Recently published by the State Music Publishing
House, with text revisions by Zhilayey [cM. paHee - Zhilaev], it is a four-hand ar-
rangement of a larger one, possibly a symphony?2°. Only a part of it, what seems to
have been the finale, has been preserved. Are not some traces of Chaikovski’s un-
suspected influence to be found in this beautiful early composition by Debussy? |
am inclined to answer the question in the affirmative.

Depicts Tragedy of von Meck’s Life

The reader will also find in the new volume a powerful and moving tragedy of
a woman who possessed culture far above the average of that of the class to which
she belonged by birth, who was apparently happy in her marriage and was the

2 Cwm.: febioceu K. Camdonns h-moll as lopre]-n[uano] B 4 pykn / Pex. H. XKunsies. M.: Mys-
ru3, 1933.
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mother of several children. Hers was the tragedy of a woman who too late in life
found in Chaikovski the full embodiment of her ideals, a musical genius, a most
fascinating personality - in all, a man who kindled a genuine and deep passion in
her.

In legend, there lives a beautiful story of the love of a man and woman who
never see each other. “The Red Flower”, a poetic tale by Sergius T. Axakov, is built
upon this legend of a kind and faithful creature so ugly and shy that he never dares
to approach his beloved but serves her from afar.

Folk stories demand happy endings, but von Meck’s history is one of hidden
grief, of self-restraint, pushed to the limit. She only too well knew how hopeless it
would be for a sickly woman of advanced years to obtain lasting power over a soli-
tary, elusive, highly nervous temperament like Chaikovski’s. She never went out of
her way to see him, or to come nearer to him than their confidential and frequent
exchange of letters allowed. She could not help telling him - although only once
openly - of her deep love. With this deep outburst, she never insisted upon a dif-
ferent kind of relationship, although the very thought that another woman might
possibly come between them filled her with unspeakable grief.

Von Meck was so near-sighted that she did not even recognize Chaikovski
when they passed each other on one or two occasions on the street. To her country
home in Podolia?¢ she would invite the composer for long visits. Although satisfy-
ing every one of his desires, she would literally watch him from a distance, like the
monster in Axakov’s tale. Such friendship seems far removed from our under-
standing, and appears highly unnatural. But in following the developments of this
cruel trial, in which Chaikovski played so important a role, the reader’s interest
remains unabated until the end. A few rare photos of the composer and von Meck
are to be found in the volume.

6. K.A. Kuznetsov. (Lecturer on the History of Music at the Moscow State
Conservatory). Romain Rolland Resumes his Writing on Beethoven //
Moscow Daily News. No. 148, June 29. P. 3.

It is extremely good news to hear that Romain Rolland is resuming his work
on Beethoven. For a writer whose time is absorbed by varied and urgent appeals
from all over the world, we know this is no easy task, although the time invested in
the social and human duties is not lost for an historian.

The more Romain Rolland comes to the forefront as a fighter for world peace
and culture, the more true to life do the figures of his historical pageant become.
Only an historian feeling the pulse beat of contemporary events can be accepted as
a good guide to the history of former generations, and it is for this reason that we
Soviet historians of music keep the lessons of Romain Rolland always close to us.

?® Hapex e ¢on Mekk npunaiexana ycaasoa [InemeeBo moxa [Togonbckom (HbIHE B 4epTe Topo-
na), B kotopoi YaitkoBckuii ToCTHII OceHbio 1884 rofa B 0TCYTCTBUE XO3SIHKH.
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He knows that a great fighter for social justice is a great fighter for historical truth.

Romain Rolland is considered an authority on the history of music of the 17t
and 18th centuries as well as the early 19t century - the period of Beethoven’s
work. His thesis on the history of European opera from Lully to Scarlatti [«...n0
Jlronnu u Ckapaattu»]?’ revealed a chapter of musical history scarcely touched by
former historians. One cannot ignore this standard work, dedicated to one of the
most important periods of European music, when the foundations of the new mu-
sical drama were being laid. Only on the basis of this work is it possible for Henri
Prunieres, one of Rolland’s best pupils, to continue editing and analyzing the art of
Lully?8,

Rolland has also written an illuminating chapter on the opera of the 17t cen-
tury in Lavignac’s Encyclopedia of Music?°. His work on Handel3° is highly es-
teemed in Soviet music circles and I personally know how immensely it is appreci-
ated by students, who find in this monograph the composer held up not merely as
a source of musical creation, but as an embodiment of the creative aspirations of
the society and period to which he belongs. Under Rolland’s able pen Handel’s Or-
atorio appears as something more than a magnificent work of musical construc-
tion and expression; it becomes a hymn inspiring the English middle classes to
spread their influence in both spheres.

Rolland the Historian

“Musicians of the Past and Present”3! is both a literary and intellectual
achievement. I recall my first vivid impressions of this book, especially the chap-
ters on the French Encyclopedists and Gluck. The battles won by them for an ex-

%" Rolland R. Les origines du thédre lyrique moderne: histoire de I'opéra avant Lully et Scarlatti.
Thése de son doctorat eslettres. Paris: E. Thorin, 1895. B pycckom mepeBoje KO BpeMEHH Haruca-
Hus craThi Ky3HeroBa He u3aHa.

%8 Pruniéres Henry (1886-1942). L’ opéraitalien en France avant Lully. Paris: E. Champion, 1913;
Le ballet de cour en France avant Benserade et Lully. Paris: Laurens, 1914. B pycckoMm niepeBojie
HE M3/IaHbl.

? Rolland R. L’opéra au XVlle siécle en Italie; Les origines de I’opéra allemand; L’ opéra au
XVlle siécle en France; L’ opéra anglais au XVlle siécle // Encyclopédie de la musique et diction-
naire du Conservatoire / Fondateur Lavignac A., Directeur La Laurencie, L. de. Conservatoire na-
tional de musique et de déclamation (France). Paris. C. Delagrave, 1913. T. Il. Ne 22, 29. P. 685—
749, 911-928. Paris: C. Delagrave, 1914. T. [11. Ne 42, 50. P. 1343-1361, 1881-1894. Ko BpemeHH
HanucaHus cTatbu Ky3HeloBa JaHHbIC IIaBbl ObLTH OMyOIMKOBAHBI MO-PYCCKU YaCTHUHO: Poian
P. Onepa B XVII Bexe B Utanuu, ['epmanuu u Auriuu / [lep. A.A. Xoxmnoskunoit. [Tog pen. M.B.
HBanosa-bopernkoro. M.: I'oc. my3. uzn-o, 1931.

% Rolland R. Haendel. Paris: F. Alcan, 1910. Pycckoe u3nanue: Pomnan P. T'enpens / Iep. T.A.
lonsadepra. [log pen. M.B. BanoBa-bopernkoro. M.: I'oc. my3. uza-so, 1931.

% Rolland R. Musiciens d' autrefois. Paris: Hachette, 1908; Rolland R. Musiciens d’ aujourd’ hui.
Paris: Hachette, 1908. Pycckue usnanus: Ponian P. My3bIKaHTBI TIPOLUIBIX JHEH. My3bIKaHTHI
Hammx nHei / Tlep. FO.J1. Beiicoepr. ITox pea. A.H. Pumckoro-Kopcakosa. JI.: «Msicib», 1925;
To xe // Poanan P. Coopanue counnenuii. T. XVI / Tlox pen. B.A. Kpxxesckoro. JI.: ['ocnutusaar,
1935.
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pressive, vigorous yet natural and simple musical art are described by Romain
Rolland not as battles for formal musical principles but as a kind of foreshadowing
of the great social upheavals of the 18t century.

One can see how Rolland gradually step by step, starting with the 17t century
and ending with the 18, came to an understanding of the immense figure of Bee-
thoven, standing at the turning point of European history of the early 19t century.
In his monograph on Beethoven and Goethe32 Rolland gives a penetrating insight
into the great soul of the German composer of the revolutionary era. After having
covered the heroic years of Beethoven’s musical past, we find Rolland standing be-
fore a most important and difficult task - that of making Beethoven’s later works
comprehensible.

I have closely followed the various literary works (articles, reports) on the
problem of the late Beethoven. I tried my hand on the subject in 1927 in an article
entitled “Beethoven and Saint Simon”33, | feel that it is most important to connect
Beethoven’s works not only with the revolutionary principles of the late 18t cen-
tury, but also to connect it with social aspirations of the following century. This
volume of Beethoven by Rolland will be not only the concluding chapter of the
composer’s life, but a page in the spiritual biography running through the scientific
and literary work of the great writer.

7. Pugni’s ‘Esmeralda’ Climaxes Successes of Leningrad Ballet
Theater in Moscow // Moscow Daily News. No. 148, June 29. P. 3.

The great successes of the Leningrad Ballet in Moscow reached their climax
with the performance of Caesar Pugni’s “Esmeralda” of June 23. The new produc-
tion of “Esmeralda” will remain as a gem, crowing the efforts of the Leningrad Bal-
let to rejuvenate the classic dancing repertoire - neglected forgotten or mutilated
in the hands of former producers. These producers were competent in their way
but were hindered at every step in their artistic plans by tsarist government inter-
ference.

“Esmeralda” was composed about 1848 by Caesar Pugni34, an Italian compos-
er famous in his time. It was staged for the first time in Petersburg in 1848 by Jules
Perrot35, who was obliged to alter the plot, making Esmeralda forego the scaffold

¥ Rolland R. Goethe et Beethoven (essais). Genéve: Ed. du Sablier, 1930. Pycckoe usnanue: Po-
nan P. T'ére m berxoseH // Ponnan P. CoOpanue counnenmii. T. XV / Ilep. A.A. CmuproBa, M.A.
Kysmuna. JI.: «Bpems», 1933.

% Kysueyos K. berxosen n Cen-Cumon // Kysnerios K. Tpu stioma o Berxosene // Mys3bika u pe-
Bororust. 1927, Ne 3. Otiox Il. C. 11-15. [epeusnanue: M3 ucropun coBeTckoii 6eTxoBeHUaHbI /
Cocr., pen., npeauci. u kommeHT. H.JI. ®ummvana. M.: Bcecoro3H. u3a-so «CoB. KOMIIO3UTOP»,
1972. C. 115-117.

i [Tpembepa «Acmepanbas» [Tyan—Ileppo coctositace 9 mapra 1844 rona B nonmpoHckoM Kopo-
JICBCKOM Teatpe.

% TTeppo JKioms Kozed (1810-1892) — TaHIOBIIHK ¥ GaneTMelicTep, IPEACTABHTENb POMAHTHYC-
CKOT'0 HampasjieHus B OaneTHOM HckyccTBe. [IpopaboTan B cTonnyHOM BonbIiom kaMeHHOM Te-
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and take part in the general merry-making. The famous maitre de ballet3¢, Perrot,
left Petersburg in disgust on account of such interference in his work.

A worse fate, however, was in store for “Esmeralda”. The last link with Victor
Hugo, his novel “Notre Dame de Paris”, on which the ballet is based, was lost when
staged by Marius Petipa for an Italian ballerina who had been invited to Peters-
burg?’. In Petipa’s version instead of trying to save poor Esmeralda from her per-
secutors, we see her companions, vagabonds, beggars - children of the Paris un-
derworld, like herself, help to hand her over to the débauché3?® Claude Frollo. In
Perrot’s version Frollo has discarded his priestly vestments to become a worldly
character so as not to offend the audience of the pre-revolutionary Imperial Ballet.

The Leningrad Ballet made a bold and successful attempt to bring the Pugni-
Perrot production as near as possible to the original plot by Hugo. The Moscow
composer Gliere was intrusted with the difficult task of retouching Pugni’s talent-
ed music, which proved a little too “light” for a large stage with an imposing array
of performers in the new production.

The music of the Pugni-Gliere version corresponds well with “Esmeralda” in
its new proportions, but we take exception to the excessive use of the low register
instruments, like the tuba, and the endless “tutti” effects. We appreciate Pugni for
his thematic inventions, harmonic feeling, and above all, for his vigorous dance
rhythms.

Social Background Emphasized

The Soviet audience can easily follow the wide range of passions, conflicts and
adventures displayed in Paris society of the late 15% century. No efforts were
spared to bring to the front the social background hidden in Hugo’s work. Es-
meralda (Vecheslova), a young gypsy dancer, is coveted by Claude Frollo, a priest
of the Paris Cathedral. She is in love with Phoebus (Shavrov), an officer of the Roy-
al Snipers, who later deserts her. She is accused of attempting to murder her lover,
in reality the work of Frollo, and is sentenced to the gallows.

We must congratulate Peoples Artist A. Vaganova and her collaborators for
giving such a vivid and impressive presentation of the atmosphere of the French
romantic novel. We cannot imagine a better performance of Esmeralda than that

arpe 11 ner (1848-1859). Ilo-Buaumomy, «Icmepanbaa» (21 nexadpst 1848-ro) Oblia 31mech ae-
orotoM [leppo B 00oux npodeccrnoHabHBIX Ka4ecTBax, sl 4eT0 OH MEepPeHEC Ha OTEUECTBEHHYIO
CIIEHY CBOIO YCIICIIHYIO JIOHIOHCKYIO MmocTaHOBKY (1844) — B nepBbIii, HO JaJICKO HE B IMOCIICTHHNA
pa3. HeoOXoauMo 3aMeTHTh, YTO B HEKOTOPBIX DHIUKIONEAHAX (B TOM YHUCIE CICIHAIbHBIX Oa-
JICTHBIX) CIIMCOK NIEPEHECCHU Oosiee paHHUX crieKTakiel [leppo Ha pyCcCKyIO ClieHy HAYHMHACTCS C
1850-x. Mudopmarnust, nomeménHas B cratbe Ky3Herosa, TakuM o0pa3oM B O4epeHON pa3 Moj-
TBEP)KIAET ero IIyOOKYI0 3PYAULIUIO.

% Maitre de ballet — Ganermeiicrep (dpasir.).

3" Iyxku Bupmxurus (Zucchi Virginia, 1847—1930) npuriamena sHa MapHHHCKYIO CLICHY OCEHBIO
1885 rona; npembepa «IcMepanbasr» M. [leTuna ¢ ygacTueM 3TOH CONMCTKH cocTosiach 17 fe-
kabps 1886-ro.

% Débauché — pacriy a1 ((panL.).
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of Vecheslova’s - combining fire, insinuating grace and finished technique with
vivid and expressive acting. She evokes our sympathy for the gypsy girl, destroyed
by the upper class the moment she attempts to become more than a street dancer.
We must also praise the other artists, especially Lopukhina, who appeared in the
difficult role of Diana, together with her vigorous and dynamic partner Chebukiani
[mpuHgaToe Hanucanue — Chabukiani] in the role of Acteon in the “mythology pan-
tomime” “Diana Goes A-Hunting”, a happy introduction of Vaganova’s3°.

As usual, the Leningrad Ballet reached its highest degree of perfection in the
mass scenes, starting with the Paris “rogues’ yard”4? and ending with the festival
in the house of Fleur-de-Lis (Leshevich).

Vaganova, designer Khodasevich*!, conductor Dubovski4?, and the whole cast
were recalled several times before the curtain fell.

8. Good Music - and Bad // Moscow Daily News. No. 167, July 22. P. 3.

Here are positive and negative aspects to the music presented at the opening
concert, on July 18, of the Amateur Art Olympiad at the Green Theater of the Park
of Culture and Rest.

On the positive side, we must record the unbounded enthusiasm for art and
the mass activities of the performers - from the gray-haired tom-tom player to the
little boy accordion player. We must also note the fine technical accomplishments,
discipline and sound quality of the trade union symphony orchestra, conducted by
Oscar Fried, which included in its program the Finale from Chaikovski’s Fourth
Symphony. The brass and “lute” orchestras are also deserving of praise, particular-
ly the brass band.

The united chorus of trade unions is impressive. It followed faithfully not only
the inspired melody of Knipper’s genial “Field Song” [«[lontomiko-nosie»], but also
the intricate polyphony of a vocal work by Kastalski. Peoples Artist Avranek, cho-
rus master of the Bolshoi Theater, conducted the chorus in his usual skillful man-
ner.

Among the unfavorable aspects of this opening concert, we must first mention

3 «“Diana Goes A-Hunti ng” («/lnaHa BBIXOMUT HA OXOTY») — MMEETCS B BHJy 3HAMCHHTOC Ma-Jie-
Ie «/Imana m AKTeoH».

““Rogues’ Yard” («PasGoiinmunii 18op») —y I'oro «J{Bop uymec».

4 XomaceBnu Banentrnna Muxaitnosaa (1894-1970) — Beinatoniuiicss Mactep opOpMIICHHS Teat-
panbHbIX cnekTakied (Bcero He MeHee 150). B 1932-1936 rogax Oblia TJIaBHBIM XYJIOKHHKOM
Kuposckoro (HpiHe MapHHHCKOTO) Tearpa.

*2 Jy6osckwuii (JlyGosckoit) Esrenuit AuTonosud (1896-1962) — nupimkép n kommosurop. C 1931
no 1962 roxpl octaBascs OAHUM U3 BEAYIIUX AUPIKEPOB OalleTHBIX criekTakiel Kuposckoro Te-
aTpa. My3bIKaJIbHBIH PYKOBOJMTENb BBIAAIOIIUXCSA MOCTAHOBOK, CpeAM KOTOphIX «PaiimMonma»
A K. I'nmazynosa u B.W. Baitnonena, «Konék-ropoynok» L. [Tyau u A.A. I'opckoro, «Jlebenunoe
o3epo» I1.1. YaiikoBckoro, M.U. IMetuna u JI.M. BaHoBa (BO30OHOBJICHUE PEIAKIIMHU), a TAKIKE
MHOTHE COBETCKHE OaeTHI.
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the fact that a striving for monumental effect has not evoked the desired degree of
rhythmic unity. At times the melodic fusing of different elements was lacking.
Quantity was achieved at the price of quality. The number of performers, especial-
ly when the orchestra was augmented by choral singing, was too massive.

The choice of music left something to be desired. This was especially true in
the piano accompaniments for the dance - for the music resembled the obsolete
formless piano improvisations which accompanied the silent films of old. It is re-
grettable that so much time and energy were spent on such poor, musical materi-
als, as Korchmarov’s “Song of the Victors”. This number is too slight to do justice to
the heroic tasks accomplished by our Metro workers. The same applies to other
numbers that were played.

The inclusion of such “hits” as Alabyev’s “Nightingale”, which was whistled
out of tune, was unfortunate, for it brought a note of the cheap music hall offerings
into the program.

Some clubs are attempting to improve the programs and raise the artistic lev-
el of their music circles by closer association with the Moscow Conservatory, the
Philharmonic and similar organizations. The music section of the Moscow Council
of Trade Unions should encourage these efforts, so to help the attainment of a
higher standard of mass music in the Soviet Union.

9. New Collection of Wagner’s Writings. Show Long Path of His
Ideological Development // Moscow Daily News. No. 226, September 30. P. 3.

I remember the bygone days when as a student of Heidelberg University, |
could watch on the streets an open carriage drawn by two horses with some
haughty people inside. One of them, the old woman in black, still and thin, with
something aquiline in her features was Cosima Wagner, Richard Wagner’s widow.
Her son-in-law, a professor of the history of art, Thode, was often to be found rid-
ing beside her.

But sometimes he was replaced by a curious personality - a representative of
one of many ruling families dethroned from a tiny principality by the new united
German Empire. He was the talk and joke of the town - this bearer of a sonorous
name, in a perpetual hunt for a few marks to be borrowed from anybody who
would lend it in his “highness” honor. Richard Wagner, revolutionary in music, a
prophet of art as a new social power, raising humanity to a new form of life - beau-
tiful, healthy and full of joy; and his widow, side by side with an aristocratic deb-
auchee, a sight difficult to be reconciled.

We can now see better Wagner's life line - from his youthful enthusiasm, his
brilliant satire on the European society in the 30’s and 40’s, taking music as a light
recreation, through his revolutionary years when he wrote his “Art and Revolu-
tion” unsurpassed in its score, pathos and imagination - down to “State and Reli-

gion”, “Religion and Art” and “Know Thyself”. In these later works Wagner identi-
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fies himself with everything looking backwards - monarchy, privileged social or-
der, nationalism, anti-Semitism, and, as a growing step in this full negation of his
former credo, religion as one of the instruments of state policy.

The Soviet reader will now be able to follow Wagner’s sinuous path of ideo-
logical development in a collection of his “Chosen Articles” just issued by the State
Publishing House (Moscow, 1935), with notes and comments by the Leningrad
musicologist, Roman I. Gruber#3. The editor rightly appreciates the enormous role
literary work played in Wagner’s propaganda of his musical ideas - not to be com-
pared with Bach’s reticence or Beethoven’s, Mussorgski’s, Chaikovski’s casual ut-
terances on their music.

Wagner and Revolution

Professor Gruber has chosen for the collection a few articles illuminating dif-
ferent period of Wagner’s life and work, from his early essays on “German opera”
(1834), on “Operatic Singing” (1837), until his “Art and Revolution” (1849); Wag-
ner’s later writings the editor gives in excerpts - combining them with critical re-
marks on this unsavory period of Wagner’s activities. The translation is partly new
and partly reprinted in revised form from the already existing translations. The
editor, himself the author of a monograph on Wagner#*4, was very well adapted for
his task in selecting the articles, for revising the translation, and for commenting
on Wagner’s utterances. Perhaps he could have made his comments broader in
scope. The question on the selection of material is not only a question if scientific
criticism, but also one of taste. The articles on Berlioz, included in the collection,
certainly should be accompanied by some comments on the shortcomings of the
sympathetic but one-side appreciation of the French composer by Wagner, who
was greatly influenced by Berlioz, both as regards harmony and orchestration.

But the chief attraction for the Soviet reader are the principal articles in the
book - “Revolution” and “Art and Revolution”. In the first of these articles, pub-
lished just before the Dresden uprising in May 1849, Wagner gave vent to his be-
lief in the creative power of revolution; it is for him “life in the eternal process of
rebirth”4, rebuilding. The future apologist of the “racial theory”, Wagner defends
in this article the revolution as a means of destroying the hostility between differ-
ent nationalities; the system of the exploitation of “industrial slaves” by capitalism.

Even more important in its form and content is the essay on “Art and Revolu-
tion”. All that is best in Wagner’s artistic program is to be found in this essay, full

3 Puxapn Barnep. W30pannbie crateu / Pen., npumeu., BCT. u nosicaut. cratbu  P.M. I'pyOepa,;
nep. H. JleBu, B. Ilonoga, J{. Ycosa u 1. Kanienenen6orena. M.: I'oc. my3. u3a-Bo, 1935.
“ I'by6ep P. Puxapn Baruep (1813-1883). M.: Toc. My3. n3x-Bo, 1934

Cp.: «“ S — BE4HO OMOJIAKMBAIOILAs, BEYHO CO3UAAOILAs KHU3Hb, I'/I€ HET MeHs, TaM — CMePTh. S
COKpYILAI0 BCE yCTOABILEECS, U TIE s IPOX0XKY, TaM U3 Ipaxa BCTAET HOBas XKU3Hb. S — pesoio-
yust, sl — BEYHO CO3UAAONIas Ku3Hb <...>"». (Baenep P. PeBomonus (1849). Ilep. B. ITomosa //
Puxapo Baenep. N36pannbie crateu. C. 43, 45. KypcuBbl B TEKCTE LIUTATHl IPUHAIICKAT €TO aB-

TOpY).
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of fire and conviction, full of pointed remarks on art as a revolutionary power,
serving society in its highest aims; bringing enjoyment of life in its purest form, ac-
cessible to people of all ranks and means. Only is some faint hints to be found be-
tween the lines, are noticeable the germs of Wagner’s later fallacies - for instance,
when he speaks on the German nationality with its “strong instinct of activity,
notwithstanding the acceptance of Christianity, its capacity for plucky undertak-
ings and everlasting belief in its own invincibility”4°.

1936

10. Prokofiev Plays Music of His New Ballet to Gathering of Crit-
ics. ‘Romeo and Juliet’ as Ballet <..> // Drama and Music // Moscow
Daily News. No. 24, January 30. P. 3.

Shakespeare’s “Romeo and Juliet” in the form of a full-fledged ballet is the lat-
est production by Sergei Prokofiev, well-known Soviet composer. The scenario
was written by S.E. Radlov, noted theater producer, responsible for several new
stagings of Shakespeare’s plays - “Romeo and Juliet” included*’.

The composer and the author of the scenario presented their work at a recep-
tion given by the weekly newspaper “Soviet Art” in the Conference Hall of the
Jurgaz building*® on Jan[uary] 25. The audience included a large gathering of noted
Soviet composers, musicians, literary and art critics who participated in a lively
exchange of opinion at the end of the presentation.

Prokofiev played quite a large selection from his new ballet, with the strength,
brilliancy and “neatness” so characteristic of his style of piano playing. In this
composition, written in a remarkably short time, Prokofiev will certainly score an
outstanding stage success at the Bolshoi Theater where “Romeo and Juliet” is to be
produced at the end of this season.

The music of the ballet, as far as it can be gauged from the selections played
by the composer#?, is full of rhythmic vigor, fine lyricism and expressiveness. It is

4 Cp.: «B MepTBerOLIME KNUIbl PUMCKOTO MHUpa BIMJIACH 3J0pOBasi KPOBb FOHON T'€pMaHCKOM pachl;
HECMOTpS Ha NIPUHITHE XPUCTUAHCTBA, CUJIbHBI MHCTUHKT aKTUBHOCTH, HAKJIOHHOCTb K CMEJBIM
NpeanpusTHIM, HermoOeanMasi YBEPEHHOCTh B CaMOM ce0e OCTaIMCh XapaKTEPHOM 4epTOol ITHX
HOBBIX Biactuteneil mupa». (Bacnep P. UckycctBo u peomonust (1849). Ilep. 1. Kanenenen6o-
reHa // Puxapo Baenep. 30pannbie cratbu. C. 57.

" TIpembepa crexraxas «Pomeo u JUKymberra» cocrosuiack 28 amperns 1934 roga B Teatpe-
cryauu noa pykosoactsoMm C.D. PamioBa B ero nmoctanoBke, ¢ My3sikoil b.B. AcadbeBa u Ha oc-
HOBaHMM N1EPEBO/IA, CAETAHHOIO XKeHO pexuccépa A.Jl. Payiosoil.

48 JloMm xypHanbHO-Ta3eTHOrO 00beauHenust Hapkomara Ipocsemiennst PCOCP naxoaumncs Toraa
B nomeniennu Tperbero JJoma CoBetoB — B boxxenomckom nepeyinke, 1 (HpiHe yi. Jlenerarckas).
* 13 Bcex pelLeH3Ui, U3BECTHBIX B HACTOSIIEE BPEMs U TOCBAIIEHHBIX TaHHOMY COOBITHIO, B 3TOM
€IMHCTBEHHOM MpPENNpPUHATO CTOJb MOAPOOHOE ONHCAHHWE BBIPA3UTENILHOTO f3bIKAa ()PAarMEHTOB
nepBoii penakiuu «Pomeo», mokazanubix Torna [IpokodseBsiM. KoHeuHO, BIIOTHE BO3MOXHO, YTO
Ky3He10B — ONBITHBIN )KYPHAIHUCT — yCIIEN MPOTIeTh KJIaBUp Oanera Mocye UCTIOIHEHUS, B IIPO-
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not built on a preconceived principle but combines the dances with pantomime-
like developed symphonic pieces. These elements seem to be brought to a right
proportion. The musical style is usual for Prokofiev, as we are accustomed to know
him of late®® - beginning with the “Symphonic Song”>1. He still possesses that
source of melodic inspiration which is his outstanding attribute. His new ballet is
full of beautiful melodies: take for instance, the scene of the first meeting of the
young lovers at the ball at Capulet’s house; the scene is a mimic addition to Shake-
speare’s play and by no means superfluous. Musically very happy moments are
contained in the ballet scene corresponding to the fifth scene of the third act in the
play (“It Is the Lark That Sings So Out of Tune”52). But the crowning melodic beau-
ty seems to be found in the music written for Juliet’s dance before taking the
“sleeping potion”>3. The latter is a worthy link in the chain of Prokofiev’s composi-
tions of “bewitching” character (I remember, for instance, his songs op. 36>4).
Characteristic Dances

But some characteristic dances as the “Feudal Dance”>> or the “Moorish
Dance”>¢ and the dance of the girls presenting Juliet with wedding gifts>7 also find
quick response in the audience. At the same time one feels that the composer is
widening and deepening a characteristic trait in his present creative stage: the
“horizontal line”, a kind of a modern, very finely worked out polyphony, enriches
considerably his musical style. It augments the solidity and beauty of his music,
showing at the same time the uninterrupted growth of technical progress by the
composer.

[[ecce HACTyNUBIIEH 3aTeM auckyccuu. OJHAKO OAMH W3 HOMEPOB, O KOTOPBHIX MAET pedb Jaiee
(“Moorish Dance” — «Taner; Tpéx MaBpOB»), B TOM KJIaBHPE 3aIllUCaH JIUIIb SCKU3HO U [EITOCTHOE
BIICYATIICHUE CIIOCOOEH MPOM3BECTH HE B PE3YJIbTAaTE BU3YAIbHOTO O3HAKOMIICHHS C HOTHBIM TEK-
CTOM, a TOJIBKO Ha OCHOBAaHUH CIYXOBOT'O BOCTIPUSTHS.

%0 Cp.: «Kak BoIpazmics my3bikoBen npod[eccop] K. Ky3Henon, — 310 “X0poiiio BceM M3BECTHBIN
ITpoxodneB, TOMBKO CTAaBUIMNA cepbE3HEE, NaBIIMK B CBOCH HOBOW BEIIM MOMEHTHI Oosee yriyo-
JNEHHOU JIMPUKHU U OoJiee cOCpeIoTOYCHHOTO MbILIeHUs ». (Kym A. [Kymysos A.]. baner «Pomeo
u JIxynserra». Ha coBemanuu B «CoBeTckoM uckyccte» // CoBerckoe uckyccro. 1936. Ne 5, 29
suBapsi. C. 1. Boienenue ®upHBIM MPH(PTOM MPUHAIICKUT aBTOPY HUTHPOBAHHOTO TEKCTA).

*L «Cumdonngeckast ecHp» 11t GOIBIIOro opkectpa op. 57 (1933).

2 «To KaBOPOHOK TaK MOET (anpinBo» —y [IpokodneBa 3Toii clieHe COOTBETCTBYET Hayallo Tpe-
TBETO JCHCTBUS OanieTa (MpoIaHue BO3MIOOJICHHBIX B CriajibHe [KyIbEeTTHI), B MEPBOH peIaKIUum
(1935), urpannoii B Tot AeHb, — Ne 36—37, Bo Bropoii penakiuu (1939) Ne 38-39.
=B nepBoit penakiuu Ne 45, Bo Bropoid Ne 47.
> «BaknnHaHEE BOXBI M OTHS», TEPBBIA HOMEp BOKaibHOro wukia «lIsth cTuxoTBopeHmii K.
baneMoHTa 1151 rosoca ¢ poprenuano» op. 36 (1921).

s «DeonanpHbiil TaHel» («TaHer peiapeii») — B nmepBoii penakiu Ne 12, Bo BTOpOil penakiuuu
Ne 13.

% «Maspurtanckuii Taner» («TaHen Tpéx MaBpoB») — B mepBoil penakiuu Ne 48, Bo BTOpoit pe-
TAaKIMH 3TOT MY3bIKaJIbHBIA MaTepHaj OTCYTCTBYET.

B nepBoit penakimu Ne 47 («TaHel 4eThIPEX CUPHIICKUX JEBYIIEK»), BO Bropoii Ne 49 («Tanen
JICBYIIICK C JIMITHSIMU).

130



HckyccTBO My3bIKU: Teopus u uctopus Ne12, 2015

A serious deficiency in the music of the ballet seems to be the complete lack of
thematic or rhythmic connection with Shakespeare’s age and its magnificently de-
veloped art of music. The composer prefers, choosing a well-trodden path, to use
in his ballet the rhythmic figures of a gavotte or minuet instead of going back to
the time when gaillards and pavanas were the reigning dances. He reshapes his
own famous gavotte from the “Classical Symphony”. But for a man who knew how
to arrange in faultless form a 17t century piece, Buxterhude’s [mpuHsaTOe Hamuca-
Hue - Buxtehude] Prelude and Fugue, it would be an attractive task to give into the
beautiful realm of the early English music represented by the names of Bull, Bird,
Farnaby, Peerson®8 and so forth.

The composer and his librettist intentionally abstained from showing the final
scene of the ballet - leaving it to the audience to express their opinions on the bal-
let version which has Laurence [6paT JlopeH1i0] arrive at the right moment to be
able to save the loving couple from death.

The discussion which turned on this point of the ballet disclosed fundamental
differences of opinion on how to end the drama. Some of the audience seemed to
dislike the idea of a ballet with a death scene for its ending. Others defended the
opposite point of view. But both factions left the final choice in the hands of Proko-
fiev and Radlov. It will be interesting to watch how the ballet is finally shaped for
the stage production eagerly anticipated by our ever-growing ballet audience.

11. Kamerny Theater Revives ‘Titans’ with New Text by Demyan
Bedny // Moscow Daily News. No. 254, November 3. P. 3.

The presentation of “Titans” (Bogatyri) in the Kamerny Theater - first shown
Oct[ober] 29 and 30 - with music by Borodin and a new text by Demyan Bedny,
has met with unquestionable success. Although in 1867 Borodin was able to see
his “opera-farce”, as he described it, only once on the stage of the Moscow’s thea-
ters, one can safely predict a long run for the new presentation of “Titans” both in
the Kamerny and perhaps also in other theaters.

Nevertheless, “Titans” cannot be termed a really brilliant success. What was
the cause of a certain divided impression left by the performance which, I reiter-
ate, was a very interesting one?

Borodin, in line with other progressive composers of his time, especially Mus-
sorgsky, acted as the herald of the new, national realistic musical drama. This new
opera did not shun historical or historico-mythological themes. “Prince Igor” of

%8 By ixon (Bull or Boul, Bul, Bol John, 1562 mu 1563-1628), Bépx Yinesm (Byrd William,
1543 unu 1544-1623), ®apuadu Txuic (Farnaby Giles, 1563-1640) u ero ceia Puuapn (1594—7),
[Mupcon Maprun (Peerson or Pearson Martin, mexxay 1571 u 1573-1651) — anruiickue KOMITO3H-
TOPBI, TIO3/THEE 3aCTY)KUBIINE U3BECTHOCTh KaK aBTOPHI COUMHEHHI MPEUMYIIECTBECHHO IS BEp-
JDKUHEIA M IO CUX TIOP Ha3bIBAGMbIC «BEPHKUHATACTAME.
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Borodin and “Boris Godunov” of Mussorgsky are brilliant products created by the
young group, marking new tendencies in the musical art of that time.

Yet, in order to build the new, it was necessary to clear the soil of the old
which obstructed the rise of the young, robust sprouts. Borodin saw as a hin-
drance to the growth of the new art on the opera stage the emasculated romanti-
cism and the banal melodic turns which degraded into cheap sentimentalism in
operetta, such as the stilted, artificial “folk style” (the so-called “Style Russe”) and
the hackneyed scenic methods and images of the period. The melodramatic lead-
ing lady, the “sweet” tenor, the noble father - all were already dried-up and lifeless
characters.

New Life Needed

The breath of new life had to be blown into the stage. But this called for the
whip of satire. In his “Titans”, Borodin, in collaboration with the playwright
Krylov, created an “opera-farce” which castigated the shortcomings of both the old
opera music and dramaturgy. The composer made a skillful selection of “favorite
airs” from popular operas and operettas. All this he presented in witty exaggera-
tion and caricature, at times somewhat crudely, and at times with amazing subtle-
ty.

Borodin’s “Titans” by its artistic significance is far, of course, from the satiric
sings of Mussorgsky (“Puppets’ Show”, “Seminarist”). From the viewpoint of musi-
cal history, the operatic parody of Borodin is of much interest, and a parallel may
easily be draw with earlier operatic parodies, like “Livietta e Tracolo” of Pergolesi,
or on English soil, the “Beggars’ Opera” of Gay and Pepusch.

Was it worth while at the present time to revive “Titans” in its old shape? The
answer should be in the negative. The “struggle” against the defects of the operatic
style of Meyerbeer or Offenbach is distinctly out of date at the present time. And
the Kamerny Theater acted quite properly in commissioning Demyan Bedny to
write a new text upon the ground work of the old music of Borodin (amplified here
and there either from the works of the same composer or by folk songs).

What is the net artistic result? Demyan Bedny has written, on the whole, a
very clever comedy sketch. The excellent Russian language of Demyan Bedny, his
facile and easily remembered verse, and the sharp social-political point of his tal-
ent are well developed within the scope of “Titans”. It is a stage protest against
everything antiquated, fallacious, deprived of real living force, of the really “titan-
ic”. But “Titans” are begotten by our present epoch - that is the pivotal point of the
new text.

Consistent Harmony

The Kamerny Theater has put in a great deal of effort to present a really syn-
thetic show, blended in bright consistent harmony. To begin with, director Tairov
conceived the interesting idea of entrusting the painting of scenaries to the Palekh
artists with P.D. Bazhenov at the head. As a result a good many interesting sets
were obtained. The work of the producer and manager (Peoples Artist of the Re-
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public A. Tairov and Honored Artist L. Lukyanov) is excellent. The acting of a num-
ber of artists was superb. Outstanding among them by its sweep and finesse of
humor is the portrayal of Honored Art Worker L. Fenin in the role of the priest,
Striga. The whole company acted splendidly, in unison, and with the enthusiasm of
youth.

And yet the impressions are twofold in character! Wherein is the source of
this duality? The root of the matter lies in the fact that the Kamerny Theater with
its huge technical resources, and with the vast amount of effort put into the per-
formance, has taken up musical and literary material which calls, I should say, for
a far simpler stage setting. Spectators and auditors enjoyed the performance. So
did [, but as my neighbor, observed “they use sledge hammers to Kill flies”. To this I
would add that what would do for the “minsterel” theater will not do for Tairov.

12. Cossack Program is Significant, Gay // Moscow Daily News. No.
256, November 5. P. 3.

“Cossacks of the Don and the Kuban” runs the title of the new program which
opened at the Theater of Peoples Art Oct[ober] 2. The program is highly enjoyable
and of stirring social significance>?.

More than 400 Cossacks came to Moscow from their homeland, the Azov-
Black Sea Territory. Among the music, song and dance collectives in the show are
the Kuban Cossacks United Chorus under G.N. Kantsevich, the Don Cossacks of the
Azov-Black Sea Territory under A.M. Listopadov (the well-known collector of mu-
sical folklore), the Don Cossack Ensemble of Song and Dance under A.G. Tush-
kanov; the Cossack Children’s Band under Jacob Belogortsev and the Chorno-
Yerkov District Ensemble of Song and Dance.

Colorful Costumes

The Kuban Cossacks in their Caucasian “papahas” (lambskin caps), and their
long brown overcoats with two “cartridge pockets” on the chest, and the Cossacks
from the Don in their old-fashioned uniform - deep-blue coats, top-boots and
trousers with red stripes — make a very picturesque sight.

Particularly to my liking are two collectives: the Don Ensemble under Tush-
kanov and the Chorno-Yerkov District Song and Dance Ensemble. In both cases
there is perfect blending of genuine folk art with excellent training under compe-

%9 CMOTp JOHCKHX Ka3aKOB SBJISIICS 3HAYHTEIBHBIM KYJTbTYPHBIM COOBITHEM; B BBITYCKE TOIl e
razetsl oT 12 HOsOps HA MepBOi cTpaHMIIE COOOIIEHO O TOM, UTO Kaszaukue apTuctsl 10 HOsAOps
Obutn puHATHL [ImatonoM KepskeHIeBbIM, KOTOPBIN oOemian jaeieraraM u3aaTh (I0-BUAUMOMY,
3amucaTh Ha TUIEHKY) CaMble yJayHbIe UCTIONHEHUS XOpaMH CTapbIX M COBETCKUX meceH — ot 100
1o 150 HomepoB. Buumanue, ynenseMoe Ka3alukoi KyJabType, ObUIO YacTbio OOJNBIIONW U BaXKHOU
nojuTuyeckor kammnanuu. [logpodHee 06 3Tom cm.: Ckopux A. Kammanus «3a coBeTCKOe Kazaye-

ctBo» Ha lOre Poccun: perpocniekTUBHBIN aHanu3 3kcrnektanuii // beuiblie roasl. Poccuiickuii mc-
topuueckuii xxypHai. Coun, 2012. Ne 1 (23). C. 5-10.
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tent professionals.

The Don Cossacks preserve in their songs - as well as in their language, cus-
toms, and general psychology - very much of the old Russian culture, just as the
English living on Irish soil retain Elizabethan idioms or melodies. But the Orient
left a mark on the Cossack melodies. It was especially noticeable in the manner of
sound production by the older members of the chorus, with their “Cossack colora-
tura”, the guttural coloring of voice, and, to a certain degree, in some modal peculi-
arities. The choice of songs and their interpretation - under Tushkanov, a fine mu-
sician and excellent choir master - was really exemplary.

Fancy, vigor, and prefect sense of artistic proportion characterize the Chorno-
Yerkovites’ dancing. In their “Cossachok” they demonstrated the choreographic
talent which runs in the blood of the Ukrainians, to whom the Kuban Cossacks are
ethnically related.

Outstanding Stakhanovites

It is significant that the Chorno-Yerkovites who came to Moscow as dancers
are at the same time outstanding Stakhanovites. They are conquering for agricul-
ture the swampy borders - “plavni” - of the Azov Sea. They have reclaimed 50,000
acres for planting wheat, rice, and cotton, and have attained high yields on this
land.

[ must frankly state why [ cannot put on the same high level the renditions by
the Kuban United Chorus or the Don chorus of the Azov-Black Sea Territory. The
Kuban singers were given a program of which some numbers were arranged in a
poor, routine style, unable to display all the beauty of genuine folk art. As for the
Don chorus, I object to a certain academic tinge hindering the display of that
freshness and unconventionality one expects in folk songs.

The Cossack Children’s Band was organized in a former waifs’ asylum found-
ed in 1920 by the present conductor of the band, Jacob Belogortsev. The asylum
was moved to Rostov-on-Don and has gradually been transformed into a school,
with the usual program of instruction but unusual in the great attention it devotes
to musical education. The band consists of 100 well-trained boy performers.

13. An Important Factor in Developing Amateur Art of Soviet
peoples // Moscow Daily News. No. 258, November 10. P. 3.

The Moscow Theater of Peoples Art, which began to function on March 18,
1936, is one of the most active centers of amateur music and art on an all-Union
scale and the results of its work deserve the closest attention.

To begin with it should be noted that in its four and a half months of actual
work the theater had on its stage no less than 16,000 performers! They were rep-
resentatives of all the different nationalities inhabiting the Soviet Union. Beginning
with the peoples of the North who charmed audiences with their quiet songs, re-
strained and modest like the northern nature, the programs included also, the
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peoples of our South which, it must be said, from the point of view of temperament
and glamor begins much further north than the Caucasus and Central Asia - even
the Ukraine and the Azov-Black Sea Territory bear all the hallmarks of the South.

But the classification of the performers of the Theater of Peoples Art can be
made not only along topographical and ethnographical lines. One characteristic
feature of this theater is the participation of diverse trade union groups, beginning
with Moscow scientists and professors and ending with people who have come
from the collective farm and factory.

Not an Ordinary Theater

It would be entirely wrong to imagine the work of the Theater of Peoples Art
as that of an ordinary theater in which different casts succeed each other. In reali-
ty the activities of the theater extend literally to the whole territory of the Soviet
Union. The theater does not mechanically display what the “provinces” offer it - all
those innumerable musical and dancing ensembles, soloists, physical culturists,
athletes - but prior to showing them prepares its performances. It prepares pro-
grams, scenarios, sees to musical settings, doing all this in close contact with the
local organizations, with the aid of its “visiting brigades”.

Therefore while the programs in the Theater of Peoples Art run, say, for one
week, these performances are preceded by many months of work with the future
performers in their home towns or villages. The time required for preparations is
usually from one and a half to four months.

Thus even in the preparatory period the theater displays its directing initia-
tive and in this way helps to raise the artistic level of the local amateur art organi-
zations. The right to participated in the performances of the theater is regarded as
a great honor for which many groups compete whether in the district, territory or
the whole republic or within the framework of some fairly large trade union or-
ganization. Is it necessary to add to what an extent such a magnet - the right to
appear on the boards of the Theater of Peoples Art - acts as a mighty stimulus to
the local art organizations in their fight for a high quality of program, of perfor-
mance? This is a theater in which indeed the best of our amateur artists appear.

At times, however, performers win their right to appear in the theater by
something more than their artistic merits. We want the best elements in art to be
also the best in production. We want - in certain higher forms - to confirm in prac-
tice the enormous importance of close relations between art and labor. The thea-
ter has just completed a week’s display of a special program under the general
head of “Abundance”. It was a demonstration of the art of our food industry work-
ers. It now appears that in the Ukraine, for instance, only those groups won the
right to participate in this spectacle which proved themselves worthy not only as
artists but also as active Stakhanovites, as leading harvesters of beet. In Kiev Prov-
ince 12 such groups received special premiums besides being sent to Moscow.

But even while the folk artists are already in Moscow, while rehearsals are in
full swing, the work with them continues to be conducted by the cultural-mass de-
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partment of the theater. The performers attend other theaters, make excursions to
the museums, and so on.
Professional Path

Participation in the Theater of Peoples Art has proved to be a step in the di-
rection of professional art for many of the amateur artists. This however is not in
any way a point stressed, it is rather avoided, since the basic task of the theater
consists in raising the art activities of those who have no intention of parting with
the farm, the factory, the office. Some outstanding performers, however, are sent
to study, as was recently the case with the remarkable bass Mozhayev, a fisherman
from Kerch, or the girl Grigoryan who was sent to the Moscow Conservatory after
she was heard singing her native Armenian songs.

Is any improvement to be observed in the standard of execution? The theater
has not yet worked a year. It is still too early to sum up achievements and herald
great victories. But it is interesting to note that when the same national ensemble
appears twice within a certain period of time, the heads of the theater have been
able to notice, an unquestionable improvement. The Armenian song and dance en-
semble of Baku, for instance, which performed here in May and then again during
the Theater Festival in the autumn (one of the performances, and one of the most
successful, of the festival was that at the Theater of Peoples Art), showed very ap-
preciable progress. Here it is necessary to mention also the excellent Gypsy danc-
ers, the Metrostroi Stakhanovites, and many others.

Aims of Theater

The theater is at present striving to produce higher, more monumental pro-
grams instead of a series of more or less successfully combined numbers. To begin
with, the theater wishes to help create a “peoples opera”. This opera is to be dis-
tinguished by the fact that it will be guided by the peculiar character of amateur
art: for instance, it will place the accent on the more customary chorus music ra-
ther than on solo singing, will introduce national instruments into the orchestra,
and so on. The theater is negotiating on this subject with the composer Sergei Pro-
kofyev [cM. paHee - Prokofiev] and it is possible that by the end of the 1936-37
season we shall have such an opera performed®°.

A “peoples dramatic performance” showing how the proletariat has acquired,

% 06 yrnoMsHYTHIX IeperoBopax u HamucaHun IIpoKOMBEBBIM COUHHEHHS IS 3TOTO TeaTpa HEIHE
HUYEro He u3BecTHO. OHAKO caM (hakT MOSBJICHUS 37IeCb UMEHH KOMIIO3UTOpa He ynuBuTeneH. 20
Mmapta 1936-ro, He3anonro A0 okoHyatensHOro Bo3BpaiieHus B CCCP, IlpokodseB 3asBui B UH-
TepBbI0 «JIuTepaTypHOil razere». «5 moObIBaI BO BCeX KPYIMHBIX TeaTpax EBpomnbl u AMEpHKH U
MOT'Y CKa3aTh, YTO IIEPBBIN CIIEKTAKJIb TeaTpa HapOJHOIO TBOPUYECTBA MPOU3BEI COBEPIIEHHO HC-
KJIFOUUTEIbHOE BrieyaTiieHue» (uut. mo: [Ipokodsues o [Ipokodprese. Crathu u unaTEepBHIO / CoCT.,
TeKCTOJI. ped. u kommeHT. B.I1. Bapynna. M.: «CoB. kommo3urop», 1991. C. 137). 310 BbICKa3bI-
BaHUE, BOCIIPOU3BEACHHOE C TeX MOP B ACCATKAX MyOJIMKALUH O KOMIIO3UTOPE, BBI3BAHO K JKU3HU
€ro BIEeUYaTJICHUSIMH OT OTKpHITHs TeaTpa 18 mapra 1936-ro, rie B HCIIOJHEHUN CaMOAESTEIbHOTO
xopa npo3Bydaia necHs [IpoxodreeBa «I[lapruzan XKenesznsk» u3z op. 66 (1935, cnosa M.C. I'o-
JIOJTHOTO).
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under the Soviet power, a fatherland which it did not have before has been practi-
cally completed. The text has been prepared by the well-known reader Yakhontov
and the young poet Dolmatovsky.

The theater is also preparing two choreographic productions under the direc-
tion of Moiseyev. One will show Moscow’s physical culture life and the other has
parachute jumping as its theme. The program of the theater also provides for a
mass spectacle on the subject of Stepan Razin, for which the Palekh artists are
preparing the decorations. With these and other representatives of peoples art the
theater has maintained close contact from the very beginning and its stage and in-
terior have been splendidly painted by groups of such painters.

Boris M. Filippov has been the director and leader of the Theater of Peoples
Art from the very beginning. The music director is the well-known composer Leo
Knipper.

14. A.C.S. New Kazakh Opera Rouses Discussion®! // Moscow Daily
News. No. 263, November 16. P. 3.

Eugene Brusilovsky, a young composer of the Alma-Ata Kazakh Musical Thea-
ter, is hard at work, together with the prominent artist K. Zhandarbekov, on a new
Kazakh opera, to be called “Targyn”. This will be the first real Kazakh opera, for the
“Kyz-Zhybek” and “Zhalbyr” were in really dramas with music but not operas®2.

To make a full-fledged opera is a daring step, it shows a striving on the part of
Kazakh artists not to be outdone by other nationalities - especially those of Azer-
baijan and Uzbekistan, which already have their first operas: “Shakh-Sanem”
[“Shakh-Senem”, “Shah Sanam”], by Gliere®3, and “Farkhat and Shirin” [“Farhad
and Shirin”], by Uspensky and Grubin®4.

o1 Mammsrit MaTepHal, Mo-BUAUMOMY, SIBWICS OTKJIMKOM Ha myOnukanuio «My3sbika COBETCKOTO
Bocroka», momeménnyro B «Kazaxcranckoii mpasae» 12 oktsops 1936 roga u BKIIOYUBIIYIO CTa-
o1 E.I'. Bpycunosckoro u P.M. I'nuspa. Bo Bcskom ciayuyae, oCHOBHbIE TeMbl HanucaHHOU Ky3-
HELOBBIM CTaTbH HAIIPSAMYIO IIEPECEKAIOTCS C TE3UCAMH YKa3aHHBIX TEKCTOB.

62 Cp.: «Paboras Hag “TapreiHOM”, MBI TIOCTAaBHJIIM CBOEH 3a/ladeil co31aTh MEPBYIO Ka3aXCKYIO
onepy. IloctaHOBKa 3TON OIEpbI — HOBBIN 3Tall pa3BUTHUS Ka3aXCKOI'0 My3bIKAJIBHOIO TeaTpa. My-
3pika B “Tapreine” Oynet Oosee cI0XKHOM, 4eM B JPYTUX MOCTaHOBKax Tearpa. B “Tapreine” my-
3bIKa OyJIeT HEeNpephIBHOM, My3bIKaIbHbIE HOMEpPA CBSI3aHBI B €IMHYIO II€Tlb, OPTaHUYECKH BJIMBA-
10TCst Apyr B apyra. “Taprein” mo ¢opme He My3bIKajbHas mbeca, a onepa» (bpycunoeckuil E.
[TepBas ka3axckas omnepa // Kazaxcranckas npasna. 1936. Ne 236, 12 okr. C. 3).

63 IIpembepa BTOpoOii penakiuu onepsl «lllaxcenem» coctositack 4 mas 1934 rona B 6aKMHCKOM
Tearpe onepsl u 6anera umenu M.dD. AxyHaoBa 1o ynpasjieHueM aBropa, pexuccép 1.H. [Ipo-
CTOPOB, IEKOPAIIUH U KOCTIOMBI co3/1anbl 1o acku3aMm C.b. Bupcananse, xopeorpad B.A. Konono-
BuY, xopmeiictep A.S. I'poccman. 25 mast, Tpu Helenu CIycTs, KOMIIO3UTOPY IMPUCBOCHO 3BaHUE
Haponnoro aptucta Azepbaiimkanckoit CCP.

% Mysbikanbhas npama «®apxan u [lupue» Hamucana B.A. Venenckum B 1936 roqy B coTpy-
HUYECTBE C IUPMXEPOM Y30ekckoro Tearpa omepbl u O6anera H.b. I'pyounsim. B 1941-m B co-
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Discussion in the Press

In connection with this operatic “renaissance”, a vivid discussion is going on
in the pages of the Soviet press.

Attention is being focused on the question of vocal training®. What is the fa-
mous Kazakh singer Kulyash Baiseitova going to do to cope with the more exacting
demands of the new opera? A singer of songs must become a singer of arias. Gliere
writes in “Kazakhstan Pravda” about the Azerbaijan prima donna Shefket-Khanum
Mamedova: “She went through an Italian schooling®® and in doing this the stuck to
her national timbre, but she acquired a highly developed vocal technique”. Gliere
evidently recommends the Kazakh singers to follow in Mamedova’s path®’.

But the matters under discussion do not stop here. What about the use of na-
tional instruments in the orchestras of new national operas? Some think the Euro-
pean orchestra is able to reproduce all the national instrumental effects without
widening the range of its own technically developed instruments. They prefer the
orchestration by Gliere in “Shakh-Sanem” to one by Uspensky in “Farkhat and
Shirin”, where the wide use of national instruments was tried.

I remember a young Armenian composer saying to me:

tpynuauuectse ¢ [ A. Mymenem u qupmképom C.I1. [seitipenem ('opuakoBbiM) apaMa nepenena-
Ha B OIIEpY.

% Cp.: «Ceifuac, KOraa apTHCTBI My3bIKATBHOTO TeaTpa MPHCTYMAIOT K TIOCTAHOBKE MEPBOi OITe-
PBI, BO BeCh pOCT BCTAa€T nepe] HUMH BaKHeHmas 3agaya — yauthest! be3 yuéonl, 6e3 nanpHeiime-
I'0 OBJIAJICHUs MY3bIKaJIbHOM KYyJIbTYpPOH U AKTEPCKUM MACTEPCTBOM, HEMBICIUM TBOPYECKHUM POCT
KOJIJICKTHBA MY3BIKaJIHOTO TeaTpa. Yuéba, HacTOMUYMBas MOBCeIHEBHAs yu€6a — BOT 4TO TpeOy-
eTcsl ceiiuac OT KOJUIEKTUBA MY3bIKAJILHOTO Teatpa» (bpycunosckuil E. Ykaz cod.).

% Kak cBuIeTeIbCTBOBANA CaMa TIEBHIIA, 33 TPAHHIEH OHa IpoBena ueThipe roxa (1925-1929) —
oauH Bo @panuuu u tpu B UTtanmuu, «<...> rie cCoBEpIICHCTBOBAJIach B BOKaJIbHOM HCKYCCTBE»
(Mameoosa I11. CnoBo o moém apyre u yuurene / Jlut. 3anuce J[.M. Tlepcona // I'nusp P.M. Cra-
Tou. Bocniomunanus. Marepuanst / Tloar. k meu. J[.M. Ilepcorom, mon pea. B.M. boraanosa-
bepeszockoro. JI.: My3bika, 1967. T. 2. C. 251).

%7 Cp.: «51 GyKBaIBHO 0YAPOBAH BOKAIBHBIMH CIIOCOGHOCTSIMH 1 MAHEPOH HCITOTHEHHS HAPOIHOM
apructku Kynsam bailicenToBoi. OTO NEHCTBUTENIBHO KpPYyNHAsl apTUCTKA, KOTOpas CMEIO MOKET
paccuMThIBaTh Ha yCIieX Ha JII00OW eBpOIEHCKOi cueHe. B To e BpeMs MHE KaKeTCsl, 4TO TaKou
00JIBIIION caMOOBITHBIN TanaHT, kKak Kymsi, paboTaromias moka TOJbKO HaJ Ka3aXCKOW MeNloIueH,
MOYYBCTBYET (€CIIU y)Ke HE IMOYyBCTBOBAJIA) HEOOXOJMMOCTh U B KJIACCHYECKOM mikoie. S riayoo-
KO YBEpEH, YTO €U 3aX0ueTcs IEThb HE TOJIBKO Ka3aXCKUX I'epouHb, HO U Tpasuary, Maprapury,
Posuny u pan npyrux ponei. To e camoe MOXKHO CKa3aTh U B OTHOILIEHUU JPYTHX Ka3aXCKUX aAK-
TEPOB. A I 3TOr0, MOBTOPSIO, HyXHa Xopolas 1mkoja. He HykHO qymatk, 4TO 3Ta LIKOJIA MO-
KET CTepeTh HallMOHAIbHbIE 0COOEHHOCTH, MHIUBUAYaAIbHBIH OTTEHOK TanaHTa. HaobopoT, oHa
Pa30BBET 3TH CaMOOBITHBIE CBOWCTBA, OOOTAaTUT UX, MPUAACT UM 0COOYIO INIyOWHY M BBIPa3UTEIb-
HOCTh. [IpuMepoM 3TOMY MOXET CIIyXUTh, B YaCTHOCTH, HAapOJHas apTUCTKa A3sepOaiimkaHa
[edxer-xanym MameznoBa. OHa MpoIuia UTATBSHCKYIO IIKOJY, COXpaHHIa CBOM HAI[MOHAJIbHBIN
KOJIOPUT U MpHOOpesia BHICOKYIO MY3BIKaJbHYI0 TeXHHKY. OHa MPEeKpacHO MOET B €BPONEHCKHUX
ornepax M enié Jydiie, 4eM MPEeKe, UCTIONHSICT HapoAHbIe HAIIMOHANbHBIC TiecHU» ([ iusp P. Bbi-
pactum cBoux berxoBeHoB, MoraptoB, YaiikoBckux // Kasaxcranckas npasga. 1936. Ne 236, 12
okr. C. 3).
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“Why should I use national instruments, which are, in reality, nothing but an
early stage left behind by the European instruments?”

This seems to me too one-sided. I am sure that our future lies in an enrich-
ment of our orchestra through the inclusion of national instruments, but in a more
highly developed form. Some of the younger Georgian composers, I am told, are
working along these lines.

15. A.C.S. A Valuable Book on Medieval Russia’s Native Art // Mos-
cow Daily News. No. 265, November 18. P. 3.

MONUMENTS OF ART HANDICRAFT OF ANCIENT RUSSIA. By A.S. Gushchin.
Social-Economic State Publishing House, Leningrad, 1936. 82 [87] pp. and 34 illus-
trations on separate sheets. Price, 80 rubles®8.

This is an interesting and valuable monograph, as beautiful in its format as it
is important as a historical document.

Its well-selected contents reflect the riches of some of the most important So-
viet museums, the State Hermitage and the Russian Museum in Leningrad, the
State Historical Museum in Moscow, and others in the Ukraine. It deals with the
artistic culture of early Russian feudalism, from the 10t to the 13t centuries.

The first impression one gains on reading Gushchin’s work is that of a genuine
applied art, technically developed, one of whose basic centers was Kiev, capital of
the then Kiev State. Finesse or delicacy was not one of the characteristics of this
art. All these heavy metal head-dresses, collars shoulder pieces (one of which we
reproduce on this page, from Gushchin’s book®?) - all the silks and brocades, speak
of the tastes of a society for which weight, volume, richness and splendor were
highly important. The author correctly points out that the striving to achieve an
imposing exterior, by means of which the feudal nobility demonstrated its power
over those below it on the social ladder, was what determined the character of this
art.

The book’s tremendous amount of archeological and art information is very
effectively placed in its - historical setting. The author shows, for instance, how
the number of feminine adornments increased in the 12t and 13t centuries,
whereas during the 10t and 11t the adornments were chiefly masculine in char-
acter. The “knightly” style was developing, with the “fair lady” conception associ-
ated with it, and having its effect on art. We are hardly likely to err if we ascribe to
this period of Russian feudal culture the beginning of the rich development of mu-
sic which may be paralleled in character - even though somewhat distantly - to
the art of the Provencal of French minstrels. The frescoes on St. Sofia’s Cathedral in

% yuun A. IlamMatHuku xynoxxectseHHoro pemecina Jpesneit Pycu X—XII1 BB. JI.: I'oc. counans-
HO-9KOHOMHYEecKoe n3a-Bo, 1936. 87 c. 34 mmoctp. Llena 80 pyo.
% VkasanHas perpoayKIHs Ha JAHHOM CTPAHHIIE TA3€THl OTCYTCTBYET.
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Kiev, dating from the 11t century, give a picture of musical performances by Rus-
sian minstrels, “jesters”, which is interesting in this connection.

The book, while of a scientific and objective character, has also a political side.
Russian pre-revolutionary arch[a]eologists, such as Kondakov’?, were inclined to
ascribe everything in ancient Russia to Byzantium or other foreign cultural cen-
ters. Such modern investigators as the Viennese art historian, Josef Strzygowski’?,
and his pupil, W. Born’?, are ready to overestimate the north German influences in
Russian medieval culture. Gushchin, on the other hand, tries to show, on the basis
of rich arch[a]eological material, the existence of native cultural sources, of which
Kiev was most important. The technique in Kiev was the most advanced, including
the art of melting metal at a temperature of 800-1,000 deg[ree] C[elsius (°C)]. And
where art existed not on the basis of import alone, but was created within the
country itself, there is no need to turn to Byzantium, Iran or Scandinavia to find
the origin of every Russian ornament, or every detail of metallic jewelry.

1937

16. Dzerzhinsky Work Grips Spectator // Bolshoi Theater Pro-
duction of ‘Soil Upturned’ Hailed as Significant Success of Soviet
Opera // Moscow Daily News. No. 252, November 2. P. 2.

" Konnakos Huxomum IaBrosuu (1844-1925) — apXxeoJioT, UCTOPUK-BU3aHTHHUCT, MPOdeccop
Cankr-IlerepOyprckoro yHuBepCHTETa, CTApPIINK XpaHUTEIh OTAeneHUs] CpelHUX BEKOB U 3IMIOXHU
Boszpoxnenust Mimneparopckoro OpMuTaka, OCHOBATENb IIKOJIBI OTEUECTBEHHBIX HCCIIEI0BaTE-
neii-ukoHorpados. [Toxpodree o HéM cm.: http://rushalan.ucoz.ru/doc/kondakov.pdf. [lara obpa-
mennst 25.11.2014.

" Crpxurosekuit Hosed (Strzygowski Jozef, 1862—1941) — HCTOPHK-BU3AHTHHICT U ETHIITOJIOT,
apxeodor, punocod. B 1920-e Obisa MIMPOKO U3BECTHA €r0 KOHIICIIUS BIUsSHUS BocToka Ha Mu-
POBYIO LIMBUIIM3ALIMIO, U3JI0’KEHHAs BO MHOXecTBe TpyAoB. Oanako B 1930-e, nmocne yBoJIbHEHUS
u3 MHcTuTyTa MCTOPUHM MCKYCCTB Npu BeHckoM yHuBepcuTeTe, YUEHBI ObUI BBIHYKIEH 00pa-
TUTBCS K M3BICKAHUSIM, OOYCIIOBJICHHBIM HaIlOHAJI-COLMAIUCTHYECKON uaeonorueit. Cm.: Vasold
G. Riegl, Strzygowski and the development of art // Towards a Science of Art History: J.J. Tik-
kanen and Art Historical Scholarship in Europe, the Acts of an International Conference, Helsinki,
December 7-8, 2007 / Ed by J. Vakkari. Helsinki: Society of Art History, 2009. P. 103-116.

2 Bopu Bomsgranr (Born Wolfgang, 1893-1949) — XyI0KHEK-HILUTIOCTPATOP, JKYPHAINCT, pa-
IUOKPHUTHUK, ¢ 1928 — ncTopuk MCKyccTBa, CIEUUAIUCT MO 3BEPUHON OPHAMEHTHKE B MaMSATHHUKAX
uckyccrBa Jlpesneit Pycu. B 1930-e Bmecte co cBoum yumurenem CTpKMIOBCKMM pa3padarbiBall
KOHIICTIIMIO M30paHHOM KyJIbTypHOW poJin repMaHcKoil packl. Ky3HemoBy, ckopee Bcero, ObLIO
u3BecTHO 0 pabote bopHa B My3esx IlerepOypra, Korja cioKuiach B OKOHYAaTEIbHOM BUJE JOK-
TpHUHA Y4EHOTO O MPEEMCTBEHHOCTH JPEBHEPYCCKONW OPHAMEHTUKHU OT JAPEBHETEPMAHCKUX KOpPHEH
(B WacTHOCTH, MCKYCCTBA BUKHHIOB) M HPOJOJDKEHHs €€ pa3BUTHS HA 3TOW OCHOBE B MECTHBIX
poccuiickux ycnoBuax. CHUMNTOMAaTHYHO, YTO, HECMOTPS HA PE3KOE IMPOTHBOPEUUE B3IJISJOB
KonnakoBa u bopHa, mocieaHuii B paccMaTpuBaeMblil mepuo]i (CIyCTsl BCEro ceMb JIET MOCIe
CMEpPTH PYCCKOTO HCCIIEAOBATeNsA) Hadad MyOJMKOBAaThCS B aBTOPUTETHOM Seminarium
Kondakovianum. Cm.: Born W. Das Tiergeflecht in der Nordrussischem Buchmalerei // Seminari-
um Kondakovianum. Praha, 1932. Vol. 5. S. 63-98; Praha, 1933. Vol. VI. P. 48-108.
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I was unfortunate in not being able to attend the premiere of Ivan Dzerzhin-
sky’s new opera. “Soil Upturned”, at the Bolshoi Theater, given on Oct[ober] 23.
However, [ was present at the preview two days before.

The Soviet lay and musical press has already given its criticism of this presen-
tation, and the consensus of opinion is that the opera is a great event in our musi-
cal life.

To depict the Soviet collective farm system during the tense moments of its
organization, when collective farm construction is firmly established and after the
agonies of the “birth-pains” have passed, was the difficult task facing the composer
and producers. To show today’s events on the stage, to portray living people, to
make one feel their joys and sorrows - all this without exaggeration, without
“make-up”, is indeed an undertaking.

What strikes me first as I recall the performance is that I was completely ab-
sorbed. The opera produces a number of impressions as regards its subject matter,
the striking qualities and diversity of the characters, the uninterrupted movement
of events which unfold before one. It is a spectacle to which one wants to return
time and time again.

Grew During Work on It

One of the main reasons for the success of the new opera is the extraordinary
care exercised in putting it on. The opera literally “grew” during the work on it.
Some of the scenes were supplemented, rewritten, recomposed, as, for instance, in
the first act, Davidov’s arrival or the murder of Khoprov.

Another great contributing factor to the success of Dzerzhinsky’'s new compo-
sition is the well-knit libretto, which the composer’s brother, Leonid, wrote from
the wonderful prose of Mikhail Sholokhov’s novel, “Soil Upturned”.

The stage decorations, the work of P. Williams, reflect taste and a sense of
proportion. The superb lighting effects form an organic part of the drama itself.

To the Bolshoi Theater B. Mordvinov, the producer, brought a fund of experi-
ence obtained at the Moscow Art Theater and the Nemirovich-Danchenko Musical
Theater. His “Soil Upturned” is an outstanding achievement. The stage lives: the
characters are real human beings, not the conventional operatic cast. From this
view-point, “Soil Upturned” on the stage of the Bolshoi is a remarkable dramatic
performance. It is healthy realism, not an empty cross section of society; it is
something full of thought and political content.

Of the members of the cast, special mention should be made of E. Kruglikova,
who gave a truly classical portrayal of Lusha. She is not a “Carmen”, who finally
becomes a “Micaela”, a “wandering wife”, who is transformed into a virtuous
woman. Lusha, as depicted by Kruglikovs, is a living human being who has an ex-
cess of youthful energy which seeks an outlet and finds it in healthy labor and in-
spiring love.

Another character ably interpreted is Davidov, a mechanic of the Putilov
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Plant, who helps the organization of a collective farm on the Don, played by Evla-
khov. Charming simplicity, human qualities, combined with steel-like will when
the enemy is felt close by, are reflected in his portrayal.

Minor Roles Almost Equally Good

Minor roles are filled almost equally well - Korotkov, who plays the part of
Timofei, the son of a kulak, or Makarova-Shevchenko, who interprets the part of
the fanatic old woman, Ostrovnova. To my regret, Golovin, who takes the part of
the Communist, the partisan, Nagulnov, was absent from the cast of the perfor-
mance which I witnessed. According to press reports, his interpretation of this
character is unusually fine.

Directing of the music was in the hands of S.A. Samosud. This outstanding
conductor and connoisseur of musical drama has done much to bring new life to
our operatic stage.

In his work with the dances, R. Zakharov, ballet master, followed the some-
what “acrobatic style” which has been appearing too frequently on our stage. It
does not seem to me that such dances correspond to folk dances, which are more
restrained.

The music of “Soil Upturned” has met with unusual success not only in the
theater, but at concerts where songs from “Soil Upturned”, such as the Cossack
song, are greeted with calls for encores. In this connection we find the operatic
songs being reflected in life, penetrating the masses - a manifestation observed
not for the first time in the history of opera. We need but recall Romain Rolland’s
comment on Lully, founder of the French operatic theater: “Many of his melodies
have become mass songs. It is true, some of them have come from the masses. His
music, partially taken from the people, has returned to the people”’3.

Ready Response From People

As regards Dzerzhinsky’s operas, the same is true. Organically bound up with
folk song, they are finding a ready response among the people. This is the highest
form of praise a composer can receive. Dzerzhinsky attaches so much importance
to song that he has used one of the choruses of “Soil Upturned” as a basis for an en-
tire vocal and instrumental overture. It proved to be a refreshing, artistically con-
vincing, beginning.

To draw the conclusion that the composer has tried to produce an “opera of
song” similar to the “opera-ballad” would be incorrect. The subject demands all
the technical resources and the musical dramatic development of the story.

Has the composer succeeded? We might answer “yes” and “no”. He has been
successful in a number of important scenes. Though the scene where Nagulnov

3 Cp.: «MHOTHE ero MeTONH TIPEBPATHINCH B HAPOHbIe KymuieTsl (vaudevilles). ITpasa, nrbie
U3 €ro apuil caMH BBIIUIM U3 3THX KYIUIETOB. Ero My3bika, 4aCTUYHO 3aMMCTBOBAHHAs y HapoJa,
BO3Bpallajiach 00paTHo B HU3b» (Poaan P. 3ametku o Jlroum. VI. Benuune u HapoJHOCTD HC-
kycctBa // Ponnan P. Mys3bikantel npouutsix aueit / Ilep. ¢ ¢pann. FO.JI. BeiicOepr, penaxims
nep. ['.C. [Tupanosa, komm. b.B. JleBuka. M.: My3rus, 1938. C. 255).
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contemplates suicide after being excluded from the Party, but later renounces the
idea, uses simple, touching music the author unfolds a real drama of the soil. It is a
“symphonic” scene, perfect in its construction and development.

Another scene, the music of which appealed to me equally as much, is the final
meeting between the lovers, Lusha and Davidov. There is a new style, a new man-
ner of rendering the emotional in this scene. Here, restrained, pure, profound emo-
tion is shown simply and naturally. There is real love, but no eroticism.

Notwithstanding that there are some scenes still “sketchy”, as that in which
Khoprov is murdered, or others in which the humor is trite (as that of grandfather
Shchukar often is), we congratulate the composer on this worthy approach the
great subject, “Soil Upturned”.

[IPUSTOKEHUE

Y. 1. Conucok nyb6saukanuit K.A. KysHenoBa B exxeHe/jeJIbHUKE
Moscow News
(1934- 1939)

1934

1) A. Constant Smith74. Moscow Hears Exotic Armenian Music [c HOTHbIMU NIpU-
Mepamu]’s // No. 10, March 3. P. 8.

2) Rimski-Korsakov’s’6 Son Writes a New Biography of his Father // No. 12,
March 17.P.7.

3) New Schostakovich Opera Criticizes Former Social Epoch [c HOTHbIMU nipu-
Mepamu] // No. 13, March 24. P. 6- 7.

4) Philidor, French Classic, Reprinted in USSR [c HOTHbIMU ipuMepamu] // No.
15, April 7. P. 10.

5) Zhilaev, Music Educator and Editor // No. 16, April 14. P. 10.

6) Polish Music in Moscow. (Dekada muzyki Polskiej) [c HOTHbIMU puMepaMHu |
// No. 21, May 19.P. 10- 11.

7) Broadcast Wagner’s ‘Valkyrie’ from Moscow // No. 26, June 23.P. 7.

" Monubrii niceBnoHuM Ky3HeIroBa, BCTpedaromuiics Hanbosee 9acTo, B MepeunuciIeHu: padoT na-
Jee He moBTopsieTcs. MckitoueHus: craThs, onyOarMKoBaHHas B coaBTopcTBe ¢ .M. SIMmonbckum,
MaTepua, MOAIMUCAHHBIN ABAXK/bI — IMOJIHBIM TICEBIOHUMOM U €T0 3arjaBHbIMH OykBamu. Jlpyrue
yKa3aHHs Ha NEPCOHAIMIO aBTOpa JaHbl B ciydasx nossieHus noxamnuced K.A. Kuznetsov, K.
Kuznetsov, A. Kuznetsov, K.K., A.C.S. u C.S. u y1s1 HarJISITHOCTH BBIACIIEHBI dKUPHBIM MIPUPTOM.
B KBaJIPATHBIX CKOOKAX Yallle BCero MOMEIICHBI TEMBI CTAaTeH, HE YKa3aHHBIC B MX HA3BAHMSIX, a
B JIPYTHX CIIy4asix — XapaKTepHbIE OCOOCHHOCTH, OTMEUAIOIIUE ONpeIeIEHHBIE TCHICHIUH.

Pa3Hbie BapraHThl HamucaHus JaTUHUICH UMEH coOcTBeHHBIX — Rimski-Korsakov u Rimsky-
Korsakov, Chaikovski u Chaikovsky u ap. — ocraBiieHBI 37ieCh B aBTOPCKHX BapHaHTax, 0e3 yHHU-
bukanuu.
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8) ‘Voyevoda’' - Chaikovski’s ‘Lost’ Opera [c HoTHbIMU npuMepamu] // No. 30,
July 21. P. 6- 7.

9) A New Collection of National Dances // No. 36, September 1. P. 10.

10) Soviet Union Hears the Westminster Choir // No. 42, October 11. P. 6, 10.

11) Neo-Classicism in Works of Young Soviet Composers [c HOTHbIMU IpUMepa-
Mu] // No. 43, October 18. P. 6.

12) Taneyev, Schoenberg Feature Moscow Music Season Opening // No. 46, No-
vember 15.P. 11.

13) Mozart and Mahler in Broadcasts // No. 48, November 29. P. 10.

1935

14- 1)77 News Comments on Soviet Music [MoJiofible HCTIOJIHUTEJH, . ['H1enbc]
// No. 8, February 21. P. 7.

15- 2) News Comments on Soviet Music [muanucTtsl [l. XaHT, b. Be6cTep] // No.
9, February 28. P. 7.

16- 3) News Comments on Soviet Music [MsickoBcku#, JI. KHunmnep, cécTpbl
['HecuHsl] // No. 11, March 14. P. 7.

17-4) News Comments on Soviet Music [0 My3bIKa/sibHbIX KOHKYpcax]| // No. 12,
March 21.P. 7.

18- 5) News Comments on Soviet Music [b. F'onbawmeiin, llypa Yepkacckuii] //
No. 13, March 28. P. 7.

19- 6) What Would Verdi Think of ‘Traviata’ as Staged by Nemirovich-
Danchenko? // No. 14, April 4. P. 2.

Ilepeneyatka: cm. Y. 2. 167-1).

20- 7) News Comments on Soviet Music [gupuxépnbl 3. CeHkap, K. Cabaiino] //
No. 15, April 11.P. 7.

21- 8) News Comments on Soviet Music [«PekBuem» Bepsino3sa, o
[lloctakoBuue] // No. 16, April 18. P. 7.

22-9) New ‘Sadko’ is Faithful to Composer’s Musical Picture // No. 19, May 9. P.
10.

23-10) News Comments on Soviet Music [M. AuzepcoH, o lllocTakoBuye, «Jle-
Tonuch...» H.A. Pumckoro-KopcakoBa, opkecTp u xop KpacHoit Apmuu] // No. 22,
May 30. P. 7.

24- 11) Chaikovski - von Meck Correspondence, Vol[ume] 2 // No. 23, June 6. P.
7.

Peniensus Ha kuury: [1.U. YalikoBcku. [lepenucka ¢ H.®. pon Mekk. 1879-
1881 / Pen. u npum. B.A. )KnanoBa u H.T. XKeruna. M.; JI.: Academia, 1935. T. II. 677 c.

IlepBas nyb6iukanusa: cMm. Y. 2. 179- 13).

25-12) Busya Goldstein Gives a Recital // No. 24, June 13. P. 7.

IlepBas nyb6smkanusa: cM. Y. 2. 180- 14).

" Mepsas wudpa ykassIBaeT MOpsIoK o0Imei HyMepamun paboT, BTOPasi — MX KOIHYECTBO B PaM-
Kax OJIHOTO I'0JIOBOTO MEPHO/A.
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26- 13) News Comments on Soviet Music [paguoTpaHcasiiuyd, HOBOCTU YKPaWH-
ckoit my3biku] // No. 25, June 20. P. 7.

27-14) News Comments on Soviet Music [llIéu6epr, CMmeTaHa, I'. Heitrays] //
No. 26, June 27.P. 7.

28-15) Notes of the Leningrad Ballet [«3cMmepanbga», «[lnamsa [lapuxka», «Jlebe-
nnuHoe o3epo»]| // No. 28, July 11. P. 7.

29-16) Shaporin Completing ‘Decembrists’ Score for Bolshoi Theatre // No. 29,
July 18. P. 10.

30- 17) News Comments on Soviet Music [My3bika KaBka3a, K. Oppenbax] //
No. 30, July 25.P.7, 9.

31- 18) News Comments on Soviet Music [cuMmpoHHueckue KoHLepThI] // No.
31, August 1. P. 7, 11.

32-19) Collection of Wagner’s Essays // No. 32, August 8. P. 7.

33-20) News Comments on Soviet Music [«kMazgam ®aBap», My3bika U TaHel, B.
Kenobuunckuii]| // No. 33, August 15.P. 7.

34- 21) News Comments on Soviet Music [rpy3uHCKHe XOpbl U KOMIIO3UTOPBI|
// No. 34, August 22.P. 7.

35-22) News Comments on Soviet Music [«My3blka Ha BO3JjyXe» Ha a3poJijpoMe
Tywmnno] // No. 35, August 29.P. 7.

36- 23) News Comments on Soviet Music [3. BanapoBcka, 0 3Byk03anrcbiBalo-
wen uuayctpuu] // No. 36, September 5. P. 7.

37- 24) Nemirovich-Danchenko’s Productions at the Moscow State Music Thea-
ter // No. 37, September 12. P. 10.

38- 25) Recalling John Field; Rolland in Russian // No. 38, September 19. P. 10-
11.

39- 26) Skriabin’s Place in the Soviet World // No. 39, September 26. P. 7.

40- 27) The Orpheus Choir Performs in Moscow // No. 40, October 3. P. 7.

41- 28) Bandrowska Sings; Stravinski’'s Creed // No. 41, October 10. P. 7.

42- 29) News Comments on Soviet Music [cuMboHus TaHeeBa, [llepb6aués, M.
Mapemasns] // No. 42, October 17. P. 7.

43- 30) News Comments on Soviet Music [E. qumb6anuct, cuMboHUsT XpEeHHUKO-
Ba] // No. 43, October 24. P. 7.

44- 31) A Turning-Point in Soviet Music // No. 45, November 7. P. 26.

45- 32) News Comments on Soviet Music [to6usieit [lynikrHa, KoHUEepTHI Jle-
HUHT'PaJCKOUM duapMOHUH, TpeMbepa 15-i1 cumponuu MsickoBckoro] // No. 46,
November 14. P. 7.

46- 33) News Comments on Soviet Music [I'. Ce6acTbsiH, BbIXoa KHUTH A. Pum-
ckoro-KopcakoBa 06 otue] // No. 47, November 21. P. 7.

47- 34) News Comments on Soviet Music [[lum6anuct, Knunnep, «baoxa» llla-
nopuHal // No. 48, November 28. P. 7.

48- 35) News Comments on Soviet Music [ro6useit JI. TosicToro, o
[llocTtakoBuue, MoHoTrpadus o I'uHke] // No. 49, December 5. P. 7.
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49- 36) News Comments on Soviet Music [B PaguokomuTeTe, Kanesia 6anay-
pucToB, kJ1aBup «KaTepunbl U3mailioBoi» Ny6JIUKYeTCs € IMOPETTO HA aHTJIMU-
ckoM s3bike]| // No. 50, December 12. P. 7.

50- 37) News Comments on Soviet Music [oniepa no «Tuxomy JloHy», 3acyxeH-
Hbll apTUcT Ykpaunsl E.I'. [llefinuH] // No. 51, December 19. P. 7.

51- 38) News Comments on Soviet Music [BeicTynienue b. KpacuHa, akcnepu-
meHThl H. 'ap6y3oBa u C. KopcyHckoro] // No. 52, December 25. P. 7.

1936

52- 1) News Comments on Soviet Music [cumdonus lllep6auéna, Teopus I'. Ko-
HIOCa, KOHIepT ckpunaua I'. TemsiHka] // No. 1, January 1. P. 7.

53- 2) News Comments on Soviet Music [A. CnagaBekkua, «®Ppeimtony», Cepus
cuM$OHHUYECKHUX KOHI[EPTOB COBETCKUX KOMIO3UTOPOB, «KaTepuna U3maitnoBa»]| //
No. 2, January 9. P. 7.

54- 3) News Comments on Soviet Music [«Tuxuii [loH», «<KaMapuHCKHUN MY>KHK»
KenobuHckoro, «[lukoBas gama» B noctaHoBke Melepxosabaa] // No. 3, January 15.
P.7.

55- 4) News Comments on Soviet Music [Keno6unckuii, C. Camocyg, A. KoyTc]
// No. 4, January 22. P. 7.

56- 5) News Comments on Soviet Music [coBeTckass Jiupuyeckas MnecHsi, A.
['onbaenseizep, A. Konsiens] // No. 6, Febuary 5. P. 7.

57- 6) News Comments on Soviet Music [I". 3gesnbmaH, 3. Knaitbep, A. Benpuk,
neBuna M. Kancup] // No. 7, Febuary 12. P. 7.

58- 7) News Comments on Soviet Music [apMsIHCKHEe KOMIIO3UTOpPbI, GajeT
«Tpeyrosika» Ha ctoxeT [l. Anapkona, neBen, ®. AuzepcoH, «Ilep I'ouT»] // No. 8,
Febuary 19.P. 7.

59- 8) News Comments on Soviet Music [MoJio/ible COBETCKHE KOMIIO3UTOPHI,
Ancamb6sb KpacHoit Apmuu] // No. 10, March 4. P. 7.

60- 9) News Comments on Soviet Music [II. Psa3aHoB, I'. CebacTbsiH, U. /I3ep>xkuH-
ckuit] // No. 11, March 11. P. 7.

61- 10) News Comments on Soviet Music [KueBckuii TeaTp, MoJiofible GalIKUP-
cKHhe KoMmIo3uTophl, «Tuxui /lon» B bosbiiom Teatpe 24 mapta] // No. 12, March
18.P.7.

62- 11) News Comments on Soviet Music [KueBckuii TeaTp, nepBbii azepbaii-
JbxkaHcKuM opkectp, Kuposckuit Teatp] // No. 13, March 25.P. 7.

63- 12) News Comments on Soviet Music [K. MakapoB-Pakutus, M. [lyuickui,
[Ipokodnes, A. Jmmnaii] // No. 14, April 1. P. 7.

64- 13) News Comments on Soviet Music [gka3oBas neBuia K. Apsae-Tum, A.
KopTo, HoBast 6uorpadusa H. Pumckoro-KopcakoBa, seTckas onepa H. Jibicenko] //
No. 15, April 8. P. 7, 11.

65- 14) News Comments on Soviet Music [M. Uysiaku, Xunaemut, AyaT KopTo-
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Tu6o, «Mctopusa my3siku» UBaHoBa-bopenkoro’¢] // No. 16, April 15.P. 7.

66- 15) News Comments on Soviet Music [KopTo, Camocyz, 3. I'aligaii, XpeHHU-
KOB, BOKaJ/IbHbIM KBapTeT U3 CMosieHcka] // No. 17, April 22. P. 7.

67- 16) Music That Turns our Attention to Sunlight, Spring and Love [0 Hapoj-
HbIX UCTOKaX TeMbl U3 «CHerypouku» Pumckoro-KopcakoBa, ¢ TpeMss HOTHbIMU MPH-
mepamu] // No. 18, May 1. P. 11.

To xxe: cm. Y. 2. 246-80- 31).

68- 17) News Comments on Soviet Music [«CeBUAbCKUN LIUPIOJIBHUK» B ONep-
Hoit ctyauu MK, 10. Kpeiin, ykpanHckuit komno3utop B. Haxabuu]| // No. 19, May 7.
P.7.

69- 18) News Comments on Soviet Music [«KameHHbI} rocTb» B KueBe, «baxuu-
capalickuii pontan» B Mockge] // No. 20, May 13.P. 7.

70- 19) News Comments on Soviet Music [ka3axckoe My3biKaJibHOE UCKYCCTBO]
// No. 21, May 20.P. 7.

71- 20) Kazakhstan’s Performers Gain First Rank in Soviet Theaters // No. 22,
May 27.P. 3,9.

72- 21) News Comments on Soviet Music [Kazaxckuil My3biKaJibHbI TeaTp, Ka-
pesnbckoe paauo, npuesn A. Cerosuu] // No. 22, May 27.P. 7.

73- 22) News Comments on Soviet Music [XauaTypsiH, A. u M. 'oT1u6, 0. Kinewm-
nepep] // No. 23, June 3. P. 7.

74- 23) News Comments on Soviet Music [OnepHas ctygusi bosibuioro Teatpa,
«Tuxuit Jlon», koHpepeHIUA M0 «3JeKTpUuiecko Mmy3nike»| // No. 24, June 10. P. 7.

75- 24) News Comments on Soviet Music [E. BpycusioBckuli, My3biKaJbHOE HUC-
kycctBo TaTtapuy, I'pysun, KaBkasa, Henenkoro kpas] // No. 26, June 24. P. 10.

76- 25) News Comments on Soviet Music [«baxuucapaiickuii $oHTaH» B boJib-
mom teatpe, KopTo, A. Kazaaestoc] // No. 27, July 1. P. 7.

77- 26) News Comments on Soviet Music [fl. 3ak, ['unensc, Monpamteiy, 0. Ka-
paBaiuyk] // No. 28, July 8. P. 7.

78- 27) News Comments on Soviet Music [Bcecoro3Has xopoBas oauMmnuazgal //
No. 29, July 15.P. 7.

79- 28) News Comments on Soviet Music [KueBCcKHe KOHLIEpThl HA OTKPBHITOM
Bo3ayxe, «Tuxuil [lon» B 3esiéHoM TeaTpe [lapka ['opbkoro, 0630p pasuonporpamm|
// No. 30, July 22.P. 7.

80- 29) News Comments on Soviet Music [uckyccTBo u nedyatb B bopucoBe, Ta-
Tapckas onepa, [Jiuap usydaet 6ypsaTo-MoHroabckuil posbkiaop] // No. 31, July 29.
P.7,9.

81- 30) News Comments on Soviet Music [MsickoBckuii, My3bika Kazaxcrana] //
No. 32, August 5. P. 9.

82- 31) News Comments on Soviet Music [mpoekT BoJsbiioro Teatpa - Typ B
Apxktuky]| // No. 33, August 12. P. 7.

8 My3bikanbHOe HacnencTBo. CO. MaTepHaIoB 0 HCTOPHU MY3bIKaJIbHOH KyIbTypbl B Poccuu /
[Tox pen. M.B. NBanoBa-bopeukoro. M.: Oruz— My3srus, 1935. Beim. 1.
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83- 32) News Comments on Soviet Music [16-sg cumboHusa MsackoBckoro, «[Ipo-
JlaHHasl HeBeCcTa», My3blKa Y36ekucTaHa, A3epbaikana, Kpeima] // No. 34, August
19.P. 8.

84- 33) News Comments on Soviet Music [H. KptokoB, B. TapHonoabckui, B.
[lladppaHHuKOB, IJ. By, apTucThbl BoJsbiioro TeaTpa Bo3BpaiaoTcs U3 ApKTUKH] //
No. 35, August 26. P. 6.

85- 34) News Comments on Soviet Music [«Tuxuit [lon», Teatp L. PycTtaBesu B
Tounucu, Kazaxckas onepa] // No. 36, September 2. P. 2.

86- 35) News Comments on Soviet Music [My3bika ApMeHuu U A3epbaii/PkaHa,
¢dusnman boabuioro Teatpa, Masibiii onepHbiit Teatp] // No. 37, September 9. P. 9.

87- 36) News Comments on Soviet Music [4eTBEpThIN TeaTpasibHbI pecTu-
BaJIb, My3bIKaHThl Typuuu, TeaTp HapogHOro TBopyecTBa, «EBreHut OHeruH» B
Boabiiom Teatpe] // No. 38, September 16. P. 7.

88- 37) News Comments on Soviet Music [My3bika MoHrosinu u 3anagHou Cu-
6upy, C. [TonnoB BoccTaHoBu.1 «BoeBoay», I'. CebacThsiH nokasasn «Tak mocTymnarT Bce
»keHIKMHbI»] // No. 39, September 23. P. 7.

89- 38) News Comments on Soviet Music [foHble ucnioJIHUTENU B ApTeke, Map-
raputa Xeldel, onepHas ctyaus boabioro teatpe, «[logusaras neaunna»] // No. 40,
September 30. P. 7.

90- 39) News Comments on Soviet Music [MoHorpadus B. besnsieBa, kHura C.
['oBopoBa «TeaTp HaposoB CeBepHoro KaBkaza»] // No. 41, October 7. P. 6.

91- 40) News Comments on Soviet Music [ucnanckasi My3bika B Poccuu] // No.
42, October 14.P. 7.

92- 41) News Comments on Soviet Music [Knali6ep, I'. 3anecckui, xkypHan «Co-
BeTcKas My3bika»| // No. 43, October 21. P. 7.

93- 42) News Musical Centers Arise in Outlying Regions of USSR // No. 44, No-
vember 7. P. 25.

94- 43) News Comments on Soviet Music [cumpoHuYeckue opkecTpbl U ['ocy-
napctBeHHbIM xop CCCP, M. PeiizeH, kabapauHo-6aikapckuil ¢poabkiaop]| // No. 45,
November 13.P. 7.

95- 44) A.C.S. News Comments on Soviet Music [Knemnepep, kasaikue KoJi-
JleKTHBbI B MoCKBe, BTopas oJiMuMnUaZa KOJIX03HOTO TBOpYeCcTBa B J[HenponeTpos-
cke] // No. 46, November 18. P. 7.

96- 45) A Unique Amateur Art Center [TeaTp HapoaHoro TBopuectBa] // No. 46,
November 18. P. 10.

97- 46) News Comments on Soviet Music [«®Pugenno», PectuBaib GosbKIOP-
Horo TaHual // No. 47, November 25. P. 7.

98- 47) News Comments on Soviet Music [«Mbicau» [IpokodbreBa, TypkMeHCKas
MY3bIKa, KypHaJ «CoBeTCKasa My3biKa», AUpUXKEp B. CaBu4, ApMAHCKasaA KOHCepBaToO-
pusi] // No. 48, December 2. P. 11.

99- 48) News Comments on Soviet Music [«Kapmen» B BoJsibiiom TeaTpe, .
lITuapu B «CBagbbe @urapo», H. ['osioBaHoB B [lepBoii ctoute no «Pomeo u JIxysb-
ette»| // No. 49, December 9. P. 18.

100- 49) News Comments on Soviet Music [My3biKa/bHasi KyJbTypa XapbKOBa,
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«AnbnuHuctckasa cuMmbonus» H. Koasaei] // No. 50, December 16. P. 11.

101- 50) News Comments on Soviet Music [Bbym, «Ilontwomko» KHunnepa, k
to6ueto [lymkunal // No. 51, December 23. P. 7.

102- 51) News Comments on Soviet Music [[I. Po6coH, «1000 neceH Ka3axcKoro
Hapoaa» A. 3aTaeBuya, «Cnsias kpacaBuiia» B bosabiiom teatpe] // No. 52, Decem-
ber 30.P. 7.

1937

103- 1) ‘Sleeping Beauty’ is New Bolshoi Ballet // No. 1, January 6. P. 11.

104- 2) The Manhattan String Quartet - Ensembles of National Instruments //
No. 2, January 13. P. 7.

IlepBas ny6simkanus nepBoro pasgea: cMm. 4. 2. 298- 132-1).

105- 3) Georgia’s Successful ‘Raid’ on Moscow; Baku Concerts // No. 3, January
20.P. 8.

106- 4) Russian Folk Songs - Pyatnitsky and Lenin - Foreign Visitors // No. 4,
January 27.P. 9.

107- 5) Eight Young Musicians to Go Abroad - A New Opera [«1000 u oxHa
Houb» ). Beiic6epr | // No. 7, February 17. P. 8.

108- 6) New Music Journal [«CoBeTckasi my3bika»]| — Glinka and Pushkin in
Opera and Song // No. 9, March 3. P. 6.

109- 7) Georgia’s Old Musical Instruments - Soviet Singers Abroad // No. 10,
March 10. P. 7.

110- 8) Berlioz ‘Symphonie Fantastique’ - Verdi Requiem Performed // No. 11,
March 17.P.7.

111- 9) Soviet Musicians in International Contests // No. 12, March 24. P. 7.

112- 10) Ukrainian and Jewish Choruses Perform in Moscow // No. 13, March
31.P.7.

113- 11) ‘Ruslan and Ludmila’ Premiere - New Works by Young Composers //
No. 14, April 7. P. 10.

114- 12) Behind the Successes of Soviet Musicians in Competition // No. 15,
April 14.P. 7.

115- 13) Hail New Production, Lecture-Concerts on Composers // No. 16, April
21.P.7.

116- 14) Children’s Remarkable Review - Reveals Fine Training // No. 18, May
5.P.7.

117- 15) [be3 moanucu; uAeHTUGULIMPOBAHO MO TEMEe U CTUJI0 H3JI0KEHUs].
Violinists Give 31st Concert on Border - Port, Power Plant for Young // No. 21, May
26.P. 8.

118- 16) Youthful Musicians - Polar Concert - And a Singing Pilot // No. 23,
June 9. P. 9.

119- 17) ‘The Baby Stork’ - A Kirghiz Opera - And a Civil War Ballet [«[lapTu-
3aHcKue aAHU» AcadpbeBa] // No. 24, June 16. P. 9.

120- 18) Moscow Conservatory’s Exams - ‘Soil Upturned’ // No. 25, June 23. P.
7.
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121-19) Gorky and Music - Vocal Students Confer // No. 26, June 30. P. 6.

122- 20) Leningrad’s White Nights - Background for Great Music // No. 27, July
7.P.7.

123- 21) Calisthenics with Folk Music - Busy Season for Composers // No. 28,
July 14. P. 6.

124- 22) Park Concerts Feature New Works - Novel Opera Theme // No. 29, Ju-
ly 21. P. 13.

125- 23) A.C.S. Orchestra of Wind Instruments Formed; Operas for Festival //
No. 31, August 4. P. 6.

126- 24) Moscow Philharmonic Plans 500 Concerts for Coming Season // No. 32,
August 11. P. 6.

127- 25) New Bolshoi Theater Opera - and a Revival // No. 33, August 18. P. 9.

128- 26) Recall Debussy’s Local Associations on Anniversary // No. 34, August
25.P. 8.

129- 27) A.C.S. Young Composer’s New Opera - Note of Shostakovich // No.
35, September 1. P. 8.

130- 28) A.C.S. New Operas and Old Included in Festival // No. 36, September
8.P.7.

131- 29) The Festival Program - And the Red Army Ensemble // No. 36, Sep-
tember 8. P. 10.

132-30) Young Musicians and Composers Forge Ahead // No. 37, September 15.
P.7.

133- 31) Foreign Conductors, Soloists Scheduled to Appear Here // No. 38, Sep-
tember 22. P. 9.

134- 32) Mark 75th Anniversary of Founding of St. Petersburg Conservatory //
No. 39, September 29. P. 11.

135- 33) New Piano Concerto Features Opening of Symphony Season [Xauaty-
psid] // No. 40, October 6. P. 7.

136- 34) Szigeti Acclaimed in Kiev and Moscow - Concert Programs // No. 42,
October 20. P. 8.

137- 35) Increasing the List of Virtuosos - Operas for Holidays // No. 43, Octo-
ber 27.P. 8.

138- 36) 20 Years of Quest and Achievement in Soviet Music // No. 44- 45, No-
vember 7. P. 15, 44.

139- 37) Premier and Another, Dzerzhinsky Opera - New Piano Concerto [CBu-
pugoBa] // No. 47, November 24. P. 8.

140- 38) Soviet Musicians Have Festival - Capital to Hear Shostakovich Sym-
phony // No. 52, December 29. P. 6.

1938

141- 1) Musicians’ Contests - Myaskovsky’s Symphony No. 17 Played - New
Ballet on Pushkin Poem [«l|biranbi» C. Bacunenko] // No. 1, January 5. P. 9.

142- 2) Impressive Choral Numbers, Beautiful Songs Marks Bolshoi Production
of ‘Potemkin’ // No. 2, January 12. P. 6, 10.
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143- 3) Pianists Win Prizes - New Composition by Prokofiev [«IlecHu Hamux
nHei»] // No. 3, January 19. P. 7- 8.

144- 4) Conservatory Marks 75th Year Founded by Rubinstein // No. 6, Febru-
ary 9.P. 7.

145- 5) Shostakovich’s Search for New Paths Reflected in Fifth Symphony,
Hailed in Moscow // No. 6, February 9. P. 9.

146- 6) Ravel’s Memory Honored at Concerts // No. 7, February 16. P. 6.

147- 7) National Republics Feature Russian Music Festival // No. 14, March 30.
P. 15.

148- 8) ‘Kyor-Ogly’ Scores Great Success on Moscow Stage // No. 16, April 13. P.
15.

149- 9) Azerbaijan Festival Shows How National Music is Reaching Highest Lev-
els of Art // No. 17, April 20. P. 16.

150- 10) Ballet ‘Prisoner in the Caucasus’ is Latest Achievement of Bolshoi Thea-
ter // No. 18, May 1. P. 19.

151- 11) Beethoven, Wagner and Berlioz Programs Mark Closing of Moscow
Symphony Season // No. 22, June 1. P. 11.

152- 12) Hilels and Fliere, Soviet Pianists, Win First and Third Prizes at Brussels
Int’l Contest // No. 23, June 1. P. 15.

153- 13) Son’s Book Pictures Composer’s Artistic and Personal Life [A.
PumMmckuii-Kopcakos 06 oTiie] // No. 25, June 21. P. 16- 17.

154- 14) Current Season Marked by New Operas and Ballets // No. 39, Septem-
ber 26.P.17- 18.

155- 15) Verdi’'s Music, With Fresh Strength, Lives Again on Soviet Opera and
Concert Stage // No. 42, October 17. P. 19.

156- 16) Bizet’s Humanism, Realism in Music Make Great Composer. Near to So-
viet Opera-Goer // No. 43, October 24. P. 20.

157- 17) A.C.S. Famous Composer’s Son Lists Rich Manuscripts in Leningrad
Library // Reviews of Recent Books // No. 44, October 31. P. 20, 22.

Penensusa Ha kHury: Pumckuii-KopcakoB A.H. My3sbika/ibHble COKPOBHUIA PYKO-
nucHoro otaesienus ['ocymapctBeHHo# [ly6inyHoil 6ubavoTeku umenu M.E. Casn-
ThikoBa-llegpuna. (0630p My3biKaJbHbIX pyKOnUCcHbIX poHAoB). JI.: I'TIB, 1938. 111
C.

158- 18) K.A. Kuznetsov. Schubert’s Art Was Product of Genius of Austrian
People, Now Oppressed by Fascism // No. 47, November 21. P. 16.

159- 19) Prof. K.A. Kuznetsov. Conservatory Professor Analyzes Important
Period in History of Russian Music [c ¢poTorpadueii T. JluBanosoii] // No. 48, No-
vember 28. P. 15.

Penensusa Ha kHury: JluBanosa T.H. Ouepku 1 MaTepuaJibl 10 UICTOPUU PYCCKOU
My3bIKaJbHOM KyJAbTYpHhlL. M.: I'oc. u3a-Bo «MckyccrtBo», 1938. Beim. 1. 360 c.

160- 20) High Level of Soviet Musicians, Evidenced by Music Festival // No. 49,
December 5. P. 21.

1939
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161- 1) Prof. K. Kuznetsov. The People Sing of Lenin [c HOTHbIMU TprMepaMu]
// No. 4, January 23. P. 14.

162- 2) Bolshoi Opera Production of Glinka’s ‘Ivan Susanin’ in Warmly Received
// No. 11, March 10. P. 22.

163- 3) On Centenary of Mussorgsky’s Birth Great Composer’s Music in Still Con-
temporary // No. 15, April 10. P. 15.

164- 4) Young Composer; New ‘Rigoletto’; Borodin’s Works [c HOTHbBIM npuMe-
pom: Xop nocesisiH] // Notes and Comments on Soviet Music // No. 16, April 17. P. 18.

165- 5) Notes and Comments on Soviet Music [«CuMpoHus namsaTu Kuposa» B.
Mypagenu, 25-netue nesatenbHocTu AcadpbeBa, Konuept aaa ¢aeittel C. Psay3sosa] //
No. 20, May 5. P. 20.

166- 6) Prof. K. Kuznetsov. Festival Reveals Rapid Development of Kirghiz Na-
tional Culture [c HoTHBIMU TpuMepaMu] // No. 24, June 12. P. 18.

Y. 2. Conucok ny6aukanui K.A. KyaHenoBa B exxefHeBHUKe Moscow
Daily News
(1935- 1938)

1935

167- 1) What Would Verdi Think of Nemirovich-Danchenko’s «Traviata»? // No.
79, April 5. P. 3.

IlepBasa ny6iukanus: cM. Y. 1. 19- 6).

168- 2) Berlioz’s ‘Requiem’ on Radio. One of Many Works Given this Season //
No. 85, April 12. P. 3.

169- 3) A.C.S. Soviet Press Shows Growth of Musical Life in USSR // No. 90,
April 18.P. 3.

170- 4) English Prizewinner of Warsaw Violinists’ Contest Plays Here // No. 91,
April 20.P. 4.

171-5) Moscow Hears Young Soviet Composers // No. 93, April 22. P. 3.

172- 6) Soviet Public Examined Music // No. 98, April 28. P. 3.

173- 7) Bolshoi Theater Gives Rich Production of ‘Sadko’ // No. 99, April 29. P. 3.

174- 8) Young Armenian Triumphs with New Symphony [XauaTypsiH] // No.
108, May 12. P. 3.

175-9) Leva Sachs, Young Violinist, Shows Talent // No. 117, May 23. P. 3.

176- 10) Critic Lauds Marian Anderson’s Singing // No. 117, May 23. P. 4.

177- 11) Moscow Garrison Musical Units Demonstrate Accomplishments // No.
119, May 26. P. 3.

178-12) Young Composers Show Promise [MakapoB-PakuTuH, XpeHHUKOB,
[lloctakoBuu] // No. 120, May 27. P. 3.

179- 13) Chaikovski - von Meck Letters of Great Interest to Musicians // No.
127, June 4. P. 3.

Peniensus Ha kuury: [1.U. YalikoBckui. [lepenucka ¢ H.®. pon Mekk. 1879-
1881 / Pen. u npum. B.A. XKnanoBa u H.T. XKeruna. M.; JI.: Academia, 1935. T. II. 677 c.

IlepenneyaTka c COKpallleHUsIMU U u3MeHeHUsaMU: cM. H. 1. 24— 11).
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180- 14) Goldstein Gives Unforgettable Concert // No. 130, June 8. P. 3.

Ilepenedyatka c uaMmeHenusimu: cm. 4. 1. 25- 12).

181- 15) Program of Ukrainian Works Begin Radio Committee’s Summer Music
Program // No. 133, June 11. P. 3.

182- 16) Neuhaus Gives Outstanding Performance // No. 139, June 18. P. 3.

183-17) Young Pianist Show Great Promise. But Needs Better Guidance [P. Ta-
MapkuHa] // No. 143, June 23. P. 3.

184- 18) Leningrad Theater Brings New Ballet to Moscow // No. 144, June 24. P.
3.

185-19) K.A. Kuznetsov. (Lecturer on the History of Music at the Moscow
State Conservatory). Romain Rolland Resumes his Writing on Beethoven // No. 148,
June 29.P. 3.

186- 20) Pugni’s ‘Esmeralda’ Climaxes Successes of Leningrad Ballet Theater in
Moscow // No. 148, June 29. P. 3.

187-21) K.A. Kuznetsov. Chaikovski Museum Breathes Spirit of Composer //
No. 152, July 4. P. 3.

188- 22) The World is Discovering Shaporin // No. 162, July 16. P. 3- 4.

189- 23) Good Music - and Bad // No. 167, July 22. P. 3.

190- 24) A. Kuznetsov. Caucasian Songs Cast Light on History of Music // No.
168, July 23. P. 3.

191- 25) Growth of Voronezh Orchestra Mirrors Development of Music in Prov-
inces // No. 171, July 27. P. 3.

192- 26) Music Notes [koHIIepTbl Ha OTKPBITOM B0o3Ayxe, P. /le3opMbep B
MockBe, 3ByKO3anuchiBarlas Jjabopatopus KuHocTyaguu «Mocouabm»] // No. 194,
August 23. P. 3.

193- 27) ‘Katerina Izmailova’ Crowing Effort of the Moscow Music Theater //
No. 203, September 3. P. 3.

194- 28) Music Notes [M. KnemenTty, Jl. ®uag, P. Posnan] // No. 213, September
15.P. 3.

195- 29) Music Notes and Comments [CkpsiouH] // No. 218, September 21. P. 3.

196- 30) Orpheus Male Choir Gives First Concert in Moscow // No. 219, Sep-
tember 22. P. 4.

197-31) New Collection of Wagner’s Writings. Show Long Path of His Ideologi-
cal Development // No. 226, September 30. P. 3.

PeneH3us Ha cOopHUK: Puxaps Barnep. U36paHHblie ctaTbu / Pes., mpuMey., BCT.
v nosicHUT. ctaTbu P.U. I'pybepa; nep. H. JleBy, B. [lonosa, [I. YcoBa u U. Kauenesnen-
6orena. M.: 'oc. my3. u3a-so, 1935. 107 c.

198- 32) Bandrowska Gets another Warm // No. 229, October 4. P. 3.

199- 33) A.C.S. Radio Symphony Season Starts with Taneyev // No. 232, Octo-
ber 8. P. 3.

200- 34) Enthusiasm for French ‘Cellist in Moscow // No. 233, October 9. P. 3.

Bbreprxka u3 ctaTthbu B iepeBo/ie ¢ aHrJ.: [uH36ypr JI.C. Mopuc Mapeiasnb. M.:
«Mysbika», 1972. C. 86- 87.
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201- 35) Zimbalist Shows Personality and Technique in Concert Here // No. 236,
October 12. P. 3.

202-36) New Volume on Russian Music History // No. 242, October 20. P. 3.

203- 37) Talent of Ferrero Shown in Moscow Concert // No. 243, October 21. P.
3.

204- 38) Varied Program for Leningrad Concert Season. But Important Compos-
ers are Missing // No. 245, October 23. P. 3.

205- 39) Fine Singing at Leningrad 10-day Art Program // No. 247, October 26.
P. 3.

206- 40) Mozart’s ‘Don Giovanni’ of Conservatory Draws Large Audiences // No.
249, October 28. P. 3.

207- 41) Shortcomings Map Bolshoi Theater’s New Staging of ‘Barber of Seville’
// No. 252, November 1. P. 3.

208- 42) Radio Opera Company Gives Good Performance of Mozart Work // No.
258, November 10. P. 3.

209- 43) Notes on Music [25-n1eTue cmepTu JI. Tosactoro, lllocTakoBU4 cobupa-
eTcs MucaThb 6ajeT Ha cioxkeT «/JJoH KuxoTa», «30/10TON BeK», MOMyJIApHasi MOHOIpa-
¢us o I'munke’®] // No. 276, December 2. P. 3.

210- 44) Music Notes. Textile Stakhanovite States Musical Preferences // No.
283, December 10. P. 3.

211- 45) His Neighbors’ Songs Embodied in Sholokhov Opera // No. 287, De-
cember 15. P. 3.

212- 46) Kiev State Jewish Choir Sings in Moscow // No. 289, December 17. P. 3.

213- 47) Verdi’s ‘Requiem’ Performed by Moscow State Philharmonic. Szenkar
Tends to Over Emphasize Orchestra // No. 295, December 24. P. 3.

214- 48) A.C.S. Bolshoi Theater Performance of Shostakovich Opera Musical
Success - But Staging Poor. Perfect Musical Balance and Fine Conducting // No. 299,
December 29. P. 3.

215- 49) Notes on Soviet Music [«Wopckast cumbonusi» B. lllepbauyéna, «Hayu-
HOe 060CHOBaHUE My3bIKasibHOro cuHTakcuca» . Kontwoca, I'. Temsinka B Mockse] //
No. 299, December 29. P. 3.

1936

216- 50- 1)8° ‘And Quiet Flows the Don’ Loses Sholokhov Flavor in Opera Ver-
sion. Atmosphere of Operatic Superficiality Spoils Text - but Perfect Staging and
Playing Mark Presentation. Audiences React to Inspiring Scenes. Absence of Local
Color // No. 6, January 8. P. 3.

217- 51- 2) Ukrainian Music Broadcast. ‘Ten Days of Ukrainian Music Scheduled
for March // No. 7, January 9. P. 3.

" Crnerossl I1.B. u B.B. I'unka. M. KypuanpHo-TazeTHOE 00BeAMHEHUE, 1935.
% ITepgas mudpa 0Go3HauaeT obimee YUCIO MyOIUKALHH, BTOPAs — HX KOJIHYECTBO B HOMEPAX
Moscow Daily News, TpeTbst — 3a OMH r0JJ0BOI IEPUOI.
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218- 52- 3) Leningrad Opera Company Scores Two Successes. ‘Chaikovski’s
‘Queen of Spades’ Rejuvenated // No. 7, January 9. P. 4.

219- 53- 4) New Opera Well Received in Moscow [«UMeHUHBbI» ’Kes106GHHCKOTO]
// No.9, January 11. P. 4.

220- 54-5) A.C.S. Kolkhoz Amateur Art Develops. Progress in Moscow Olympi-
ad // No. 20, January 26. P. 3.

221- 55- 6) Prokofiev Plays Music of His New Ballet to Gathering of Critics. ‘Ro-
meo and Juliet’ as Ballet <...> // Drama and Music // No. 24, January 30. P. 3.

222- 56- 7) A.C.S. Austrian Conductor Gives Brilliant Moscow Concert // No.
28, February 4. P. 4.

223- 57- 8) Italian Singer Scores Success in Moscow Concert // No. 29, February
5.P.3.

224- 58-9) ‘Peer Gynt’ Produced in Moscow. Philharmonic Gives Fine Rendition
of Grieg’s Music // No. 33, February 10. P. 3.

225-59-10) A.C.S. Conservatory Students Thank Swedish Tenor // No. 34,
February 11. P. 4.

226- 60-11) A.C.S. Austrian Conductor’s Farewell Concert. Kleiber Gives Strik-
ing Rendition of Beethoven’s Ninth Symphony // No. 37, February 15. P. 4.

227-61-12) A.C.S. Well-known Conductor Returns from Tour; Young Musician
Gives First Professional Concert [CebacTbsaH] // No. 41, February 20. P. 4.

228-62-13) A.C.S. ‘Traviata’ Tonight for 15* Anniversary. Young Composer
Trained to Create New Soviet Operas; Campaign for Better Ballet // No. 43, February
22.P.3.

229- 63- 14) Attractive Comic Opera Resurrected. Russian Music of 1779 in New
Setting [«MesbHUK - KOJIJIYH, 0OMaHUIUK U CBAaT», 3/iecb aBTopcTBa E. ®omuna] //
No. 45, February 24. P. 3.

230- 64- 15) Dzerzhinsky Excellent in Piano Concertos // No. 50, March 1. P. 3.

231-65-16) A.C.S. A Study of Symphony No. 15 of Myaskovsky // No. 51,
March 3. P. 3.

Peniensuda Ha xkypHas: CoBeTckad My3bika. OpraH Cor3sa CoBetckux Kommosu-
TopoB. No. 1. U3a.: My3rus. MockBa, 1936. I'naBHbIil pefakTop H.WU. Yensanos [B opu-
ruHasie onevyaTka: Editor N. Chelyanov]. 112 c. llena 1, 50 py®6.

232- 66- 17) Foreign Pianist and Violinist Delight Soviet Audiences [JI. Kpayc u
II. Tonbao6epr] // No. 51, March 3. P. 3.

233-67-18) A.C.S. New Sources Utilized for Monograph on Chaikovsky // No.
56, March 9. P. 3.

Peniensus Ha kHury: byaskoBckuid A.E. CumdoHndeckas My3bika HallkOBCKOTO.
JI.: u3p-Bo Jlenuunrp. ®unapmonuu, 1935. 273 c. llena 10 py6.

234- 68- 19) Two Performances by Kiev Opera Theater [«3anopoxxern 3a /lyHa-
eM» ['ynak-ApTeMoBckoro, «CHerypouka» Pumckoro-KopcakoBa] // No. 62, March
16.P. 3.

235-69- 20) ‘And Quiet Flows the Don’ has Fervor, Freshness // No. 66, March
21.P. 3.
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236-70- 21) A.C.S. New Material of Life and Times of Rimsky-Korsakov // No.
73, March 29. P. 3.

PeneHsuda Ha kHury: PuMmckuin-Kopcakos A.H. H.A. Pumckuii-KopcakoB: :K13Hb U
TBOpYecTBO. Y. III. M.: My3rus, 1936. 104 c. llena 3, 25 py®6.

237-71- 22) Foreign Artists are Adding Brilliance to Moscow Concert Season
[ayaT KopTo- Tu60] // No. 81, April 8. P. 3.

238-72-23) A.C.S. Guide to ‘And Quiet Flows the Don’ is Published // No. 81,
April 11. P. 3.

Peuen3usa Ha usaanue: «Tuxu Jlon». Onepa B 4-x akTax, 6-TU KapTuHax U.U.
J3epxkuHckoro. Jlubpetrto JI.U. /IzepkruHckoro no pomany M.A. lllosoxoBa. M.: usg-
Bo 'ABT CCCP, 1936. 92 c. lleHa 3 py®6.

239- 73- 24) Ukrainian Singer Interprets Folk Melodies [3. laiigaii] // No. 86,
April 14.P. 3.

240- 74- 25) A.C.S. Opera on Pushkin’s ‘Dubrovsky’ Revived at Bolshoi Theater
// No. 89, April 17. P. 3.

241- 75- 26) Music Notes [3. I[letpu, @. Bysonu, conpano ®. Knese] // No. 92,
April 21. P. 3.

242- 76- 27) A.C.S. ‘Letters of Borodin’ Published. Second Volume of Corre-
spondence of Famous Composer // No. 93, April 22. P. 3.

Peniensus Ha kHury: bopoaun Al IMucema. T. 2 (1872- 1877) / Beryn. ct. I'.H.
Xy6o0Ba; nybsaukanus [pea. koMmmeHT. 1 npuM.| C.A. luanuHa. M.: I'oc. Mmy3. U3A-Bo,
1936.315 c. llena 9, 25 py®6.

243-77- 28) A.C.S. Ukrainian String Quartet in Moscow Concert // No. 93, April
22.P.3.

244- 78- 29) Fine Group of Artists in ‘Barber of Seville’ // No. 97, April 27. P. 3.

245- 79- 30) A.C.S. Valuable German Work on Russian Ballet Translated // No.
98, April 28. P. 3.

Peniensus Ha kHury: llltenun f. pon. My3bika u 6aset B Poccuu B XVIII cTose-
tuu / Ilep. ¢ Hem. B.U. 3arypckoro. [ly6a. u npeaucna. B.B. Acapwesa. JI.: TputoH,
1935. 189 c. llena 10 py®6.

246- 80- 31) Music That Turns our Attention to Sunlight, Spring and Love [o
HApPOAHBIX UCTOKAX TeMbl U3 «CHerypouku» Pumckoro-KopcakoBa, ¢ TpeMsi HOTHBbI-
mu npumepamu] // No. 100, May 1. P. 3- 4.

To xe:cm. Y. 1. 67-16).

247- 81- 32) Broadcasts Revive Two Operas [«KaMeHHBbIN rocTb» JlapromMmbik-
ckoro U «IIpoganHas HeBecta» CMeTaHnbl] // No. 103, May 6. P. 3.

248- 82- 33) A.C.S. Capital Awaits Kazakh Music, Drama, Dance // No. 105, May
9.P.3.

249- 83- 34) Two Composers Plays at Concert for Children [IlolOBUHKUH U
[IpokodbeB (13 «/leTckoi Mmy3biku»)] // No. 106, May 10. P. 3.

250- 84- 35) Philharmonic Plays Concerto by Young Soviet Composer [Kaba-
sneBckui, coso I'. ['un3zbypr] // No. 111, May 16. P. 3.

251- 85- 36) Gifted Spanish Guitarist Revives Art of Earlier Centuries [CeroBusi]
// No. 113, May 18.P. 3.
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252- 86- 37) Remarkable Artists, Fascinating Music, Bring Well-Deserved Suc-
cess [«Kb13-2Kubek» u «XKanbyp» bpycunosckoro] // No. 115, May 21. P. 3.

253- 87- 38) Moscow Music Lovers Acclaim Italian Conductor here [B.
®eppepo] // No. 118, May 24. P. 3- 4.

254- 88- 39) Gotliebs’ Piano Recital a Revelation Brothers an Unusually Harmo-
nious Ensemble in Duet Playing // No. 120, May 27. P. 3.

255- 89- 40) Klemperer Impressive in Concerts here. Conducting of Beethoven
Symphonies Evokes Ovation // No. 121, May 28. P. 3.

256- 90- 41) Khachaturyan Music Heard in Concert Young Composer’s Work is
Rich in Fantasy, Passion, Originality // No. 122, May 29. P. 3.

257-91- 42) Young Opera Studio of Bolshoi Theater Gives First Performance //
No. 126, June 3. P. 3.

258- 92- 43) Fresh Aspects of Popular Opera Brought out in New Production [o
HapOJHBIX UCTOKax TeMaTHu3Ma «Tuxoro JloHa», c HOTHbIM npuMmepoMm]| // No. 127,
June 4. P. 3.

259-93-44) A.C.S. What's New on Soviet Music Front // No. 129, June 6. P. 3.

Penien3us Ha xxypHas: CoBeTckas My3bika. N2 3 u 4. M.: My3rus, 1936. 1, 50 py®6.

260- 94- 45) Novel Orchestras are Feature of Boulevard Centers // No. 133,
June 11.P. 3.

261- 95-46) Gorky Had Live Ties with Music // No. 142, June 22. P. 4.

262-96-47) A.C.S. Composers and Players Begin to Infuse New Life into Soviet
Music Criticism. New Piano Concerto by Kabalyevsky Played and Analyzed // No. 144,
June 24.P. 3.

263- 97- 48) Centenary of De Lisle, Author of Marseillaise // No. 147, June 28. P.
3.

264- 98- 49) Children’s Concert Displays Accomplished Artists, ‘Wonder Chil-
dren’ - but with a Difference // No. 149, June 30. P. 3.

265- 99- 50) Soviet Interest in Organ Music Revives. Large Audience Hears
Graduating Organist [U. Beiic] // No. 151, July 3. P. 3.

266- 100- 51) A.C.S. Choral Olympiad Reveals Growth of Vocal Art // No. 153,
July 5. P. 3.

267- 101- 52) A.C.S. ‘Festival of Song’ by Best Folk Artists of 20 Nations // No.
156, July 9. P. 3.

268-102-53) A.C.S. New Holbein Collection Published // No. 156, July 9. P. 3.

Peniensussi Ha kHury: [losibbedH. [XyaokecTBEHHOe Hacjeaue. 3amnajHo-
eBponerckoe uckycctbo] / Ilog pen. .M. Bpoackoro; BeT. cT. E.A. TapTakoBckoil. JI.:
Jlenunrp. O6siactHoi Coro3 CoB. XymoxkHUKOB, [1935]. 20 c. 25 unmoctp. Llena 20
pyo.

269- 103- 54) A.C.S. Music Notes [KupoBckuii Teatp: A. [lazoBckuii, «Purosiet-
Tow, C. [Ipeobpaxenckas] // No. 162, July 16. P. 3.

270- 104- 55) A.C.S. Notes on Music Among National Peoples [TaTtapckas
onepHas CcTyAus B MOCKOBCKOW KOHCEpPBATOPUHU, MaTepHaJsibl MPeCChl O COBETCKUX
HalMOHAJIbHBIX TPAAULUAX, UCKYCcCTBO TypkMeHnucrtana] // No. 165, July 20. P. 3.
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271- 105- 56) A.C.S. Shoria’s Growth in 10 Years of Soviet Power // No. 180,
August 6. P. 3.

272-106- 57) Georgian Playwright Enhances Social Satire Contained in Father’s
Stories. Music of [Sergo] Kldiashvili’s ‘Decayed Nobility’ Heightens Action // No. 198,
August 28. P. 3.

273- 107- 58) A Generation of Young Musicians Grows Up // No. 201, Septem-
ber 1. P. 2.

274- 108- 59) Freshness of Peoples Art Theater Highly Impressive. Performance
of Ukrainian Teaches Chorus is Superb [pecTtuBanbr B TeaTpe HapoaHoro
TBOpuecTBa] // No. 203, September 3. P. 3.

275- 109- 60) ‘Typographia’ Chorus Extraordinary. Czechoslovakians Rouse
Audience to an Ovation // No. 205, September 5. P. 3.

276- 110- 61) Soviet Music is Re-Evaluating the Principles of the Art // No. 206,
September 6. P. 3.

277- 111- 62) Rustaveli Theater Revives the Heroic Style of Acting in Tragedy
and Comedy. Work of Players in ‘Arsen’ Stands out Above Drama and Setting // No.
207, September 8. P. 3.

278-112-63) A.C.S. 34 Red Army Art Olympiad is Held. More than a Thousand
Performers Appear in Saratov // No. 212, September 14. P. 3.

279- 113- 64) Stress Laid on Quality in Mass Musical Movement [oTBeT Ha
NKUCbMO, MPUCTAAHHOE B ra3eTy UHOCTPAHIEM, 3aUHTEPECOBAHHBIM Jl€ITEJIbHOCTbIO
TeaTpa HapogHoro TBopuecTtBa] // No. 217, September 20. P. 3.

280- 114- 65) Spain’s Culture in Rich in its Variety of Ethnic Influences. Her
Great Writers Have Left their Mark on Librettos of Operas and Ballets // No. 229, Oc-
tober 4. P. 3.

281- 115- 66) A.C.S. Early French Drawings Cast Much Light on Past Centuries
// No. 230, October 5. P. 3.

PenieH3us Ha kHury: @paniy3ckue kapaHauiHble noptpetbl XVI- XVII BekoB /
BcT. ct. v npumeu. E.I. Hotradt. JI.: Jlenunrp. O6sactHoi Coro3 CoB. XyA0KHUKOB,
1936. 33 c. 24 waatoctp. lena 25 py6.

282- 116- 67) Fine Beethoven Rendering by Conductor Kleiber. New State Or-
chestra Makes its Bow // No. 241, October 18. P. 3.

283- 117- 68) Orchestra of Folk Instruments and New State Choir Make First
Appearances // No. 244, October 22. P. 3.

284- 118- 69) Kleiber in Masterful Presentation of Beethoven // No. 245, Octo-
ber 23.P. 4.

285- 119- 70) New Symphony by Myaskovsky Draws Praise // No. 247, October
26.P. 4.

286- 120- 71) Brilliant Close to Beethoven Series. Ninth Symphony, under Baton
of Kleiber, Warmly Applauded // No. 250, October 29. P. 4.

287- 121- 72) Kamerny Theater Revives ‘Titans’ with New Text by Demyan
Bedny // No. 254, November 3. P. 3.

288-122- 73) Cossack Program is Significant, Gay // No. 256, November 5. P. 3.
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289- 123- 74) An Important Factor in Developing Amateur Art of Soviet peoples
// No. 258, November 10. P. 3.

290- 124- 75) Moscow Again Warmly Greets Klemperer // No. 259, November
11.P. 3.

291- 125- 76) Beethoven’s ‘Fidelio’ Outstanding Event in Musical Circles // No.
262, November 15. P. 3.

292-126- 77) A.C.S. New Kazakh Opera Rouses Discussion // No. 263, Novem-
ber 16.P. 3.

293- 127- 78) A.C.S. A Valuable Book on Medieval Russia’s Native Art // No.
265, November 18. P. 3.

Peniensuda Ha kHury: 'y A.C. [laMATHUKY XyL02KeCTBEHHOTO0 peMecJa /Ipes-
Hel Pycu X- XIII BB. JI.: T'oc. counanbHO-93KOHOMUYECKOe U3a-Bo, 1936. 87 c. 34 u-
sqwoctp. llena 80 py®6.

294- 128- 79) Kharkov Composers Make Good Progress // No. 284, December
11.P. 3.

295- 129- 80) Ernst Busch Warmly Received in Concert of Militant Songs // No.
290, December 18. P. 3.

296- 130- 81) Paul Robeson Stirs Soviet Audience // No. 291, December 20. P. 3.

297- 131- 82) New Ballet Production Scores Hit. But Colorful Staging «Misses»
on Ideas Behind Images [«Cnsimias kpacaBuna»| // No. 298, December 28. P. 3.

1937

298- 132- 1) Manhattan String Quartet Stirs Audience // No. 2, January 3. P. 3.

IlepeneyaTtka c cokpaueHussMu: cMm. 4. 1. 104- 2).

299- 133- 2) Concert Marks 100th Year of Balakirev’s Birth // No. 3, January 4.
P. 4.

300- 134- 3) ‘Daisi’ Production Rouses Admiration. Chorus Ranks with the Best;
Orchestra, Dancing and Singing Please // No. 5, January 6. P. 3.

301-135-4) A.C.S. Significance of Georgian Music in World Music History //
No. 5, January 6. P. 3.

302-136-5) ‘Darejan Tsbieri’, Georgian Opera Scores Success. Folk Qualities to
the Fore in Excellent Presentation // No. 7, January 9. P. 3.

303- 137- 6) A.C.S. Moscow Has a Wide Choice of Symphonic Music // No. 7,
January 9. P. 3.

304- 138- 7) Georgian Opera Meets Merited Success // No. 8, January 10. P. 1.

305- 139- 8) A.C.S. Young Georgian Composer Shows Talent. Quartet by Tak-
takishvili Based on Folk Tunes // No. 12, January 15. P. 3.

306- 140- 9) Georgian Directs Program of his Compositions // No. 31, February
8.P.3.

307- 141- 10) Pushkin’s Verse Exercised Great Influence on Russian Music //
No. 33, February 10. P. 3.

308- 142- 11) Modesty Characterized Glinka, Famous Russian Composer. Great
Harmonized with Small in his Work // No. 37, February 15. P. 3.
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309- 143- 12) American Dramatic Soprano Pleases Audience here [3. Pegen]
// No. 48, February 28. P. 3.

310- 144- 13) Women Play Big Role in Music World // No. 54, March 8. P. 3.

311- 145- 14) Veteran Clarinetist Scores Success as Soloist with All-Union Sym-
phony Orchestra [U. lykkepmaH] // No. 60, March 15. P. 3.

312- 146- 15) Jewish Chorus of Ukraine Gives Successful Concert // No. 63,
March 18. P. 4.

313- 147- 16) Ukrainian Women’s Chorus Gives Concert here // No. 66, March
22.P.3.

314- 148-17) A.C.S. 110 Years Today Since Death of Beethoven. Music Journal
Pays Tribute to Genius of Composer // No. 69, March 26. P. 4.

315- 149- 18) New Music Compositions Attract Interest [XauatypsiH] // No. 70,
March 27. P. 3.

316- 150- 19) ‘Enchantress’, Chaikovsky Opera, Revived after 50 Years // No.
80, April 8. P. 3.

317-151- 20) New Staging of Glinka Opera Will Have Premiere Tonight. Produc-
tion at Bolshoi Theater Eagerly Awaited - Will Be Test for Theater’s New Art Director
// No. 85, April 14. P. 3.

318- 152- 21) Bolshoi Presents ‘Ruslan and Ludmila’ in New Setting // No. 87,
April 16. P. 4.

319- 153- 22) Enthusiastic Audience Hears Pianists Who Took Honors at Inter-
national Contest [3ak, TamapkuHa, T. Tonbadap6, H. EMenbsiHoBa] // No. 91, April 21.
P. 3.

320- 154- 23) A.C.S. Tomorrow’s Musicians. Review of Work of Children’s Mu-
sic Schools Begins Today // No. 91, April 21. P. 3.

321- 155- 24) K.K. Talented Child Musicians of Odessa and Moscow Greeted
with Enthusiasm // No. 95, April 26. P. 3.

322- 156- 25) Music Review Demonstrates How Socialism Develops Children’s
Talents // No. 99, May 1. P. 2.

323- 157- 26) A.C.S. Kazakh Players Greeted Warmly at Peoples Art Theater.
Second Act of New National Opera Scores Hit // No. 108, May 14. P. 3.

324- 158- 27) An Ardent Welcome Awaits prof. Yampolsky and Young Soviet
Musicians. Biographies in Brief // No. 110, May 16. P. 3.

325- 159- 28) ‘Gulsara’ and ‘Farkhad and Shirin’ Display Wealth of Music and
Dance of Uzbek People. Khalita Nasyrova Gives Outstanding Performances in Both
Plays // No. 118, May 26. P. 3.

326-160- 29) 10-day Uzbek Art Festival Ends // No. 123, June 1. P. 4.

327-161- 30) A.C.S. Moscow Music World Meets Uzbek Artists, Analyzes Mer-
its and Faults of Productions // No. 124, June 2. P. 4.

328- 162- 31) Successes of Bolshoi Theater are Result of Soviet Care for Art.
Wide Possibilities Lie before Theater Given High Awards // No. 126, June 4. P. 3.

329-163-32) A.C.S. Awards to Musicians are New Expression of Attention Paid
to Art [B LleHTpe CcTaTbH: \500 Million Rubles for Art Theater, Music \] // No. 127, June
5.P.3.
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330- 164- 33) Children’s Ballet ‘Little Stork’ Scores Success in Premiere. Old Join
Young in Greeting Pupil of Bolshoi Theater Ballet School // No. 129, June 8. P. 3.

331- 165- 34) A.C.S. Recalls Debut of Nezhdanova in 1902 // No. 131, June 10.
P. 3.

332- 166- 35) A.C.S. New Kirghiz Opera Utilizing the Wealth of Folk Melodies,
Wins Well-Merited Acclaim // No. 135, June 15. P. 3.

333- 167- 36) A Glimpse at the Young Generation of Soviet Music Composers
and Theoreticians [c doTorpadueit Jluanosoii] // No. 141, June 22. P. 2.

334- 168- 37) Closing Music Season Evidence of Rising Demand for Good Music
on Part of Soviet Concert-Goer. 1936- 1937 Season Marked by More Concerts and
Prominence of Soviet Music in Programs // No. 147, June 29. P. 3.

335- 169- 38) Beauty Vies with Utility in Moscow- Volga Canal. Severe but
Pleasing Lines Mark its Architecture // No. 153, July 6. P. 3.

336- 170- 39) A.C.S. ‘Synchronized Opera’ Combines Film and Soloists // No.
156, July 10. P. 3.

337-171- 40) Leningrad Sees ‘Potemkin’ Opera. Chishko’s ‘Armored Cruiser Po-
temkin’ Scores Success - New Production of ‘Bartered Bride’ Pleases Audiences //
No. 158, July 12. P. 3.

338- 172- 41) Museum of Musical Instruments in Leningrad has Rich Antique
Collection // No. 165, July 21. P. 3.

339-173-42) A.C.S. Soviet Composers are Favorites at Sokolniki Park Concerts
[3ameTka B 17 CTPOK KOJIOHKH B JIEBOM HUKHeM yriy jiucta] // No. 166, July 22. P. 3.

340- 174- 43) 75 Years Since Birth of Debussy, Great French Musician. Learned
Much from Russian Composers who in Turn Fell his Influence Deeply // No. 192, Au-
gust 22. P. 3.

341- 175- 44) A.C.S. Program of National Art Opens. Theater Festival Tonight
// No. 200, September 1. P. 3.

342- 176- 45) Healthy Spirited Manner Marks Their Playing [toHble vcnosiHU-
Tenu| // No. 201, September 2. P. 3.

343- 177- 46) A.C.S. Children’s Art Program Scheduled Tomorrow // No. 205,
September 6. P. 2.

344- 178- 47) A.C.S. ‘Sleeping Beauty’ One the Best Examples of Soviet Ballet //
No. 207, September 9. P. 3.

345- 179- 48) A.C.S. ‘Ruslan and Ludmila’ Scheduled for Festival Program To-
night // No. 208, September 10. P. 3.

346- 180- 49) A.C.S. Glinka Opera Closes Moscow Performances of Festival //
No. 209, September 11. P. 1.

347- 181- 50) A.C.S. Potemkin Opera for Festival Tomorrow. Libretto Based on
1905 Revolution Episode // No. 211, September 14. P. 3.

348- 182- 51) 50 Winners of All-Union and International Contests will Give
Concert Series // No. 216, September 20. P. 3.

349- 183- 52) Skill and Variety Mark Playing of Prize-winning Musicians // No.
219, September 23. P. 4.
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350- 184- 53) A.C.S. Busya Goldstein Gives Talented Violin Performance;
Tamarkina Shares Program // No. 223, September 28. P. 4.

351- 185- 54) A. Constant Smith and I. Yampolsky. Brilliant Playing Marks Zak -
Oistrakh Concert // No. 226, October 2. P. 3.

352- 186- 55) A.C.S. Prize-Winning Soloist’s Concert at Conservatory // No.
229, October 5. P. 4.

353- 187- 56) A.C.S. Red Army Ensemble Returns from Concert Tour // No.
231, October 8. P. 4.

354- 188- 57) Life on N.A. Shchors, Hero of the Civil War, Subject of Film, Opera.
Outstanding Producers Making Motion Picture - Three Ukrainian Composers Work-
ing on Operas // No. 236, October 14. P. 3.

355-189- 58) A.C.S. Violinists, ‘Cellists in Third Audition of Series [of Concerts]
// No. 241, October 20. P. 4.

356- 190- 59) C.S. Series of Violin and ‘Cello Concerts Closes // No. 242, Octo-
ber 21.P. 4.

357- 191- 60) A.C.S. Red Army Ensemble Scores Hit in Concert // No. 248, Oc-
tober 28. P. 1.

358-192- 61) Dzerzhinsky Work Grips Spectator // Bolshoi Theater Production
of ‘Soil Upturned’ Hailed as Significant Success of Soviet Opera // No. 252, November
2.P.2.

[B Toii ke pyOpUKe MOMELIEHO U «Jpyroe MHeHUe»: ].J. Setting Marked by Sim-
plicity and Realism)].

359-193- 62) 50 Years Since the Death of Author of ‘International’. Eugene Pot-
tier, French Revolutionary Poet, Wrote Working Class Hymn // No. 254, November 4.
P. 2.

360- 194- 63) A. Constant Smith; A.C.S. M.V. Lysenko, Outstanding Ukrainian
Composer, Died 25 Years Ago // No. 258, November 11. P. 3.

361- 195- 64) Gluck’s Music Reflects Ferment of Ideas and New Forces of his
Day. ‘Gluck Reform’ in Opera was a Return to the People and to Nature // No. 261,
November 15. P. 3.

362- 196- 65) A.C.S. Dunaevsky Concert Scores Big Success // No. 265, No-
vember 20. P. 4.

363- 197- 66) Mass Response to Constitution is Reflected in New Songs // No.
286, December 16. P. 3.

364- 198- 67) Ballet Theater Presents ‘Gypsies’ [Bacusenko] // No. 292, De-
cember 23. P. 3.

365- 199- 68) A.C.S. Osipov Balalaika Concert Marks 30th Anniversary of Art-
ist’s Career // No. 295, December 27. P. 3.

1938

366- 200- 1) Composer and Regisseur Tell of Their Work on New Opera ‘Ar-
mored Cruser Potemkin’. Opera ‘Potemkin’ Gets Warm Welcome at Preview // No. 2,
January 3. P. 1, 4.

367- 201- 2) Gift of Melodious Song Marks New Orchestral-Choral Suite by Pro-
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kofiev. Composer, Seeking Simplification, Retains his Mastery of Technique in New
Work [«Ilecuu Hamux gHe»] // No. 7, January 9. P. 2.

368- 202- 3) Folk Motifs in Gliere Program. Concert Presents Some Composi-
tions New to Moscow Audiences // No. 9, January 11. P. 3- 4.

369- 203- 4) From Steel Worker to Composer. Work of Budashkin and other
Heard at Concert here // No. 21, January 27. P. 3.

370- 204- 5) Concert by Gliere Quartet Honors Memory of French Composer,
Maurice Ravel // No. 27, February 3. P. 3.

371- 205- 6) Dargomyzhsky, Great Composer, Honored by USSR on 125th Anni-
versary of his Birth // No. 36, February 14. P. 3.
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