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FOREWORD

Not so long ago, not only in the West but in the Soviet

Union itself, no one had any idea of just what "Soviet music"

was, what its special characteristics were, and what claim it

had to a history of its own. But now, since approximately the

mid-1930's, not only has the concept of Soviet music begun to

be firmly established in musical journalism, even in the West;

but the practice of Soviet music has also gradually emerged.

It is natural that the question of what Soviet music really

is, what its qualities and historical role are, should increas-

ingly attract the attention of all who are concerned with the

development of musical creation and man's artistic culture

as a whole.

Superficially, Soviet music can be defined as the musical

practice of the territorial expanse controlled by the Soviet

regime, that is, by the totalitarian dictatorship of the Commu-

nist Party of the Soviet Union. In essence, however, it is

nothing less than the musical policy of that regime, a policy

which aims at the "reconstruction" of not only the histori-

cally developed musical forms but the essence of music itself

as artistic creation. In reality that policy is an attempt to

utilize the vast, rich tradition of Russian music, and of world

musical culture as well, for purposes which have nothing in

common with music as artistic creation.

The concept of Soviet music, like its theory and practice,

took shape during the period of Soviet historical development

which is linked with the name of Stalin, beginning with his

final crushing of the intra- Party opposition in the 1930' s and

ending with his death in March 1953. It was during those years

that Soviet music acquired its peculiar features, developed

its most characteristic distinguishing marks, and determined

the paths of its evolution. In those years, too—a particularly

important fact—it acquired that rigidity which has kept it un-

changed to the present time, as well as its single creative

ix
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method, that of "socialist realism," which actually meant its

complete loss of creative freedom and total subordination to

the aims and tasks of Bolshevik political propaganda. And

however much some students of contemporary Soviet develop-

ments may try to detect in the "new course" of the period of

post-Stalinist "collective leadership" a movement toward de-

mocratization of Soviet life in general and Soviet artistic

creation in particular, their efforts will lead to nothing. A
change in the state of Soviet music can come about only through

the complete and unconditional divorcement of music from

politics, and that in turn is inconceivable without the profound

regeneration, or more probably the complete transformation, of

the regime, which does not recognize artistic freedom as the

indispensable prerequisite of artistic creation.

The best proof of the immutability of Soviet music policy is

provided by a recent article by one of the leading Soviet com-

posers, Aram Khachaturian. 1 Unquestionably inspired by the

authorities with a view of creating an illusion of democratiza-

tion, this article broaches with some temerity the question of

the necessity of creative freedom for the development of Soviet

music. It was understood in just that way in the West and was

therefore immediately followed by a "refutation" by the author

himself, who hastened to publish a second article in the Eng-

lish-language Moscow magazine News, which is especially de-

signed for foreign consumption. In the latter article Khacha-

turian sought to convince the reader that the first article had

been misunderstood and that Soviet music was not at all in

need of freedom, since it enjoyed independence in the achieve-

ment of its unchanging goals. Thus illusions about the perfect

1. "O tvorcheskoi smelosti i vdokbnovenii' LOn Creative Boldness

and Inspiration], Sovetskaya muzyka LSoviet Music], November,

1953, No. 11, pp. 7-13. (Translation in Current Digest of the

Soviet Press, Dec. 30, 1953, Vol. V, No. 46, pp. 3-5).

2. "The Truth About Soviet Music and Soviet Composers," News,

No. 5 (64), March 1, 1954, pp. 17-19.
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creative system of Soviet music are propagated for the benefit

of the outside world, whereas, in reality, it remains as before,

merely a means for the political expansion of the Soviet regime.

To expose, so far as possible, the true nature of Soviet

music is the task of this study. It is a complex task, not only

because of its novelty and many-sidedness, but also because

of the complexity which Soviet music reveals in its relation to

Soviet life as a whole. However, it is a task which should not

be deferred and one which, in the author's opinion, is a cardi-

nal and decisive one in contemporary musicology.

Proponents of the view that the source of life lies only on

the other side of the Iron Curtain will, of course, cast doubt

upon the honesty of the author's intention. For them, the

boundaries of good and evil are wholly determined by criteria

of political collaboration. The book, therefore, is addressed to

the reader for whom the distinction between true art and poli-

tical intrigue, between passionate concern with the fate of

artistic creation and "the logic of the knout," has not yet

been obliterated. The author will be content if his book serves

to deepen such a reader's anxiety for the preservation of

life's essential values.

The finest gift of life, after all, is the ability to dream of

something better. To us it seems that Igor Stravinsky was
right when he said, "I love music, therefore I create music,"*

rather than the Central Committee of the Communist Party of

the Soviet Union, in its conviction that a truly Communist

policy requires the Soviet composer to write music only for

the purpose of helping to enslave the minds, the will and the

feelings of the peoples under its sway.

It is about these things that this book is concerned.

St. Paul Andrey Olkhovsky

July 1954

3. As quoted in Cook, J. Douglas, "The Composer Tells How,"
Saturday Review, Vol. XXXVII, No. 26, June 26, 1954, p. 43.

XI





ERRATA
for MUSIC UNDER THE SOVIETS

page line reads should read

25 6 from top sole role

41 note 13 Ibid. AsaPyev, op. cit.

67 7 from bottom Outlines Essays

78 11 " " of possible. of the possible.

158 1 " top of Russian of the Russian

166 1 " »« Sveshnikov Svechnikov

209 12 " " provide provides

250 7-8 " bottom Thoughts of the

Black Sea

Black Sea Ballad

265 1 ! " top style." style";

265 12 " " influence influences

267 note 1 ideologist ideologists

280 5 from bottom "O opere "Ob opere

281 7 " top Ingushi and Chechen Ingush and Chechens

288 11 " bottom youths. youths.

404 13 " top Ukra'inskaya Ukrains'ka

410 9 " bottcn Tenth Symphony, 263, Tenth Symphony, 236,

413 13 " Thoughts of the

Black Sea

Black Sea Ballad

418 3 " top Communist Part Communist Party

424 1 " bottom Rad'yan ska Muzyka Radyans'ka muzyka

425 6 " top Revuts'kyi, Dmitri Revuts'kyi, Dmytro





TABLE OF CONTENTS

A Note on the Author vi

Acknowledgments vii

Foreword. ix

Part

I. INTRODUCTION
Art and Life 1

Music and Progress 4

Soviet Reality and Music 6

The Technique of Enslaving Soviet Music 9

Footnotes to Part I 14

II. THE HISTORICAL DEVELOPMENT OF RUSSIAN MUSIC
A. Classical Tradition

1. Development 15

2. The Heritage of Russian Music and Soviet Art

Policy 21

B. Senior Contemporaries (Modernism)

1. The Crisis in the Development of the Classical

Tradition 2 3

2. Modernism as Seen by Soviet-Dominated

Composers 26

3. Soviet Orthodoxy and Modernism 34

Footnotes to Part II 40

III. SOVIET MUSICAL POLICY IN THEORY AND PRACTICE
A. Soviet Musical Aesthetics

1. Historical Background 43

2. Contemporary Soviet Musical Aesthetics 45

3. "Realism" in Music 49

4. "Nationalism" in Music 52

5. "Music For the People". 54

B. Soviet Musicology

1. Organization and Development 58

2. Historical Musicology

The Conference of February 1949 65

The History of Russian Music edited by

Professor Pekelis 71

Other Historical Studies 74

xill



TABLE OF CONTENTS

3. Theoretical Musicology 76

4. The Position of B.V. Asaf'yev 81

5. The Study of Folk Music

Collection and Publication 84

"Soviet Folk Music" 85

C. Music Journalism and Publishing

1. Periodicals 87

2. Music Publishing Houses 92

Footnotes to Part III 95

IV. SOVIET MUSICAL LIFE
A. Musical Education

1. The Music Training of Children 103

2. Specialized Music Training 105

B. The Organization of Control: The Union of Soviet

Composers 118

C. Living Conditions of Soviet Composers 122

D. Music in Performance

1. Results of the Soviet Concert Policy 124

2. Concerts and Theaters 129

3. Operas and Operettas 131

4. The Philharmonic Organizations 135

5. Concerts by Prize-Winning Soloists 137

6. Music on the Radio, in the Factories and on the

Collective Farms 140

7. Production of Musical Instruments 143

Footnotes to Part IV 146

V. CREATIVE WORK AND PERFORMANCE
A. Historical Development

1. The Development of Party Controls 148

2. The Attack on "Formalism" and

"Cosmopolitanism". 157

B. The Forms of Soviet Music

1. Oratorios and Cantatas 166

2. Opera 169

Excursus: The Case of the Opera With All One's

Heart 172

3. Symphony 176

4. Other Orchestral Forms 178

5. Music for the Ballet 179

6. Chamber Music 181

7. Music for Solo Instruments 183

8. The Art Song 186

xiv



TABLE OF CONTENTS

C. Composers: Groups and Individuals

1. The Creative Opposition 187

General Characteristics 191

Their Use of Melody 193

Their Harmony 196

Their Use of Rhythm 197

Orchestration 198

Structural Principles 199

Character of Their Themes 200

Their Relation to Life 202

Basic Philosophy 204

Individual Composers: Sergei Prokof'yev 208

Myaskovski 212

Shostakovich 215

Khachaturian 222

2. The Traditionalists 225

3. Orthodox Composers (Voluntary and Involuntary) . . 229

Footnotes to Part V 233

VI. NATIONAL SCHOOLS
A. General Premises 2 39

B. The Ukrainian National Music Movement
1. Development 243

2. The Characteristics of Ukrainian Music 255

C. Other National Schools 261

Footnotes to Part VI 267

VII. CONCLUSION 270

Annex A. Text of the Decree "On the Reorganization of

Art and Literary Organizations" 278

Annex B. Text of the Decree "On the Opera The Great

Friendship by V. Muradeli" 280

Annex C. Excerpts from and Comment on an Article by

G. Dombayev 286

Annex D. Some Additional References from the Soviet

Press, 1953-1954 292

Bibliography 315

Index of Composers and Compositions 399

General Index 417

xv





MUSIC UNDER THE SOVIETS





PART I

Introduction

ART AND LIFE

The historical destinies of the arts are not accidental.

Like life itself, they are subject to definite laws. Notwith-

standing the differences among them they all preserve a

unity which connects them with one another and with life.

It is this mutual interconnection between art and life which

determines the essential nature of art and enables the artist

to create an integral and generalized image of existence from

the heterogeneous impressions of life.

But human experience transferred to the sphere of art is in-

evitably recreated. Preserving the fundamental content of

life, art gives it that exalted and refined coloring which

makes it not a mere reflection of drab reality but a kind of

incarnate vision, a realization of man's hopes and aspira-

tions. In the ability of the artist to give to the media of art

a sense and meaning other than that which belongs to them

in ordinary life lies the essence of artistic creation. With

his creative instinct a genuine artist seizes the truly pro-

gressive tendency of the aspirations of his times, separat-

ing it from the manifestations of daily life. The ability to

create effective artistic imagery, to present one's personal

experience, the most subtle movement of the spirit, and to

convey the typical characteristics of this hardly percep-

tible reality—such an ability is the very essence of art, par-

ticularly of music, the art which, more than any other, is

capable of deep and subtle generalizations and which is

called upon, as is perhaps no other art, to express the tur-

bulent power of human passions freely and without external

constraint.
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It is in music especially that there lies an opportunity for

the direct development of the forces of life, unimpeded by

intermediary stages, visual or tangible. In music the human

will finds its characteristic expression; in the fluid succes-

sion of its sonorities the fullness of feeling is embodied,

and the uttermost profundities of the mind are reflected in

the beauty of the blending and alteration of its consonances.

Joy and sorrow—these are the poles between which

stretches the shoreless ocean of music; its waves are tinged

with various shades of joy or sorrow and no matter how much

he might want to, the artist who is called upon to create

music cannot hide in his creation that which he has experi-

enced and felt deeply in his life—he cannot completely

achieve concealment. He lived, therefore his life contained

both sorrow and joy; and the more intensely he lived, the

more glowing his music will be, for the expressive power of

music is its vital essence. That is why musical compositions

—whether they are a confession of the soul, the thoughtful

aspirations of the intelligence, or the picturesque fancy of

the imagination—captivate us by their power and compel us

to relive that which the composer himself experienced when

he arranged his thoughts and feelings in musical images.

Throughout the history of its development art has been

frequently confronted with the question whether it should

represent everything just as it exists in life, and in answer

to this question art has always given one and the same re-

ply: truth in art in this sense would be mere vulgarity. The

only truth in art is that which corresponds to the ideal image

created by the artist's imagination. It is for this reason

alone that art is capable of translating life into the controlled

world of poetry.

Artistic creation is convincing only when it serves as the

medium by which the artist tells of what he has seen and

felt, of his experiences, thoughts and feelings—in short,

when he speaks to us of life. But the life, the reality ob-

served by the artist is an entirely new reality which had
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simply not existed previously. Genuine art is remarkable

for its ability to express a nonexistent world, a world, how-

ever, which is not only better than that which does exist but

which also has a closer resemblance to truth.

In appearance these nonexistent creative worlds often

closely resemble something ordinary, something unembel-

lished by the creative imagination, something which can be

observed and experienced in "real life." Then the listener

is enraptured, as for example by the "realism" of Tchai-

kovsky. Who has not experienced at some time the impact of

his Fourth or Sixth Symphonies? Yet the "realism" of such

works is a special, artistic, realism which fixes its gaze

not on the "substance of things seen" but on what lies

behind and beyond. Such realism has little resemblance to

ordinary everyday reality; it is related to some other reality

which does not coincide at all with the first.

The wisdom of genuine art lies in its knowledge that our

visible world is scanty and dull and that it is necessary to

revive and enrich it with new worlds. It is only the artist

who is free in his vision, however, who can build these new

and imaginary worlds from the depths of existence.

To create genuine art, a sincere and unconquerable faith

in the life-affirming force of man is necessary, a faith in the

possibility of a harmonious solution of life's contradictions.

Was it not due to this fact that art has always wisely

maintained the position of imitating nothing and inheriting

nothing except artistic truth? And was it not due to this fact

that it has always striven towards the liberation of man from

whatever restrained his powers, his progress towards the

triumph of reason and freedom, towards light? Was it not due

to this fact that the best artists have always been coura-

geous experimentalists who elicited from nature, one by one,

the secrets of its action on man; that they were ardent

thinkers who understood the meaning of philosophy and its

majestic concept of the regularity of existence?

"Knowledge and virtue": Socrates' double formula im-

pregnates not only every active philosophy but also the art
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of modern times and thus ascribes to art the power of bound-

lessly elevating man, assimilating him to God. It is thanks

to this that the marvellous, humanizing transformation of life

into art and of art into life is possible. The ability of art to

incorporate the most complex and profound emotional states

is unique. That the habitual discords between the human will

and reality can be reconciled; that imagination can meet

reason, with thought illuminating the play of imagination

and the forms of imagination coming to the assistance of

thought—ethically real and esthetically justified; and that

thought and imagination can finally merge into a single

beauty—for all of this we are indebted to art. That is why

man is and always will be drawn to it.

"For man to know and to believe at every moment," wrote

Dostoyevsky in The Possessed, "that somewhere there al-

ready exists a quiet and fulfilled happiness, for each one

and for everyone, is more necessary to him than his personal

happiness. . . . The whole law of human existence is that

man should always bow down before the infinitely great. If

the people were to be deprived of the infinitely great, they

would not live but would die in despair. Immensity and in-

finity are just as necessary for man as is that tiny planet on

which he dwells."

MUSIC AND PROGRESS

Progress in music is the result of the accumulation of

creative experience and knowledge handed down from gene-

ration to generation. Thus the evolution of music is a logi-

cal process resulting from the aggregate of the preceding

experience of composers, performers and listeners. The con-

solidation of this heritage gives rise to new creative prob-

lems, to solve which musicians of various countries contri-

bute their strength and their mastery of existing creative

experience.
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It is for this reason that the obvious attraction towards

Western modernism in music manifested by a leading group

of Soviet-dominated composers (Prokof'yev, Shostakovich,

Myaskovski, et al.) is not a matter of chance. There is noth-

ing surprising and certainly nothing unnatural or irregular in

the fact that the formation of a common creative style should

have led to a common creative search. Such a coincidence of

experience, artistic methods, ideas, means of expression,

and musical thinking in general is a more or less natural con-

sequence of the silent collaboration of musicians preoccu-

pied with common creative problems. Artistic truth, like

ethical truth, is one.

The progress of art, however, is not an immanent law of

history. From time to time art, like mankind as a whole, falls

below the level of civilized history. Then democracies suffer

shipwreck, civilizations perish, humanitarian regimes fall,

and savagery and barbarism revive; then it appears as though

art is moving backwards. The history of mankind and the

history of music, its component part, are subordinated not

only to their own historical logic; their course is determined

not only by the logic of causality but also by chance. It is

to "chance"—not as the negation of causality but as the

conjunction of two disconnected historical lines—that is due

not only the appearance of creative personalities of genius

or talent but also the retardation of creative development or

the "reorientation" of the aims of art.

From the point of view of causality or historical logic a

musical crisis like that experienced in the present age-

one of the most severe in the entire history of music— repre-

sents an epoch when for the new circles of composers, per-

formers and listeners not only the individual works of the

past but also the accumulated vocabulary of sounds which

underlie the musical experience of the preceding epoch, and

with them the demands made upon music, have grown old and

artificial. At such times, in the name of the "new truth in

sounds," music casts aside everything superfluous, abstract
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and nonmusical, and a struggle begins for new sound combi-

nations, new means of expression.

In those cases where the interference of extraneous forces,

of "chance," paralyzes creative progress, however, as is

particularly the case in the Soviet Union, the stimulus of

creative ideas determined by the inner logic of the develop-

ment of art and its accumulated historical experience becomes

impossible. That is why Soviet policy in the field of music,

which openly testifies to its hostility towards all courageous

innovations, progress and elementary creative freedom in

general, poses an urgent question not only to every con-

temporary musician but to everyone concerned with the des-

tiny of music: has any evolution taken place in Russian

music during recent years, the years which fall within the

boundaries of the Soviet period? Has the creative level, the

curve of its development, risen or fallen, and why?

SOVIET REALITY AND MUSIC

What is now generally called the "musical culture of the

peoples of the U.S.S.R." or simply "Soviet music" is so

intertwined with the policies of the Soviet state that to sep-

arate music from policy is simply impossible. When Soviet

official sources speak of music they have in mind nothing but

the art policy of the Soviet state; even highly specialized

questions of musical form are often considered from the point

of view of their political significance. It could hardly be

otherwise in a country where "all branches of culture serve

a sole purpose, the construction of communism," and where

"music, like every other realm of ideology, is a matter of

great socio-political significance."

Yet music in the Soviet Union, to the extent that it has

not ceased to function as an expression of the creative spirit

and has not been transformed into a tool of political propa-

ganda, is primarily determined by its own laws of formation

and development. Besides, "Soviet music" as such is not
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the product of some extra-historical system of life but is

nothing but a stage—possibly an artificially created stage—

in the historical development of Russian music. Would it not

be more correct, therefore, when speaking of Soviet music to

have in mind the contemporary stage of Russian music, con-

ditioned by those demands for life and creation which were

shaped not by historical logic bit by conditions imposed by

the Soviet political system? The basic question here is the

degree of freedom and independence which music enjoys from

extraneous influences, especially political power controlled

by the state apparatus. Herein lies the basic difference be-

tween "Soviet music" and the musical culture of free na-

tions. Soviet musical life not only depends completely and

manifoldly upon the state authority but in reality functions

as a part of the government apparatus.

Nevertheless, Soviet experience shows that the totalitarian

state has not discovered the secret of altering the irrational

nature of man and art and that the very objects of planning,

the Soviet people, can never be transformed into mere robots

forever deprived of their personal creative aspirations and

desires, which refuse to fit into any schemes. Hence the

history of Soviet music is one of unceasing struggle between

two irreconcilable principles, force and protest; a protest

which may be silent and scarcely noticeable but which is

nevertheless still not entirely subdued.

The development of Russian music thus outwardly appears

to have been violently interrupted. Yet the art policy of the

Soviet authorities, which has overturned the traditional con-

cepts of the historical laws of the development of art and has

replaced them by its own will, carries in itself the seeds of

its own doom. Therefore the present attempt to liquidate

Russian music constitutes only a crisis in its development

and by no means its death.

There are times and circumstances when indulgence or an

exaggerated tendency towards impartiality become dangerous

and even pernicious "virtues." In our times they have be-
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come equivalent to complicity and negligence. When the ex-

istence of human culture is at stake there can be no indiffer-

ence towards good and evil. To restrain one's anger and to

lock oneself in a guarded and calculated egocentrism means

to push art into a yawning abyss beyond which lies chaos; it

means the loss of everything for which the best minds of the

past and present wrote, thought, spoke and fought.

It might be supposed that the fact that Soviet-dominated

music boasts such names as Prokof'yev, Myaskovski, Shosta-

kovich, and Khachaturian—and many other excellent mu-

sicians who only by chance are little known in the West-

could be considered a sufficient reason for being calm and

awaiting with confidence the future of Soviet music. Such an

attitude, however, would be extremely naive. What is taking

place in the Soviet Union, in every phase of life and creative

work, is a ruthless life-and-death struggle. Often it is hidden

in the secret recesses of the soul but it is merciless and un-

compromising.

That which is called "Soviet music" in the proper sense

of this term is not a fiction created by Soviet propaganda; it

is a real fact, which must be taken into consideration by

everyone who is not indifferent to the future destiny of music.

The ominous significance of this "music," which forms an

important and influential part of Soviet-dominated musical

culture, is steadily growing. And no matter how much re-

sistance Soviet-dominated composers may put up against the

regime which is trying to transform music into a means for

its own political ends and into an aspect of the "socialist

way of life," the "new Soviet composer" and his "cre-

ations" are a threatening danger.

The Soviet press presents this "new music" as endowed

with all kinds of virtue: high ideals, ethical force and perfect

mastery. In the opinion of Soviet propaganda it represents the

highest level of contemporary musical culture towards which

all progressive music must inevitably gravitate. But in re-

ality, unlike genuine art which is not limited in its creative



TECHNIQUE OF ENSLAVING SOVIET MUSIC 9

freedom, "Soviet music" is based on a monochrome life in-

vented by Soviet propaganda. A Soviet composer who will-

ingly or unwillingly becomes a political tool is deprived

of the opportunity for a creative vision of life in its totality,

variety and animation and loses the possibility of choosing

from this totality and variety the essence which constitutes

its artistic meaning. In "Soviet art" there are neither the

spark of illumination nor the infusion of courageous resolu-

tion which are the hallmarks of genuine style, the qualities

without which the artist himself is nonexistent. Deprived of

elementary creative freedom, the "new Soviet composers"

have been transformed into craftsmen shamelessly indiffer-

ent to good and evil. "Soviet music," hailed by the Soviet

government as a "new type of Soviet socialist music," is

an emblem of the most dangerous impoverishment of humanity.

The gradual drying up of traditions, complete isolation

from contemporary Western art, cultivation of the forms of

"mass-art," intuition as the basis for creation with its de-

pendence on folk music, the deterioration and eventually the

complete atrophy of the sense for profound musical satis-

faction—these are the consequences of the triumph of Soviet

art policy in the field of music.

There is only one means of salvation from this creative

and moral twilight: a warm heart, humanity and determina-

tion. Those who see where the Soviet music policy is lead-

ing cannot remain indifferent. True musicians must not take

refuge in indifference and in prudent and calculating selfish-

ness; they must be capable of anger in the service of man-

kind and art, firm in the conviction that genuine artistic

values are an individual, not a collective achievement, and

that true art is the product of the ability to study human

nature and recreate its multiformity.

THE TECHNIQUE OF ENSLAVING SOVIET MUSIC

The first direct encounter between Soviet man and the

Western world after more than twenty years of isolation,
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during the Second World War, showed the Communists that it

was still as easy as ever for the Soviet citizen to adopt the

advanced ideas of the West in preference to his faith in the

"golden age of communism." The Party recognized the

urgency of a policy previously followed to a lesser degree:

the policy of walling off the Soviet Union from the tempta-

tions of the West at any price. In the West man is at least

relatively free. Could such a situation be allowed in the

Soviet Union? In the West the individual can and does

change his lot by any means available to him. In the Soviet

Union it is dangerous even to think of such freedom.

It is this policy which has caused the present devastation

of Soviet culture, particularly of art as being most suscep-

tible to progressive influences. The essence of the policy is

the counterbalancing of the Soviet Union against the West in

every field and the ceaseless repetition of the idea that ab-

solutely no elements of Western culture are usable or ac-

ceptable in the Soviet Union. Even relative freedom of

thought and of the revolutionary potential of man's creative

consciousness are outlawed.

The principal role in this crusade, ostensibly against the

West but in reality against spiritual freedom, was played by

one of the pillars of the Politburo, Andrei A. Zhdanov. To

Zhdanov belongs the "honor" of having led the attack on

literature (the "discussion" of the journals Zvezda and

Leningrad and the works of Zoshchenko and Anna Akhma-

tova); on philosophy (the "discussion" of Aleksandrov's

History of Western European Philosophy); and finally on

music (the Party Central Committee's resolution on the opera

The Great Friendship by V. Muradeli, and the "First All-

Union Congress of Soviet Composers" in 1948).

The methodology of the attack was presented by Zhdanov

in an article in Pravda which said in part:

If the inner content of the process of development as

taught by dialectics is the struggle between opposites, the

struggle between the old and the new, between that which

is decaying and that which is developing, then our Soviet
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philosophy should show how this law of dialectics func-

tions under the condition of a socialist society and what

constitutes the nature of its application. We know that in

a society divided into classes this law functions otherwise

than in our Soviet society. This is the widest field for

scientific investigation, yet none of our philosophers have

cultivated this field. Nevertheless our party long ago dis-

covered and placed at the service of socialism that special

form of disclosing and overcoming the contradictions of a

socialist society (these contraditions exist but our philos-

ophers are afraid to write about them), that special form of

combat between that which has outlived its usefulness and

that which is coming into being in our Soviet society, which

is called criticism and self-criticism. Lltalics in the orig-

inal. J

In our Soviet society where antagonistic classes have

been liquidated, the struggle between the old and the new
and, consequently, the development from lower to higher is

accomplished not in the form of a struggle of antagonistic

classes and cataclysms, as is the case in capitalist so-

ciety, but in the form of criticism which is the real strength

of our development and a powerful tool in the hands of the

Party. Without doubt this is a new kind of movement, a new
kind of development, a new dialectical regularity.*

It is not hard to see that in essence this "new dialectical

regularity" boils down to the fact that it was necessary for

Zhdanov to discover a new "law," the "law of criticism,"

as the motive power for Soviet society and Soviet culture,

since if, as he claimed, there are no classes in the Soviet

Union and consequently no basis for "cataclysms," i.e.,

revolutions, then there is no motive power for social de-

velopment and, consequently, Soviet society ought to achieve

a condition of immobility.

The meaning of "criticism" in the Soviet Union is well

known: it is the authority which the Party possesses to as-

sert that white is black and black is white. The meaning of

"self-criticism" is also known: it is the repetition and con-

firmation of what the Party has said. It follows that the real
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purpose of Zhdanov's campaign was to train the Soviet people

to believe once and for all that the historical development of

the Soviet Union, its social, cultural and artistic life, are

due entirely to the Party and the government and that the

masses and man in general as a subject for history are cate-

gorically excluded from creative life. In other words there is

not only no possibility of a revolution in the Soviet Union

but there is no room for elementary freedom of thought and

of the creative consciousness in general nor even for any

partial opposition to the orders of the Party and the gov-

ernment. For art and for music this means complete servi-

tude to the criticism and self-criticism of the Party, i.e.,

to the will, whims, aims, tastes, and arbitrary administra-

tion of a small group of Party bureaucrats.

In its book The Ways of Development of Soviet Music the

Musicology Commission of the Union of Soviet Composers

states that "the year 1948 is a year of historical change in

the history of Soviet and of world musical culture,' that

"the international significance of the events which have

taken place in Soviet music during the year cannot be

doubted, 'and that

the Central Committee resolution of February 10, 1948 on

the opera The Great Friendship by V. Muradeli, condemn-

ing sternly the anti-popular, formalistic tendency in Soviet

music, has broken the shackles that fettered the creative

work of Soviet composers for many years; it has defined

for many years to come the only proper paths for develop-

ment of musical art in the U.S.S.R. . . . The International

Congress of Progressive Composers and Musicologists of

the World which took place in Prague in May 1948 has

shown that the censure of formalism in music as stated

in the resolution. . . has acquired a tremendous interna-

tional significance.

If the meaning of "formalism" attributed to it by the

Soviet politicians corresponded to the generally accepted

meaning of this term, one could only shrug one's shoulders

in astonishment. What is there historic in the condemnation
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of formalism, which as a form of creative impotence has al-

ways been overcome by genuine art?

For the Central Committee of the Communist Party, how-

ever, formalism means something quite unlike its ordinarily

accepted meaning; it means "non-Partyism in art," and "to

censure sternly the antipopular formalist tendency in music"

means to confirm Lenin's thesis on "the Partyism of the

arts."9

Confirmation of this view is provided by the pamphlet in

its comment on Lenin's words "down with non-Party men of

letters":

These remarkable Leninist thoughts, which constitute

the foundation of the teaching of the Partyism of literature,

resounded with new force in 1946 in the report by Comrade

Zhdanov on the journals Zvezda and Leningrad. . . .These

appeals are addressed in full measure to musicians also.

Soviet composers, like Soviet men of letters, have no right

to be nonpolitical, hiding themselves away from the pres-

ent in their personal little worlds. We do not need com-

poser supermen separated from the common cause which

constitutes the life of the whole Soviet people.

Thus it is clear that the historical and international signi-

ficance of the events which occurred in Soviet music during

1948 is that Soviet composers no longer have any right to be

nonpolitical, i.e., to be independent of the will of the Com-

munist Party Central Committee, and that the Soviet authority

considers absolutely useless those composers who "isolate

themselves from the cause which constitutes the life of the

whole Soviet people," i.e., from the cause forced on the

people by the Communist Party.

There is little doubt, of course, that these developments

are of historical and international significance; but there is

equally little doubt that they are a chapter in the decline of

morals rather than in the history of music. The Soviet attack

on "formalism" is actually part of the complete enslavement

of creative music for political aims.
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PART II

The Historical Development of Russian Music

A. CLASSICAL TRADITION 1

1. DEVELOPMENT

One of the principal theses of Soviet music policy is that

Soviet music is the lawful heir of the Russian classical com-

posers. For example, in a report presented at the First All-

Union Congress of Soviet Composers in Moscow in April

1948, it was claimed that

...the traditions of Russian folk art, as well as the arts of

all the peoples of our land, have served as the basis, the

foundation, for the development of Soviet music. That is

why the resolution of the Party Central Committee concern-

ing the opera The Great Friendship clearly indicates to So-

viet composers the need to inherit and develop the best

traditions of classical realistic art.

2

It is necessary not only to test the validity of this thesis

but also to understand the characteristics of Soviet music in

general first to consider briefly the intellectual and creative

content of Russian music of the past. Without first reviewing

in at least condensed form this prologue to Soviet music one

could not understand clearly the features which are charac-

teristic of the Soviet-dominated period of Russian music.

The first contact between Russian music and the West

took place in the Ukraine in the late seventeenth and early

eighteenth centuries. The materials contained in the libraries

of the Razumovskys and the Repnins, which have become

available for research only during recent years, are an elo-

quent testimony to this fact. These two collections, which

were stored in the library of the Ukrainian Academy of Sciences

in Kiev before World War II, proved to be of much earlier ori-

gin than the libraries of the Yusupovs and Naryshkins which

15
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until recently had been the only basic sources available for

studying the initial period of the development of Russian

music.

A considerable number of musical compositions of the most

diverse genres are contained in the Razumovsky and Repnin

libraries; particularly extensively represented are German,

Italian and French composers of the eighteenth century. The
analysis of these compositions shows that they were fairly

widely known in the Ukraine, and that, even more important,

those West European composers, mainly Italians, who were

at work in Russia at that time, creatively combined the

Western European style with elements from Ukrainian folk

music. A curious example of this interaction is Astaritta's

opera Sbitenshchik [a vendor of spiced drinks] in which the

Western European style of that period is quaintly interwoven

with Ukrainian folk songs.

Beginning with Glinka (1804-1857) the folk song exerted an

increasingly powerful influence on the musical texture and

technique of the works of Russian composers. The composi-

tions of The Five and Tchaikovsky reflect the nature of

Russian folk music with its multiformity of modes, its cha-

racteristic technique of subordinate voices and its free and

supple interweaving of vocal variants derived from the basic

melody.

It would be completely unjustifiable, however, to limit the

significance of popular art in the development of Russian mu-

sic to the part played by Russian folk music. An equally im-

portant factor, observable even as early as the end of the

seventeenth century, was the influence of the ancient musi-

cal cultures of the Caucasian peoples—Armenians and Geor-

gians—and of Ukrainian folk music, as well as of the folk

songs of the other peoples of Russia. Without the influence

of the music of the Caucasian peoples it would be difficult

to account for the role played by "oriental" elements in Rus-

sian music; without this influence it would be impossible to

explain either Glinka's Ruslan and Lyudmila or the "eastern"
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tinge in the music of The Five.

Even at the beginning of the nineteenth century Russian

music, having assimilated and organically recreated the most

fruitful influences of Western European culture, achieved a

position of significance in world art. Russian composers

were particularly attracted by the romantic art of the West

which was struggling, in the final analysis, for the enrichment

of artistic content, for truth and vitality of feeling, for human-

ism and optimism. In Russian music these qualities were de-

veloped particularly broadly.

Although Russian music was wholeheartedly absorbed in

the movement of Western art, however, it did not become de-

rivative or imitative. However much it was indebted to the

West, Russian music nevertheless remained deeply original,

not by opposing itself to the West but by developing its own
characteristic nature. While learning from the West, Russian

musicians with even greater attention listened to and looked

at the life surrounding them and studied their own native,

national art. It is mainly due to this fact that Russian music,

notwithstanding the profound influence exerted on it by other

cultures, always preserved—more, perhaps, than the music of

any other people—its own spiritual "strangeness" and distinc-

tiveness from the general trend of European music. This dis-

tinctiveness was expressed in Russian music's predilection

for everything nationally characteristic or unusual, in its ten-

dency to exaggerate national peculiarities, in its affinity with

folk music, and most of all perhaps, in its emphasis on the

social function of music and its resolute rejection of "pure

art." Russian music, like Russian literature, was always con-

centrated to a considerable extent on social themes and prob-

lems. Nineteenth century Russian composers demanded from

their art an answer to the complicated and painful questions

of existence. Through their art they wanted to understand them-

selves and their times. The idea of art as the expression of the

pure essence of the human spirit they considered a fallacy; art

as the direct spiritual acceptance of life was for them something

almost heretical.
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As the result of the predominance of such didactic and

moralizing aesthetics Russian music had ceased by the 1860's

to be confined to an expression of moods, feelings and sensa-

tions in general, and had become a "narrative in sound" con-

cerning that service to society with which its creators were

concerned. Carried away by the spirit of the times Russian

composers were transformed into educators and reformers.

Aesthetic values as such hardly attracted the attention of

Russian composers; the isolated, purely aesthetic approach

to life was for them often tantamount to a denial of life's

metaphysical essence. Hence that external peculiarity which

became characteristic of the work of Russian nineteenth cen-

tury composers, particularly the deep bond between their mu-

sic and folk music, both vocal and instrumental, and their

clearly expressed tendency to join music to words, to poetry,

to literary images, and to the theater.

Editor's Note: In the next section of his. work (pp. 61-119

of the original manuscript) the author presents a historical

sketch of the development of Russian music during the nine-

teenth century, based mainly on the standard Soviet textbook

A History of Russian Music edited by Professor Pekelis.5

Although considerations of space prevent the presentation

of this material in extenso, a brief summary of the subject is

essential as a background to the subsequent discussion of

music under the Soviets. The main features of the develop-

ment of music in Russia before 1917 can be presented most

conveniently in terms of individual composers, of whom the

following are of particular importance:

Mikhail I. Glinka (1804-1857) is generally regarded as the

founder of the Russian school in music and as its first com-

poser of major significance. In his operas A Life for the Tsar

(also known as Ivan Susanin) and Ruslan and Lyudmila he

succeeded in combining the European operatic tradition with

characteristically Russian subjects and thematic material.

Sharing with Glinka a keen interest in folk music, Alexan-

der Dargomyzhsky (1813-1869) contributed by his works to

the development of a national Russian school. His best known

composition, the opera The Stone Guest \Kamennyi gost'i, is

a forerunner of the psychological realism of much Russian

music of the later nineteenth century.
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Aleksandr Serov (1820-1870) served Russian music in a

triple capacity: as a composer, as a pioneer in the scientific

study of Russian folk music and as an influential critic. As
a critic Serov consistently advocated the thesis that for its

highest realization music requires not only beauty but rele-

vance to contemporary life. Serov's most important work is

his opera The Power of Evil [Vrazb'ya Sila, literally "The
Power of the Enemy" |, in which he achieved an effective

synthesis of psychological realism and folk music.

Anton Rubinstein (1829-1894), once well known as a piano

virtuoso and as the composer of a large number of works in

various forms, is of historical importance chiefly because it

was as a result of his determined efforts that the first Rus-

sian conservatory, that of St. Petersburg, was founded in

1862. With the establishment of this institution Russian music

was provided for the first time with a solid professional basis.

Basing themselves on the creative heritage of Glinka and

Dargomyzhsky, the group of composers known as The Five^

formulated and put into practice during the 1860's an aesthe-

tic program of which the principal features were artistic

realism, the use of Russian national subject matter as the

basis for their compositions, and the acceptance of folk mu-

sic as an inspiration and model. The leader of the group,

Mily Balakirev (1837-1910), was not only a prolific compo-
ser but an effective protagonist of the artistic program of the

group. In his publication of folk music Balakirev set a stan-

dard for subsequent students of the subject and provided a

rich source on which later composers have drawn for inspira-

tion.

Probably the most gifted composer among The Five was
Modes te Petrovich Musorgsky (1839-1881) whose fame rests

securely on his operas Boris Godunov, Khovantshchina and

The Wedding. More perhaps than any other member of the

group, Musorgsky succeeded in fusing creative inspiration

with an organic understanding and re-creation of the prin-

ciples of popular art.

Aleksandr P. Borodin (1833-1877), somewhat more of a

classicist and symphonist than Musorgsky, shared with him

a devotion to the ideal of the creation of a national Russian

school incorporating elements both of professional Western

European music and Russian folk music. Another vital com-

ponent of Borodin's style, recognizable particularly in his

opera Prince Igor, is the influence of the music of the non-

Russian peoples of Central Asia.
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Nikolai Andreyevich Rimsky-Korsakov (1844-1908), origi-

nally destined for a naval career, turned instead to music

under the influence of Balakirev. His extensive work as a

composer covers many genres—opera, symphony, chamber

music, song, etc. It is characterized by the strong influence

of Russian and oriental folk music and by the choice of

subjects derived from Russia's past, especially the pre-

Christian past of pagan Russia. As a teacher Rimsky-Korsa-

kov exerted a profound influence on the subsequent devel-

opment of Russian music. Appointed professor of composi-

tion at the St. Peters burg Conservatory in 1871, Rimsky-

Korsakov played a major role in training a generation of Rus-

sian composers. Among his pupils were such later masters of

Russian music as Stravinsky, Lyadov and Glazunov. By his

teaching Rimsky-Korsakov also helped to establish national

schools of music among a number of the minority peoples of

the Russian Empire, particularly the Armenians, Georgians

and Ukrainians. Outside Russia his influence has been most

profound among the French composers of the early twentieth

century.

Cesar Cui (1834-1918), of French descent, was perhaps the

least nationalist in his music of The Five. By profession a

military engineer, Cui turned to music during the 1860's. He
served The Five not only as a composer of operas, songs,

chamber music, and symphonic compositions but also as a

critic through his contributions to the St. Petersburg Gazette,

of which he was a regular contributor from 1864 to 1917.

Perhaps the most eminent Russian composer of the nine-

teenth century was Peter Ilyich Tchaikovsky (1840-1893),

the founder and chief representative of a tendency in Rus-
sian music which has been called the Moscow School. Stand-

ing apart from The Five in both his music and his aesthetics,

Tchaikovsky nevertheless shared with them a number of basic

characteristics: a tendency towards realism in music, the use

of Russian folk music as a source of harmonic and thematic

material, a predilection for subjects drawn from the Russian
past, and a pronounced idealism in aesthetics. In addition

Tchaikovsky's music is characterized by great psychological

power and a tendency to philosophic speculation. Generally

regarded during his lifetime as a "westerner", especially by

The Five and their followers, Tchaikovsky actually stood at the

center of the development of Russian music, and its subse-

quent course represents a combination in varying proportions
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of the traditions and influence of Tchaikovsky's music with

that of The Five.

2. THE HERITAGE OF RUSSIAN MUSIC AND
SOVIET ART POLICY

Theoretically Soviet music ideologists are in favor of the

broad cultivation of national traits in art. At the Conference

of Workers of Soviet Music which preceded the First All-Union

Congress of Soviet Composers (1948) Zhdanov said:

Internationalism in art develops not on the basis of the

depreciation and impoverishment of national art. On the

contrary, internationalism develops where national art is

flourishing. To forget this truth means to lose the leading

line, to lose one's own features, to become a homeless

cosmopolitan.

In its real attitude towards the Russian classics, however,

Soviet art policy intentionally reduces the complicated and

many-sided nature of their creative work to the role of fore-

runner of Soviet policies. In truth, of course, each of the

great Russian composers of the nineteenth century was a com-

plex psychological figure; each of them was subject to mani-

fold influences which complicated and enriched both his work

and his personality.

Soviet orthodox critics, however, have no wish to recog

nize the complexity and diversity of these composers—they

prefer to dress them up as "national heroes" and as victims

of the political conditions of their times.

The patriotic civic-mindedness ascribed to the Russian

classics by Soviet propaganda, however, has nothing in com-

mon with the "Soviet patriotism" with which it is officially

identified. In the same way the concreteness and realism

which are inherent in Russian music of the past are far from

the "socialist realism" with which they are equated.

Possibly there is no other national musical culture of re-

cent times in which the organic contact with literature was

as close as was the case in Russian nineteenth century mu-

sic. Russian classical music was fed by the same intellectual
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sources as Russian literature. Russian writers and thinkers-

Pushkin, Gogol, Lermontov, Turgenev, Dostoyevsky, Tolstoy-

were not only the spiritual fathers of Russian culture as a

whole but also of the leading Russian composers of the nine-

teenth century. The aesthetic views of Russian democratic

journalists of the mid-nineteenth century—Chernyshevsky,

Dobrolyubov and Belinsky—were close to many Russian com-

posers of that period. Musorgsky's aesthetic credo that "the

artistic representation of mere beauty in its material signi-

ficance is crude childishness, the infantile age of art," or

that "art is the means of intercourse with people, not an aim

in itself" was shared by many contemporary Russian compo-

sers. But what has this credo in common with that "social-

ist realism" which acknowledges only a single "reality"—the

political interest of the Party, and which recognizes only the

man whose views and actions are acceptable to it?

The creative ideology of the classical Russian composers

was based on the recognition of the people, in contrast to the

state, as the most important factor in the historical develop-

ment of mankind. From this followed their stand in defense

of human rights and personal freedom, as well as the right

of the people for self-determination. To serve the people as

a whole, with none of its components laying claim to hege-

mony over the others, was for them the means to achieve truth

in life and art. Such is the artistic and social meaning of

their work, standing in sharp contrast to the Soviet art policy

which denies the role of the individual in history.

The Soviet cultural politicians like to talk about their

alleged youth; they make frequent use of the word "new"—

"new Russia," "new literature," "new music," etc. In

reality, however, they fear progress. They stand neither for

the past nor for the future; their claims to art are outside of

history and amoral, for they are the results of a political lie.

It is to serve this lie that they proclaim their inheritance of

Russian classical music.

That this is so is attested to not only by the theory and
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practice of Soviet music itself but by the very logic of the

historical development of Russian music which has already

sharply changed the aspect of the Russian musical classics

under Soviet conditions.

B. SENIOR CONTEMPORARIES (MODERNISM)

1. THE CRISIS IN THE DEVELOPMENT OF THE
CLASSICAL TRADITION

The opposition between the two basic creative trends in

Russian music of the nineteenth century, i.e., between The

Five and Tchaikovsky, resulted not from any fundamental

difference in creative ideas but only from certain differences

in methods. Tchaikovsky differed from The Five by the use

of more restrained and moderate innovations, by a certain

"classicism" in his thinking, and by his inclination towards

a generalized emotional rather than a concretely descriptive

interpretation of life. But when Rimsky-Korsakov entered

the St. Petersburg Conservatory as a professor in 1871 he

reconsidered many of the ideas of The Five and produced a

broader and more objective point of view on several aspects

of music.

By the 1880's Rimsky-Korsakov and Tchaikovsky had be-

come the leading Russian composers, around whom were

grouped the younger generation of Russian musicians. The

combination of the advanced traditions of The Five with the

solid academic basis of Tchaikovsky's music served as a

foundation for the systematic and well-planned dissemination

and transmission to the next generation of the heritage of

creative experience. This synthesis of two influences which

had seemed so opposed and irreconcilable in the fighting

days of the 1860's determined the subsequent development

of Russian music.

At the beginning of the eighties there was formed the

"Belyayev circle" as the result of Rimsky-Korsakov'

s

friendship with M.P. Belyayev, an outstanding patron of
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music in whose home young musicians met regularly. Rimsky-

Korsakov, the recognized head of the group, not only took an

active part in the Russian Music Publishing House which

Belyayev established to publish works by Russian composers

but also became the conductor of the "Russian symphonic

concerts" which Belyayev organized to disseminate such works.

It was at the Paris World's Fair of 1889, where Belyayev

organized a series of concerts under the baton of Rimsky-

Korsakov, that the new Russian school of symphonic music

was first demonstrated in the musical capital of the world.

The "Belyayev circle" solidified the new creative forces of

Russian music, uniting them through the idea of profession-

alism regardless of the stylistic path followed by each of the

members of this extremely heterogeneous group, most of whom
were pupils of Rimsky-Korsakov (Glazunov, Lyadov, Arensky,

Ippolitov-Ivanov, Grechaninov, Cherepnin, Stravinsky,

Spendiarov, Gnesin, and Shteinberg.) Taking an equal part

in this new movement in Russian music were a number of
students of the Moscow Conservatory—Taneyev, Scriabin,

Rachmaninov, Catoire, Conus, and Kalinnikov—whose work
was strongly influenced by Tchaikovsky.

The revolt against tradition in Russian music at the begin-

ning of the twentieth century was manifested in a variety of

forms: in the work of some composers it was acutely evident,

almost grating on the listener's ears with its unusual images,

while in the work of others it was less noticeable, being

hidden under a surface of external self-restraint. But its

essence in every case was the same: the search for creative

freedom.

The most prominent Russian symphonic composer after

Tchaikovsky was A.N. Scriabin (1872-1915) whose work, in-

corporating the new modernist trend, was at once a continua-

tion of and a revolt against the Tchaikovsky tradition.

Scriabin's works were based fundamentally on the same philo-

sophic and psychological problems as those of Tchaikovsky:

man and his struggle against the forces which restrain his
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aspiration towards happiness (or ecstasy, as Scriabin would

have said.) In the solution of these problems, however,

Scriabin departed from the psychologism on which Tchaikov-

sky's works were firmly based.

In the process of developing modernism in music Scriabin

played a major sole, not merely in Russian music. Since the

aesthetic basis of his work was not new, however, being

only the result of carrying the basic principles of romanticism

to the limit, rather than a new type of musical thinking, his

work has exerted a relatively slight influence on contempo-

rary music. Nevertheless, Scriabin, with his dynamic means
of expression, undoubtedly played an important part in the

subsequent process of the activation of musical form.

Even more pronounced was the role of Sergei Rachmaninov

(1873-1943) in the formation of the new music. There is a

widespread impression that Rachmaninov was an eclectic.

However, here also, as was the case with Scriabin, there

has been a misunderstanding in our time. When evaluating

creative phenomena a composer's contemporaries are in-

clined to exaggerate the significance of certain elements

of his music while ignoring others. In music as a temporal

art the scale of development has always been one of the

central creative problems. And it is precisely here that

Rachmaninov, in contradistinction to a certain conservative-

ness in other aspects of his work, achieved unprecedented

results.

Like Scriabin a consistent romantic, i.e., concerned pri-

marily with music of lyrical self-expression, Rachmaninov

with his refined creative instinct not only perceived the

tendencies of the new development in music but by extend-

ing the scope of music assisted in further overcoming the

traditions of his predecessors.

Entirely by-passed by his contemporaries was the creative

heritage of S.I. Taneyev (1856-1915) who is little known in

the West and by no means sufficiently appreciated in Russia.

Yet Taneyev's f

'polyphonism" was a forecast of the consid-
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erable trend in contemporary music towards linear thinking.

Thus Scriabin, Taneyev and Rachmaninov assisted in

overcoming and transforming the traditions of Russian clas-

sical music.

Nevertheless, it was only Scriabin' s romanticism, devel-

oped towards philosophical abstractions and subjective will-

fulness, which became a determining factor in overcoming the

musical traditions of the past. As a reaction against his "ro-

mantic arrogance" there developed the skepticism and irony

of Stravinsky and Prokof'yev.

The beginning of the present century marks the sharpest

turning point in the history of Russian music. One can point

with certainty to the exact dividing line in the process: it

lies between 1908, the year when Scriabin' s Poem of Ecstasy

appeared, and 1911, the year of the first appearance of Stra-

vinsky's Petrushka.

Of course, Scriabin and Stravinsky are not alike in their

pursuits. It is true that both composers strove to overcome

the "populist traditions" of Russian music, its "descriptive

ethnography" and "psychological realism" and its depend-

ence on feeling. But whereas Scriabin' s disciples have con-

tinued to follow in the footsteps of the past, attempting to

express delicate, barely perceptible, vacillating and refined

moods that push the aesthetic principles of romanticism to

the limit, Stravinsky and his followers began a general as-

sault on the tradition of music as lyrical self-expression,

calling instead for objectivity in music. The spirit which

underlay this movement has been well expressed by Igor

Stravinsky in these words: "Do we not, in truth, ask the im-

possible of music when we expect it to express feelings, to

translate dramatic situations, even to imitate nature?"^

2. MODERNISM AS SEEN BY SOVIET-DOMINATED
COMPOSERS

The best expression of Soviet musicians' views on con-

temporary modernist music (those, that is, who live by their
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own ideas and not according to those imposed upon them by

the Party or the government) is still The Book About Stra-

vinsky by B.V. Asaf'yev (Igor' Glebov),l0even though the

book appeared as long ago as 1929.

In this book Asaf'yev gives a most convincing characteri-

zation of Stravinsky's work and its significance in relation to

both Western and Russian music. Furthermore he discloses

on the basis of Stravinsky's work the fundamental character-

istics of modernism in general and its historical logic as a

new phase in the development of music. In drawing the read-

er's attention to this remarkable work we have in mind not

only the fact that it remains almost inaccessible to the non-

Russian reader but also that it represents a conception of

modernism in music which is directly opposed to the Soviet

art policy's dogmatic denial of the existence of any positive

values in modernism. Since it still remains the ablest and

most spirited defense of modernism in music which has ap-

peared under the Soviet regime it will be useful to present a

number of characteristic extracts from it. "Stravinsky," writes

Asaf'yev,

is a representative of European urban musical culture, a

daring constructor and a master strong in the knowledge of

his craft. In his work there is not a trace of emotionalizing

dilettantism, abstract scholastic academicism or philosophiz-

ing erotic individualism... With all the depths of his soul

Stravinsky is attached to Great Russian melodies, to the folk

andpeasant song art, both vocal and instrumental. * 1

|_HeJ has mastered Russian popular art not as a clever
stylist who knows how to hide the quotations nor as an eth-

nographist who does not know how to assimilate the material
and re-create it on the artistic plane but as a master of his
own musical speech. '

The contemporary composer's attitude towards his material

has also changed radically. Raw undigested material, not

reworked in the constructive sense, has been banished. What
is now valued is the intelligent, deliberate choice of material
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and expressive means in accordance with the aim and the task.

Moreover the principle of utmost economy and rigorous use of

rhythmic material has begun to be particularly observed. The
material which has been selected is so organized as to unfold

everything characteristic and substantial which it contains,

so that every detail corresponds to the whole without devia-

tions, however good they may be in themselves.

The constructive rhythmic basis has been reinforced as an

organizing principle and as a dynamic factor, disciplining the

attention. Deductive, rationalized form-schemes are subjected

to the test of their viability. Thinking becomes important,

rather than the forms into which it is poured. One cannot write

music imitating the experience of the "great," but in reality

dead, schemes.
"

If anyone does not wish to learn from Stravinsky's mastery

and thinks he can get by in music with the techniaue of the

pre-aviation, the pre- automobile (and for some the pre-railroad)

epoch; if the virile rhythms of his music say nothing to some

and if his intonations appear demoralizing—then thereis no use

quarrelling; the final word must be left to the future. Every

work of a great artist is always to a certain extent a protest

and reaction against the philistinism of his epoch. And such

i s Stravinsky' s creative work. «

There are two techniques— the imitative technique of the epi-

gones and the evolutionary. The former consists of knowing

how to carry on what has been invented by others and at best

how to vary it. But the evolutionary technique is always a

conquest of new methods, new expressions. ...

All controversy about the "rights of new music" comes

down to this: It is impossible to understand why at present

one should speak musically in the language of "classicism,"

for instance in Beethoven's language, when he in his time

went ahead of everyone and talked in a language new to his

epoch, even though he was reproved for it. It is one thing to

appreciate the heroic tone of Beethoven's music and quite

another to translate into contemporary life the language in

which he expressed his ideas. The first procedure is natural

but the second is useless. Each epoch has its own language

and its own means of expression. ... ^
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Musical form is the summation of a complicated process of

crystallization in our consciousness of the combined sound

elements. The material by its own characteristics determines

the form but the choice and arrangement of the component

elements of the composition is the task of the composer's

organizing intelligence. In the final analysis form is the con-

crete expression of the composer's conception. Contemporary

music gravitates ever more unmistakably towards investiga-

tion of the process of formation of musical form and at the

same time towards an analysis of the role of the intellectual

factor in musical creation.

Thus the formal aspect of contemporary music is by no

means a narrow technical sphere or a sterile aesthetic super-

structure. Progress in this realm is always a result of the

progress of musical thinking which makes possible new possi-

bilities of expression that follow in its footsteps. One may
object to the predominance of intellectualism in musical crea-

tion in certain epochs, but to reduce the manifestation of in-

tellect—form and the process of formation—to a technical re-

finement, in my opinion, means to be completely unaware of

musical evolution and to debase music as a phenomenon. 16

[with Petrushka] Stravinsky definitely became himself. The
whole contemporary generation of musicians followed after

him. Everyone who wished to avoid becoming a "living

corpse" understood that a great event had taken place, that

Russian music had really made a new and unheard-of con-

quest. ... [in Petrushka] Stravinsky felt for the first time, as

nowhere previously, the elements of festivity, of the street

and of mass movement; he revealed the peculiarities, the ring-

ing qualities and the brilliance of the native instrumental in-

tonations; 17 he disclosed the energy of the diatonic Russian

melodies to its full extent and completeness. He established

the supremacy of mode as a free original principle, not as

something undeveloped and subordinate to major and minor,

brought in merely for purposes of stylization or archaic color-

ing. ... [Stravinsky] was not afraid to give artistic form to

tunes which are familiar to everyone and to preserve in them

everything characteristic and vitally concrete. He demonstrated

that reality should not be dressed up for the sake of rules which

have outlived their usefulness but that on the contrary one
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should proceed from living musical practice, from the every-day

musical language of the city and the village, from those into-

nations and rhythms which are produced through experience,

created by a way of life, and consolidated over a period of

generations. It is the direct and constant choice created by

life which should enrich the composer' s consciousnessA°

The turning point in Stravinsky's conception was expressed,

first of all, in the fact that for him form definitely ceased to

be a self-contained pattern weighing on his thought. On the

contrary, the musical conception creates the form ... There

are no patterns established once and for all; there is the free

choice of means for the embodiment and development of ideas.

The regularity of choice is determined by the composer's or-

ganic conception and not by school instructions which block

the path of inner necessity. 19

The former school technique was for the weak; it helped them

to arrange one note after another without thinking. The new,

organic technique is only for the strong. It knows no "eternal''

rules. It is dependent on the character and peculiarities of the

composer's conception. ... Of course it i s more difficult to

think in "free forms" than it is to embroider on a ready-made

canvas, merely varying what one has been taught by one's

seniors. But the life and development of music He in the pro-

gress of thinking and not in the imitation of handicraft skill. 20

To give music the power and ability to express the new vital

content, to give back to it its essential energy, it was neces-

sary first of all to destroy at the root the withered dogmas of

academicism. 21

Common to Stravinsky and Tchaikovsky is their attitude to-

wards popular art. For them it is organic and vital material

rather than archaic language suitable only for stylization and

elaboration. Neither of them reached this view at once; both

began with the adaptation and incrustation of popular songs.

Both began to use folk music material, not as prescribed by

the generally accepted rules of arrangement but on the basis

of the general principles of formation peculiar to the material

itself, both archaic and contemporary. 22
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It goes without saying that Russian composers have always

ardently loved popular art, but they did not trust it as a power-

ful, original culture and system of tonal conceptions, regard-

ing the principles of its formation, which had been created

through centuries of peasant art, as something accidental in

comparison with the aesthetic principles of the strict style

based on harmonic polyphony, etc. Laboring under this delu-

sion they did not trust the people's music and often plundered

it for themes for variations, symphonies and other forms, pre-

senting it to the public in settings not always appropriate to

it rather than learning from it examples of using melodic ma-

terials which are far more durable, ancient, natural, and regu-

lar than anything they could learn from elementary courses of

theory and harmony. ... This difference in relation to folk mu-

sic then and now must be understood. It is one thing to imi-

tate archaic intonations and rhythms and quite another thing

to forge one' s own language, to deepen one's own world out-

look on art and one's own creative work on the basis of socio-

musical experience by way of organic mastery of those rich

intonations and rhythmic formulas of popular art which are

almost excluded from use in rationalized European music. 23

From the purely musical point of view Les Noces discloses

the mastery of a great artist in sound, the outstanding compo-

ser of modern times. Our musical epoch is the epoch of Stra-

vinsky. It is so and it will remain so in all future histories,

no matter how much people of ill-will and envy try to depre-

cate his significance. They deprive themselves of great joy.

But the younger generation will find in the score of Les Noces
an inexhaustible source of images and of new examples of

musical forms— a school of the most exalted mastery. 24

Stravinsky led Russian music out of the blind alley of the

"school of composition technique" and transferred music into

the sphere of thinking. ... Setting itsel f some specific crea-

tive task, the conception henceforward defines both the struc-

ture of the music and its expressive means. It ceases to con-

cern itself with ready-made patterns which merely serve to

increase the number of persons writing music "correctly" by

stuffing into moribund schemes musical ideas which have long

been done to death and which are mechanically retained in the

memory.... Stravinsky's contribution lay in once more increas-

ing the demands made upon the composer; he emphasized the
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role of the intellect and of creative invention in place of the

passive observance of school precepts. In other words, he re-

turned music to the fundamental base inherent in every higher

human intellectual activity. 25

That Stravinsky's enemies maintain that his work is decadent,

an imitation in accordance with Parisian taste, a caprice of

fashion, etc. —all of this, I repeat, is a lie and a slander in-

vented by those whose hopes Stravinsky has not justified. It

is not Stravinsky who imitates; he himself is imitated. He dic-

tates his own tastes. He is the first to take new material and

work it over in his own way as no one did before him. 20

It would be strange if, in our businesslike age, the age of or-

ganization and discipline, among the mighty buildings, the

rhythm of machines and the dynamics of noise, the posters

and the electric signs of the street at night, the husde and

bustle of automobiles, trucks and passers-by, emerging from

the mist into the glare of electric lights and disappearing again

into the mist, the colossal influence of the cinema on all our

perceptions—it would be strange indeed if music were not to

reflect the full reality of our life and were to lock itself in a

room with drawn curtains and wander about in the realm of

poetic fantasy of the romantic past. Is the sphere of music
the contemplative sphere only? Or is it only the sphere of

personal feeling? Is it true that music does not dare to pene-

trate into every corner of everyday life and absorb all of life?

This is not to say that music should not live by the emo-

tions. I am merely defending music's right to take its ma-

terial from wherever it likes. ... Why should music not be

as characteristic and pungent as a poster? Why should it

not dare to show actions and figures with uninterrupted

rhythmic beat just as the motion pictures do (as was frequent-

ly done, for instance, by Prokof'yev in his opera The Love for

Three Oranges)? Why should it not break up rhythms and into-

nations as they are broken up in the babel of the street? Why

should it not have the right to interpret the noise and hubbub

of the contemporary city? ... Some say music reflects in

sound the inner world only—this is her sphere, her aim. My

belief is that it is not so—not only this. 2 '



SENIOR CONTEMPORARIES 33

The opera-oratorio Oedipus Rex ( 1926-1927) is undoubtedly

the synthesis of the composer's persistent search for a new
"working" style and a neutral language in the sense of one

not contaminated by nationalist elements and acutely emo-
• • • 28

tionally subjective intonations -- a kind of musical Esperanto.

The music of Oedipus sounds appropriate to its time, as a

powerful word in the defense of that humanity and humanism
which modern European civilization has violated. Abandoning

the subjective emotionalism of the nineteenth century and delib-

erately selecting intonations which are devoid of "subjective

nervous associations" (with few exceptions), intonations

which are well" known and even commonplace, long since re-

tained in the memory and consequently tested as to their effect,

Stravinsky achieves a classical, well-proportioned style and

a majestic, supra-individual expression of tragic conflict. In

Oedipus there is not yet, of course, a new musical culture and

aesthetics. It stands at the threshhold of such a development. ...
29

[in Oedipus Rex] Stravinsky made the transition from the stage

of creation in general to the stage of an appeal to "plain words".

His music aspires to become accessible, oratorical speech.^

With Oedipus Stravinsky confidently enters a phase of post-

individualist creation, striving to express the content of uni-

versally significant ancient tragedy through the simplest sound
formulas, through broadly socialized lines and rhythms, through

intonations which constitute new selections and new combina-

tions from the classical and popular phrases of the European

operatic language, outside the framework of the national and
the romantic, mainly from the experience of the musical ora-

torio forms of the eighteenth century. ...

On the social artistic plane lOedipus] is an experiment in

entering the region of supra-individualist aesthetics and a

step towards the exit from the blind alley of subjective search-

ings, no matter how beautiful and profound they may be, no

matter how valuable as a conquest of intonations that might

influence the further evolution of musical
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3. SOVIET ORTHODOXY AND MODERNISM

Such is the conception which Soviet-dominated musicians

have of the regular development of musical tradition in gen-

eral and of Russian music in particular. The fact that Asaf'yev

in his Book About Stravinsky restricts himself to an examina-

tion of Stravinsky's creative evolution and with it the evolu-

tion of modernism as a whole to the period up to the begin-

ning of the 1930's (it will be recalled that the work appeared

in 1929) in no way indicates that Soviet musicians' knowledge

of Stravinsky's music and of contemporary Western modernist

music as a whole came to an end at that point.

Indeed, the fact that the Soviet power has not ceased its

struggle against "formalism" in the work of Soviet-dominated

composers (in reality its struggle against the contact of Soviet

music with modernism) is convincing proof that this contact

not only has no tendency to wither away but in fact affects

the creative thoughts of Soviet-dominated composers ever

more deeply, although it now takes latent forms and is kept

in the dark.

In this connection there arises a question of particular

significance: how does the Soviet art policy interpret the pre-

sent evolution of Russian music? Does Soviet music really

constitute, as the propagandists claim, the "only rightful

heir" of the artistic treasures created during the century and

a half of Russian music development?

No, by no means! Branding everything associated with the

progress of Russian music towards modernism—its faithful-

ness to creative freedom and to independent seeking, its con-

sistent humanism and democracy—as "formalism" and "cosmo-

politanism," Soviet art policy has waged a bitter campaign a-

gainst that tradition, particularly against its contemporary mani-

festations. "Formalism" as a self-contained goal of the tech-

nical progress of music and "cosmopolitanism" as the aliena-

tion of musical content from "real Soviet life" (in reality,

however, from the "life" invented by Party propaganda) be-

came the conceptions under cover of which Soviet art policy
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tried to eradicate everything that was and is most significant

and valuable in this tradition: the love of creative freedom,

imaginative inventiveness and hostility to everything that

blocks the path of progress. The anti totalitarian animus of

this tradition was and is too obvious.

It is no wonder that in the Soviet Union, where the authori-

ties fear personal creative initiative more than anything else,

Stravinsky has been used as a scarecrow to frighten the al-

ready intimidated Soviet composers. The Soviet ideologists

of music are not accustomed to think of music and, confusing

their personal taste and whims with critical evaluation, iden-

tify the aims of their political propaganda with an evaluation

of music. Everything which can be suspected of originality

becomes subject to public defamation. The Party ideologists

judge creative work by comparison with the derivative music

which they can understand in which everything is smooth,

familiar, obvious, and "entirely explainable." What could be

better? They do not understand that this is not creative work

but only a lesson in orthography or in copying from a textbook.

The real reason for the Soviet art policy's struggle against

modernism in music was well expressed by Asaf'yev in his

Book About Stravinsky:

As long as the fresh forces which have entered the world

of music have not yet assimilated the latest conquests,

the backward will take the opportunity to attack everything

contemporary and will continue to live in complacency, ac-

customed to think about music by inertia, to compose accord-

ing to tradition and to judge everything with condescension

and malice.^

In 1951 the American National Institute of Arts presented a

gold medal to Stravinsky for his "great services in the realm

of musical culture" and particularly for such of his works as

Petrushka, Les Noces and The Rites of Spring. At nearly the

same time, in Stravinsky's fatherland, there appeared an arti-

cle in the government organ Izvestiya by the Party critic

Nest'yev entitled "The Dollar Cacophony," an article obvious-

ly inspired by the formulators of Soviet music policy, in which
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an attempt was made to prove that Stravinsky's works are

evidence of the "complete spiritual emptiness" of "this home-

less cosmopolitan."*4

Nest'yev's article was part of the general campaign of

Soviet ideologists against modernism in music which was
launched by the Central Committee resolution on the opera

The Great Friendship. The Party musicologists were trying

hard to make up for lost time and in accordance with the

Party directives were not only attacking "formalists" with

particular bitterness but were striving to "overthrow" the

very foundations of modernism in music.

A characteristic specimen of the literature of this cam-

paign is V. Gorodinski's book The Music of Spiritual Poverty

which was published in 1950/-)
In this production the propa-

gandist^ passion of this "court musicologist," who has

long been distinguished by his journalistic hooliganism,

reaches a new low. The basic thesis of the work is that

"contemporary bourgeois music is the music of spiritual

poverty, of catastrophic mental impoverishment and of the

most profound moral decline."*"

Basing his work on Lenin's statement that "ttie dominat-

ing bourgeoisie in its fear of the growing and strengthened

proletariat supports everything backward, rotten and medie-

val,
"*

'Gorodinski exerts himself to the utmost to convince

his readers that everything outside the Soviet sphere is of

the devil. Here, for instance, is his characterization of con-

temporary European and American musicology:

Just as in other fields of bourgeois science, the "learned"

decadents provide the dead philosophic-aesthetic systems

with new artificial argumentation, restoring Pythagorean

conceptions, renovating the musical aesthetics of Kant

and Schopenhauer with Freudian mystical means, providing

a base for the formalist speculations of modernist composers,

implanting the loathsome amoralism of a Jean-Paul Sartre or

an Andre Gide, or that English troubadour of mud and swin-

ishness Aldous Huxley (who, by the way, has for long mani-

fested special and specific interest in music) proclaiming
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betrayal as valor and preaching an infamous homeless cos-

mopolitanism. Such is the shameless "ideology" of inter-

national rascals and black treason.^"

Gorodinski's characterization of the creative work of con-

temporary European and American composers is saturated with

similar propaganda of open hatred, interwoven with hysterical

spite against Russian emigre musicians for whom the author

can find only the terminology used by the MVD—"white guard

scoundrels," "liars," etc.

A particular object of Gorodinski's wrath is atonality which

he describes as

....the most reactionary formalist musical system which

characterizes all the most important schools and trends of

bourgeois decadence in music Atonality categorically

denies to musical creation any factor whatsoever except

pure form and refuses to express human feeling and experi-

ence, substituting the self-contained search for unheard-of

combinations of cacophony for ideal content. The deeply re-

actionary character of atonality is especially manifested in

its open hatred of national art and its conspicuous expres-

sion of cosmopolitanism. Thus atonality is the typical pheno-

menon of bourgeois decadence in music and the catastrophic

decline of bourgeois aesthetics, and is the living and audible

embodiment of the antinational, anticultural character of capi-

talism in its final, imperialist stage of development.39

It is not necessary to dwell any longer on this typical pro-

duct of Soviet musical propaganda. Indeed the words of Ro-

main Rolland concerning Theophile Gautier which Gorodinski

quotes in order to slander contemporary foreign criticism of

Soviet music could be applied to him with the greatest apt-

ness: "He does not understand and does not like music, but

this does not prevent him from talking about it."

It is refreshing to turn from Gorodinski's political demagogy
to Asaf'yev, who wrote:

No one would think of saying that Goethe or Kant was
obliged to stand on the level of Philistines. But music

is supposed to be accessible to everyone; the predominance

of intellectual factors in its content is considered reprehen-

sible, and the right to independent musical thinking is re-

garded as dubious. Bach's Inventions, one may say, are
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"trifles," yet the power of their influence is irresistible

just because they are controlled by thought rather than by
evanescent fee ling.40

Has the creative work of contemporary modernists weak-

ened the tie between music and all mankind? Is not the essen-

tial spirit which contemporary composers have added to the

treasure-house of art a point of departure, a center for the

permanent, infinite expansion of the human soul; is it not the

foundation on which the contemporary artist stands in order

to serve the single general cause of culture?

A belief in the absolute truth of art and in its singleness

of creative aim, however, is by no means the faith which in-

spires the Soviet musical politicians in their attempt to com-

bine art with political aims and requirements in the interests

of "proletarian music." And this at a time when the direction

of contemporary progress is completely clear: not the dis-

memberment of mankind into sections—nations, classes and

groups—but the unification of nations, classes and groups

into mankind as a whole. From this movement follows the

meaning of contemporary art in its aspiration towards

integration, towards the synthesis of aesthetic views, styles,

systems, and schools.

Art has never been divisive; on the contrary, it has

always had the task of unifying, of overcoming divisions

of all kinds. It is this tendency particularly which charac-

terizes contemporary art, with its aspiration towards the

spiritual identity which is inherent in the infinite variety

of human nature, its aspiration towards objective artistic

truth.

Soviet ideologists believe that underlying the relation-

ship among peoples is the principle of human diversity. In

their view the national, political, spiritual, and class dif-

ferences that subdivide mankind rest on the diverse aspects

of human nature, and when they encounter a work of art they

ask first of all to which of these divisions it belongs; then

they file it under the appropriate label, willfully ignoring

its similarity to other art forms which forces upon us the
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recognition of the true unity of man and art. They forget the

elementary truth that the artist who lives according to his

own law may have a moral value even in terms of the law

common to all mankind; instead of appreciating him for his

personal creative qualities, they hold him "responsible"

for the mass qualities of the group to which he belongs.

Modern art, however, with its movement towards univer-

salism and the integration of culture, has taken its place in

the history of mankind's development alongside those move-

ments which serve as indicators of the intellectual and moral

creative currents of universal life; it is a collective force in

which the separate ways of human life jointly manifest them-

selves, disclosing the identity of their basic principles. The

movement of contemporary music represents the equinox of

forces which mankind obeys all over the world; this move-

ment proclaims to all future generations that it is not some-

thing forced or invented but that it exists in the very essence

of human nature and is thus one of the forces that guide the

paths of history.

There is no need, of course, for contemporary Russian

composers to follow blindly the methods of Western modern-

ism—methods are subject to change and what is represented

as a genuine style today may be considered false, spurious

and artificial tomorrow. It is a matter of the spiritual kinship

and psychic solidarity with the progressive tendencies of the

contemporary world which are denied to contemporary Russian

composers by the Soviet authority. The movement of contem-

porary music proves that art rejects not him who extends the

boundaries of human love but him who forcibly contracts its

confines.
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PART III

Soviet Music Policy in Theory and Practice

In his memoirs Lunacharski writes that once when he ex-

pressed anxiety about the mass destruction of valuable

cultural monuments which was taking place during the early

phases of the Revolution, Lenin replied, "How can you be

concerned with some old building, no matter how fine it is,

when it is a question of clearing the way for a social order

which will be capable of creating a beauty infinitely su-

perior to anything dreamed of in the past?"—Lunacharski,
A. V., Lenin o kulture i iskusstve L Lenin on Culture and

Art], Moscow, 1938, p. 165.

A. SOVIET MUSICAL AESTHETICS

1. HISTORICAL BACKGROUND

The October Revolution of 1917 constitutes a watershed in

the history of Russian art and culture. It marks the point at

which the inner laws of development of Russian art were re-

placed as causative factors by external historical processes

having no organic relation to art. Thereafter Russian culture,

particularly music, developed in accordance not with the re-

quirements of its own nature but with the demands and aims

which were imposed upon it by the political power of the

state.

During the February Revolution the Russian artists who
were members of the Union of Art Workers had issued the

slogan "Long live Russian political life—and long live art

free of politics!" In mid-November, however, when A. V.

Lunacharski, People's Commissar of Education in the new

Soviet government, called on the Union of Art Workers to join

in the creation of a State Council of Arts, the executive or-

gan of the Union of Art Workers on November 17/30 voted

43
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not only against the establishment of a State Council of Arts

but against any contact whatsoever with the new Soviet au-

thority. According to a contemporary account, "the Union of

Persons Active in Art [Soyuz Deyatelei Iskusstva] opposed

in principle cooperation with the representative of the new

government in charge of art matters, Commissar A. Lunachar-

ski.' Even in those years, however, the new Soviet power

could not agree to leave art alone but claimed to be the sole

custodian of the cultural heritage as well as a producer of

new art values.

During the first decade of the Soviet regime, it is true,

music as an art and a creative activity was hardly touched

by the Soviet state. The material bases of the art, on the

other hand—the state musical schools, the concert and theat-

rical organizations, the musical press and publishing in-
2

dustry, etc.—were all nationalized at an early date.

The end of this period during which the state left creative

musicians more or less to their own devices was marked by

the First All-Russian Musical Conference which took place

in the spring of 1929 under the auspices of the People's

Commissariat of Education, headed by Lunacharski. Behind

this conference lay a bitter struggle among various com-

posers' unions. Some musicians honestly wished to establish

closer contact with the developments of the "revolutionary

epoch"; others were intent rather on exploiting the crisis for

their own selfish ends. Maneuvering behind the scenes were

the state authorities with their political aim of "inflaming the

class struggle in the sector of art."

One will search in vain in the printed materials concern-

ing this conference, however, for any clear statement de-

fining the policy of the Soviet power with regard to music.

The various competing groups merely obtained the right to

seek what recognition they could from the authorities and

from the public. The only point which was clearly estab-

lished as the result of the conference was that henceforward
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each of these organizations was obliged to serve the inter-

ests of ''class, proletarian art."

Several attempts were made, particularly during the first

twenty years of the Soviet regime, to work out a general

Marxist aesthetics, e.g., by Liya Ya. Zivel'chinskaya, Ivan

L. Matsa and I.I. Ioffe. In all cases, however, these efforts

were shipwrecked by the Party's criticism with the resulting

disgrace and even disappearance of their authors.

There is no doubt that this situation was due to the fact

that the theoretical generalizations made or sanctioned by

the Politburo were distinguished by their ambiguity and po-

litical motivation rather than by any concern for the right of

positive artistic values to exist. Stalin's "dialectical ma-

terialism," which for nearly two decades has been the ob-

ligatory basis of the Soviet world outlook, denies spirituality,

reducing it to a derivative of matter. The spiritual steriliza-

tion of art is the objective meaning of this philosophy and

aesthetics.

Hence the essence of the Party's methodology of art is re-

duced to the teaching that art is a superstructure over the

economic foundation and, as such, is always a class phe-

nomenon, and that in the sphere of art there are not and can-

not be values which are independent, neutral and nonpolitical.

To serve as reference works for Soviet art critics, textbooks

are published from time to time giving statements by Marx,

Engels, Lenin, and Stalin on the question of art. Yet even

in these works one will find nothing directly relating to art,

simply because there are no such concrete pronouncements,

especially with reference to music.

2. CONTEMPORARY SOVIET MUSICAL AESTHETICS

A fairly complete program of the contemporary methodology

of Soviet music can be found in a book entitled The Ways

of Development of Soviet Music which was published in Mos-

cow in 1948. The work was published by the Musicological
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Commission of the Union of Soviet Composers, an indication

that it represents the official Party line.

According to this publication,

The First Ail-Union Congress of Soviet Composers which

took place in April 1948 demonstrared the indestructible

unity and solidarity of ideas of composers and musicolo-

gists of all the sixteen Union republics and their fervent

aspiration to develop musical art in accordance with the

realistic way indicated by the Central Committee of the

CPSU(b).<$

The "realistic way" referred to is that indicated in the Cen-

tral Committee resolution on the opera The Great Friendship

by Muradeli. It is this "fervent aspiration to develop musi-

cal art in accordance with the realistic way indicated by the

Central Committee" that the authors of this book have in

mind when they speak of the development of Soviet music.

What is the real meaning of this "realistic way" of devel-

opment of Soviet music? What are its peculiarities and what

are the bases of its aesthetic principles? Clarification of

these questions is necessary, particularly because the offi-

cial Soviet musical press attaches to it great revolutionary

significance and sees in it a force capable of reconstructing

the whole history of musical development and opening gigan-

tic perspectives for the future of music.

First, it is clear that the general principles of "socialist

aesthetics" exclude the theory of "art for art's sake" which,

it is alleged, is "frankly proclaimed by bourgeois musicians

. . .to justify the alienation of musical art from the problems

of practical vital struggle." Citing Belinsky's contention

that "freedom of creative work can easily be combined with

service to the contemporary world. . .and that for this it is

only necessary to be a citizen, a son of one's society and of

one's epoch, to assimilate its interests and to fuse one's

own aspirations with its aspirations,' the authors of the

"new socialist aesthetics" give their full approval to

"Party instructions [which] invariably assert the principle
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of a highly ideological [vy sokoideinovo] and popular real-

istic art."
10

One would be mistaken, however, if one were to see in

these words a repetition of the "applied aesthetics" of the

1860's. The Soviet methodologists of a "realistic art" go

far beyond this, affirming the general relevance in art of

Lenin's thesis of the "Party character [bartiinost'] of

art."

"Literature must be of the Party," Lenin said.

In opposition to bourgeois morals and manners, in oppo-

sition to the bourgeois commercial press and to bourgeois

literary careerism and individualism, to 'parlour anarchism'

and the pursuit of gain, the socialist proletariat must ad-

vance the principle of literature of the Party and must de-

velop this principle and realize it in life in its most com-

plete and integral form. **

"These striking thoughts of Lenin," the authors com-

ment,

which lie at the foundation of the doctrine of the Party

character of literature, resounded with new force in 1946

in Comrade Zhdanov's speech on the publications Zvezda
and Leningrad. They apply with full force to musicians

also. Soviet composers, like Soviet writers, have no right

to be indifferent to politics or to hide away from the con-

temporary scene in an individual little world of their own.

We do not need composer supermen who are detached from

the common cause that constitutes the life of the whole

Soviet people . . . .Music, like literature, should be ten-

dentious and should be based on the principles of Party-

ism; it should play an actively transforming role in public

life, in the Communist education of Soviet man and in the

formation of his ethical character and the whole structure

of his feelings and world outlook. These are the most im-

portant conclusions that follow from the Party instructions

pertaining to questions of art.
2

On the basis of Lenin's thesis of the partyism [partii-

nost'Jof art there arises a complete and orderly system of
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aesthetic principles [of musical realism]. Soviet musical

art must be realistic and must truthfully and vividly em-

body reality in all its multiformity and complexity. Our

times, which are times of decisive, deadly skirmishes be-

tween the expiring bourgeois order and the new, victor-

ious, Communist order which is being created before our

eyes, open for Soviet composers an exceptional wealth of

ideas, images and subjects. ^

This being the case it is a remarkable fact that one can-

not find in the Soviet press any clear definition of what is

really meant by "socialist realism" as a method of Soviet

music. What are its characteristics and how does it differ

from non-Socialist realism? In answer to such questions

Soviet aestheticians usually limit themselves to vague and

meaningless assertations, e.g., "the essence of [socialist

realism] lies in the fact that a writer or artist truthfully pre-

sents reality in its revolutionary development as if looking

at the present from the future."

What does "looking at the present from the future" mean?

One can understand this expression only if one remembers

that the "future" in this case means the myth of "the golden

age" which has been invented by Soviet propaganda; to look

"from the future into the present," therefore, means to as-

sist in implanting this myth, i.e., to be made use of by its

fabricators.

In reality, however, when evaluating works of art from the

point of view of their "socialist realism" Soviet critics are

guided by simpler criteria. Certain compositions, often

judged on the basis of their program or content, are de-

clared to be absolutely realistic; others, judged on the same

basis, are condemned as absolutely deficient in this essen-

tial quality. Questions of the composer's artistic concep-

tion or of his technical procedures are simply ignored. The

meaning attached to "socialist realism" therefore is either

a concentrated emotionalism or, more frequently, simply

"This is what I like."
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3. "REALISM" IN MUSIC

The question of realism in music is not a new one of

course. Composers have always tended to base their crea-

tive conceptions on the conventional idioms, and then,

after exhausting and becoming tired of the "conventional,"

have begun to be attracted by what is "natural" and "real-

istic."

But such a historically justified movement towards "real-

ism" in art has nothing in common with the official approval

of "socialist realism" in Soviet aesthetics. The "realism"

demanded by Soviet aestheticians is not the usual kind but

is "socialist," i.e., "realism" that does not assume any

objective artistic truth but on the contrary imposes upon art

the duty of carrying on political propaganda.

The question, of course, is not whether the Soviet artist

should or should not draw his inspiration from the ideas of

Bolshevism or from the political tasks of everyday life. Art

is not obliged to limit itself to a single sphere of life at the

expense of all others. The ideas of Bolshevism could also

be such a sphere among others and could attract the artist.

But the Soviet artist is compelled to be nothing but a "so-

cialist realist." It is sufficient to observe the way in which

the Communist Party and the Soviet government treat the two

hundred million persons who are so contemptuously referred

to as "the masses" to discover the real nature of this "real-

ism." It is the duty of the Administration for Propaganda and

Agitation of the Party Central Committee to use every means

to tell "the masses" what they should believe and how they

should think. All the means of mass communications, includ-

ing art, are controlled by this Administration and the com-

poser must therefore accept as "realistic" whatever his mas-

ters consider useful to themselves.

To Soviet cultural politicians the basic task of a "real-

istic musical art" is the employment by Soviet composers of

"vital, actual, real subjects and themes" and the "organic
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transformation of the leading, progressive demands of ideol-

ogy which are advanced by cont

they consider that this problem

ogy which are advanced by contemporary life." Moreover,

should be solved not only in operatic works but also in all

forms of music requiring a text (cantatas, choral works, ro-

mances, and songs). Instrumental textless music should

also have a plot, a purposeful idea and a program—in the

broad meaning of this word; ... [while I the vital, honest

musical idiom which has been developed by the classics

must be accepted creatively by Soviet composers and en-

riched with the newest intonations born from the elements

of the contemporary song and the intensive development of

the folk music of the various nationalities of the Soviet

Union. ^^

Summing up the problem of "socialist realism in music"

the authors conclude:

The fundamental task of Soviet composers, basing their

work on the principles of socialism realism, is to express

the leading ideas of the present time in a simple, natural

musical language understandable to the people but with all

the power of aesthetic influence. ^

The greater part of the activity of Soviet musicologists dur-

ing recent years has consisted of nothing but the theoretical

elaboration of this "fundamental task" of Soviet composers,

while its practical realization takes all of the composers'

time and energy. The whole organization of musical life in

the Soviet Union, including composing, performance, musical

education, music appreciation, folk music, and amateur ac-

tivity, is mobilized for the discharge of this "fundamental

task." The result has been a startling change in the musical

life of the Soviet Union. In 1949, only a year after the publi-

cation of the Central Committee resolution on the opera The

Great Friendship, the Secretary General of the Union of

Soviet Composers, Tikhon Khrennikov, speaking at the sec-

ond plenary session of the Union, referred to such composers

as Prokof'yev, Myaskovski, Shostakovich, Shebalin, and
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Popov as belonging to a stage which has passed long ago

in a tone permitting no contradiction. Referring to the al-

legedly "complete failure" of Prokof'yev's opera The Story

of a Real Man and its "extremely formalist music" Khren-

nikov said: "We hope that this experiment will serve as a

lesson for Prokof'yev and for some other composers who
I Q

still cannot overcome their inherent individualism." Shos-

takovich did not escape a similar haughty reference: "Rec-

ognizing the full importance of this composer's work for

motion pictures," Khrennikov said, "we must nevertheless

remind [him] that the Soviet public expects from him com-

positions in other forms imbued with the spirit of realism

and embodying the vital images of our actuality."

"We want N.Ya. Myaskovski," he went on in the same

categorical tone, "when solving problems of creative re-

construction to overcome consistently and resolutely the

gloomy moods which have been characteristic of his cre-

ations. . . in the past . . . .
" This was said literally on

the eve of the death of this remarkable composer.

"We have a right to turn to Khachaturian with the same

reminder as to Shostakovich—the necessity for active work

in other forms and for not retiring exclusively into the realm
9 1

of cinema music," Khrennikov continued. Speaking as

the chief representative of the purity of Soviet music he

stated that Shebalin's Seventh Quartet, which was per-

formed at the plenary session, "did not leave [him with]
9 2

the impression of an artistic whole." Concerning the

composer G. Popov he said, "To our regret, one cannot form

any definite impression of This] work for this period."

But to make up for this the plenum, through the mouth of

Khrennikov, was enthusiastic about the "creations" of a

vast number of nameless composers who, in his words, are

clearing the way "for the appearance of those beautiful

works about our life which the Party has called on us to

create." 24

Let us consider in greater detail just what these Soviet
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khrennikovs have in mind when they talk about such "beau-

tiful works." 25

"Our Soviet socialist aesthetics is different in principle

from the old, including even the most advanced democratic

[sic] aesthetics," it was claimed in one of the leading ad-

dresses delivered at the First All-Union Congress of Soviet

Composers.

Its basic distinction is defined by the new qualities of our

socialist epoch and by the new world outlook of Soviet

artists—
Soviet art has no need to dress up its heroes in the gar-

ments of "romantic" epochs as is done by many bourgeois

artists (even in their best periods). The romantic hero of our

contemporary Soviet life is here, side by side with our artists.

In search of the idea of the beautiful the artist does not need

to idealize the past or paint a fantastic future in misty images.

The beautiful is around us, in our life. Sensing the best quali-

ties of Soviet man, realistically representing the development

and enrichment of these features in the future, our art workers,

the "engineers of men's souls," are called upon actively to

promote the process of uprooting the remnants of the past from

the consciousness of Soviet man and of creating images noble,

truthful and beautiful.26

In thus affirming that "the beautiful is around us, in our

life," the Soviet aesthetics of "socialist realism" plainly

limits the role of the Soviet artist to the "creative affirmation'

of the Soviet system of life. The "leading ideas" which the

Soviet composer is called upon to embody in "simple musical

language which can be understood by the masses," i.e., the

idiom of folk music or the mass song—these ideas are in reali-

ty nothing but the political ideology of the Party. The compo-

ser's role is thus at best nothing but that of a literate official

propagating Party directives.

4. "NATIONALISM" IN MUSIC

As important to art as "realism" in the opinion of orthodox
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Soviet aestheticians is "nationalism" [narodnost'] . Accord-

ing to the authoritative publication The Ways of Development

of Soviet Music,

— nationalism in art demands from the composer the most pro-

found penetration into the spirit of the people and the most com-
plete fusion of his interests and aspirations with the interests

and aspirations of the people. Nationalism in art likewise de-

mands strong ties between the composer and the people's art

of his native land. °

However, here too the Soviet propagandists really have in

mind nothing but service by composers for the political aims

of the Party, since in Soviet terms "the people" is always di-

rectly identified with the Party.

Like the question of "realism," that of "nationalism" in

art, including music, was a central theme in the ideological po-

lemics of the nineteenth century. What was really at stake in

these debates was the right of the artist to speak in the name

of the people.

The theoretical question of nationality and of the ways and

means of creating a national art was not entirely clear to The
Five even though they were supplying an answer to it in their

creative practice. Although they were far from uniform in the

use they made of folk music they nevertheless manifested an

extraordinary flair for understanding popular vocal music, dis-

playing in their works a number of its characteristic features,

particularly its singing quality, its variational development of

the thematic material and its linear exposition.

However, their search for nationality was by no means ex-

hausted by their appeal to folk music alone. Both Stasov and

Balakirev were disposed to see in the works of their adher-

ents a healthy reaction against "pure art" and considered as

fundamental signs of nationality not only the use of national

subjects drawn from the Russian past but also the positive

tone of their work. This they considered to be a fundamental

characteristic that established points of similarity between

their music and the true "spirit of the Russian people," in
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opposition to the "tearful and elegiac" mood of their prede-

cessors.

The appeals of Soviet orthodox aestheticians for an inherit-

ance of the Five's conception of nationalism, however, sound

completely false. The official canonization of the "Russian

style" by the Soviet art policy has nothing in common with

genuine nationalism in music and threatens to swamp every

vital impulse born from inner necessity. The tradition of The

Five which has been imposed upon Soviet composers by the

heavy hand of Zhdanov cannot be separated from the creative

work of these composers, which has only a superficial connec-

tion with Soviet artistic ideology. In reality that tradition is

positively hostile to the one-sided, narrow Communist view

of life.

The folk music garb which Soviet composers are obliged to

wear to dress up their thoughts and feelings cannot be looked

upon as genuine contact with the people. Everything written

by Soviet composers is exposed to public dishonor and at-

tacked as antinational if it does not meet the official demand

for a return to folk music. The whole trend of recent Soviet

music is nothing but an artificial resuscitation of folk music.

This is the inevitable outcome of the process of determining

musical forms and style not by historical factors of musical

development but by orders of the Party and the government.

5. "MUSIC FOR THE PEOPLE"

At the conference of musicians which was held preceding

the First All-Union Congress of Composers in April 1948,

Zhdanov argued that the compositions of many leading So-

viet composers were inaccessible to the masses and that

these composers had broken away from the people. "Some
Soviet composers," Zhdanov said, "also have a theory that

they will be appreciated in fifty or a hundred years. That is

a terrible attitude. It means a complete divorce from the peo-

ple." And in the same context he went on to say that "music
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that is unintelligible to the people is unwanted by the peo-

pie."29

Alexander Werth, citing these words in his book Musical

Uproar in Moscow, comes to the conclusion that the ques-

tion discussed at the congress boils down essentially to the

alternative "music for the few or music for the masses," and

that Zhdanov and the Party as a whole recognize only one

criterion: "the people like it," or "the people don't like it."*

What a profound error! Is it really possible to imagine that

Zhdanov and the Politburo were thinking only of how to be

benefactors to the people? The real point of the discussion is

something far different from this, a fact to which the Soviet

press itself attests with all obviousness.

The Central Committee resolution on the opera The Great

Friendship* repeatedly stresses the need for overcoming the

lack of contact between Soviet music and the people and as-

serts that "during recent years the level of cultural interests

and artistic tastes of the Soviet people has been raised to an

unusual degree." However, the apparent radicalism of this

phraseology will mislead only some naive people. In reality

the appeals for "nationalism" in music and the whole concept

of "music for the people" or "music for the masses" repre-

sent nothing but an attempt at levelling art in order to enhance

its propaganda value, with no regard whatever to the artistic

education of the consumer.

Poverty of musical material and the prevalence of debased

standards are called upon to ensure the mass success of So-

viet music. Soviet "music for the masses" is the music of

spiritual enslavement rather than of the artistic education of

the masses; it is music by propagandist-composers who know
how to invent a tune but not how to develop it and who are fre-

quently unable even to write it down satisfactorily.

The compulsory fusion of the aims of creative art with those

of political propaganda has become the basic task of Soviet

art policy. The Soviet press is filled with exhortations to the

artists to undertake this task, and with assertions like the
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following:

The masters of Soviet art, inspired by the great ideas of

the Party of Lenin and Stalin, are devoting all their ener-

gies to their beloved motherland, creating works accessible

to the people and loved by them, educating the mind and will

of the working masses and encouraging the Soviet people to

fight for the complete victory of communism. In this, and only

in this, lies the meaning and significance of artistic creation,

the holy, patriotic duty of Soviet artists, all of whose thoughts

and hopes must be directed toward the people. 33

Thus resolutely and unequivocally the Soviet power is trans-

forming art into a tool for its political struggle and a subordi-

nate addition to its propaganda resources.

Music, however, like other forms of art, has always followed

its own path in conformity to its own nature, rejecting outside

efforts to pervert its creative aims to other uses and throwing

off clumsy experiments which lie outside its boundaries. The

genuine composer has always been a searcher of human des-

tiny, keeping aloof from the everyday pragmatic aims of poli-

tical power. The basic and most important element in every

genuine aesthetics was and remains the creative freedom of

the artist and his rejection of any form of external control.

The spiritual development of Russian music, particularly

since the end of the nineteenth century, was not something

self-contained and detached from the general process of

human culture; it followed more or less the same path as that

of Western music, although sometimes at a later date. The

Russian composers at the beginning of the present century

could with entire justification call themselves Europeans.

Both Slavophile regionalism and an attitude of hostile pride

toward the West were alien to them. They were far from con-

sidering Western culture as being exhausted; on the contrary,

they were deeply convinced of its creative Faustian spirit

which had never ceased to serve as a source of spiritual

nourishment for Russian music. It is precisely this factor

which has caused the Soviet authorities to brand contempo-

rary Russian composers of the senior generation as "home-
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less cosmopolitans."

The Soviet authorities accuse them of "servility towards

the West" which, they claim, prevents them from fulfilling

the tasks assigned to them by the Party. It is claimed, fur-

thermore, that these composers are guided not by the inter-

ests of an uncompromising struggle against "manifestations

of bourgeois ideology" but rather by considerations of their

personal creative intentions. Thus, it is claimed, they bring

incalculable harm to the State's effort to "educate the masses

in the spirit of communism," fail to discharge their duty to the

people and completely compromise the social function of

their art.

It is because of this attitude towards the existing creative

life of Russian music that the key positions in Soviet music

during recent years have been occupied not by such men as

Myaskovski, Prokof'yev and Shostakovich but by a host of un-

known, nameless music officials whose only merit is their

willingness to execute the task assigned to them by political

propaganda.

The general disparity between Soviet works of art and So-

viet reality is the result not of the Soviet artist's ignorance

of reality but of the fear Soviet ideologists have that truthful

images of Soviet reality might be disseminated through the

channels of art. It is for this reason that they have invented

their own "socialist aesthetics" to prevent the true thoughts

and feelings of the Soviet-dominated people from finding their

way into art. It is precisely this situation which creates in

Soviet music the "impoverishment of soul" and the "distor-

tion of images" about which Soviet art critics complain so

bitterly.

The cynical atmosphere of slander, fabrication and abject

repentance, with promises to "correct one's mistakes" and

to be "more careful," the atmosphere in which humiliated

musicians pretend to be happy and grateful to those who con-

trol them—this in reality is what constitutes the "creative

conditions" under which Soviet composers work. A genuine
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artistic atmosphere, which is a prerequisite for normal artis-

tic activities, has long since ceased to exist in the Soviet

Union. In its place there are continual purges and the physi-

cal and moral annihilation of "homeless cosmopolitans,"

"bourgeois nationalists," "admirers of the bourgeois culture

of the West," and "spiritual liberals." In this atmosphere

Soviet music and Soviet art as a whole undergo creative de-

pression, stagnation and general artistic degradation.

The revitalizing power of the idea of humanity, the great

spirit of liberty and the flaming creative enthusiasm which

existed in the hearts of Soviet composers during the first

years of the Soviet regime are now only distant memories. In

their place reigns the staggering monotony of political stand-

ardization.

The meaning of this suppression of creative freedom in the

Soviet Union is obvious: it is part of the effort to crush the

spark of conscious intellect, a clear manifestation of the ma-

terialist conception and philosophy of life as a terrible tool

for the enslavement of man.

B. SOVIET MUSICOLOGY

1. ORGANIZATION AND DEVELOPMENT

The major Soviet institutions in which research and instruc-

tion are carried on in the history and theory of music are the

State Institute of the History of Arts under the Soviet Academy
of Sciences and the Institute of Theater and Music in Lenin-

grad, until recently a subsidiary of the Committee for Art Af-

fairs. The second-named institute was organized during the

early years of the Soviet regime on the basis of the Institute

of the History of Arts which was founded before the Revolu-

tion by a well-known art patron and connoisseur, Count Zubov.

In addition, musicological studies are conducted in the peda-

gogical departments of the various conservatories, particularly

those of Moscow, Leningrad, Kiev, Tbilisi, and Yerevan, and
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in the Musicology Commission of the Union of Soviet Composers.

As to the Institute of the History of Arts under the Soviet

Academy of Sciences, its musicological activity has been

very slight up to the present, with the exception of a short

period of work by Boris Vladimirovich Asaf'yev (Igor Gle-

bov), who until his death in 1949 was the only musicologist

who held full membership in the Soviet Academy of Sciences.

Mention should also be made of the contributions in this field

made by a small number of corresponding members.

On the other hand the Musical Section of the Institute of

Theater and Music has been a most productive institution in

the realm of musicology. At the head of this section of the In-

stitute from the day of its "reorganization" by the Soviets up

to his death in 1949 was the leading contemporary Russian

musicologist, B.V. Asaf'yev. In recent years the musical sec-

tion has been under the supervision of A.V. Ossovski, the

head of the Institute's scientific branch. The relatively few

collaborators of the Musical Section were chiefly professors

of the history and theory of music at the Leningrad Conserva-

tory and postgraduate students from various other Soviet con-

servatories who had been sent to the Institute for scientific

training.

Until the mid-thirties the central governmental organs man-

ifested little interest in the Musical Section of the Institute.

The work of the section was done independently of and fre-

quently even in opposition to the directives of the government

and Party. During this period the section was organized into

a number of subsections and commissions, e.g., subsections

for musical culture, life and literature, a methodological sec-

tion, a commission for musical acoustics, and a commission

for instrumentation. Each of these groups was headed by one

of the section's senior collaborators who had shown his abil-

ity in a specific field of research and each worked in accord-

ance with plans approved by the leaders of sections or groups.

Members studied subjects corresponding to their own research

interests and experience. Reports on work in progress were
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read and discussed at general meetings of a group or of the

whole section.

During the twenties the Institute acquired some equipment

for carrying out laboratory research which made possible the

fairly extensive development of experimental work, particu-

larly in such fields as acoustics (the first thereminvox ex-

periments were carried out there) and instrumentation (parti-

cularly interesting work was done in the invention of electri-

cal musical instruments and a quarter-tone keyboard). The
Institute also had one of the most extensive musical and

musicological libraries in the Soviet Union which was espec-

ially rich in material on contemporary art.

Up to the mid- thirties very few of the Institute's collabo-

rators deemed it necessary to base their conclusions exclu-

sively on the doctrines of Marxism-Leninism. It is true that

there was a special "sociological seminar" attached to the

Institute where the members of each branch, particularly

postgraduate students, were required to present themes de-

veloping some question of music from the point of view of

Marxist-Leninist philosophy and aesthetics. In the other

subsections and groups, however, everyone was left to him-

self. Since most of the collaborators of the Musical Section

were either pupils of Asaf'yev or completely shared his

views, the activity of the section had the clearly expressed

character of free idealistic investigation which was evident

in the work of Asaf'yev himself.

One can say with confidence—and this is confirmed by the

subject matter and methodology of research of the works

published by the Musical Section prior to 1930—that the domi-

nant interests of its members were on the one hand questions

concerning the development of Russian music and on the other

questions concerning contemporary Western music. Problems

relating to Soviet music or to Soviet musical conditions in

general lay entirely outside the orbit of the section's scienti-

fic work. This is understandable since those were years of an

especially vigorous growth of modernism and the Musical Sec-
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tion, under its leader Asaf'yev, was not only a pioneer and

inspirer of the movement of contemporary music but also

carried out a number of practical measures for the diffusion

of contemporary Western music. During those years it was

still possible to write dissertations, for instance, on the

creative work of the contemporary Viennese school (Schoen-

berg, Alban Berg, von Webern, etc.) or books on Stravinsky

(e.g., one by Asaf'yev himself); to organize within the sec-

tion a group interested in quarter-tone music, as was done

by G.M. Rimsky-Korsakov, the nephew of the composer; to

work out Schillinger's "mathematical method of composition";

to be interested in Henry Cowell's theory of the "harmony of

seconds" (Cowell himself read a paper on the subject at the

Institute); and to elaborate the principles of electrical instru-

mentation.

Periodic concerts of modern Western music were organized

by the Institute during that period as well as special semi-

nars to provide an opportunity for making the acquaintance of

contemporary music through piano transcriptions.

The Institute carried on a fairly extensive publishing pro-

gram devoted to questions of contemporary music. It issued,

for example, a collection of articles entitled De Musica, the

collection Music and Musical Life in Old Russia and several

monographs devoted to individual composers. The subject

matter and style of these publications testified to a wide

range of interests, from philosophy, aesthetics and the psy-

chology of musical creation to stylistics and special aspects

of musical idiom.

The middle of the thirties saw the beginning of a "new
course" in the activity of the Musical Section and in the

Institute as a whole. The rout of "modernism" which followed

the publication in 1932 of the Central Committee resolution

"On the Reorganization of Art and Literary Organizations"*

set back for a long time the progress of Soviet musicology or,

to be more exact, rendered impossible henceforward its free

development. A realistic consequence of this crushing of
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modernism in the Institute was the exile to a Siberian camp

of the director of the Institute, Academician Fyodor Ivano-

vich Shmidt, an outstanding scholar in the field of art. This

event was followed by the complete reorganization of all

sections of the Institute "in order to bring its work closer

to the problems and requirements of Soviet art policy." In

actual fact the work of the Institute was paralyzed for a

number of years, and it was not until 1937 or 1938 that the

Musical Section somehow managed to pull itself together,

only to find itself completely at the service of the political

propagandistic aims of the Soviet power.

Since that time the exclusive concern of the Musical Sec-

tion of the Institute of Theater and Music has been the pre-

paration of publications for use in Soviet music schools and

conservatories, incorporating the concepts of Marxism and

the transformation of values in the spirit of the slogan "So-

viet music, the most progressive in the world'' The most

important single part of this work has been the writing of a

"History of the Musical Culture of the Peoples of the U.S.

S.R." which was supposed to show the

historical formation of the musical culture of the peoples

of the U.S.S.R. as a unified process, conditioned in the

past by the common struggle for liberation of the peoples

inhabiting Russia against social and national enslavement

by Tsarism and in the present by the Soviet policy of friend-

ship among the peoples, inspired by the ideals of the

Communist Party. 37

This work, which enlisted the services of all the outstand-

ing musicologists of the Soviet Union, did not, however, lead

to the desired results. It was almost ready for publication in

1940, but it was then subjected to the usual revision and re-

finement and apparently has still not seen the light of day.

Along with the work on the History, which was planned as

a general re-evaluation of the past, present and future of mu-

sical culture as a whole, the members of the Institute are

diligently working on propagandistic articles for the current
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press and on articles for the Large and Small Soviet encyclo-

pedias. These, too, must be reworked for each new edition,

giving entirely opposite evaluations of the facts and phenom-

ena of musical culture in accordance with the current politi-

cal situation. The Institute members are also compiling a

special "Musical Encyclopedia" on which they have been

working for the past twenty years but which has made hardly

any progress. They also prepare collections of source ma-

terial for use in schools and monographs devoted to the life

and work of outstanding composers, mainly of Russian mu-

sic of the past.

The functions of the other Soviet musicological organiza-

tions can be summarized briefly. During the first years of

the Soviet regime there existed in Moscow a special research

institute called the State Institute of Musical Science which,

unlike the State Institute of the History of Arts in Leningrad,

specialized mainly in problems of the history of Russian mu-

sic (under Ivanov-Boretski), the history of Western music

(Kuznetsov), singing techniques (Dr. Levidov), piano playing

(G. Prokof'yev), and musical acoustics (Garbusov). After five

years of existence this Institute was reorganized as the

"Scientific Office under the Moscow Conservatory," combin-

ing the activities of the scientific-pedagogical departments of

the conservatory.

The Musical Section of the Institute of Theater and Music

and the scientific-pedagogical departments of the Moscow

Conservatory during recent years have become institutions of

purely applied significance. The tasks assigned to these in-

stitutions are concerned mainly with narrow pedagogical prob-

lems, such as preparation of the program of school courses

and of textbooks and pedagogical aids for students. Similarly

the work of the Musicological Section of the Composers'

Union is directed mainly towards answering the inquiries of

Soviet musical journalists and critics. Since these bodies

are now occupied exclusively with problems connected with

the current objectives of Soviet art policy they cannot carry
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out any genuine research work inspired by freedom of re-

search initiative. Both the Musical Section of the Institute of

Theater and Music and the departments of the conservatory

are directed by Party officials who guard the political purity

of institutions whose sole reason for existence is to serve the

Soviet art policy.

Since the publication in 1948 of the Central Committee's

resolution on Muradeli's opera The Great Friendship, the

range of activity of Soviet musicologists has been formu-

lated with particular clarity. A clear picture of this range

is given in a review by Soviet Music of the All-Union Scien-

tific Session on Musicology which took place in March 1950.

"The basic task of the session," according to this review,

was the discussion of prospectuses for scientific research

works on the history of Soviet music, on new textbooks

and on projects of curricula for the history of Russian and

foreign music, on the history of the music of the peoples of

the U.S.S.R., on Russian folk music, and on certain theoreti-

cal disciplines (harmony, polyphony and Russian polyphony).

This task arose from the necessity for a basic reorganiza-

tion of the entire educational work in musical institutions in

conformity with the Central Committee resolution of February

10, 1948 by the CC of the CPSU(b)39 in which it was specifi-

cally stated that the vicious antipopular formalist tendency in

music has exerted a pernicious influence on the training and

education of young musicians.40

The general tasks of Soviet musicologists were formulated

in the main report presented to the session by Professor A.V.

Ossovski, Corresponding Member of the Soviet Academy of

Sciences, entitled, "Basic Questions of the Study of Russian

Musical Culture." "The task of the musicologists," said

Ossovski in his speech, as summarized in Soviet Music, "is

to advance that which exalts Russian music and ensures its

foremost role in the development of the world's musical cul-

ture—its great ideas and the great perfection of their artistic

and musical embodiment." Ossovski's immodest formula-

tion, to put it mildly, which elevates Russian music to the
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unprecedented role of being the sole bearer of "great ideas

and the great perfection of their embodiment" and which

raises the role of the Soviet musicologist to that of a prophet

of the future universal harmony, is somewhat modified by a

more sober commentator on Ossovski's report who writes:

We must highly evaluate what is new and imbued with pro-

found principles... Li.e.J the aspiration to rebuild our mu-

sicological science on the basis of Marxist-Leninist methodo-

logy; the aspiration to draw the ultimate conclusions from the

exhaustive instructions given in the decrees of the Central

Committee of the CPSU(b) pertaining to ideological questions

and in the addresses by Comrade Zhdanov at the conference of

workers in the field of Soviet music: to destroy formalist and

cosmopolitan tendencies and similar survivals of bourgeois

ideological influences; to overcome the theory of a single

current Lof cultural development] and to re-examine the mu-

sical-historical process in the light of Lenin's thesis of two

cultures; to show the development of musical culture as the

process of struggle between two trends—the realistic trend

and the antipopular, antirealistic trend; to expose the deep

interconnections between Russian musical culture and the

musical cultures of the fraternal peoples of the U.S.S.R.; and

to emphasize the significance of Russian and Soviet musical

culture. ^

Of course, as was to be expected, the session once again

reaffirmed Zhdanov's dictum that "healthy criticism by the

Bolshevik Party is the genuine motive power of our develop-

ment.

Thus the complete and unconditional subjugation of So-

viet musicology to the political aims of the Soviet power has

become the essential factor determining the work of Soviet

musicologists, rendering impossible any further progress in

the investigation of the real problems of musical culture.

2. HISTORICAL MUSICOLOGY

The Conference of February 1949. Until fairly recently

Soviet musicologists were to some extent able to ignore the
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strident clamor of Party propaganda and write books and arti-

cles on subjects of interest to themselves, although frequent-

ly they had no intention of publishing them.

The Party, however, was aware of this situation and took

the necessary steps to bring musicology under its control.

Its chief weapon for achieving this goal was the "re-educa-

tion" of Soviet musicologists by means of periodic purges,

one of the most significant of which was the "working over"

to which a number of leading Soviet musicologists were sub-

jected at a conference of the Union of Soviet Composers held

on February 18, 21 and 22, 1949.
42

The usual procedure in such cases is for a trusted Party

member to deliver a report on some current problem, simulta-

neously subjecting to criticism certain "oppositionists" to

whom the Party objects. Following this there is a discussion

of the report which includes a statement of repentance by those

who have been criticized and finally the appropriate organiza-

tional conclusions are drawn. On this occasion the subject

of the main report was "Cosmopolitanism and Formalism in

Music Criticism and Musicology," delivered by the Secretary

General of the Union of Composers, Tikhon Khrennikov. The

accused included practically everyone of any stature in the

field of Soviet musicology—musicologists, critics and profes-

sors at the Moscow and Leningrad Conservatories. Incident-

ally the ostensible targets in such cases are always persons

of secondary importance; in this case the main attack was

levelled at the musicologists I. Belza and A. Ogolevets.

Khrennikov first spoke of the tasks which "the Party and

the people" had assigned to Soviet musicologists and called

for a "militant, principled, Party criticism and self-criticism."

He went on to assert that " [Soviet] music criticism has not

only not placed itself in the vanguard, but in many respects

hampers, retards and impedes the development of Soviet mu-

sic in the one true and realistic direction indicated by the

Party and the people. 5 Turning his attention to individual

critics, Khrennikov continued,
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Up until the present time many of our musicologists and

critics, who until recently were advocates of formalism

in Soviet music, still stand aside from musical creative

work developing along the new path and remain concealed,

sometimes even nourishing hopes of revenge.

....One of the most active cosmopolitans and fertile ad-

vocates of formalism in music criticism has been I. Belza

Supporting everything that is ugliest and most negative

in the work of Soviet composers who have taken formalist

positions, Belza simultaneously slandered the great Russian
composers of the past. To the work of Glinka, Tchaikovsky,

Musorgsky, Taneyev, and Rachmaninov he ascribed features

of religious mysticism and idealism, effectively castrating

their works of advanced ideological content and democratic

orientation.

—While this group of musicologists and critics has been

propagating their antipatriotic views in journalism and in

action,... the musicologist A. Ogolevets has for many years

been foisting his own doctrine on the musical community

with all his strength. Exactly what is Ogolevets' doctrine?

It is a frankly formalist theory, deeply alien to the Marxist-

Leninist science of art.46

The "zealous apologists of formalism" who were attacked

at the conference included almost all the most important So-

viet musicologists, for example, M. Pekelis, a professor at

the Moscow Conservatory, the director of its department of

the history of Russian music and the author of what Khrenni-

kov described as a "profoundly corrupt textbook on the his-

tory of Russian music which in every possible way belittles

the originality of Russian national culture"; Professor T.

Livanova, also of the Moscow Conservatory, the author of a

book entitled Outlines and Materials on the History of Rus-

sian Musical Culture which allegedly expresses "cosmopoli-

tan views"; and Professor L. Mazel', director of the depart-

ment of musical theory at the Moscow Conservatory, whom
Khrennikov condemned as a "carrier of reactionary theory."

Also mentioned as "carriers of antipopular, anti-Party ten-

dencies which block the paths of development of the Party
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science of musical art" were Professor R. Gruber, formerly

of the Leningrad Conservatory, now of Moscow, where he is

the director of the department of the history of Western

European music, and Professor G. Kogan, director of the de-

partment of the history and theory of pianism at the Moscow

Conservatory. Not forgotten were the most active Soviet mu-

sical critics and journalists, authors of numerous articles in

Soviet Music, such as S. Shlifshtein, G. Shneyerson, D.

Zhitomirski, I. Martynov, and Yu. Vainkop.

It is hardly necessary to comment on the real meaning of

this "creative assembly." The very fact that it was held

and that it included within the sphere of its "critical atten-

tion" the great majority of the leading Soviet musicologists

and critics clearly demonstrates that the real purpose of the

meeting was not to criticize the "mistakes" or "cosmopoli-

tan delusions" of the theorists of Soviet music but rather to

attack the openly expressed opposition of Soviet musicology

and criticism to the official demands of Soviet art policy.

How sharp the conflict with this secret opposition became

can be judged by the tone of the speaker who described the

work of those who were criticized and by the organizational

conclusions which the conference reached:

The assembly has instructed the secretariat of the Union

of Soviet Composers to examine the question of the desira-

bility of retaining as members of the Union those major pro-

ponents of formalism and cosmopolitanism in music who have

fully discredited themselves as bitter enemies of the progres-

sive realistic trend in Soviet music and as spokesmen of a

militant bourgeois ideology in musical art.'*'

To be expelled from the Union, however, meant to be simul-

taneously expelled from musicological institutions, i.e., to

be compelled to move to some small provincial town which

would be equivalent to exile.

Just how Soviet musicology as represented by its best

minds had "compromised" itself can be seen quite clearly

from the fairly detailed account of the speeches delivered at

:
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the meeting as reported in Soviet Music.

It appears, for example, that Professor L. Mazel' as early

as 1940 "in the pages of Soviet Music openly declared the

legitimacy and inevitability of the separation pf science and

pedagogy from militant journalism and the task of actively

serving the contemporary building-up of music"; 48 that Pro-

fessor Zhitomirski in discussing the Ninth Symphony of

Shostakovich raised objections to the view of the music cri-

tic Keldysh that the principal criterion for Soviet music

should be "what the Soviet people want and expect" and had

said, "all this is true; but great art is not created as the re-

sult of the social command, [and] this point of view is a

resurrection of the theory of the social command";4 ^ that

the musicologist Ogolevets had written that what is impor-

tant is "the succession which we have demonstrated of the

development of the phases of the tonal system throughout

the world, independent of the national and racial character

of its creators; what is important is the world-wide action

of the laws of development of musical thought.... ";50

that Professor Livanova in her works, and particularly in

her Essays and Materials on the History of Russian Musical

Culture, had defended the thesis that "it would hardly be

too bold to assert that even up to the present time the con-

ception of the historical process of Russian music to some

extent approaches a kind of 'Slavophile' viewpoint"; 5

that in the two-volume History of Russian Music edited by

Professor Pekelis the predominant methodological basis of

research was the "tracing of 'influences' and of the effect

of Western music upon Russian music"; 52 and that Profes-

sor Gruber's History of Musical Culture "suffers from defects

of principle," in that "in attempting to draw a picture of uni-

versal musical culture, Gruber, in blindly retaining the con-

ceptions of Western European bourgeois scholars, complete-

ly ignores the Slavic cultures and the cultures of the peoples

of Transcaucasus and Central Asia."

It is not difficult to understand the real meaning of these
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objections to the ideas of Soviet musicologists, ideas which

are not only not harmful but which on the contrary provide

evidence that Soviet-dominated musicology is profoundly pro-

gressive. The real meaning was stated succinctly in the

words of one of the musicologists at the conference: "In our

country a sharp struggle is going on for Partyism in science."

Where such a sharp struggle is under way, however, it is

doubtful whether it is necessary to take science into consider-

ation at all or even the elementary honesty of the scientific

worker. Is this not confirmed by the pathetic declaration of

V. Kukharski, one of the politically orthodox speakers at the

conference who, on hearing the statement that "it is neces-

sary to examine one's tastes and sympathies" from one of

those who had been criticized, indignantly exclaimed, "after

the resolution of the Central Committee, the man still needs

to examine his tastes and sympathies!"^

One other curious and extremely significant detail proves

that even after the Central Committee resolution Soviet mu-

sicologists sometimes find an opportunity to "examine their

tastes and sympathies," even though these are strictly de-

fined for them in the office of the Administration for Propa-

ganda and Agitation. It happened that one of the critics

could not refrain from stating in an article on contemporary

American music that "creative musical work in America is

on the ascent. Youth, creative enterprise and energy, be-

lief in their own people and in their own powers and good

professional training characterize the contemporary genera-

tion of American composers. "-^ Of course, one can never

tell: perhaps this extremely incautious declaration is to be

ascribed to the tactical zigzags of the Propaganda Depart-

ment which sometimes has to operate on two fronts.

More significant as an indication of the existence of a

secret but dynamic protest by Soviet musicologists against

ttte enslavement of their "tastes and sympathies" by reso-

lutions of the Central Committee was the highly courageous

declaration of Professor Zhitomirski of the Moscow Conser-
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vatory who, in discussing the Ninth Symphony of Shostako-

vich, said,

Among us there exists a very superficial principle which

requires that all Soviet artists must be nationalists, opti-

mists, profound thinkers, etc.; otherwise they are not ful-

filling their norm. 5°

It can be positively stated, however, that this principle

is inescapable for Soviet musicology also, no matter how

heroically it may try to throw off the yoke by which the

Party and the government keep it in check.

The History of Russian Music edited by Professor Pekelis.

In just what concrete form does the opposition of Soviet mu-

sicology to the Soviet art policy manifest itself? Part of the

answer to this question is contained in the pages of the His-

tory of Russian Music edited by Professor Pekelis, to which

Khrennikov referred in his report. This textbook is parti-

cularly significant both because it is one of the most recent

works giving a systematic account of the views of Soviet mu-

sicologists on the history and evaluation of Russian music

and because it is the first and perhaps the only publication

which has ever appeared in the Soviet Union carrying the

approval of the Committee for Higher Education as a textbook

for use in conservatories.

The first and second volumes of this work, which appeared

in 1940, cover the history of Russian music to the end of the

nineteenth century; the third volume, which has apparently

not yet appeared, was supposed to deal with the music of the

late nineteenth century and the early twentieth century, in-

cluding the Soviet period. The aim of the work was defined

by the editor as follows:

In compiling this book the authors have set themselves

the task of showing by concrete facts how Russian national

musical culture was formed in the process of the interaction

of various social, cultural and artistic factors.

•

?
"

In actual fact this approach differs little from that of the

numerous books on the history of Russian music which were
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written before the Soviet regime. Perhaps the only difference

is that the History edited by Pekelis follows a more rigid

line, at times almost schematic, in evaluating the past of

Russian music, emphasizing on the one hand the organic con-

nection of Russian music with native folk music and on the

other its relation with Western European music. It is diffi-

cult to find an instance in the book where the authors have

refrained from emphasizing both influences equally.

As to the connection of Russian music with native folk

music the authors are so dogmatic that they frequently iden-

tify every manifestation of this relationship as evidence of

the consistent nationalism and democracy of Russian com-

posers. As soon as a connection with folk song, no matter

how indirect, has been discovered in a composer's works,

whether it is a question of Glinka, Dargomyzhsky, Musorg-

sky, Borodin, Rimsky-Korsakov, or Tchaikovsky, that com-

poser is thereby confirmed as a conscious "realist" and

"populist."

Of course such a one-sided conception of the history of

the development of Russian music is the direct consequence

of the role and significance ascribed to folk music by Soviet

art policy. In this respect the textbook does not sin against

communist orthodoxy.

Considerably more complex is the question of the authors'

evaluation of the connection between Russian music and

Western European music. They deserve credit for conscien-

tiously tracing this relationship, elucidating it as fully and

as objectively as is possible under Soviet conditions. But

it is just this question in which is hidden the root of the

evil. Theoretically Soviet aesthetics does not deny the in-

teraction of cultures but in practice, particularly during the

postwar anti-Western propaganda campaign, a statement of

the fact that Western European music has influenced Rus-

sian music is considered to be evidence of "cosmopolitan-

ism." It was this factor that called forth the undisguised

anger of Khrennikov, and more particularly of those who
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stood behind him, against the authors of the textbook. How
could its authors claim, for instance, that the Western Euro-

pean romantic composers, particularly Berlioz and Liszt,

could have had any influence, even in the smallest degree,

upon the development of The Five? Such a thing simply

could not have happened and if nevertheless it did, "one

should not talk about it." Such is the logic of Soviet pro-

paganda.

The History makes an obvious attempt to base its state-

ments on materialist philosophy, particularly on Chernyshev-

sky's "materialist aesthetics.'

On this basis the History lays particular emphasis on the

connection of the Russian musical tradition with life and on

the "populism" [ narodnost' J of Russian music of the past;

it portrays pre-Soviet Russian music as a civic agency sit-

ting in judgment on society and as a "realistic" art. This

effort to establish a direct relationship between life and

art, although at times expressed with obvious sketcbiness,

could not but win the approval of the directors of Soviet art

policy. Nevertheless the authors of the History sinned great-

ly against the demands of political propaganda by their ob-

jectivity in disclosing the connection and interrelationship

of Russian music with Western European music. Moreover,

simply by refraining throughout their book from attacking

Western art of the past, the authors displayed an obvious

sympathy toward it. What is worse, in fact a downright

crime, is that they said nothing at all in criticism of con-

temporary modernism. For this omission they were accused

of insinuating into the minds of music students the "harm-

ful ideas of cosmopolitanism."

There is one extremely interesting detail illustrating the

secret sympathies of the authors of the textbook with modern-

ism. Having casually mentioned, at the end of the second

volume, the "reaction against Scriabin's romantic arrogance"

in the "skepticism of the most recent modernist art," the

authors inserted on page 13 of Volume Two a portrait of F.I.
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Stravinsky, the father of the composer, although there was
nothing in the text to require the inclusion of his picture.

There is no doubt that the authors betrayed their sympathy

with the composer when, having mentioned his name, they

not only passed over in silence any reference to the "des-

tructive role" which he played in Russian music according

to official Soviet propaganda but also inserted a portrait of

his father. For no matter how strong the official hatred of

Stravinsky may be, it cannot overcome the inner creative

affinity of Soviet musicologists and musicians for the com-

poser of Petrushka, The Rites of Spring and Les Noces.

Other Historical Studies. An important role in Russian mu-

sical criticism and musicology during the first years of the So-

viet regime was played by several musicologists and writers

of the senior generation, particularly Vyacheslav G. Karaty-

gin, the author of numerous works dealing with contemporary

Western European music and Nikolai F. Findeizen, whose

Outlines of the History of Music in Russia, on which he

worked for many years, enriched Russian musical historio-

graphy.

Among the works of the younger musicologists, of particu-

lar importance are those by Tamara N. Livanova on the his-

tory of Russian music and by Roman I. Gruber and Ferman on

the history of Western European music. Incidentally, the

latter works seem to have disappeared recently from the

horizon of Soviet music. Can this be the result of the "Ger-

man" origin of the authors?

These writers, like Soviet musicologists in general to the

extent that they still attempt to withstand Party pressure,

manifest a common characteristic: the desire to reconcile

things which cannot be reconciled— freedom of research and

the decrees of Soviet musical orthodoxy. Hence their com-

promises and contradictions, their inconsistencies and their

concessions to the demands of Soviet art policy.

Special mention should be made of the immense work done



MUS1C0L0GY 75

by P. A. Lamm (1882-1951) in the study, editing and restora-

tion to their original form of the works of such Russian clas-

sical composers as Musorgsky, Borodin, Tchaikovsky, Tane-

yev, and Rachmaninov. Lamm also edited and published a

number of compositions by Western European composers in-

cluding Schubert, Schumann and Grieg.

Among other studies by active Soviet musicologists, i.e.,

those who prefer to work rather than to chew the cud of the

latest Central Committee resolution about "realism" in mu-

sic, fairly important work has been done by a number of writ-

ers on problems of Russian music of the eighteenth century,

e.g., Professor Livanova's Essays and Materials on the His-

tory of Russian Musical Culture, A.S. Rabinovich's Russian

Opera Before Glinka, and articles by B.V. Asaf'yev on Bort-

nyansky and Russian music of the eighteenth century.

Perhaps the heightened interest in eighteenth century mu-

sic among many Soviet musicologists can be explained by

the fact that Russian music before Glinka is still a compara-

tively virgin field for the researcher and also, of course, by

the fact that this subject until recently was remote from the

everyday concerns of Soviet musical policy and thus offered

an opportunity for Soviet musicologists to enjoy a much-

needed respite from propaganda.

During recent years, however, Russian eighteenth century

music too has begun to engage the attention of the Party mu-

sicologists. For example, an article by Academician A. Ossov-

ski entitled "Fundamental Questions of Russian Music Cul-

ture of the Seventeenth and Eighteenth Centuries" indicates

that the Soviet power's boundless appetite for hegemony has

begun to manifest itself in musicology as well. Ossovski

writes,

Soviet historians of music have the task of revising,

deepening, expanding, and refining our knowledge of

these most ancient sources of Russian musical culture.

It may be asked whether it is worth-while to disturb

the dust of such remote ages. Yes, it is worth-while.
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First of all from the scientific point of view, in order to

create an orderly, scientifically established conception

of the historical process of Russian music and to reveal

the antiquity and continuity of existence of Russian mu-

sical culture. It is worth-while for political considerations,

in order to be able to refute the absurd fables and malicious

calumny by fascists and fascist science about the Russian

people, whom they consider an inferior race, and about

Russian national culture.°2

Ossovski goes on to reiterate the "Slavophile" claims of So-

viet musicology:

And behind the ancient Russian culture there stands the

still more ancient, original Slavic, pan-Slavic culture. Let

us simply remember the colossal territorial expanse of

Slavdom—on the east to the Oka and the Volga, on the west
to the Baltic and Lake Ladoga, on the south from the Bal-

kan peninsula LtoJ the north shore of the Black Sea and

the Sea of Azov. Let us remember further that the Slavs in

their whole tenor of life were a single people, merely divi-

ded into separate tribes.

When Soviet music was searching for its ancestors in the

epoch of the French Revolution, Soviet musicology was en-

gaged in the intensive republication of French music of the

eighteenth century. Now a new problem has been advanced:

the search for "ancestors from the times of the original Sla-

vic, pan-Slavic culture." Thus we see that here, as else-

where, there is a strict, consistent regularity. To be tied to

this "regularity" which is motivated by the current political

situation of the Party and the government—that, and only that,

is the real meaning of the current tasks of Soviet orthodox

musicology.

3. THEORETICAL MUSICOLOGY

Soviet theoretical musicology suffers from similar defects,

although during recent years it has given numerous proofs of

its initiative in research. In this connection attention must

be drawn first of all to the works of Professor L. Mazel* of
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the Moscow Conservatory, such as his study Chopin's Fan-

tasy in F Minor: An Essay in Analysis (1937) and his "Spec-

ial Course in the Analysis of Musical Compositions" (un-

published).

In these works Mazel' deviates sharply from the methods

of musical analysis advocated in such books as Ernst Kurt's

Linear Counterpoint and Romantic Harmony or Ernst Toch's

The Study of Melody which were translated and published

in the Soviet Union and which were especially popular

among Soviet composers and teachers of music theory dur-

ing the thirties. Mazel' attempts to go further, extending

and broadening the technique of analyzing musical form

(this is not, of course, to say that his analysis is "for-

malist" in the Party sense.) Limiting himself exclusively

to what can be seen and heard in the composition under

analysis and without resorting to the oversimplified gen-

eralizations of which Soviet musicology makes such ex-

tensive use, Mazel' isolates the basic elements which

determine the form of each composition and shows how the

music's particular traits of expressiveness are derived from

these elements.

Other theoretical works marked by originality of concep-

tion are those by a number of older Soviet musicologists,

e.g., Georgi L. Catoire, Georgi E. Conus, Boleslav L.

Yavorski, and Nikolai A. Garbuzov.

In Soviet theoretical musicology there is a tendency

towards "rationalized" interpretions of the means of ex-

pression which frequently lead to curious oddities. In their

pursuit of that objectivity which guarantees not only the

"scientific" character of their conclusions but also the

authors' peace of mind, Soviet musicologists sometimes

make simply ridiculous statements. A characteristic ex-

ample occurs in an evaluation of the Soviet march in an

essay by V. Tsukkerman entitled "Compositions for the

Brass Band," which forms part of the book Essays on

Soviet Musical Creation.
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According to Tsukkerman the basic requirements of the

Soviet march are

. . . simplicity, clarity, connection with the musical art of

the people, originality and innovation, and a lofty artistic

taste. But to these criteria which define the general evalua-

tion of the march there are added other specific criteria.

Since the march should raise the fighting spirit of the

troops, its emotional basis should be active and clear.

Since it synchronizes the steps of the soldiers according

to the principle "all as one," the demands put on its rhy-

thm are extremely exacting.

But even this, it seems, is not enough for the Soviet march.

The author continues,

The most important tasks assigned to the march by the

Great Patriotic War [i.e., World War II] lay in the planes of

ideas and of practical application. It was impossible for

the march of that period not to reflect the heroism of our

time. Of course we are not talking about symphonic dimen-

sions and profundities which lie beyond the reach of this

art form. Nevertheless the march has possibilities favor-

able to its interpretation on a heroic plane: compactness,

rhythmic and phonetic power and expression of the prin-

ciple of will which is quite within its scope. If all this is

combined with significant melodic and harmonic express-

iveness, the application of dynamic form and the artistic

tactical utilization of the picturesquely descriptive prin-

ciple, then it is clear that the march allows a degree of

dramatization which includes heroic images within the

limits of possible. '

At this point, it seems, one should take pity on the com-

posers of marches and stop, but for the zealous analyst of

the Soviet march this is still not enough. He continues,

Furthermore, the march should bear the imprint of the

national aspect of the peoples of the Soviet Union who

fought so selfless ly against fascism and who destroyed

it. . . . The radius of action of the march has been some-

what expanded; therefore, the demands Lmade on itJ for

simplicity, clarity and accessibility have increased.

In time of war the march is, first of all, military music:
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to many Soviet citizens to whom the country had en-

trusted its weapons the march was. their service-drill

music. Hence it is clear that in the music of a drill march
the element of what specialists call "militarization" of

the march should predominate. The augmented role of

strict military discipline also had to be reflected in march
music. 68

We can only express our sympathy for the Soviet composer

who might try to compose a military march according to

this recipe.

The numerous attempts by Soviet musicologists to re-

vise traditional textooks on harmony deserve more serious

attention, for example, the Study of Harmony by Yu. N.

Tyulin, the Manual of Harmony by a group of teachers at

the Moscow Conservatory (3rd edition 1947) and the

Essays on the History of Theoretical Musicology by I.

Ryzkhin and L. Mazel*. 9

Just as the History of Russian Music edited by Pekelis

was to a certain degree a summation of a definite stage in

the development of Soviet historical musicology, so the

Manual of Harmony, which was accepted as a textbook for

students specializing in performance in Soviet conserva-

tories, filled an analogous role in the field of theoretical

musicology.

Basically this textbook is simply a more concise treat-

ment of the Practical Course in Harmony published by the

same authors some time earlier. It represents the foun-

dation on which until recently the theoretical knowledge

of Soviet conservatory students was based. In order to

establish "contact with living artistic practice'

the illustrative material is presented directly rather than

according to the principle of systematic exposition of a

course divided into self-contained sections. Based as

much as possible on examples from musical literature

and avoiding the use of schematic conceptions the Manual

introduces the elements of form in their simplest manifes-

tation, presenting a study of methods of various develop-
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merits of musical material and focussing the student's at-

tention on questions of analytical technique.

Such planned contact with musical literature, promoting

a closer approach by the student to the composer's musi-

cal text and a more conscientious execution or study of

what the text contains, clearly has a great attraction for

Soviet musicology. Cautious with respect to traditional

harmonic theory and avoiding any vulgarization or over-

simplification, the authors of the Manual satisfy to a

great extent the demand for a rational presentation of the

elements of musical expression.

A characteristic feature of this textbook is that in gen-

eral it remains within the bounds of the classical tradition

of harmony, with periodic excursions into the field of Rus-

sian or other Soviet national folk music in order to clarify

idiomatic and modal peculiarities.

It would be a great mistake, however, to think that the

more or less successful attempts by Soviet musicologists

to develop and deepen theoretical musicology have found

any support from the Party. It is not only curious but ex-

tremely significant that in 1950, after thirty years of Soviet

musicological "progress," Soviet Music enthusiastically

announced the publication of the seventeenth edition of

Rimsky-Korsakov's fifty-year-old Practical Manual of Har-

mony, a textbook of unquestionable merit but one which
72

is hopelessly out of date. Soviet Music asserts that

the new edition of N.A. Rimsky-Korsakov's textbook on

harmony should satisfy the urgent need for musical-

theoretical training of the students of our musical col-

leges and academies. *

What is there to be enthusiastic about, however, when the

standard not only of teaching of Soviet students but also of

composing in general has declined to a level where even

Rimsky-Korsakov's textbook, with its revelations of har-

mony within the limits of the first and fifth relationships of
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the scale, will soon represent the limit of the dreams of

Soviet composers?

4. THE POSITION OF B. V. ASAF'YEV

Of great significance as an expression of Soviet musicolo-

gy's views on modernism, as well as in regard to the general

role of contemporary Russian musicology are the works of

B.V. Asaf'yev (Igor' Glebov). An unusually versatile and

prolific musician, the author of a large number of historical

and theoretical works, Asaf'yev was also an outstanding

teacher who trained a brilliant group of young composers and

musicologists and who exerted a tremendous influence upon

the whole musical life of the Soviet Union. Asaf'yev's in-

contestable importance is based on such works as Russian

Music from the Beginning of the Nineteenth Century, which

laid the foundation for a new period of development of Rus-

sian musical historiography, and Musical Form As Process

which exerted a major influence upon Soviet-dominated musi-

cal theory. His monographs on Glinka, Tchaikovsky and

Stravinsky mark the highest point reached by Russian musi-

cology on the appreciation of the works of these composers.

But it is not merely in his works that Asaf'yev gave an

example of the genuine vitality and progressiveness of Rus-

sian musicological thought; the life of this truly outstand-

ing man was also an example of fortitude and of an unyield-

ing struggle for the right of creative independence against

Bolshevik pressure.

During the twenties Asaf'yev as a leading adherent, in-

spirer and director of contemporary music was subjected to

such fierce attacks from the leaders of RAPM that it is hard

to understand how this extremely sensitive man could have

endured it. To anyone who was connected in any way with

Asaf'yev or who had carefully read his works it was un-

mistakably clear that his world outlook and his musical

aesthetic conceptions, those which he professed himself
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and which he persistently implanted in his pupils, did not

change one iota during his entire career of almost half a

century, half of it under the harsh conditions of Soviet

reality. But the tactics of the Soviet politicans are some-

times hard to understand. After the rude and unscrupulous

baiting to which Asaf'yev was subjected during the RAPM
period there suddenly appeared in Soviet Music an article

by Zhitomirski, 5 a teacher of the history of music at the

Moscow Conservatory, which was undoubtedly inspired by

Party circles and which referred to Asaf'yev in superlatives

such as the Soviet press almost never uses in connection

with a "non-Party intellectual." Zhitomirski's article spoke

of the "great pleasure" of knowing that "Igor' Glebov... is

living among us and together with us is building the great

musical culture of our country."

Following the publication of Zhitomirski's article an ex-

ceptionally persistent campaign began for the purpose of

drawing Asaf'yev into the role of ideological leader of So-

viet music. Titles, decorations, Stalin Prizes, and benefits

of all sorts were rained on him, up to and including the

chairmanship of the Union of Soviet Composers.

Nevertheless Asaf'yev's real role in Soviet music was just

the opposite of that which is ascribed to him by official So-

viet journalism. Far from becoming the "patriarch" of Soviet

music, whose works were models of orthodoxy, Asaf'yev was

one of the few who kindled and kept alight the smouldering

spark of creative opposition, who stood steadfastly on guard

to protect its free creative expression and who, notwithstand-

ing the spiritual and physical toll exacted by the hardships of

his life, considered it his privilege to remain true to the end

of his life to the lofty ideals of contemporary creative thought.

How otherwise can one explain the fact that almost on the eve

of his death Asaf'yev wrote,

What is new in the 'material' given us by the great masters

is seldom subjectively arbitrary and seldom fails to meet

the demands posed by the whole ideational structure of the

epoch. '

'
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In defense of creative freedom and the right to creative in-

ventiveness he wrote,

It is not only the first magnitude stars Lamong composers J

but also the lesser and smaller stars who, flickering with

their light and color, reflect amidst the cruelty of the age

that which is beautiful in man and in the reality he per-

ceives. Of course their music is psychological and gener-

ally makes no attempt not to be the music of the human heart:

Berlioz, Chopin, Liszt, Schumann, Mendelssohn, Weber, Glinka,

Schubert, Wagner, Tchaikovsky, Verdi, Bizet, Grieg, Brahms

(this is but a small list!)—no matter how varied their talent,

power of imagination, intellect, tastes, characteristics, ten-

dencies, and creative methods, they all observed the human
soul and sympathized with the unfathomable questions about

the meaning of life which arise in the human consciousness.

It may be asked how it is that what Asaf'yev wrote in his

report to the First All-Union Congress of Composers (1948)

is altogether different from what he wrote in his Book About

Stravinsky and other critical works. Not everything written

and signed in the Soviet Union, however, expresses the writ-

er's real thought, a fact which is graphically demonstrated by

the numerous "confessions" extorted from those who have

been imprisoned. Even Alexander Werth noted that much of

Asaf'yev' s report to the congress had undoubtedly been

"subedited" by the Party. This explanation is supported

by the fact that Asaf'yev did not read his paper personally,

excusing his absence on the ground of illness.

In all his works Asaf'yev consistently carried forward the

best traditions of Russian writing on music of the past cen-

tury. He resolutely fought for the primacy of content in music.

To Asaf'yev music was an intellectual labor that constituted

the joy of creation.

Lit is commonly assumed] that thought can be expressed only

through words and. ..that content and other elements consti-

tuting music are independent of one another. ...Such an absurd

"division of labor" and of the meaning associations in music

influences the approach of people who are ignorant of music

and who do not understand its significance in human culture.

°

u
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Does this not sound like an accusation against the Soviet

ideologists who confuse music with collective farm property?

To Asaf'yev the content of music meant free creative thought,

seeking embodiment through original means of expression, and

not the political propaganda imposed upon it by Soviet ortho-

doxy. Asaf'yev's struggle against all types of vulgarization in

musicology will go down in the history of Russian music as

a bright page in the defense of the rights of the composer's

creative freedom and the right of music to creative progress in

general.

5. THE STUDY OF FOLK MUSIC

Collection and Publication. In one of the reports presented

at the First All-Union Congress of Soviet Composers (1948)

it was stated that "an important task"

directly connected with the new socialist aesthetics is

the problem of the idiom of our Soviet music. In the profound

and direct study of folk song there lies the life-giving source

for the development of a creative taste for melody and price-

less material for cantilena and recitatives. Let us recall how
Musorgsky bowed down before this source.

To love, to collect, to study popular art, to learn from the

people, from the great masters of Russian classical music,

from Glinka, Musorgsky, Borodin, Rimsky-Korsakov, Tchaikov-

sky—this is the sacred duty of every Soviet composer. Without

this we cannot create Soviet musical classics. *

As its part in carrying out this "important task" Soviet mu-

sicology has been forced to devote increased attention to the

study of folk music. The official emphasis on "Soviet patriot-

ism" and "nationalism" [narodnost'] in music has led to de-

tailed work on the characteristics of Russian folk song and

its connection with the idiom of Russian professional music.

It must be said that in this respect Soviet musical theorists

have achieved a great deal, not so much in discovering these

characteristics—this was done, to a great extent, long before
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their time—as in systematizing and putting into order informa-

tion which had previously been scattered. A noteworthy exam-

ple is the section on "The Natural Minor Scale in Russian

Song" in the Manual of Harmony by a group of professors at

the Moscow Conservatory.

Possessing fairly extensive physical facilities and having

been left for some time more to its own devices than other

branches of Soviet musicology, the study of folk music a-

chieved quite considerable results during the Second World

War, particularly in collecting and writing down folk songs.

The organization of Soviet folklore studies is concentra-

ted chiefly in the Institutes of Folklore attached to the All-

Union and Republic Academies of Sciences and in the folk-

lore departments of a number of conservatories (e.g., those

of Moscow, Kiev, Kharkov, and Minsk). The most important

work in the study of the theoretical problems of folk music

has been done by a group of collaborators of the folklore de-

partment of the All-Union Academy of Sciences in Leningrad,

particularly Ye. Gippius and Z. Ewald; by K. Kvitka, a mem-

ber of the folklore department of the Moscow Conservatory

who specialized in the study of Ukrainian folklore; by the

Kiev Institute of Folklore (especially Professor Hrinchen-

ko); by the Kiev Conservatory (Beregovski); and by the

Kharkov Conservatory (Steblyanko).

In its study of folk music, however, Soviet musicology

attempts to identify the folk song with the "people's social

consciousness" and to assign to folklore a class function

and a role in "the struggle for building communist society,"

thus reducing popular song to a form of political propaganda.

In this lies the real meaning of the Soviet theoretical study

of folk music and its practical application under the condi-

tions of Soviet reality.

"Soviet Folk Music." If Soviet folk music study has a-

chieved much in the field of writing down and arranging folk
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songs of the past there is no reason to speak of any achieve-

ments in the field of folk music of Soviet origin. On the con-

trary, the alleged revival of oral musical creation in the So-

viet Union is an outright invention by Soviet propaganda.

Whatever has been "created" in this field has nothing in

common with popular art but is the handiwork of Soviet pro-

pagandists from start to finish. The authors of the History of

Russian Music edited by Professor Pekelis are therefore guil-

ty of a flagrant lie when they write,

Along with the intensive dissemination and tremendous

popularity of the urban mass-song, many characteristic

features of ancient Russian song creation have received

new development in the models of Soviet folklore. Heroic

Soviet epic songs have been created on the basis of the

epic traditions of the most distant past—the byliny [epic

narratives], legends and poems about Lenin and Stalin,

about Chapayev and Shchors and about the Chelyuskin

and Papanin.82 There is a genuine epic spirit in the la-

ment for Lenin "All stone-built Moscow was weeping"
by the White Sea folk tale narrator M.S. Kryukova and in

the profoundly expressive lament for Kirov "When I learned

of the death of Sergei Mironych" by the Mordvinian narrator

Ye. P. Krivosheyeva.°3

All of this is an invention, from beginning to end. The

technique of such "popular creation," like that of the "crea-

tions" of the Kazakh akyn [poet and musician] Dzhambul and

of the Daghestan "national bard" Suleiman Stal'ski, is ex-

tremely simple. The secret lies in the resourcefulness of the

government and Party administration, the Composers' and

Writers' Unions and the Central Houses of Amateur Activity,

all of which are generous in providing material encourage-

ment and "consultation help" for the purpose of obtaining

the desired results from the "popular narrators." It is en-

tirely a matter of sleight-of-hand on the part of Soviet propa-

ganda and in no way an expression of the creative initiative

of the author-performer, to say nothing of the people. During

the first years of the Soviet regime, it is true, there was a

broadly developed anti-Soviet and genuinely popular art, but



JOURNALISM AND PUBLISHING 87

this was gradually strangled by harsh repression, like every-

thing else in the Soviet Union which failed to conform to the

Party line.

Thus the Soviet study of folk music, like other fields of

Soviet art, has been transformed into a subordinate medium

of political propaganda. The extensive utilization of folk

music by Soviet composers has led to typical dilettantism

in the place of high professional standards and to the re-

placement of genuine creation by pseudo-folk music. It has

led to the triumph of the aesthetics of "mass art," "art
84

for everyone" and what the Soviets call sctmodeyatel' no st'

.

C. MUSIC JOURNALISM AND PUBLISHING

1. PERIODICALS

Soviet musical journalism, which degenerated into a form

of political propaganda before other branches of musical life

in the Soviet Union, is in general limited to occasional arti-

cles in the general press and in Soviet Art.

It is true that during the mid-thirties a special music news-

paper was published in Moscow, but it naturally did not meet

with support from governmental circles and soon ceased pub-

lication since the Soviet press is not interested in music as

such. For the Soviet leaders music is only a means for poli-

tical propaganda and a special music paper would hardly be

suitable for this purpose.

In the regular provincial press, articles on music are ex-

tremely rare. In the majority of cases such articles, when
they do appear, concern anniversaries of various kinds, parti-

cularly the dates of the birth and death of outstanding compo-

sers of the part—mainly Russian—or reviews of Soviet musical

events such as festivals and competitions which provide a

convenient opportunity for defaming the pre-Soviet system and

praising existing conditions. Such articles are generally writ-

ten according to a more or less standard pattern. If they con-

cern a composer of the past they present him as a zealous
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champion of "popular democratic ideals" and almost as a

champion of Soviet policies.

Occasionally contemporary Soviet composers are favored

by a special article, but in the majority of cases such arti-

cles are not a toast to the composer's health but a requiem.

Such articles ordinarily serve to settle accounts with big and

little "formalists" and "cosmopolitans" after the metropo-

litan newspapers have published one of the Party or govern-

ment decrees on the "current tasks of Soviet music." A curi-

ous tradition has been established: if the guilty person is

Shostakovich or Muradeli (or some other composer), it is con-

sidered essential to discover in one's own town or collective

farm a local Shostakovich or Muradeli and hit him hard, in or-

der to teach all Shostakovichs and Muradelis to mend their

ways.

It would be a task beyond the power of a Soviet critic to

write an article on a living composer concerning whom an

authoritative opinion had not yet been handed down by the

Party. Such a critic would be taking a great risk: what if

some influential person should not like what he had writ-

ten? Still fresh in everyone's mind is the case of the opera

With All One's Heart, when even the committee for awarding

the Stalin Prizes was forced to beat a hasty retreat.

Unlike the articles on music which appear in the provin-

cial papers, which are not obliged to have their own opinion,

the articles in Pravda and Izvestiyd are noteworthy for ex-

pressing the opinion of the Party and the government more

or less at firsthand. These papers print extensive articles

by music critics, musicologists and composers who may be

in close contact with Party circles, articles either inspired

by the Party and which express the views of "authoritative

comrades" or simply articles written on special assignment.

One should give credit to Soviet journalists—they have

learned Aesop's language well. At times it is difficult to

doubt the naturalness of their temperament. With true vir-

tuosity they can write about the "sincerity" and "humanity"
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of the Soviet music trade. And with what hatred and malevolence

they write about everything which is beyond their compre-

hension! Has the history of musical criticism ever known

such a malignant style and such virtuosity of lying, for ex-

ample, as are found in Nest'yev's article on Western compo-

sers entitled "The Dollar Cacophony?' Yet in his arti-

cles in Soviet Music Nest'yev is restrained in his language

and is even capable of subtlety, refinement and thoughtful

generalizations. When he is ordered to do so, however, he

finds strength to overcome his musical tastes and sympa-

thies and his refined language.

But whereas Nest'yev's Izvestiya article, which was un-

doubtedly inspired by high Party circles and which belongs

to the category of anti-American propaganda, nevertheless

refrained from denying Stravinsky's mastery, the articles in

Soviet Art make no pretense of ceremony. With rare exceptions

these articles, prior to Stalin's death, were concerned less

with music than with the shameless glorification of Stalin,

using music merely as the pretext for this purpose.

Here, for instance, is a sample of such "criticism":

The Cantata about Stalin, with text by the Lithuanian

poetess Salomei Neris, was completed by the composer

LA. Tallat-Kelpsha to commemorate the thirtieth anniver-

sary of the Great October Socialist Revolution. Good
technical schooling, which the composer received from

Lyadov (Tallat-Kelpsha graduated from the St. Petersburg
Conservatory) made it possible for him to create a cantata

on a strict academic basis with well-developed contrapun-

tal texture. The cantata is rich in Lithuanian folk song

motifs, on which Tallat-Kelpsha is an expert. Its four move-
ments are devoted to the struggle of the Lithuanian people

for socialism. Its bright, joyful finale resounds with glory

to the people, glory to the great Stalin.

If one suspects that the reference here to Stalin is due

merely to the fact that the article concerns a cantata about

him, it will be instructive to look at an article in the same

issue describing a cantata on Soviet Kazakhstan:
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The cantata Soviet Kazakhstan by Ye. Brusilovski is

written for narrator, soloists, chorus, and symphonic or-

chestra and is devoted to the historic path traversed by

the Kazakh people from the times of their semi-enslave-

ment by tsarist Russia to their powerful rise during our

times. Every episode of the cantata corresponds to a de-

finite historical stage for which the composer has attempted

to find special means of expression. For example, the music

of the first episode which is connected with the gloomy pre-

revolutionary past is built on themes of the Kazakh zara—the

people's wailing and lamentation. In the final, sixth, epi-

sode, devoted to the contemporary postwar upsurge of the

people, the composer brings in two choruses, one of which

sings the hymn of the Kazakh Republic while the other

sings a toast to Comrade Stalin."'

Soviet critics evaluate the phenomena of artistic life not

in accordance with their own judgment but in conformity to

commands from above. In the Soviet Union those who take up

music criticism as an occupation are people having no per-

sonal relation to art and creative work. Their criticism is

based on the servile fear of that totalitarian power which do-

dominates the people's will and feelings.

This characteristic of Soviet music criticism has imposed

its own gray and uninspired tone upon Soviet music journal-

ism—although it is doubtful whether Soviet musical periodical

literature, as such, can be said to exist at all. During recent

years it has been represented by the sole music magazine

published in the Soviet Union, a monthly entitled Soviet Mu-

sic which is the organ of the Union of Soviet Composers. It

is true that before the war almost every "national" union of

Soviet composers published its own Soviet Music (e.g., the

Ukrainian Radyans'ka Muzyka, the Georgian Gruzinskaya

Muzyka, etc.), but these journals were distinguished from one

another only by being published in the native language and by

being more provincial than Soviet Music. None of these periodi-

cals could really be called music periodicals for they were or-

gans of political propaganda using musical facts for purposes

having nothing to do with music.
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Earlier, during the twenties, musical journalism in the

U.S.S.R. was represented by a considerable number of peri-

odical publications: New Music, Music, Musical Culture, Mw
sic and Revolution, Proletarian Musician, Musical Virgin

88
Soil, etc. which reflected the complicated and intense strug-

gle among various creative groups and which were full of preg-

nant and wide-ranging thoughts and discussions. But after the

Central Committee resolution ''On the Reorganization of Art

and Literary Organizations" (1932) the field of musical jour-

nalism was narrowed down to a single magazine, Soviet Music

,

which represents the policy of the authorities in the sphere

of music.

Before the war one could still find in Soviet Music interest-

ing articles by authors who seemed still to be living in the

past or in the distant future; articles which contained some

not yet extinguished gleams of free creative initiative and liv-

ing thought. It was still possible to find interesting material

about the work of Prokof'yev, Myaskovski, Shostakovich, and

other Soviet composers; discursive investigations of questions

of style and form; original and highly technical analyses of

musical compositions; valuable biographical material—but all

this is now only a memory. The spark of living thought be-

comes ever dimmer and in its place there triumphs cold bureau-

cratic propaganda and the political slogans of Party and

government.

The best proof that Soviet Music has ceased to be a jour-

nal of musicology is that during recent years it has simply

ignored music as a subject for research. It would be futile

to look in recent numbers of Soviet Music for even a single

article devoted to specifically musicological problems

(style, mode, harmony, counterpoint, form, means of expres-

sion, etc.). In its analysis of musical compositions it not

only avoids special musical terminology but limits itself

to formulations and generalizations which mean nothing to

a specialist.

Undoubtedly this style of analysis reflects not only an
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attempt to become a publication for the "masses," acces-

sible to the nonprofessional reader, but a desire to saturate

this "accessible" style as much as possible with literary

images which emphasize the political-propagandistic signi-

ficance of the subject matter. This trend in itself cannot be

considered reprehensible, for after all it is a question of

taste and of the aim pursued by the journal; but the question

arises whether Soviet Music is a musicological journal at all

or merely one of the many varieties of Soviet mass-propagan-

da. As an organ of the Composers' Union, i.e., as the organ

of a professional music organization, Soviet Music does not

exist; instead there now exists under its mask a journal for

mass propaganda which aims not at the professional music-

al guidance of its readers but at their political "education."

2. MUSIC PUBLISHING HOUSES

The situation in regard to book publishing was somewhat

better, at least before the war. Even a partial bibliography

of published Soviet works on music would testify to the in-

dustry of Soviet musicologists and the variety of their sub-

jects, even though it is true that the emphasis is primarily

on Russian music of the past. Most of the material is docu-

mentary but it nevertheless represents an important contri-

bution to the history of Russian music.

All pre-Soviet private publishing houses were taken over

by the Soviet regime when it came to power and replaced by

a single centralized publishing organization called Muzgiz

[Muzykal'noye Gosudarstvennoye IzdateV stvo, Music State

Publishing House]. 8" If one takes into consideration the

fact that Muzgiz is the only music publishing house for the

entire Soviet Union^ it is obvious that its output falls far

short of normal requirements. The need for elementary mu-

sic literature in the Soviet Union is so acute that many ed-

ucational institutions and even the Union of Soviet Compo-

sers frequently resort to various kinds of mimeographed
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publications in order to satisfy their needs. This situa-

tion is connected first of all, no doubt, with problems of

financing Muzgiz. The decisive considerations in this mat-

ter are clearly the aims of political propaganda and not the

development of art. The result is that the output of music

literature is limited chiefly to mass agitational propaganda

and the mass-song. From the music of the past Muzgiz prints

mainly the Russian classics, although usually only in con-

nection with various anniversaries. The publication of scores

by contemporary composers is extremely restricted; such

works often have to wait as long as five years for their turn.

As for contemporary Western music it is not published at all.

From time to time the Soviet press finds it necessary to

criticize Muzgiz for its obvious shortcomings. For example,

in a recent article entitled "On the Work of the Music Pub-

lishing House" it was stated:

The entire tendency of the activity of Muzgiz during

the years 1948-1950 has been defined by the resolu-

tions of the Central Committee of the CPSU(b) pertain-

ing to ideological questions, particularly the resolution

on the opera The Great Friendship.

In the plan of Muzgiz publications for 1948 the number

of titles of compositions by Soviet composers was approxi-

mately 74 per cent of the total, in 1949, 64 per cent and in

1950 somewhat higher. Among these must be mentioned in

the first place the compositions dedicated to our great so-

cialist country and to the struggle for peace.... More than

seventy new works, among them fifty-two mass-songs, were

published in celebration of the seventieth birthday of Com-
rade Stalin During 1948-1950 a Songbook containing

seventy compositions was published twice, in an edition

of 200,000 copies; two large collections of war songs and a

collection of revolutionary songs are in preparation.^

It must be said to the credit of the author of this report

that he has not toned down his none too favorable characteri-

zation of these publications. For instance, he reports that



94 SOVIET MUSIC POLICY

sometimes a composer responds to a present-day politi-

cal theme (e.g., the elections or Korea) with mediocre

music and sometimes a poet claims that his rhymed con=

glomeration of words is a valuable creation. It is regrettable

that it is not only Muzgiz that is littered with poetical waste

paper and with "texts" instead of poetry but also the sec-

tion on mass-forms of the Composers' Union, Mosestrad,^

the Radio Committee, and other organizations dealing

with songs.

One could end this review of Soviet music publishing

with this eloquent comment on the activities of Muzgiz,

which strives to fulfill the tasks assigned to it by the

Central Committee by earnestly propagating "musical

waste paper," if it were not necessary to say a few words

about the technical defects of Soviet music publications.

The appearance of such works is frequently impaired by

bad printing, even though the paper used is often excellent.
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PART IV

Soviet Musical Life

A. MUSIC EDUCATION

1. THE MUSIC TRAINING OF CHILDREN

Before they enter school Soviet children as a rule are de-

prived of any contact with music except the musical life of

the street where the decisive formative influence is that of

the propaganda mass-song.

The earliest musical impressions of childhood are usually

those received at home in the family circle. In a typically

Soviet family, however, music has no place. The living folk

songs which before the Revolution were so widely and richly

cultivated in the family, particularly by the women—the holi-

day song-cycles, the wedding cycles which would frequently

go on for weeks, the songs sung by women at their gatherings

during the spinning season, the songs sung at evening parties

of all sorts, and the labor and funeral songs—all this has lost

its meaning completely in the Soviet way of life, both in the

city and in the village. During the late nineteenth century

native instruments were widely used and even the piano had

become fairly common in urban Russian homes. Now, however,

the only thing that represents music in the average Soviet

home is a radio set which brings in the government broadcasts.

Even the fairly numerous radio programs designed especially

for children are distinguished not by their artistic quality but

by an obvious political bias.

In the same way the special children's concerts in the larg-

er cities also serve the aims of political propaganda more fre-

quently than those of art. Moreover, even children of medium

income families are often deprived of the opportunity to at-

tend these concerts for various reasons—because they cannot
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afford the small extra expense for transportation (the concerts

are given free of charge), because they lack decent clothing

or because the parents are tired and prefer to stay home and

rest rather than accompany their children to a concert. An-

other significant factor in the inadequate musical education

of Soviet children is the almost complete absence of record

players in Soviet homes.

When Soviet young people go to school they are subjected

to a strictly organized system in which music serves either

as an aid for physical training in combination with gymnas-

tics or lends its powers of expression to the formation of the

political views desired by the regime.

In the planned curriculum of Soviet schools of general edu-

cation one lesson per week is the time allotted to the study

of music. This is entirely insufficient for the students to de-

velop any significant interest in music, to acquire technical

familiarity with a musical instrument or to learn to sing. The

aim of the program, like that of the state radio broadcasts, is

to impress upon the students the concept of "the class nature

of music" and to instil in them a belief in the superiority of

the Soviet system of life, in accordance with the slogan "We
thank Comrade Stalin for our happy childhood." It is note-

worthy that the faculties of the conservatories where the

specialist teachers of the "musical discipline" are trained

were known until 1940 as "Departments of Social Education"

(Sotsvos), a designation which emphasized the fact that their

real subject was not musical education but rather "social,"

that is, political, education.

The program of this course is based on the system of peri-

odization used in Soviet courses of general history in which

each epoch is characterized not by musical but by socio-poli-

tical and economic factors. Subjects include sight-reading and

writing (notation, basic musical forms and means of expres-

sion) and performance of typical works of the musical litera-

ture of the past and of Soviet music, using piano or vocal pre-

sentation. The program is so much overburdened, however, by
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interspersed lectures accompanying each theme, in which the

emphasis is on politics rather than on music, that the educa-

tional effect of the course in a musical sense is negligible.

At best the students are able to remember a few names of

some of the outstanding composers of the past and some facts

of their biographies. On the other hand they will have learned

a large number of mass-songs about Stalin, "class hatred to-

wards the bourgeois culture of the West," "the Soviet mother-

land," "Soviet patriotism," etc.

Nor is this gloomy picture in any way compensated for by

the general development of musical activity in the schools.

Only rarely do Soviet schools of general education have their

own chorus and even more rarely do they include an orchestra

or a musical group offering students the opportunity to learn

to play an instrument after school. As a rule parents who wish

to give their children at least a nonprofessional music educa-

tion or appreciation of music are obliged to send them after

school to a special music school or studio, of which there are

very few even in the larger cities.

It is extremely probable that this clearly expressed neglect

of musical education in the general schools betrays a tenden-

cy towards the deliberate, conscious suppression of the musi-

cal-aesthetic interests of the child in order to deprive him of

those human traits without which the emotional perception of

life is impossible. Such an educational system achieves its

inevitable result in Soviet life, with its unmistakable neglect

of man's individual, subjective and spiritual nature.

2. SPECIALIZED MUSIC TRAINING

The Soviet system of professional music education is organ-

izationally part of the general system of Soviet education.

Dependingon the level concerned, music education comes un-

der either the Committee for Higher Education or the Ministry

of Education which deals with all questions relating to second-

ary and elementary schools.
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Before World War II the music schools of the Soviet Union

were organized as follows: (a) schools to train professional

misicians offering courses of four and ten years which were

in effect high schools giving either a complete secondary

education or preparatory training for higher schools; (b) vari-

ous kinds of music courses, e.g., evening courses, ''popular

conservatories" and elementary music schools which usual-

ly offered a four-year course for non-professional musicians;

and (c) institutions of higher music education, the conserva-

tories. Prior to the war there were nine conservatories, those

of Moscow, Leningrad, Kiev, Odessa, Kharkov, Sverdlovsk,

Tbilisi, Baku, and Yerevan.

The normal course of study in the conservatories is from

four to five years depending on the subject chosen. Some of

the conservatories have adopted the system of a ten-year

course in which the curriculum of a secondary music school

is combined with that of the general secondary school. This

system, which was first introduced in the conservatories of

Moscow, Leningrad and Kiev and later in those of other cities,

is designed to prepare the student for professional study at

one of the conservatories. A complete professional music ed-

ucation under this plan takes fourteen or fifteen years.

The reason for organizing the ten-year courses was to over-

come the critical condition of music education in the Soviet

Union during the mid-thirties when the decline of general mu-

sical culture had reached such proportions that it was impos-

sible for the conservatories to rely any longer on the recruit-

ment of students from the secondary schools of general edu-

cation. In prerevolutionary Russia the ranks of conservatory

students had constantly been replenished from the excellent

secondary music schools or from the schools of general edu-

cation. Under Soviet conditions, however, training of this

caliber is to be had neither in the secondary schools nor in

the home. In this connection it is significant that there has

been a marked change in the type of students at the higher

music schools. By the 1930's the students in Soviet schools
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were being drawn in the main from social groups, particular-

ly the peasantry and the urban middle class, which had pre-

viously lacked any well-established musical tradition.

It thus became necessary to provide the trained students

to enter the conservatories from among the students of the

conservatories themselves and it was to meet this need that

the ten-year music courses were organized. There is no rea-

son to assume, however, that the crisis has been overcome

during recent years; the discrepancy between the level of

musical culture of the masses and a professional standard

of music training is too great.

Even in the case of the ten-year course, however, an in-

soluble problem arose: how can ten years of study in a music

school provide the student with the preschool training of

which he has been deprived by the conditions of Soviet life,

give him a thorough general education and at the same time

fit him for professional work? Since the problem was insolu-

ble, the authorities began to select for these courses only

highly gifted children, for which reason these schools are

often called "schools for gifted children."

The ten-year courses, however, were not open to all gifted

children but only to those who were "selected." As a rule,

such schools accept only children who are specially selected

from the provinces and who have been brought up in special

boarding schools or who are the children of Soviet officials.

With all their deficiencies, nevertheless, the ten-year

courses from the very beginning of their existence became

the basic source from which the conservatories obtained their

students. The percentage of students entering the conserva-

tories from other institutions, such as the numerous music

schools and studios, is negligible.

Only the three largest conservatories, those of Leningrad,

Moscow and Kiev, offer all the specialized music courses

represented in the Soviet Union. These conservatories in-

clude the following departments: composition; orchestral
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conducting; music history and theory for prospective teach-

ers of these subjects in professional music and musicologi-

cal schools; solo instruments; voice; pedagogy, for teachers

in schools of general education (in the department known un-

til recently as Sotsvos), and teacher training for choral

directors, leaders for orchestras of folk instruments and in-

structors for amateur musicians. The six other conservator-

ies have fewer departments.

Each of the three largest conservatories also offers a three-

year postgraduate course for the training of conservatory teach-

ers. Students for this course are primarily those who have

graduated from the conservatory with distinction but also in-

clude composers, musicologists and performers of outstand-

ing merit.

The curriculum in the conservatories is broken down into

four main subject matter divisions: (a) political-philosophi-

cal subjects, including political economy, dialectical and

historical materialism, history of the Communist Party, and

Marxism-Leninism; (b) humanities, including the history of

art and aesthetics (although this is seldom taught as a special

course, having recently been transformed into a seminar on

Marxism); (c) the special musical disciplines (theory of music,

harmony, counterpoint, form, and instrumentation, together

with "popular art" and "popular polyphony" which were in-

troduced recently); and (d) the history of Russian music

(or the music of the peoples of the U.S.S.R.) and of Western

music. In addition the students prepare individual work on

special subjects.

The number of school hours allotted to each discipline de-

pends on the curriculum for each category of student. For ex-

ample, students of solo instruments receive from forty to sixty

hours in music theory during the ten-month school year, where-

as in the special classes for composers and for history and

theory students, almost twice as many hours are allotted for

this subject. The method of teaching also varies in accord-

ance with the subject of study. Composers and musicologists
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are taught mainly by ear while singers and instrumentalists

are trained by actual performance. For prospective teachers

various courses in teaching methods and practice are added.

One of the indisputable achievements of Soviet music

pedagogy has been the rationalization of school hours.

Deliberately limiting themselves to music of the classic

and romantic traditions and during recent years more

specifically to Russian music of the nineteenth century,

Soviet music teachers have established a number of curri-

cula, particularly for theoretical courses in which the

stress laid upon direct contact with themusic provides a

sound basis for strict and consistent generalization of the

laws of creative evolution. Particularly during the years

just before the war it was possible to eliminate from the

program the formerly compulsory popularized sociological

excursuses which served only political ends and thereby

to bring music theory to some extent back to its proper

subject, music itself. Of course the scope of material for

study in the main was limited to music of the eighteenth

and nineteenth centuries, but nevertheless the students

came into contact not only with old masters such as the

contrapuntal composers of the sixteenth century but also

with contemporary Western music under the guise of "false

examples." Until the end of the 1930's the conservatory

students, especially those who were studying composition

or historical and theoretical subjects, were acquainted

with everything important that was being written by the

outstanding composers of the contemporary West.

It is only in recent years that the curriculum has been

brought completely under political control. At present the

choice of musical examples is limited in the main to Russian

nineteenth century music and contemporary Soviet composi-

tions. In courses in the history of music Marxist-Leninist

dogmas now tend to crowd out the living historical material,

not only imposing on the student false conceptions of his-

torical phenomena but distorting the historical development
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ofmusic as a whole.

It should be noted that the programs of Soviet music

schools are standardized for all educational institutions.

These programs, which are examined yearly at special con-

ferences and which must be approved by the Committee for

Higher Education, are obligatory for all teachers in the So-

viet Union. Thus the teacher's role is limited to that of

transmitting the principles and methods set by the Commit-

tee for Higher Education.

The conservatory curricula serve two entirely distinct

aims: the training on the one hand of highly qualified special-

ists in some field of music, equipped with professional know-

ledge and technical efficiency, and on the other of obedient

proponents of the Soviet art policy and the general policy of

the Party. The second aim is accomplished by means of po-

litical-philosophical courses, particularly the course on the

"History of the Party." Most of the teachers of these courses

are open or secret collaborators (seksoty) of the MVD, who
have the duty of "forming the political consciousness" of

the students and keeping both students and teachers under

surveillance from the point of view of their political reliability.

These MVD collaborators, who in the majority of cases are

persons of exceptional ignorance, have the right to attend

lectures and lessons given by the teachers of special musical

subjects. If they find that any of the teachers or students are

permitting themselves to "take liberties" endangering the

aims of political orthodoxy, a general meeting of teachers and

students is called immediately and a process of "re-education"

begins. For example, in one case a venerable and respected

professor in summarizing the lectures prepared for the use of

his students (the general lack of textbooks often necessita-

tes the use of summaries prepared by the teachers) empha-

sized too clearly the national character of certain composi-

tions by Ukrainian composers. This was interpreted by the

seksot as evidence of "bourgeois nationalism" and since

the professor did not know how to repent, he was dismissed
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from the conservatory. Another case is even more curious:

one of these "inspectors" attended a lecture at the begin-

ning of the school year and found the teacher and students

discussing their summer vacations. As a result the teacher

was accused of "unnecessary personal contact with students

with the aim of distracting them from study and consequently

from the active upbuilding of the country..."!

In addition to the seksoty and the "diamatchiky," as the

teachers of dialectic materialism are nicknamed, other guard-

ians of "Party purity" in the schools include the partorg

(the secretary of the Party organization), the secretary of the

Komsomol group, and, as a rule, the assistant director of the

administrative department. During recent years there has been

a tendency for even conservatory directors themselves to be

Party members. Since the war the number of Party members on

the school staffs has greatly increased. These representatives

of the Party, although many of them have little or nothing in

common with music
t
constitute the "social entity" of the con-

servatories, and it is their activity which is the decisive fac-

tor in determining whether a conservatory is to receive an hon-

orary award or some other material blessing.

Quite different are the teachers of the purely musical sub-

jects in the conservatories. Most of them received their musi-

cal education in the old schools under the earlier system;

many of them were teachers in conservatories in pre-Soviet

times. All of them without exception interpret their loyalty to

the new order as an obligation to fulfill conscientiously the

artistic tasks entrusted to them, and they often strive to ob-

tain from their students a maximum of professional compe-

tence even at the expense of the students' "political train-

ing." This tendency is facilitated by the fact that all special

lessons are given individually. The intimate relationship thus

established between teacher and student frequently develops

into friendship on the basis of a common determination to mas-

ter the material and common professional interests. Naturally

such relationship is conducive to productive school work.
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Thanks to this dissociation of professional interests from po-

litical training, students who graduate from the conservatories

often achieve a high level of technical competence.

Since 1940 tuition in the conservatories, as in other higher

educational institutions, has been paid for by the students.

The number of students has not been significantly diminished,

however, by this circumstance. Used to the hard conditions

of Soviet life the students are satisfied to get along on ex-

tremely little. Although they can hardly make both ends meet

by their casual earnings or by very modest scholarships (a

considerable number of conservatory students are sponsored

by industrial organizations which pay their tuition) and al-

though they frequently lack the bare necessities of life, they

nevertheless heroically avail themselves of the right to study.

In general the students of Soviet conservatories are genuine

"virgin soil." They are either children of the "new Soviet

intelligentsia" which has not yet had sufficient time to over-

come its predominantly peasant tradition or they are the

children of workers or collective farm peasants. Inevitably

they lack both knowledge of life and the culture which is ac-

quired only by generations of effort. Moreover, they are want-

ing in that refinement of musical perception, an essential

prerequisite for music education which must be acquired

very early in life. In its place, however, they possess a

direct living contact with the traditions of peasant folk mu-

sic and, most important of all, a passion for learning and the

cultivation of feeling.

Dedicating themselves to their music education, the over-

whelming majority of these students regard it as a blessing

sent to them by fate. Their contact with the world of music

opens unknown horizons and takes them away from the hard

and unattractive work of a collective farm or Soviet life in

general. Hence with few exceptions they throw themselves

uncompromisingly into the task of learning and punctiliously

execute the tasks entrusted to them. All the more bitter,

therefore, is their disillusionment when they encounter the
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harsh realities of Soviet life after graduation from the con-

servatories. While he is at school a Soviet student is in con-

tact with some form of creative incentive, implanted, it is

true, sometimes by contraband during individual lessons,

and he is tempted by what he can sample of contemporary

Western art. After graduation, however, he is compelled to

become an artisan and a propagandist.

The Soviet press itself bears eloquent witness to this

situation. A number of recent articles in Soviet Music are

concerned with the problem of a fundamental reorganization

of music education. As is customary the authors of these

articles begin by making claims of an exceptional improve-

ment in Soviet music education. At the same time, however,

they cite numerous facts that indicate the existence of a

catastrophic decline in the level of training of professional

musicians.

For example, in an editorial in Soviet Music for August

1950 entitled "Towards a New Improvement in Music Educa-

tion" it is stated:

The Soviet Union is a country of the most advanced mass
music education. The Bolshevik Party and the Soviet govern-

ment attach great importance to the training of Soviet music

cadres. A major role in the fundamental improvement in this

field has been played by the resolution of the Party Central

Committee on the opera The Great Friendship.

In the two-and-a-half years since the publication of this

historic document an important work has been accomplished.

In conservatories and other institutions of music education

the adherents of formalism have been exposed and school

programs which were filled with depraved ideas and which
were methodologically useless have been withdrawn and re-

placed by new, more perfect programs. The repertoire of

student performers has been purged of formalist composi-

tions alien to our people. The subject matter of student

works presented for a higher degree has been changed; they

no longer manifest one-sided enthusiasm for themes of the

remote past; the unworthy servility of the Soviet people to-

wards the bourgeois culture of the West is a thing of the
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past. The leading place in the works presented for the di-

ploma by our students of theory and history is taken by the

study of the Russian classics and contemporary Soviet music,

The educational process of many important subjects has

been reconstructed to a considerable degree. For example,

the teaching of the course on "popular art" has markedly

improved; contemporary choral works which reflect our

heroic socialist reality occupy a significant place in this

important course. Also improved is the course of musical

analysis, and more attention is now given to democratic

forms of music. The selection of students for vocal classes

is more painstaking. The operatic departments of many con-

servatories have broadened their activity, thereby ensuring

the successful training of opera singers. In many respects

the classes for composers have been reorganized—one-sided

enthusiasm for textless forms of instrumental music has been

overcome and the attention of young composers is now turned

towards Soviet subjects, towards forms which are close to

the people. Ideological and political mass-work is now much

better organized. The quality of the work in the departments of

Marxi sm- Leninism has risen and their contact with the special-

ist departments has become closer."

It is obvious that all these "successes" are in reality di-

rected towards a single aim, the transformation of the schools

of music into institutions for training Soviet propagandists.

The time devoted to music is intentionally reduced to the bare

minimum so that it becomes a secondary study limited to the

status of an applied trade. Such a system of education is

bound to produce failures in the professional training of So-

viet musicians like those to which the Soviet press itself

calls attention. Thus the editorial in Soviet Music continues,

Some teachers of composition still think that their task is

merely to teach the future composer certain professional

technical skills, and that education in ideas should be
• • 7

left to teachers of the social sciences.

This, of course, is a deeply mistaken point of view!

A teacher of composition must educate his pupil as a future

Soviet artist—"an engineer of human souls"—and must in-

stil into him clear-cut, lofty ideological and artistic princi-

ples; the whole complex of technical means to be mastered
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by the future composer should be considered as a way to-

wards the most powerful and honest unfolding of new artistic

content, born of socialist reality....

A most important and urgent problem is to improve funda-

mentally the training of singers.... No less important is the

problem of training good orchestra players, especially those

of the wood-wind and brass sections.... The problem of the

curricula and textbooks for theoretical and historical sub-

jects is also not solved.... The correct methodological organ-

ization of teaching specialties (performance, composition and

musicology) is the most important condition for training musi-

cal cadres. However, what we need is not musicians in general

but good Soviet musicians. That is why it is necessary to im-

prove still further the teaching of the leading subject in higher

educational institutions, the fundamentals of Marxism-Leninism.

It is difficult to understand how even a "good Soviet

musician" can be trained under conditions where the lead-

ing subject is a course in the fundamentals of Marxism-

Leninism. Evidently this is also not quite clear to the au-

thor of this article, for he writes,

A serious obstacle to the further improvement of [musicj

education is the great number of subjects. Twenty-four or

twenty-five required subjects plus six or seven specialized

subjects constitute the average full-time program for a con-

servatory student during the school year. The average for

students of singing is as high as forty subjects With

such a load, the conservatory student actually has no free

time to concentrate on his chosen subject (the same is true

even in the preparatory schools). One must not forget that

the preparation of lessons by the student in his special

field — piano, violin, trumpet, etc. — requires many hours

of intensive practice daily. But where can the student find

so much time, if most of it is already scheduled for lectures,

seminars and individual class lessons?

Of great interest in this connection is another article in

Soviet Music entitled "On the Problem of Training Music

Cadres." The article is signed by the Komsomol secretary

of the Gnesin State Musical-Pedagogical Institute in Moscow,

an indication that it has the approval of the Party or the Kom-

somol. It reads in part as follows:



116 SOVIET MUSICAL LIFE

The colossal overloading of the students' program by col-

lective and individual tasks and, consequently, the lack of

time for any independent work whatever, the endless repeti-

tion of subject matter, the complete alienation from work and
individual musical performance—such is the list, though far

from complete, of the basic defects of our system of music
education.

This is true particularly with reference to our higher mu-
sic institutions, the top levels of the excessively long pro-

cess of music education.

On our desk there is a schedule of students' work in one
of the music colleges of the capital.

Here is a list of the required lectures for a theory student

of the second year: Monday, from 1 to 3 P.M., popular art;

3 to 5 P.M., methods of teaching the theory of music; 5 to 7

P.M., seminar on the fundamentals of Marxism-Leninism; 7 to

9 P.M., practice teaching. Tuesday, 9 to 11 A.M., fundamen-

tals of Marxism-Leninism; 11 A.M. to 1 P.M., analysis of mu-

sical forms; 1 to 3 P.M., history of Western European music.

Wednesday, noon to 1 P.M., polyphony; 1 to 3 P.M., foreign

languages; 3 to 6 P.M., history of music. Thursday, 11 A.M.

to 1 P.M., physical culture; 1 to 3 P.M., score reading; 3 to

5 P.M., methodology of teaching the history of music. Friday,

9 to 11 A.M., practical lesson in Russian music; noon to 2

P.M., foreign languages; 2 to 3 P.M., political hour; 4 to 5

P.M., piano lessons. Saturday, 9 to 11 A.M., fundamentals

of Marxism-Leninism; 1 to 3 P.M., history of Western Euro?

pean music; 3 to 5 P.M., polyphony. Total 38 hours—
In addition, in order to ensure his normal development, a

student in one of the instrumental faculties must practice on

his instrument not less than four hours per day, making 24

hours per week.

Moreover students are required to prepare systematically

the lessons for seminars of socio-political subjects and the

history of music, besides working on foreign languages, har-

mony, score reading, and general piano studies.

Even this, however, does not complete the training of a

student of musical culture.

Can one imagine a future worker in the field of art and

ideology without any understanding of painting, architecture,
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drama and cinema, and literature? Nor can we forget social

work, a powerful factor in the students' ideological and po-

litical education. Correctly organized social work develops
a sense of responsibility toward the assigned task and forces

the individual to live the collective life in full measure. Un-
der the existing school curriculum, however, the students

are allotted so little free time that social work has to be

done at the expense either of the student's rest time or

school hours. Frequently the leaders of the Komsomol or

social organizations are confronted with a difficult situation

in distributing social assignments, realizing on the one hand
the necessity for the work and on the other the impossibility

of correctly coordinating it with the educational process.

Social work also requires time. This is a serious question.

It would be difficult to add anything to the author's

conclusion:

We request the comrades of the Committee for Art Affairs to

add up the number of hours and answer this question: What

should be the admissible load for the student, considering that

he, like any other human being, simply must have some time

for relaxation?

It is obvious that under such a heavy schedule there can be

no place for that independent creative work without which the

teaching and education of a professional musician is unthink-

able.

The student is compelled to cut lectures and have recourse

to deceiving his teachers. The knowledge acquired under such
conditions is superficial and flimsy; the students hear little

and are poorly acquainted with music. 12

But is a knowledge of music really necessary for the So-

viet musician who has been so consistently converted by So-

viet art policy into a political agitator and propagandist and

whose activities are limited to the "realistic," "popular"

pseudoculture so energetically propagated by the Party Cen-

tral Committee in its numerous decrees defining the path of

development of Soviet music?

The Soviet music school is degenerating not merely into a

school for propagandists but into a school for political pro-

pagandists rather than music propagandists. Such is the natur-
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al course of its development in a country where music itself

has been converted into a medium of political propaganda for

the "masses" and where every tie joining it to its true char-

acter as a free art has been severed.

B. THE ORGANIZATION OF CONTROL:
THE UNION OF SOVIET COMPOSERS

All musical composition in the Soviet Union is controlled

by the Union of Soviet Composers. Even nonprofessional

composers are subject to its supervision, in the form of a

special section for " consultative help for beginners in com-

position. " The "national" unions of composers, such as

those in the Ukraine, Georgia, Byelorussia, Armenia, and

Azerbaidzhan, are in reality only subsidiaries of the all-

Union body and have no independent power.

The Union's membership includes not only composers but

music theorists, musicologists, journalists, and critics. The

decisive criterion for membership is not ability or experience

but "social purity," i.e., devotion to the Party's policies.

The leading role in the local bodies of the Union, as in all

Soviet organizations and institutions, belongs to the Party

cell and its secretary the partorg, regardless of whether the

cell is made up of composers and musicologists or (as is

usually the case) of persons having little knowledge of mu-

sic but who are in possession of Party membership cards

and who occupy posts in some music institution. This situa-

tion has come about for the simple reason that among genu-

ine composers, performers, musicologists, and teachers, only a

very limited number are Party members, and even among these

only a few are politically active. Before World War II, as a

general rule, no outstanding composers belonged to the Party.

During the postwar years, however, the situation in this re-

spect has apparently altered radically. To belong to the Par-

ty, even if only as a formality, has become a prerequisite not

only for a healthy life but also for the opportunity to engage
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in active work, even among persons well advanced in years.

The work of the Union is concentrated mainly on the allo-

cation of the "creative tasks" which are assigned each year

for compositions on subjects connected with the current po-

litical line. It is of course understood that these composi-

tions must be written in accordance with all the rules of

"socialist realism," that they must have a descriptive pro-

gram and that they mist be adjusted to the level of percep-

tion of the masses. The commissions include not only operas,

symphonies, quartets, and sonatas, but also popular songs

for mass consumption, based preferably on political themes

associated with historical events or current Soviet develop-

ments.

The Union's board of directors is responsible for the care

of the personal needs of members, such as living accomoda-

tions, vacations and medical care, and most important, for

the supervision of their political education by means of as-

semblies, conferences, reviews, lectures, etc. The Union

makes extensive use of "creative conferences" at which

finished or projected works by composer-members are dis-

cussed. These meetings are one of the forms of "creative

control," and although their atmosphere is familiar to mem-

bers of the Union, to an outside observer they would seem to

be entirely unconnected with a normal act of composition. At

such meetings the members discuss the sketches of the first

draft of a new composition or the separate stages of its reali-

zation, if larger musical forms are under consideration. The

composer is forced to answer detailed questions concerning

his compositional plans and to expose his innermost creative

thoughts.

The most characteristic feature of such meetings is the

deadly critical method employed which frequently results

either in the complete destruction of a composer's original

plan or in its transformation into its opposite. Sometimes it

happens that a composer whose work has been criticized at

one of these meetings loses his self-control and makes un-
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wise statements which are later brought to the attention of

the MVD. As a result, the offender may be given the opportu-

nity to apply his creative efforts to the "production of ma-

terial values" in some forced labor camp. The fate of the

Ukrainian choral composer Lebedynets' is instructive in this

connection. Following a critical session of this type he was

sentenced to spend nearly ten years in labor camps. After

he had served his sentence he returned to Kiev just before

the war, where he composed the new Ukrainian national an-

them. Such a case of successful "re-education" is truly re-

markable; not many composers are as lucky as Lebedynets'.

Only an extremely small number of composers, men of the

caliber of Prokof'yev, Myaskovski or Shostakovich, can per-

mit themselves to avoid such "creative criticism." In the

case of such composers the Union so far has not ventured

to employ the same methods it uses with the rank and file.

In general, however, "critical discussions" of the work of

outstanding composers does take place fairly frequently, in

the composers' presence or in their absence—the difference

is immaterial. Often such criticism, which carries the sanc-

tion of the Party, provides an opportunity for a real "class

struggle" by the "composers' proletariat" against the pri-

vileged "masters." Not only among mediocrities of all sorts

but also among the overwhelming majority of representatives

of that grey mass of Soviet composer-propagandists who are

compelled to earn their living by the thankless labor of mu-

sical hack-workers, there exists a real hatred of outstanding

composers, as much for their creative ability as for their

better material position.

There is also a deep mutual dislike between composers

and musicologists in the Soviet Union, particularly those ac-

tive as critics. The composers have nicknamed the musicolo-

gists "music eaters," i.e., persons who earn their living by

"devouring" music.

Even among the masters a feeling of external indifference
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toward one another predominates. Many leading composers,

for example the late Myaskovski and Prokof'yev, prefer to

lead a secluded life, avoiding direct contact with their en-

vironment. Some of these composers have made it clear that

their contact with the Union and the Party is to be exclusive-

ly by means of letters. Whenever their presence is required at

congresses, conferences, anniversaries or "ceremonial meet-

ings," they write letters or reports explaining their inability

to be present personally on account of ill health. In this re-

spect B.V. Asaf'yev's attitude was characteristic. He was a

man who disliked the crowd and who contrived to limit him-

self to letters in reply to inquiries, even those from persons

in responsible Party offices. For example, his report to the

First All-Union Congress of Composers in 1948 was read in

his absence.

Prokof'yev managed to maintain a similar purely epistolary

contact with the musical world. It was useless to expect to

meet him at conferences or gatherings; he was even absent

from the celebration of his own sixtieth birthday held in the

hall of the Moscow Conservatory on April 24, 1952 with typi-

cal Soviet pomp. Such obvious disregard of the Soviet cul-

tural politicians' hospitality, however, turns out well only

for a few people.

The dependence of the Soviet composer's creative exist-

ence upon the arbitrary rule of Party officials creates an at-

mosphere of ill will, jealousy and sycophantism, more or less

openly expressed. Instead of exercising his talents as a crea-

tive artist the composer becomes more and more a mere func-

tionary.

Another adverse factor is the overdeveloped system of

bureaucratic rewards—the honorary titles, the orders and the

monetary prizes. Under such circumstances genuine creative

work becomes more and more difficult and the composer's

activities, to the extent that he resists Party control, take

on semilegal or altogether illegal forms.
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C. LIVING CONDITIONS OF SOVIET COMPOSERS

Soviet composers live under the same conditions as ordina-

ry inhabitants of the Soviet Union. With rare exceptions they

have only a single room for their family, often composing to

the accompaniment of a baby's cries and the smell of burn-

ing food. There are literally no more than ten Soviet compo-

sers whose royalties and whose knowledge of "the ropes"

have secured for them comparative comfort. For example, in

1938 and 1939 gossip among Soviet composers concerned the

almost oriental splendour of the country house of Dunayevski,

the writer of patriotic propaganda songs such as "Broad Is

My Native Land."

Far more typical are the reverse instances such as the case

of the talented Ukrainian composer V. Kosenko which received

wide publicity in 1936. From the day of his arrival in Kiev in

1929 up to his death in 1938, Kosenko, the author of a consid-

erable number of genuinely interesting piano compositions and

larger orchestral works (e.g., his Heroic Overture, Piano Con-

certo and Cello Sonata), and a professor at the Kiev Conserva-

tory, lived with his wife and daughter under truly impossible

conditions, in a single damp room which was hardly large enough

to contain a piano and a couch which doubled as a bed. In ad-

dition the composer was ill, and the dampness of his small

room was a direct contributing cause of his death. What con-

cern this situation caused to "musical society," not only in

Kiev but also in Moscow! Nearly everyone tried to help im-

prove Kosenko' s situation, but all efforts were in vain. Ko-

senko's case even reached the Central Committee's "viceroy"

in the Ukraine, at that time Khrushchov, who came personal-

ly (an unheard-of case) to the composer's home approximately

a month before Kosenko' s death and, handing him with great

solemnity a medal for his "self-denying work in the education

of musical cadres," promised "to concern himself immediate-

ly about a home for Kosenko." But the composer died... with

the medal but without a decent home.
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How many such cases there are. Most terrible, perhaps,

are the housing problems of the Moscow musicians. The

great majority of even outstanding musicians there live

with their families in single rooms where in order to sleep

one must first move the table. For example, one of the

leading professors and department heads at the Moscow

Conservatory lived with his wife and small child under

such conditions.

The problem of living conditions is also connected with

the composer's earnings. The situation is better for those

composers who in addition to their income from creative

work can derive a more or less steady income from teach-

ing or administrative work. Teaching in particular is paid

more satisfactorily than other types of work. Since 1938

a professor at one of the conservatories whose position

has been approved by the Committee for Higher Education

earns from 800 to 1,500 rubles per month depending on the

length of his active service, his academic degree and rank

and the amount of teaching he does. An assistant professor

or an instructor receives correspondingly less. But of

course even such a salary suffices at best to make ends

meet providing one's family does not exceed two or three

persons. Otherwise one has to use one's wits and get out-

side jobs composing, writing articles or doing some other

work.

Considerably worse is the position of those who attempt

to live exclusively on what they earn by their creative

work. A few composers of the caliber of Prokof'yev or

Shostakovich, or such propagandists as Dunayevski, can

count on some income from the "authors' fund," in which

a certain percentage from the proceeds of performances of

their works accumulates. The great mass of composers,

however, are compelled to exist by executing government

commissions for which they receive payments ranging from

50 to 1,500 rubles depending on the type and length of the

work. Such commissions, however, can be obtained at best
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only once or twice a year. Even if one adds to this the pos-

sibility of commissioned work from some other organiza-

tions (the philharmonic organizations, the Houses of Ama-

teur Activity, etc.) and advances from the Union of Com-

posers on account for future work, it is clear that the aver-

age composer lives a miserable existence.

The most reliable and sizeable earnings for Soviet com-

posers come from journalistic work. Authors of newspaper

or magazine articles and books are remunerated quite hand-

somely, thus substantially easing their material situation.
*

It is not by accident that during recent years all Soviet com-

posers, from great to small, have been writing more books

and articles than music.

Like other Soviet citizens the Soviet composer lives within

the intellectual boundaries which the government considers

appropriate for him. In the evenings, as a rule, composers

instead of attending concerts have to sit through dull meet-

ings at the Composer's Union, studying the history of the

Communist Party and the current directives about "recon-

struction on the music front," or performing "self-criticism"

and listening to the "creative help" of some Party hack.

It is not the instability of personal life that most oppresses

the Soviet composer, however, but the system of Soviet life

itself, which has declared war against those moral values

that are the foundations of every genuine culture.

D. MUSIC IN PERFORMANCE

1. RESULTS OF THE SOVIET CONCERT POLICY

Because of the complexity of much contemporary music it

is unusually difficult for the listener to grasp and retain its

form. In general, music, because of its temporal character,

requires repeated impressions and a special effort of the at-

tention. This effort, unlike that required for perception of the

visual arts which are always before our eyes, acts as an ob-

stacle to the inclusion of new sound complexes within the
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circle of those generally accepted. It is mainly for this rea-

son that the* social memory of music is so conservative. By
way of recompense, music which speaks to the intellect and

heart becomes firmly lodged in the creative and perceptive

consciousness and is retained there for generations.

The social conservativeness of musical perception is well

known to performers who, in general, are little inclined to

novelty in the choice of their repertoire. The public likes to

hear what is familiar, and that is only natural, since what is

familiar requires the least effort of comprehension and gives

the most pleasure.

In the Soviet Union those composers who prefer to break

new paths in music encounter nearly insurmountable obsta-

cles in the dissemination of their music, not so much, how-

ever, because of the public's lack of preparation as because

of the Party's "repertoire policy" which establishes fixed

norms for performers. These obstacles leave their mark on

all musical life in the Soviet Union.

Throughout the entire history of music the lack of contact

between composer and listener has been steadily increasing

with every new style. Ever since spontaneous vocal improvi-

sation ceased, this terrible process of the separation of com-

posers from listeners, of creation from perception, has been

under way. It constitutes one of the inner crises that corrode

music.

Nevertheless, the people to whom art is vital and necessary

are never lacking in receptivity to what is new. The assertion

that the social consciousness of the Soviet public is opposed

to the vital creative work of our contemporaries, as represent-

ed by those composers who are stigmatized by Soviet critics

as "formalists," is a lie invented by Zhdanov. There can be

no doubt that the natural conservativeness of the mass audi-

ence could be easily overcome by repeated performances of

new works. This, of course, would require a wise and atten-

tive attitude on the part of Soviet politicians instead of the
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existing unrestrained arrogance towards contemporary com-

posers and music.

There is no question that the classics ought always to be

heard, but unfortunately very few works of this priceless heri-

tage are performed in the Soviet Union, and it almost seems

that performers vie with one another in this deficiency. In re-

lation to the musical heritage the Soviet repertoire policy has

established insurmountable barriers, accepting only that mu-

sic which is connected with epochs of political upheaval

within "bourgeois culture," particularly Beethoven, The Five

and the early Romantics.

The level of performance in the Soviet Union is far from

satisfactory. Particularly bad is the situation with regard to

orchestral conducting. Nearly all those artists who during the

first years of the Soviet regime were outstanding in the field

of conducting have long since left the Soviet Union, while the

situation among the younger generation of Soviet conductors

is truly deplorable. Even the best among them, such as Mrav-

inski and Ivanov, do not recreate the music but simply repro-

duce it mechanically, frequently forgetting that metrical divi-

sions are not traffic signals.

The question of musical performance in the Soviet Union

has other aspects as well. A vital musical work, one that

stimulates its listeners' minds and feelings, arouses contro-

versy and creates a demand for its performance, particularly

by small circles of musical amateurs, either as a whole or in

various transcriptions or arrangements. In this way such a

composition grows into the consciousness of its listeners who

retain in their memory its separate fragments which they sing

and at times even whistle unconsciously or play on any avail-

able instrument. This is true popularity. The characteristic

melodic lines and harmonic progressions of the composition

are caught up and become a kind of stylistic standard, the

obligatory expressive formulas of their time. Thus the en-

lightened listener plays an important role in the comprehen-

sion and dissemination of what is new and vital.
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All this constitutes that "natural selection" of music

which is characteristic of normal conditions of development.

In the Soviet Union, however, the obstacles to such "natural

selection" resulting from the Party's art policy create an

artificial selection of music that has absolutely nothing in

common with the historical logic of development.

Only that music receives wide dissemination which can be

used for political propaganda. This applies first of all, of

course, to the most orthodox forms of Soviet music: the mass-

song, instrumental works with a clearly expressed political

program, operas with Soviet subjects, symphonic composi-

tions written for special occasions and, most of all, compo-

sitions in praise of Stalin and other leaders. Even in the

selection of musical literature from the past the right of per-

formance is given only to those compositions which can be

used for political aims.

Thus the existence of a musical composition in the Soviet

Union is extremely insecure and depends on numerous chances

having nothing to do with questions of music. This is especial-

ly true of the work of those composers who have not yet lost

contact with contemporary Western art; for them life is ex-

tremely difficult.

In regard to the technique of performance Soviet critics

speak of the "individuality of the performer style," a con-

cept associated with vague ideas of "socialist realism."

For example, during the mid-thirties, in connection with the

first concert appearance of the pianist Emil Gilel's (he was

then sixteen or seventeen years of age, one of a group of

Odessa infant prodigies), much was written about the "style

of Soviet performance," and there were even attempts by

various critics to create a special "theory of Soviet per-

formance." These critics considered it necessary for the

Soviet performer to base his performance on Marxism- Lenin-

ism, with its theory of the "objectivity" of art and its re-

jection of everything which in any way deviates from the
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"mass standard," i.e., everything that is individually origi-

nal, lyrical and human. The "objectivity of the machine"

was thus postulated as the performer's ideal.

Later, however, these attempts to replace living perfor-

mance by machine-like objectivity were censured, and out-

standing performers were left to themselves. Another theory

had triumphed, that of the presence in the musical language

of Soviet composers of stirring and meaningful elements

which are accessible to everyone. The task of the performer

was defined as conveying these "stirring and meaningful

elements" to the audience. The critics* reasoning was
simple: aesthetics, they said, in no way excludes the vital

reality and socializing properties of art. Music becomes

vulgar only among people who consciously listen for trivi-

alities or among composers and performers with a naive

faith in inspiration. It is only necessary, therefore, for the

Soviet composers and performers to get rid of sentimental-

ism for the problem to be solved.

The theory sounds simple and even convincing. But the

whole horror of Soviet musical experience is contained in

the fact that sentimentality and naive reliance on inspira-

tion not only did not cease to be significant but became the

basis for creative and performing practice, particularly a-

mong composers of the orthodox group. This, of course, is

the natural result of Zhdanov's demand for "music for the

common man."

The Soviet listener, deprived of variety in musical litera-

ture and obliged to be satisfied with the orthodox music of-

fered him by Soviet performers, naturally manifests a greater

interest in the performer's technique than in the artistic con-

tent of the work being performed. To the Soviet performer the

words of Arthur Honegger are particularly applicable: "A
virtuoso...uses music as a dancer does his rope, ...anxious to

win the applause of the spectators.... Virtuosos are actors

who do not penetrate into the secret of music as an art."

During recent years, Soviet journalism has been filled with
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declarations about the necessity of creating "normal condi-

tions for the work of philharmonic societies" and for "greater

attention to performances by guest artists." Yet the level of

Soviet performing culture remains, as heretofore, far from

what it should be.

2. CONCERTS AND THEATERS

With regard to concert and theater life Soviet propaganda,

with its usual irresponsibility, proclaims that "in our coun-

try thousands of musical professional collective bodies have

been established, palatial new theaters have been erected

and immense concert halls have been built" and that "the

power of Soviet art lies in its indisoluble bond with the

people."17

The truth, however, is far different. The real bond be-

tween music and the people is maintained not merely by

supporting the traditions of vocal music and cultivating

professional composing and performance but by drawing

into the creative life of music ever new groups of listen-

ers, giving them music education and knowledge and com-

municating to them the cultural values of the music of the

past and present by means of an extensive network of con-

cert halls and theaters, radio, record-players, and other

means of disseminating music. It would be highly inaccurate

to think that the construction during the Soviet period of two

or three theaters and a few concert halls or the formation of

five or six new groups of performers were achievements merit-

ing any specially favorable comment.

In the Soviet Union with its two hundred million inhabitants

there are certainly not too many symphony orchestras, opera

houses or musical professional associations, and those which

are functioning, with few exceptions, date from the prerevolu-

tionary period and owe their continued existence merely to

Soviet indulgence. As to Soviet concert life, its development

is not such that one can consider it as being of importance to

the masses on a genuinely popular scale.
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There are only about fifteen major symphony orchestras in

the Soviet Union. The most important of these are the Sym-

phony Orchestra of the U.S.S.R. and the Radio Symphony Or-

chestra in Moscow, the Leningrad Philharmonic Orchestra and

the symphony orchestras of Kiev, Odessa, Sverdlovsk, Baku,

Tbilisi, and Yerevan. Even if one adds the so-called philhar-

monic organizations with their permanent and touring concert

and operatic ensembles the number is still far too small to

provide for any extensive degree of concert activity.

The official line which guides the activities of those in

charge of concert life in the Soviet Union -- mostly Party mem-
bers having little in common with music -- is "the development

and perfection of Soviet art and its safeguarding against conta-

mination by elements of bourgeois decay.' In plain language

this means the inculcation of political propaganda and the era-

dication of every surviving tie to music as a manifestation of

human culture, i.e., the complete subjugation of Soviet con-

cert life to the political aims of communism.

As the result of this policy, programs of symphonic concerts

in the Soviet Union are usually overloaded with works by So-

viet composers, especially those which conform in content to

the requirements of the Party's political line -- all sorts of

"cantatas about Stalin," overtures and symphonies on Soviet

themes, etc. Such works appear with special frequency on the

programs of the annual concerts called "Decades of Soviet

Music" which run sometimes for months during the concert

season.

One finds Soviet critics already referring to a "gold reserve"

of Soviet music which includes such works as Gliere's Con-

certo for Voice and Orchestra, Shostakovich's Fifth Symphony,

Quintet and Song of the Forests, Shaporin's On the Field of

Kulikovo and The Tale of the Battle for the Russian Land,

Khachaturian's Violin Concerto, Tallat-Kelpsha's Cantata

About Stalin, Karayev's symphonic poem Leili and Medzhnun,

Arutunyan's Cantata About the Fatherland, Svechnikov's sym-

phonic poem Shchors, Zhukovs' kyi's Glory to Thee, My Country,



MUSIC IN PERFORMANCE 131

and Muravlyov's Azov Mountain. ^ As works of art these com-

positions are of unequal value and significance but for the

Soviet concert policy their importance lies either in the fact

that, regardless of their importance as works of art, they glo-

rify Stalin or the Soviet regime, or, as in the case of the works

by Shostakovich and Khachaturian which are outstanding by

reason of their musical significance, that they can be used to

demonstrate the alleged advantages of the Soviet system un-

der which they were created.

Besides works by Soviet composers the programs of sym-

phonic concerts regularly include compositions by Russian

classical composers, particularly Tchaikovsky, Borodin,

Musorgsky, Glinka, and Rimsky-Korsakov, and a very small

percentage of works by Western European classic and early

Romantic composers such as Bach, Mozart, Beethoven, Schu-

bert, Schumann, and Berlioz. Completely absent from these

concerts are works by contemporary Western composers which

"reflect the decay of bourgeois culture" and which conse-

quently the Soviet public cannot be permitted to hear.

The technical level of performances by the major Soviet or-

chestras is generally above criticism, but there is much to be

desired in regard to their interpretation. Their deficiency in

this respect is due, in part, to the catastrophic decline in the

art of conducting in the Soviet Union (Mravinski of the Lenin-

grad Philharmonic and Ivanov of the Symphony Orchestra of

the U.S.S.R. in Moscow are the only important conductors a-

mong the younger generation). In part, however, it is due to

the extreme restriction of the repertoire which leads to an

inevitable decline in the art of performance.

3. OPERAS AND OPERETTAS

A closely parallel situation exists in the operatic reper-

toire. The number of opera houses in the Soviet Union is on-

ly slightly larger than the number of symphony orchestras.

They are concentrated mainly in the big cities: Moscow has

the Bol'shoi Theater and its subsidiary the Moscow State Art
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Theater named after Stanislavski and Nemirovich-Danchenko;

in Leningrad there is the Kirov Theater of Opera and Ballet;

and there are opera houses in Kiev, Odessa, Kharkov, Sverd-

lovsk, Dnepropetrovsk, Tbilisi, and Baku. These do not play

a significant role so far as the masses are concerned; they

exist for the entertainment of the Party bureaucracy rather

than for that of the average listener.

Nevertheless there is no doubt that the general public

in the Soviet Union is more interested in opera than in

instrumental music. This is not only because the tradi-

tion of vocal music is more fully developed in Russia

but also, evidently, because the operatic repertoire is fur-

ther removed from Soviet reality than the standard repertoire

of instrumental music, with its predominance of compositions

written on political themes. The opera is perhaps the only

place in the Soviet Union where one can be free of political

propaganda, which is at least one reason why people go to

hear Traviata, Carmen, The Queen of Spades, or some other

grand opera.

In the field of opera, too, however, there is a basic "re-

pertoire policy" aimed at the production of a maximum num-

ber of operas of Soviet origin, including the inevitable politi-

cal propaganda. To strengthen this repertoire the authorities

take extraordinary measures including direct commissions

for operas on Soviet themes from the Committee of Art Affairs,

the directors of che various opera houses and the Union of

Composers. The results of this policy, however, have been

meager. Sometimes these attempts at encouragement end in

catastrophe such as befell the opera With All One' s Heart

for which the composer received a Stalin Prize but which had

to be taken off the boards when it displeased Stalin himself.

Frequently such operas quietly disappear after the first per-

formance, having been found unacceptable both to the public

and to the singers.

It is evidently not easy to adapt opera to the aims of pro-

paganda. The reason for this lies, of course, not in any lack
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of musical ability of the part of Soviet composers to cope with

such tasks, for even such composers as Prokof'yev have tried

their hand at creating Soviet operas, nor in any inability to

guarantee the "Party purity" of such works; the decisive fact-

or in the case is that the public does not want to hear operas

which merely repeat the Party line which has been presented

at countless gatherings and political meetings. Going to the

opera is not an easy undertaking for the average Soviet citi-

zen. It entails considerable material difficulties, and a per-

son who permits himself this luxury wants to hear Carmen or

Aida or some other similar work which will carry him away

into a world far removed from reality, into a world of illusion.

Almost the only Soviet operas which have secured a place

in the repertoire of the Bol'shoi Theater in Moscow (and

consequently in the repertoires of other theaters, since the

Bol'shoi is the acknowledged leader in matters of operatic

orthodoxy) are The Quiet Don by Dzerzhinski, Mother by

Zhelobinski and The Battleship Potyomkin by Chishko. More

or less secure in the operatic repertoire is Abesolom and

Eteri by the classic Georgian composer Paliashvili, a work

composed long before the Soviet era. The basic repertoire of

Soviet opera houses, however, still consists of operas by

Verdi, especially Traviata, Rigoletto, Aida, and Otello;

Puccini's Madame Butterfly and Tosca; Bizet's Carmen;

Tchaikovsky's Yevgeni Onegin and The Queen of Spades;

Borodin's Prince Igor; Musorgsky's Boris and Khovansh china;

Rimsky-Korsakov's Snow Maid and The Golden Cockerel

(Le Coq d'Or); and a few others.

Whereas in Moscow and Leningrad the classical operatic

repertoire is presented on a fairly generous scale, the same

thing cannot be said of the other Soviet opera houses, the

repertoire of which is limited to perhaps a dozen works re-

peated each year. The main reason for this limitation is the

lack of competent operatic singers. The best singers, of

course, are concentrated in the Bol'shoi Theater in Moscow.

The majority of them are artists of pre-Soviet schooling and
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experience, for example, the tenors Kozlovski and Khanayev,

the basses Pirogov, Mikhailov and Reisen, the coloratura-

soprano Barsova, and the sopranos Davidova, Obukhova,

Maksimova, and Kruglikova. The best operatic conductors are

also employed by the Bol'shoi Theater, including Golovanov

and Melik-Pashayev, both members of the older generation,

and Nebol'sin and Kondrashin among the younger conductors.

(The Bol'shoi also has the best Soviet ballerinas—Semyonova,

Ulanova and Lepeshinskaya.)

Another unfavorable factor is the circumstance that the

operatic stage is still occupied by numerous "Honored Art

Workers" and singers who have received some honorary order

but who have long since lost their voice; on the other hand,

members of the new generation of singers, lacking prelimi-

nary music training, general culture and experience, owing to

the lack of vacancies in the opera houses, frequently cannot

make the grade and have to retire from the stage prematurely.

It is a significant fact that during recent years a prominent

place in Soviet musical life has been taken by the operetta.

Soviet critics frequently attack the operetta as an empty form

of amusement, one which by its very nature carries the stamp

of its "bourgeois" origin and which consequently is not

proper entertainment for a "proletariat engaged in the build-

ing of socialism." The critics suggest, therefore, either that

the operetta theaters should be liquidated as being unneces-

sary under Soviet conditions or that their repertoire should be

entirely changed. A critic in Soviet Art declares:

In the Soviet operetta laughter must be raised to the

level of genuine social satire; it must become a weapon
in unmasking the enemies and betrayers of the people—the

aggressors. At the same time laughter in the operetta must

become a means of educating the people, a weapon of criti-

cism and self-criticism, scourging the survivals of the past

in the people's consciousness and in human relationships...

So far operetta composers have failed to produce bitter

social satire. ..21

Nevertheless, from the material point of view operettas
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are flourishing in the Soviet Union. Just as before, the thea-

ters stubbornly retain in their repertoires operettas by Strauss,

Kalman and Lehar, with only slight changes in the texts

to eliminate doubles entendres. The numerous attempts which

have been made to create a Soviet operetta repertoire have

led to no results. At best the plots of comedies are based on

episodes from Soviet life, but musically they are still imita-

tions of the pre-Revolution operettas. Evidently the Soviet

authorities tolerate operetta as a source of income, for after

all money is as necessary as propaganda.

4. THE PHILHARMONIC ORGANIZATIONS

The standard organizations by means of which the Soviet

government provides symphonic, ensemble and solo concerts,

both instrumental and vocal, are the "philharmonic organiza-

tions" (filarmonii). As a rule these organizations exist in all

more or less important towns and include performers of all

kinds: vocalists, instrumentalists, ensembles, orchestras,

and operatic troupes.

Philharmonic concerts are a fairly frequent phenomenon in

the life of the larger cities. The philharmonic organizations

also serve the most remote working and kolkhoz centers.

This is quite natural because these bodies, more perhaps

than any other musical organizations in the Soviet Union, are

first and foremost organs of agitation and propaganda. The
artistic quality of their performances is significant only to

the extent that they must attain a certain technical level in

order to make the desired propaganda effect on their audiences.

The injection of political propaganda into their programs

is a simple and straightforward operation. The Composers'

Union supplies the musical literature, a repertoire suitable

for performance on any occasion, whether it be a slow-down

in some branch of industry, a harvest campaign, the reorgani-

zation of a kolkhoz, anti-American propaganda, or the "strug-

gle for peace" (which in reality means rearmament). Thus
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performers always have at their disposal a repertoire corre-

sponding to the occasion, ready for presentation at a concert

in a "critical" area, including not only an appropriate text

but also a corresponding "artistic" interpretation of the

work to be performed.

A characteristic feature of Soviet concert life which de-

serves mention is the "introductory talk" without which no

concert in the Soviet Union, large or small, would be consid-

ered complete. The ostensible purpose of these lectures,

which are frequently of an hour's duration, is to explain to

the audience the program to be performed. Actually, however,

they are political propaganda pure and simple, imposing

upon the audience a definite political line by means of the

musical program. Each of the philharmonic organizations

has a staff of lecturers who more or less effectively drill

into the listeners' heads the current propaganda line. The

public, however, being aware of these introductory talks,

has adopted the habit of arriving at concerts just at the end

of the talk. This stratagem has its dangers, of course—the

audience is always likely to have to listen to a lecture on

its "irresponsibility."

In the metropolitan cities the philharmonic organiza-

tions maintain special "Universities of Musical Culture,"

groups headed by a lecturer whose talks are in theory de-

signed to educate and broaden the musical horizon of

listeners but which in reality are dissertations of "Party

history." Since the lectures are often followed by good

soloists and even symphonic orchestras, however, they

draw good-sized audiences.

For example, a list of lectures given at the University

of Musical Culture of the M.V. Frunze Central House of

the Soviet Army in Moscow during 1949 included the

following topics: "The formation of the Russian school

of music and its sources," "M.I. Glinka," "A.S. Dargo-

myzhsky," "Musical life in Russia during the 1860's,"

"M.P. Musorgsky," "A.P. Borodin," "N.A. Rimsky-
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Korsakov," "P.I. Tchaikovsky," etc. The content of

another series of lectures is described as follows:

Recent lectures were devoted to Soviet music. The

history of the development of Soviet musical culture

was set forth in the light of the struggle against for-

malism and for a realistic art. The themes of these

lectures were "The basic stages in the development

of Soviet music," "The culture of musical performance

in the Soviet Union," "The new stage of Soviet music,"

and "Soviet military music. "23

If one takes into consideration the fact that these lec-

tures comprise the plan of yearly work at the University

of Musical Culture it is quite clear that the listeners are

kept in almost complete ignorance of music outside the

Soviet Union. Such exclusion of everything which does

not belong directly to Russian classical music or to So-

viet music has become during recent years the standard

basis for the concert and theater life not only in the So-

viet Union but also in the "People's Democracies." In

this connection Soviet Music reports the following charac-

teristic development:

In accordance with the decision of the Committee for

Matters of Science, the Arts and Culture under the Coun-

cil of Ministds of the Bulgarian People's Republic,

the Board of Directors of Musical Creation and Performing

Art has organized 120 concerts for workers and youths in

honour of J.V. Stalin. 4

One hundred and twenty concerts! Probably they filled

the entire yearly quota of the concert organization in

Bulgaria!

5. CONCERTS BY PRIZE-WINNING SOLOISTS

Special consideration must be given to the concerts of

those soloists who have earned the designation "laureate."

These are musicians who have received Stalin Prizes or

who have won prizes at the competitions organized by the

Committee for Art Affairs for conservatory graduates or in
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the all-Union and international competitions, particularly

those of Warsaw and Brussels.

The reason for the participation of Soviet musicians in

the international competitions is not so much the encourage-

ment of pure art as the satisfaction of nonmusical, political

aims. Soviet participation is intended to serve as a demonstra-

tion, particularly for foreign public opinion, of the "abund-

ance" of the Soviet Union's "prosperous life" and of the

"advantages of the Soviet system over capitalism," Then

too, the competitions are one of the methods used to edu-

cate loyal and obedient cadres of propagandists. Finally

they are a means for glorifying the leaders' "kindness"

and "solicitude for art." It is not for nothing that these com-

petitions usually end with a reception at the Kremlin which

is designed to spread among the broad masses the myth of

the Party leaders' humanity.

The prize winners include some excellent musicians, such

as the pianists Mikhnovski, Gilel's, Oborin, Fliyer, Zak, and

Ginzburg, the violinist Oistrakh and the coloratura soprano

Pantofel'—Nesnetskaya.

It may be asked how it is possible that, notwithstanding

the catastrophic general decline of musical culture in the

Soviet Union, Soviet performers at international competitions

frequently turn out to be the victors. This problem appears

particularly difficult to solve to non-Soviet musicians who,

unfortunately, often accept the evidence of the competitions

as proof of the alleged advantages of the system of organi-

zation of Soviet musical life.

There are two factors to be considered in reaching a cor-

rect solution of this problem. First, it is a fact that not

every child prodigy develops into a great artist. The majority

of Soviet performers who have taken part in international

competitions have been too young to make it possible for

anyone to guarantee that their future will be brilliant.

Second, the secret of the "mass talent" of youthful per-

formers in the Soviet Union is not the alleged superiority
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of Soviet art policy but the careful selection and training

of promising students by Soviet teachers. As in every large

country, there are in the Soviet Union inexhaustible resour-

ces of gifted children, and the whole secret lies in their

selection and training. This selection and training is greatly

facilitated by the Soviet system of values, which leads to an

exaggerated passion to "be better than others," an aspira-

tion which is encouraged by the government and by enthusi-

astic teachers (whose enthusiasm, incidentally, is not quite

disinterested, since a teacher of talented pupils may expect

material and other rewards). The government has established

special groups of gifted children in almost every large conser-

vatory and has guaranteed their material security. The teach-

ers often donate their time to finding and training such child-

ren, while the parents are not only proud that so much care

and attention should be given their children but also derive

a monetary profit from the situation.

Particularly wide acclaim as one of the most zealous en-

thusiasts in discovering talented children was won by a cer-

tain Stolyarski, formerly an obscure violin teacher in Odessa,

but a man who has taught almost all the contemporary Mos-

cow violinists, including the famous David Oistrakh. Many

curious and even malicious stories are told about Stolyarski,

all of which, however, no matter how fantastic, reflect his

exceptional ability to discover talented children and the un-

usual care he took with their training. It is rumored, for ex-

ample that he used to walk through Odessa, in particular

all formerly Jewish settlements, in search of talented young-

sters. When he found what he was looking for, he would de-

vote himself completely to the training of his protege.

Whatever his training methods may have been—and there are

reports that they involved great severity— the results spoke

for themselves. Under his care were trained the best of the

contemporary Soviet violinists. In recompense for his

achievements he not only received various orders but even

had built for him a school in Odessa bearing his name.
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The music schools for gifted children which were organized

in Moscow, Leningrad and Kiev during the thirties, and in

which talented children from all over the Soviet Union were

gradually concentrated, became in reality "workshops" for

turning out prize winners. In any case, there is no reason to

exaggerate the results attained by these schools. Endowed

as they are with almost unlimited material support, having

the opportunity and ability to search and select the best

from the whole country, their output of soloists is still so

inadequate tnat the Soviet press regularly complains of the

absence of an adequate number of performers and of the

mediocre quality of those who are available.

Subjectively, each of the more important Soviet soloists

undoubtedly possesses all the qualifications for attaining

the level of mastery, but objectively the system of Soviet

life under which they live, with its repressive control of

all aspects of art in the interests of Party propaganda,

hardly assists tneir development. Cut off as they are from

a genuine standard of mastery which requires the contact

with international culture for its development, Soviet solo-

ists inevitably lower their artistic level. There is no doubt

that among them there are still some who maintain genuine

mastery and who are inspired by the spiritual beauty of the

music they perform. But this is not enough to make up for

the lack of a vital cultural tradition.

In the Soviet Union everything from the past, the culture

and heritage of centuries which was passed on rrom genera-

tion to generation, has lost its meaning, and the new genera-

tion of Soviet performers who come mainly from the classes

which previously had little connection with this historic suc-

cession of musical perception is now faced by the problem

of making up for what has been lost.

6. MUSIC ON THE RADIO, IN THE FACTORIES AND ON
THE COLLECTIVE FARMS

Everyone is familiar with the importance of radio broad-
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casts in contemporary life. Perhaps the Communists under-

stand this better than anyone else. That is why radio broad-

casting in the Soviet Union allots to music such an important

place in its programs.

The overwhelming majority of Soviet subscribers to radio

sets use the "radio-points" which are capable of receiving

only transmissions from the state broadcasting centers.

Foreign broadcasts can be heard only by that very limited

number of Soviet citizens who have short-wave sets. More-

over, those who possess such radio sets risk exposing them-

selves to great danger since listening to foreign broadcasts

is regarded as politically suspect. In any case there exists

a well organized system of jamming foreign broadcasts.

Soviet music broadcasts are divided into those intended

for the foreign listener and those for internal consumption.

In the case of the former the broadcasts aim at impressing

the listener with the "high level of Soviet musical culture,"

its "progressiveness" and its "independence." The listener

is expected to admire the breadth and variety and even the

taste of the programs broadcast. He hears classical works,

romantic music by such composers as Richard Strauss and

Mahler, music by the older composers and even by the Nether-

lands polyphonists, and, of course, works by Shostakovich,

Prokof'yev and Khachaturian. Hearing these programs, one

would never suspect that Soviet art policy has any political

bias or any tendency to interfere in the free development

of musical life. One hears excellent performers; one can

even admire the recording technique unless, of course, one

realizes that most of the records were made in America.

Quite different is the impression made by transmissions

broadcast for internal Soviet consumption. From children's

programs to the "academic concerts," there is not a single

broadcast without propaganda, not one that does not suggest

to the listener "confidence in the world triumph of Commun-
ism," not one which does not call for "vigilance." Every

broadcast defames whatever does not come from the Soviet
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Union and ceaselessly repeats that "the golden age is here,

all around us, achieved for the good of all mankind by the

will and care of our great Leader." Marches, mass-songs,

choral works, oratorios,
1

" cantatas, overtures, symphonies—all

proclaim the "joy" and "power" of the Soviet Union. Be-

fore the concert, before and after each piece and at the

conclusion of the concert there are words and yet more

words—oceans of words, in the midst of which is lost not

only the music of Dunayevski but that of Beethoven as well!

Even more terrible in its one-sidedness and political ten-

dentiousness is the organized amateur musical activity of

the Soviet industrial and collective farm workers. In the

democratic countries of the West every genuine music-lover

in his spare time enjoys listening to musical radio programs

or to a record-player, going to a theater or visiting his friends

for an evening of music at home. In the Soviet Union, how-

ever, such amateur music-making, the most intimate of man's

musical necessities, is made to serve political ends.

For this purpose the social and cultural "organizations

for enlightenment" (which like everything else in the Soviet

Union are controlled by the Party and government) arrange

various musical groups and choruses in which the people's

love for music is used as the means by which Soviet music

with its political texts is drummed into the heads of the

members. Thus are created the countless amateur groups

among collective farm and industrial workers, students and

army men. Their activity, however, has nothing in common

with musical self-expression but is a purely political activi-

ty directed by Party functionaries. Many of these groups

have fairly good orchestras, choruses and even operatic

studios. While the members are working out some problem of

instrumental technique, however, their minds are being

filled with communist phraseology, accustoming them to

life outside the family and instilling in them the fundamen-

tals of communist morals and ethics. The political importance

attached by the Party to such musical activity is indi-
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cated by the fact that there exists a widely developed net-

work of "Houses of Amateur Activity," extending from the

villages up through the regions, provinces and republics, to

the "Central House of Amateur Activity." It is the function

of these bodies to organize and direct all "amateur activity."

Numerous contests, parades, theatrical productions, and

concerts by amateur performers throughout the Soviet Union

draw the great mass of young people into this system for

political indoctrination.

In connection with Soviet amateur musical life, an impor-

tant question of principle in regard to musical culture has

arisen which has been widely debated in the Soviet press

during recent years: the question of the elimination of the

boundary line between professional music and the people's

amateur musical activity.

Without going into an examination of this question, and

particularly without considering its "solution" by Soviet

musicologists, it can be affirmed that in actual practice the

boundary line between professional and amateur musical

activity in the Soviet Union is really becoming obliterated.

Soviet composers now strive to write like those who are

musically uneducated but who are the creators of "oral"

music. Whether this is a worthy attainment, as many Soviet

theorists would argue, we will permit them to judge. For our

part we are inclined to think that "professional" and "oral"

music are two different fields and that the question of oblit-

erating the distinction between them could only be raised

where music has been transformed into a means for aims

not its own.

7. PRODUCTION OF MUSICAL INSTRUMENTS

The situation with regard to the production of musical

instruments in the Soviet Union is truly catastrophic. There

are so few Soviet factories which produce musical instru-

ments that their role in replenishing the shortage in this
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field is insignificant. As to the quality of the Soviet-manu-

factured instruments one can only say that it is below any

standard. No good musician can use these instruments. It

is significant that not one of the conservatories uses them,

preferring to acquire instruments which may be older but on

which it is at least possible to play. Instruments for con-

cert use, particularly in the major music centers, as a rule

are of foreign make acquired recently.

To purchase even old instruments, however, is a difficult

problem. It frequently happens that not only music students

but teachers at the conservatories as well, especially those

of the younger generation, are compelled to get along with-

out instruments. Consequently conservatory students have to

use instruments either belonging to the conservatory or to the

student hostels, arranging among themselves the hours for

practicing.

Even the Soviet press clamours for an improvement in the

musical industry but the situation remains as bad as ever.

In the July 1949 issue of Soviet Music, for example, a re-

port was published concerning a conference of active work-

ers of the musical industry in the R.S.F.S.R. which stated:

In absolute figures, production during 1948 was as follows:

small pianos, 4,738; plucked instruments, 478,982; harmon-

icas, bayans La kind of accordionj and accordions, 52,782;

string instruments, 11,011; Young Pioneer bugles, 24,116

Unfortunately our keyboard instruments industry still

lags behind in the production of grand pianos, for which

there is an acute need among institutions of music educa-

tion and qualified specialists. The manufacture of twelve

grand pianos per year is an absolutely insignificant figure

and cannot satisfy the need even to a small degree. 25

Such is the truth about "music for the people." It is fre-

quently impossible for a pianist to play in a workers' club,

even in large cities; either there is no instrument at all or

if there is one it is in such poor condition that it is simply

impossible to play on it. In such cases the singers use an

accordion for their accompaniment or bring a piano with them.
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The shortage of instruments in the Soviet Union has given

rise to a widespread practice of using special "concert trucks"

in which a piano has been installed so that the artist can

travel with it to the most remote parts of the country, thereby

avoiding the danger of finding himself without the piano

needed for his recital or concert. In the Soviet Union this is

called "disseminating music among the broad masses of the

people." And with justice, for without such "dissemination"

it is doubtful whether the collective farms situated at a dis-

tance from the cities would ever have an opportunity to see

a piano.

It is true that from time to time one finds statements in

the Soviet press such as the following:

A special commission of musicians and musicologists has

examined a concert grand piano manufactured by the Tallin

factory '"Estonia"; this instrument, in the opinion of the

experts, is of a quality equal to that of a Stradivarius

violin. 26

Perhaps one piano of this quality was produced, but it is

far more likely that this report is simply part of the standard

propaganda about the "achievements" of the Soviet musical

industry. The proof of this contention is the fact that up to

the present in the concert halls of Moscow, Leningrad and

Kiev, the instruments used are either of foreign make, mainly

American, or are relics of the past.
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PART V

Creative Work and Performance

A. HISTORICAL DEVELOPMENT

1. THE DEVELOPMENT OF PARTY CONTROLS

During the 1920' s a bitter struggle was going on between

Russian creative thought, which was then reviving after

many years of quiescence (the years of the First World War,

of the Revolution and of the period of "war communism")

and the art policy of the Soviet power which was attempting

to impose on art the aims and methods of a "proletarian"

culture which was gradually coming into existence.

The major protagonists in this struggle were first, the

Association of Contemporary Music (ASM) 1 in which all

active composers were united and which aimed at the preser-

vation of the national artistic heritage and at the inclusion

of Russian music in the sphere of contemporary European

creative aims and problems; and second, the Russian Asso-
2

ciation of Proletarian Musicians (RAPM), an organization

directly inspired by the Propaganda Section of the Central

Committee of the Communist Party with the aim of disrupt-

ing the activity of ASM, "kindling the class struggle on the

music front," and disseminating the concept of "proletarian

music." RAPM'S membership consisted chiefly of Komso-

mol members at the Moscow Conservatory.

A minor role in the struggle was played by the Association

of Revolutionary Composers and Musical Performers (ORKIMD),

which had originated as the result of attempts by several mu-

sicians to find a basis for compromise between the two major

antagonists, ASM and RAPM.
Each of these associations had its own magazine. ASM

originally published Contemporary Music, later Towards New
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Shores and Musical Culture. RAPM published Musical Virgin

Soil and later The Proletarian Musician. ORKIMD published17-4
Music ana Revolution.

Those were years, particularly for ASM, of seeking new
ways, years of an unceasing effort to make up for lost time.

Every activity of ASM was directed towards creating an oppor-

tunity to establish points of contact with the contemporary

Western European musical public, towards educating new

national creative forces that would be able to carry on the

further development of music which had been interrupted by

the war and revolution, and towards achieving the goal of a

world culture. It was the time of Lenin's New Economic

Policy, a tactical retreat along certain sectors by the Soviet

Power; years when Stalin's terror with its purges and con-

centration camps was still unknown; years when people

could breathe a little more easily, cherishing illusions of

the improvement of the Soviet regime.

There was an unusually keen interest in everything new

which was thought or felt throughout the world. The new
books, articles, motion pictures, and musical works that

were brought into Soviet Russia at that time were accepted as pro-

phetic revelations. Concert and theater activities were particu-

larly stimulated and there were entire series of concerts by out-

standing foreign composers, conductors and soloists. This

activity was promoted by the Soviet authorities since the

New Economic Policy aimed among other things at obtaining

material resources for maintaining the existence of the So-

viet regime as well as moral support from abroad.

During those years the musical circles of Petrograd (re-

named Leningrad in 1924) had the opportunity of hearing more

new music than ever before. Everything written by Stravinsky

up to that time was performed: Petrushka, The Rites of Spring,

Les Noces, Symphony for Wind Instruments, and Oedipus Rex.

Performances were given by Bela Bartok of his own works;

by Hindemith (there were repeated performances by the Amar-

Hindemith quartet with the composer's participation); and by
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contemporary French composers, particularly "The Six.'

The Leningrad public had an opportunity to form the acquain-

tance of Bruckner, Mahler and Strauss (Der Rosenkavalier

and Salome were performed during several seasons at the for-

mer Maryinski Theater); of Schreker, whose Distant Sound

was performed at the same theater; of Schoenberg (the Gurre-

Lieder, Five Orchestral Pieces, the Chamber Symphony, and

Pelleas); and of Krenek (Jonny spielt auf and The Jump

were both performed at the former Mikhailovski Theater.)

The Leningrad public was deeply shaken by Alban Berg's

opera Wozzek which became one of the most popular presen-

tations at the former Maryinski Theater. It is simply not

possible to enumerate here all the works which were pre-

sented during those years. It was truly an invasion by con-

temporary music.

Russian musicians at that time stood at the crossroads. In

their search for new ideals, foreign musical theories and au-

thorities were unhesitatingly placed above the native ones;

the Russian composers' disappointment in the Revolution led

them to look abroad in search for a force to unify the world's

culture and reconcile East and West.

Those years of comparative freedom made an indelible im-

pression upon many Soviet composers, particularly on Shosta-

kovich and his generation, whose later years only served to

develop and perfect the inner experience acquired during the

twenties.

The comparatively free development of Soviet music during

the first phase of the Soviet regime was brought to an abrupt

halt in 1932^ with the publication of the Communist Party Cen-

tral Committee's decree "On the Reorganization of Art and

Literary Associations." Although the primary emphasis of

this decree was on literature and art, the policy of increased

Party control of the arts which it represented was applied to

music as well. Both ASM and RAPM were abolished and their

place was taken by a new body, the Union of Soviet Com-

posers, which was completely under Party control. The earlier
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profusion of music journals gave way to a single publication,

Soviet Music, the organ of the Union. Extensive personnel

changes took place throughout the Soviet Union in the con-

servatories and musicological institutions.

It took some time, however, for Soviet composers to realize

that they were no longer free to write music as they wished,

without regard to the Party line. This was particularly true of

such a composer as Shostakovich, who found it hard to forget

the relative freedom of the twenties and whose style was

closely related to that of contemporary Western composers. It

was necessary for the Party bureaucrats to discipline Shosta-

kovich not once but repeatedly and through him the Soviet

composers who followed his example. In 1936 Pravda censur-

ed the "formalist" trend of his ballets The Golden Age and

The Limpid Stream and his extremely interesting opera Lady

Macbeth of Mtsensk, in which he had yielded to the desire

to follow out a development influenced by the German ex-

pressionists.

During World War II the Soviet power had its hands full with

problems directly related to the war, and Soviet composers

were granted a temporary respite from the more extreme forms

of political control. As soon as the war was over, however,

and the Party had had time to put its house in order, controls

were tightened once more.

The process of re-establishing Party control of the arts

after the war began in 1946 in the field of literature. The

musicians' turn came in 1948 with the publication of the Cen-

tral Committee's decree on Muradeli's opera The Great

Friendship.

2. THE ATTACK ON "FORMALISM" AND "COSMOPOLITANISM"

At the First All-Union Congress of Soviet Composers which

took place in 1948, the Secretary General of the Union of

Soviet Composers, Tikhon Khrennikov, stated that

the entire thirty year history of Soviet musical art represents

an intense and contradictory [ sic J process, the leading tendency
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of which is the establishment of popular and realistic bases and

the struggle against the pernicious, poisonous influences of

formalism.

By the "pernicious influences of formalism" Soviet music

critics mean the contact of Soviet music with Western musical

culture, i.e., its contact with free creative initiative, while by

"popular and realistic bases" they have in mind the forms of

"socialist realism" approved and dictated by the Party.

Even a cursory examination of the creative work of Soviet

composers will show that the creative development of Soviet

music has indeed been "intense and contradictory." Careful

study of the situation, however, fails to disclose any basis

for speaking of a uniform tendency toward the establishment

of "popular and realistic bases." It is easier to observe the

opposite tendency, i.e., an inherent aspiration for freedom of

creative development and for the establishment of contact with

contemporary Western composers.

It is mainly due to this fact that in the Soviet Union there

exist two directly opposite creative purposes. This situation

was acknowledged by all the speakers at the First Ail-Union

Congress of Soviet Composers, particularly by Zhdanov him-

self who at the conference of musicians held prior to the

Congress said,

One trend represents the healthy progressive principle in Soviet

music based on the recognition of the enormous role played by

our classical heritage and particularly by the traditions of the

Russian musical school; [the principle based] on a combina-

tion of high ideals \_ideinost'} with rich content—its truthfulness

and realism, its deep, organic link with the people, with their

instrumental and vocal creative work, combined with high pro-

fessional mastery. The other trend represents a formalism

which is alien to Soviet art, the rejection of classical tradition

under the banner of dubious innovations, the rejection of the

popular character \_narodnost'\ of music and of service to the

people, in order to satisfy the especially individualistic
• * ft

theories of a small clique of select aesthetes.

One could not but agree with this classification if the

Soviet orthodox critics, and particularly Zhdanov, did not
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operate on the principle that black is white and white is

black. How otherwise can it be explained that under the

category of the "healthy, progressive principle*' were in-

cluded chiefly mediocre orthodox composers who flood the

Soviet musical world with propaganda mass- songs, while

under the category of "formalists" who are allegedly alien

to Soviet art were included such outstanding masters as

Myaskovski, Prokof'yev, Shostakovich, and Khachaturian ?

Is it not clear that the creative works of the latter group,

works which always leave an impression of independent,

inexhaustible inventiveness, represent the genuine progres-

sive principle of contemporary Soviet music? Are the works

of these men not based on the "recognition of the classical

heritage and particularly of the traditions of the Russian

musical school?" Are "high ideals and rich content" not

combined with "professional mastery" in their works and,

consequently, is their music not "genuine," not realistic,

not of the people? But, on the other hand, those plodding,

nameless journeymen of musical orthodoxy who have be-

come mere functionaries of political propaganda—are they

not in reality "formalists" in the true meaning of the term

who base their work on a fabricated myth about the "golden

age?" Is it not rather they who have refused to "serve the

people" "in order to satisfy the individualist theories of a

small clique"—not, it is true, of "select aesthetes"—but of

Kremlin politicians?

Besides these two sharply contradictory and hostile trends

of Soviet music there exists a third trend characteristic of a

fairly numerous and influential group of composers, the eclec-

tics, whose work is characterized by a clearly expressed ten-

dency towards traditionalism.

In short, when we attempt to classify the work of Soviet

composers we come to the conclusion that in the SovietUnion,

as elsewhere, there are composers who are ahead of their

times, composers who lag behind and composers who stand

"outside of time," i.e., the eclectics. Despite all the efforts
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by Soviet ideologists to impose uniformity upon musical

creative work at all costs, they have not been successful

and cannot be, so long as music remains a creative activity

and not a means to an end which has nothing in common with

art.

Nevertheless, the process of smothering creative freedom

in the Soviet Union has gone so far that there is now reason

to assume the presence of certain general characteristics in

Soviet music which result from the efforts of the Party and the

government to "reconstruct" the nature of music.

In this connection it is a question first of all of the contact

of Soviet music with the traditions of Russian music and its

interaction with the contemporary musical culture of the West.

There is absolutely no reason to suppose that as the result

of the modernist revolt against the classical-romantic tradi-

tion, the music of the past, even of the fairly remote past, has

lost its role as a vital source of influence on the musical

public generally as well as on contemporary creative work.

Especially under the conditions of Soviet life, with its artifi-

cial propagandistic call for a return to the "psychological

realism" of The Five, the music of the classical -romantic

tradition is still very much alive, forming the basis of much

of contemporary Soviet musical thought and fertilizing the

composer's creative concepts with its life-sustaining current.

As to the contact of Soviet music with that of the West,

the Party aestheticians, who consider music only in relation

to their political aims, regard all contemporary Western mu-

sic and the entire history of modernism since the end of the

nineteenth century as nothing but "dark reaction," "extreme

subjectivism," "obscurantism," "insanity," etc. In Soviet

aesthetics "decadence" and "modernism" are identical con-

cepts, the reason being that a scapegoat is needed for the

struggle against every manifestation of creative freedom.

It is a curious fact that Soviet music critics in their efforts

to discredit contemporary Western music fall back on anti-

quated arguments which they were using thirty years ago.
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For instance in a report presented at the First All-Union

Congress of Soviet Composers it is claimed that

the philosophy and aesthetics of contemporary bourgeois

society are permeated with the most gloomy pessimism.
The ideologists of that society appeal in mortal fear to

moribund doctrines and to Hartmann, Oswald Spengler, Berg-

son, and Nietzsche. They search for peace of mind in the

dusk of the Freudian theory of the subconscious, in the

senseless mysticism of Swedenborg, etc.9

Making no attempt whatsoever to differentiate the phenomena

of contemporary western music nor to define the essence of

their own music, the Soviet propagandists lump everything

together in a breathless attempt to convince (whom?—perhaps
themselves) that

the musical activity of West European and American modern-

ists has resulted in the disintegration of harmony and the

logic of tonality and in the death of melody. The creative

work of all these composers [Messiaen, Menotti, Britten,

etc.] is imbued with the spirit of extreme subjectivism,

mysticism, obscurantism and revolting insanity.

Eut what has all this in common with the real state of

affairs? Not that the Soviet propagandists have any real in-

terest in the actual state of Western music. To them the im-

portant thing is to defame, with the aid of such phraseology,

the social and political system of the democracies and their

inner spiritual resources that provide opportunities for the

full freedom of creative manifestation to every artistic ten-

dency, no matter how extreme. Hence the Soviet propagand-

ists' consistency in smothering every manifestation of even

relative creative freedom. Such persecution could not but set

its mark upon Soviet music.

Each year the boundaries of Soviet music's freedom of

creative expression are being still further narrowed. Even the

work of such remarkable composers as Prokof'yev, Shostako-

vich and Khachaturian tends to become more colorless and un-

inspired, while the younger generation of Soviet composers

frequently cannot even imagine the possibility of other con-

ditions for composition.
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The themes and subjects of creative work are becoming in-

creasingly standardized in conformity with current propaganda

slogans; the limits of form are being narrowed with an empha-

sis on the vocal genres—operas, cantatas and songs—and on

program music; and the means of expression are becoming

more inflexible, repeating outworn formulas.

The struggle of Soviet art policy against "formalism,"

however, is only one aspect of the enslavement of Soviet mu-

sic in the name of "socialist realism." A closely related

phenomenon is the struggle against "cosmopolitanism." In

this connection the fundamental characteristic of Soviet or-

thodoxy is the absurdity of its claim to nationalism. If there

were really a sound basis for the struggle against "cosmopoli-

tanism" in creative art, could it be in reality anything but an

effort by the artist to experience and express life in all its

aspects? The system of Soviet life, however, does not permit

such an effort. The totalitarian law-givers dare not allow the

artist to touch on any subject other than those prescribed by

the state. It is precisely here that one finds the tragic delu-

sion of the Soviet ideologists (although perhaps it should be

called not a delusion but a categorical imperative, one which

has produced the agonizing crisis of Russian music). Forced

to accept a synthetic myth about the "golden age of commu-

nism," having become in all literalness "homeless cosmo-

politans," Soviet composers have lost, as have the Soviet

people as a whole, their sense of psychological stability.

Soviet composers, like Soviet citizens in general, are trained

to ignore the present day in order to project their thought into

the "communist future." Hence the characteristic "futurism"

of Soviet art, the symptomatic phenomenon which accompanies

the basic disease of Soviet life and art, the doctrine of

materialism.

Thus the development of Soviet music has been deter-

mined not by those factors which directly affect music as

a creative activity but by the "current tasks" imposed by

Soviet propaganda policies. The development of Soviet
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music is not an expression of the creative interests of So-

viet composers but is the unambiguous manifestation of a

policy of oppression of the individual will which underlies

the whole program of "building communism in the Soviet

Union." It is therefore only natural that there should exist

a hidden opposition to this oppression which is manifested

both in the creative work of certain Soviet composers and

in the "creative neutrality" characteristic of the tradi-

tionalists. The same factors are responsible for the servili-

ty with which the mass of orthodox Soviet composers defend

the "progressiveness" of Party policy in the field of music.

It is not the attack on "formalism," and "cosmopolitan-

ism" in the name of "socialist realism" which has become

the central problem of Soviet art, but rather the question

whether it is possible to create art without experiencing any u
satisfaction from life, whether it is possible to create out

of despair, out of hopelessness, out of self-hatred. For it

is dissatisfaction and despair and self-hatred which are

taking possession of the Soviet composer's creative power,

forcing him towards the complete repudiation of music as an

intellectual creative activity.

3. DEVELOPMENT AND INFLUENCE OF THE MASS-SONG

In 1947, shortly before the publication of the Central Com-

mittee's resolution on the opera The Great Friendship, there

appeared in Moscow a volume of articles entitled Essays on

Soviet Musical Creation. The authors of this publication

give a fairly accurate picture of the development of Soviet

music, divided according to the various forms of musical

composition. Nevertheless, although they selected the most

significant phenomena and facts of Soviet music, the authors

of the Essays, imprisoned by the orthodox methodology, a-

voided drawing conclusions.

Thus in his article "The Paths of Development of Soviet

Music," B.V. Asaf'yev writes,

The paths of development of Soviet music are determined
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by three basic stimuli: the natural influence of Russian mu-

sical past and its reconsideration, the attention to the music

of the West and the selection [from itj of what is most essen-

tial and valuable, and the study of the music of the peoples

of the U.S.S.R. 1^

"The influence of these stimuli," Asaf'yev continues,

"is closely related to the course of historical events, to the

economic and political life of the country, to ideological im-

provements and the mighty growth of cultural construction.." -*

All of this, of course, is fairly obvious, and the author of the

article fully realizes that fact. The problem with which he is

faced is to define in neutral terms those factors which led to

the formation of the Soviet art policy. He therefore continues,

...from the very outset [of Soviet musicj, there began a move-

ment for the 'mass-song' Subordinating to itself the personal

and individual vocal lyric poetry, this movement became the

operative basis which influences all types and forms of musi-

cal creative work: the Soviet symphony, the opera especially,

and the fields of the cantata-oratorio and the song are influ-

enced by the atmosphere of the mass-song, as is every [Soviet]

composer in every branch of his work.

Even though he has thus discovered the essential factor in

the development of Soviet music Asaf'yev nonetheless can

only trace the "beneficial" influence of this "movement to-

wards the mass-song." This is not at all surprising since it

is exactly this movement which constitutes the real meaning

of the numerous Party and government declarations about the

"realistic path of development of Soviet music." This move-

ment is officially defined as the only correct, incontestable,

absolute guiding principle for the Soviet composer. Thus it

would be foolish to expect from the authors of the Essays on

Musical Creation any statement of the disastrous results of

the mass-song movement upon the development of Soviet-

dominated music and upon Soviet musical culture as a whole.

There can be no doubt that this movement has established

a firm hold on the creative work of all Soviet composers with-

out exception. The "struggle" for the mass-song is regarded
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as an indication of the active participation of the Soviet com-

poser in "building up Soviet culture" and of his loyalty to

the official aesthetics of "socialist realism." It defines his

role in the propaganda apparatus of the Soviet system and

consequently his place in Soviet life itself. To estimate to

what extent the mass-song movement is something natural

and regular, however, it is necessary to consider not only

the generalizations imposed by the Party, generalizations

which the authors of the articles in the Essays were forced

to employ in self-defense, but also those facts about musical

creation in the Soviet Union which they cite. We shall make

use of these facts in order to determine whether the mass-

song movement has really enriched Russian music.

First of all our attention is attracted by the fact that the

origins of the mass-song movement had absolutely nothing

in common with the natural creative initiative of Soviet com-

posers. The movement was implanted and supported from

above, by the organs of the Party and the government. As
early as 1921 there was established in the office of the

"music sector" of the State Publishing House a special sec-

tion for agitation and enlightenment which had the task of

creating a "new musical repertoire for the masses." The

first models of this repertoire, which were associated with

the names of the composers Mikhail Ivanovich Krasev and

Grigori Grigor'yevich Lobachov, were known as "agit-music"

(agitational music). (It is incidentally noteworthy that Pravda,

in its issue of October 2, 1926, wrote apropos of this agit-

music that it was "an impoverishment of the agitational pro-

gram, a lisping imitation of the little muzhik [prerevolution-

ary peasant] and a display of bad taste." Pravda went on to

state, however, that "in the contemporary situation there is

a need for the cultivation of this form."

Pravda' s recognition of the "need to cultivate this form"

may have served as the basis for the organization in 1925 of

the "Composers' Productive Association" (Prokol), the

aim of which was to create a political repertoire for the
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masses. Whereas the majority of composers who were at-

tacked by Pravda for their "lisping imitation of the little

muzhik" however, were people who had had no musical train-

ing prior to their first experience with the mass-song, Prokol

was to a certain degree an organization of professional mu-

sicians. Most of its members were, if not mature composers,

at least students at the Moscow Conservatory and at the

same time members of the Komsomol. It is only natural,

therefore, that it was in Prokol that there was formulated for

the first time the meaning of the mass-song, as well as

those "new and collective methods of musical composition,"

as they were called by the members of Prokol, which were

designed to serve as a definite guarantee of the "mass"

character of the song. Especially popular among the Prokol

composers was A. Davidenko whose works were not without

sincerity and spontaneity. Wide popularity was attained by

such songs of his as "The First Cavalry" and "My Little

Rifle," with their popular melodic progressions of intervals

of the sixth and seventh, and their primitive melodic harmoni-

zation; "Mother," built on intonations of sentimental petit-

bourgeois melodies; and "The Sea Was Moaning Furiously,"

a song of the "dashing" march type. Up until very recently

these songs have maintained their popularity, particularly

among Soviet Army circles and in collective farm organiza-

tions. Not only did they serve as a model for similar songs

which during recent years have engulfed the whole creative

activity of Soviet composers, but they set the pattern for

those melodic devices which are typical of Soviet music as

a whole and which chiefly constitute its expressive means.

The members of Prokol composed large numbers of songs

of this type, most of them artificial, lifeless and oversimpli-

fied. In addition they propagated the songs widely among the

army men and young workers, devoting exceptional efforts to

rehearsing them with amateur choral groups and drumming

into the consciousness of singers and listeners their agita-

tional-propagandistic texts and mawkish melodies.
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In 1928 the basic group of Prokol members—A. Davidenko,

V. Belyi, Marian Koval', N. Chemberdzhi, B. Shekhter and

others—formed the composers' section of RAPM. This organi-

zation demanded that music reflect all the current political

campaigns and urgent questions of international problems. It

considered the mass-song the only legitimate form of music,

a policy which is reflected in the orthodox line up to the pre-

sent time.

The movement for the mass-song led to the decline of in-

strumental music, the triumph of vocal music and the cultiva-

tion of small musical forms. It has resulted in an impoverish-

ment of the means of expression and has helped to obliterate

the boundaries between professional musicianship and ama-

teur musical folklore. Most significant, the mass-song move-

ment has forced Soviet music back to the times when music

was closely bound to explicit texts and was an adjunct of

magic.

A significant role in consolidating this retrograde move-

ment of Russian music was played by the "Red Army Ensem-

ble of Songs and Dances" which was organized in 1928 at

the Central House of the Red Army in Moscow under the di-

rection of A.V. Aleksandrov. This group, later reorganized

as the "Ensemble of Songs and Dances of the U.S.S.R. ,"

became the model for other similar groups and a center for

the development of "Soviet musical culture for the masses."

Sporadic attempts were later made to diversify the Soviet

musical world for the benefit of the mass auditor (for example,

the first Soviet jazz band was organized in 1929 by Leonid

Utesov in Leningrad) but none of these efforts led to any

significant results. The mass-song became the leading art

form of Soviet music and exerted a powerful influence on all

other forms of music. Even such composers as Prokof'yev,

Myaskovski, Shostakovich, Khachaturian, Shebalin and

Kabalevski have not only devoted their creative experience

and knowledge to the mass-song as such, but have been in-

fluenced in their work by its melodic and structural charac-
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teristics.

The songs of A.V. Aleksandrov, Dmitri and Daniil Pokrass,

Blanter, Zakharov, and other "composers for the masses,"

which have become widely popular even beyond the borders

of the Soviet Union, make use of urban melodies and the ro-

mantic-sentimental idiom of the music hall. Such songs have

completely inundated Soviet music, squeezing out whatever

still survives of a healthy taste for genuine style. Such

songs as Dunayevski's "The Song of My Country," which

became the signal call of the central radio station of the

U.S.S.R. or the same composer's "March of the Joyful Lads,"

Listov's "Song about the Cart," Knipper's "Little Field,"

Dzerzhinski's "From End to End" from The Quiet Don, and

"The Cossack Song," from Virgin Soil Upturned, Novikov's

"March of International Youth" and innumerable other simi-

lar compositions have become the models of Soviet music

and the embodiment of its creative ideals.

In the Soviet Union the mass-song resounds from early

morning until late at night. Soviet citizens work and rest—inso-

far as it is possible to rest at all—with its insistent melody

in their ears. And when they sleep the mass-song takes to the

ether, filling the air waves with communist propaganda.

Even the directors of Soviet music themselves cannot re-

frain from occasionally criticizing the irresponsibility with

which orthodox composers try to "outsing" one another, and

their frequent disregard of technical requirements. Thus at

the First All-Union Congress of Composers in 1948, Tikhon

Khrennikov in his report made a not particularly flattering

comment on the mass-song. Having noted the achievements,

from the Party point of view, of such postwar songs as

"The March of Democratic Youth" and "The Roads" by

Novikov and certain songs by Blanter, Mokrousov and

Solov'yov-Sedoi, Khrennikov pointed to the "prevalence of

the lyric form which is being interpreted superficially," the

"echoes of the vulgar gypsy style," and "the lack of patrio-

tic songs... praising the labor and heroism of Soviet man."
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"We have not sufficiently developed," Khrennikov com-

plained, "the excellent traditions of Russian revolutionary

songs of the past. In the music of our songs we frequently

[sic] feel a poverty of intonation, the use of cliches, the

lack of professional mastery, and uninspired workman-

ship."
1

This seems to be one of the few true statements made

by Khrennikov in his verbose report to the congress. More-

over, these truths demonstrate that Khrennikov himself

evidently understands very well the destructive role which

this "uninspired workmanship" has played in Soviet music.

In pursuit of a pseudo-"mass character," the Soviet song

is losing to an ever greater extent its choral basis and is

being transformed into a single-part monody comparable to

works from the early period of musical culture. This is

particularly true of the songs of Dunayevski, Blanter and

the Pokrass brothers. An interest in polyphony is preserved

to a certain degree by Aleksandrov who is generally more

inclined towards the arrangement of folk songs. (This ten-

dency was particularly noticeable in his "Hymn of the

Bolshevik Party," on the basis of which he composed the

new "State Hymn of the U.S.S. R. " which was officially en-

dorsed in 1944.) The same tendency is manifested by Zakha-

rov, the leader of the Pyatnitski chorus, whose compositions

are like stylizations of peasant songs. (In this respect his

song about Stalin and Lenin, "The Two Falcons," is typical).

Let us pause briefly to describe the musical means employed

in these songs: their melody, rhythm and harmony.

The banal melody of the mass-song is a terrible force which

cripples the ear, memory and taste of its mass audience (for

it is always within the hearing of millions of people). The pre-

valence of this sentimental melody catastrophically reduces

the ethical stimuli and aesthetic content of genuinely creative

work. It is precisely this primitive, sentimental, oversweet

melody—what Soviet critics call the "gypsy style"—that satu-

rates the Soviet mass- song and along with it the musical life
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of the Soviet masses. It will suffice to listen to such extreme-

ly popular songs as Dunayevski's "Broad is My Native Land"
or K. Listov's "Songs," to be convinced of the truth of this

assertion.

But the impression of musical banality created by such mass-

songs is no less promoted by their rhythm and harmony. The
normal ear apprehends the texture of music as the sum total of

its elements, as a complex movement given form by the lead-

ing voice and disciplined by rhythm. The elements constitu-

ting musical texture are not normally differentiated in the

listener's consciousness unless one of them has been deli-

berately stressed by the composer. It is because of this fact

that the representatives of the most advanced and vital trends

in contemporary music make extensive use of accentuated

beats, metrical dance or march rhythms, and pre-established

progressions of the bass.

"The practice of chord accompaniment (basso continue*, gen-

eral bass, figured bass)," writes Asaf'yev in Intonation,

i.e., the practice of performance, produced corresponding

forms of harmony—a harmony of the performer's practice rather

than a creative, composer's, practice

What then were the contributions made by the practice of

accompaniment (continue) to composition? 1. It produced—and
this is important—the rapid adaptation of compositional tech-

nique to the harmonic potentials contained in a given melody,

in the melodic voice, but at the same time it led directly to

hornopbony, with all its positive and negative characteristics —
(the negative characteristics include the subordination of the

melody to the tonic-dominant bass). 2. It facilitated the rapid

evolution of dance music:—from the suite, with its polyphonic

texture, to the homophonic dance of the theater and of public

and domestic music making. 3. It contributed to the permeation

of the musical texture by various kinds of chordal, "clavier"-

like figurations and thus aided in the liberation of pianism

from the ponderous organ intonations; but it retarded the devel-

opment of pianoforte timbre polyphony and purely pianistic

instrumentation, leading to a generalized "neutral" style of

pianism: the pianism of the clavier and of transpositions. 4. It

strengthened the mechanical formula of the full cadence, Land J
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overdeveloped its application with regard to the influence of

the dominant over the tonic.21

It was precisely this melancholy heritage of functional

harmony that was passed on to the Soviet mass-song, de-

priving its rhythm of individuality and reducing its harmony

to reliance on the tonic and dominant.

We have dwelt on this question not only in order to empha-

size the technical primitiveness of the mass-song, but also

to indicate the basic creative resources employed by Soviet

orthodox composers. Functional harmony, with its seven-

teenth century "homophonic textures," became one of the

most active elements in Soviet music as a whole and a domi-

nant characteristic of "socialist realism" in music. Under

the conditions of Soviet reality it has enslaved the ear and

consciousness of Soviet composers by its mechanically pre-

established chords. Fixing the vertical line as the basis of

musical texture, it has broken up the theme into single ab-

stract moments of emphasis and at the same time has weak-

ened the interplay between the elements comprising the mu-

sical texture (harmony, melody and rhythm). It has thus

forced Russian music back to the beginning of the seven-

teenth century, to a time when harmony was regarded as

something independent, self-contained and functionally

predetermined, with ensuing "spotted" harmonization, i.e.,

the placing of harmonic voices (chords) under separate

melodic points.

The turning point in the development of Soviet music to-

wards "democratism and realism," which was widely pro-

claimed in the Soviet press, really meant the movement to-

ward the mass- song and the encouragement of choral and

vocal music in general with political propaganda texts.

This turning point can be clearly seen in the cardinal

change which has taken place recently in the presentation of

Soviet music. It is highly significant that during recent years

the leading role in the central Soviet music institutions has

definitely and consistently been assumed by choral musicians.
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Thus, for example, Sveshnikov, the leader of the State Chorus

of Russian Song, was appointed director of the Moscow
Conservatory.

In Moscow itself, although there exist only a few symphonic

orchestras, there are five large professional choral organiza-

tions which constitute the central point of "Soviet democratic

musical culture" as a whole. These are the Ensemble of

Songs and Dances of the U.S.S.R., the Pyatnitski Chorus, the

Chorus of Russian Song, the State Russian Choral Capella,

and the Song Ensemble of the All Union Radio-Committee.

B. THE FORMS OF SOVIET MUSIC

1. ORATORIOS AND CANTATAS

The extensive cultivation of small musical forms, particu-

larly the mass-song, with the obvious aim of reducing music

to a means of political propaganda, has had a noticeable

effect on large choral forms such as the oratorio and the can-

tata. In the actual practice of Soviet composers, however,

these "larger forms" are in reality nothing but augmented

mass-songs.

The initiative in creating such works belongs again to

RAPM, aided by the favourable attitude of the Party. The
first model of such musical orthodoxy on a large scale was

a cantata entitled The Way of October composed by a Prokol

collective in commemoration of the tenth anniversary of the

October Revolution (1927). This work, which in reality is

only a suite of mass-songs, was followed by numerous simi-

lar compositions, such as U.S.S.R., Shock Brigade of the

World Proletariat by A. Krein; the Requiem in Memory of

Kirov, and the Song of Spring and Joy dedicated tc the Stalin

Constitution by Yudin; the jubilee Cantata, written to com-

memorate the twentieth anniversary of the October Revolution,

by Vasilenko; A Tale of the Partisans by Koval'; The Return

of the Sun by Golub'yov (in which Stalin is represented as a
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mythical hero fighting with the black raven who blots out the

sun); A Toast by Prokof'yev in commemoration of Stalin's

sixtieth birthday and the same composer's Cantata on a text

compiled from the works of Marx, Engels, Lenin, and Stalin

(a work, incidentally, which was never performed); and a

host of other similar compositions, insincere, forced and

antimusical.

It is true that Soviet composers have scored some successes

in this branch of composition, for example, Koval's Yemel'yan

Pugachov, Shaporin's The Field of Kulikovo and especially

Prokof'yev's Aleksandr Nevski. These works, which were com-

posed on historical themes, are more sincere and profound in

their musical content than those mentioned above. This is

particularly true of Prokof'yev's Aleksandr Nevski. The mag-

nificent description of the "Battle on the Ice," the final

chorus, "Arise Ye Russian People" (is this only an inspired

exultation on the occasion of Nevski's victory or is it a gen-

eral call to arise?), and the deeply mournful episode of the

"Field of the Dead," written in the style of ancient lamenta-

tion—passages such as these make this work unquestionably

the best ever written by a Soviet composer in this form.

Naturally, therefore, this work in no way corresponds to the

standard propagandistic definition of the cantata.

Themes drawn from the Second World War have been ex-

tensively employed by Soviet composers in their large choral

and vocal works. Numerous compositions in cantata-oratorio

form have been written on such subjects, e.g., The Great

Holy War by Koval'; The People's Home Guard by Enke;

Great Fatherland by Kabalevski; and A Tale of the Battle

for the Russian Land by Shaporin. These works are saturated

with the defensive slogans of Soviet war-time and postwar

propaganda.

During recent years Soviet composers have been urged to

create compositions in oratorio form dedicated to the "Sta-

linist reconstruction of the Soviet land." For example, the

Soviet Dress has loudly acclaimed Shostakovich's Song of the
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Forests as "one of the most significant and joyful musical

creative events of recent times. "^ Judging by the contra-

dictory evaluation which this work has received from the So-

viet critics, it is difficult to say to what degree it can be

described as a "joyful event" for Soviet music as a whole.

It can definitely be said, however, that in the creative devel-

opment of its composer the work can hardly be considered a

cause for great joy.

Prior to this work Shostakovich's musical language was
original and profound in content and consequently incompre-

hensible to many. It is hardly necessary to point out that to

be able to speak a language "comprehensible to the masses,"

it is not necessary that one's language should be especially

profound or significant. The music of the Song of the Forests

reveals the extremely simplified musical idiom now employed

by the composer. Unfortunately there is no basis in this for

Shostakovich to be jubilant.

Nevertheless, Shostakovich's new style is that of a compo-

ser who remembers that he also knows how to use another

language; the primitive style of Soviet composers whose

ability is far from Shostakovich's, however, is another matter.

A typical example of a work in this style is the patriotic

cantata by Ye. Zhukovs'kyi entitled Glory to Thee My Coun-

try, which was awarded a Stalin Prize in 1949. In an article

in Soviet Music devoted to this cantata a critic writes that

"the theoretical importance of the musical idiom of

Zhukovs'kyi's poem lies in its clear-cut national character—

the Ukrainian national melody and the typically national

forms." The musical excerpts from this work cited by

Soviet Music however, make it clear that the composer has

depended mainly on elementary folk music devices.

Concerning one aria from the work the Soviet critic writes,

"[it is] written in the beautiful traditions of the Russian clas-

sics (certain themes from Musorgsky's operas come to mind).'

It is bad enough if one is reminded of certain themes from

Musorgsky's operas when listening to the music of a Stalin
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Prize winner but it is far worse when these themes are brought

to mind whenever one hears recent Soviet music as a whole.

The truth is that little of the recent music by orthodox Soviet

composers is original. Eclecticism, reminiscences of what is

most popular in the Russian classics, and most of all rework-

ing and rearrangement of folk song themes—these are in actual

fact the most characteristic features of contemporary Soviet

music.

2. OPERA

The steady conquest by the mass- song movement of a domi-

nating position in the life of Soviet music and its deep influ-

ence on the structure and texture of Soviet choral works inevi-

tably led to an extension of its influence to other fields of

music as well. The impact of the mass- song upon Soviet opera

has been particularly significant.

Even during the early years of the Soviet regime opera came

under strong influence from the mass-song. Many Soviet com-

posers at this period devoted particular attention to plots con-

cerning popular uprisings and rebellions (e.g., The Eagle Mu-

tiny by Pashchenko and The Kamarinski Peasant by Zhelobin-

ski) or episodes from the Civil War (e.g., Ice and Steel by De-

shevov and The Black Cliff by Pashchenko). The mass-song

with its sharply emphasized accentuation, its poster-like tunes,

its choppy, staccato texts, and its chanted slogans, began to

play a basic role in the formation of operatic texture, giving

rise to short episodic dramaturgy in place of broad- scale dra-

matic construction.

This primitive operatic dramaturgy found its most character-

istic expression in Ivan Dzerzhinski's opera The Quiet Don,

which was accepted by many Soviet composers as a return to

lyricism and popular realism.

No one in the Soviet Union would dare to suggest that the

"operas" of Dzerzhinski—The Quiet Don and Virgin Soil Up-

turned—are not epoch-making works which, comparable to the

reforms of such great operatic composers as Gluck, Musorgsky,
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Verdi, Wagner, and Debussy, have laid the foundation for a

new form, that of "Soviet opera." In reality, however, there is

little in common between Dzerzhinski's works and the opera

as such. The Quiet Don, the first Soviet opera acclaimed by

the Party and the government as a work of historical signifi-

cance, has a skillfully compiled libretto based on the novel

by Mikhail Sholokhov. It is doubtful, however, whether the

score adds anything to the libretto. Dzerzhinski's music, as

a matter of fact, merely completed the process of returning

grand opera to the principles of vaudeville or the "drama of

manners" in which songs and dances are interspersed in a

literary drama. In place of the essential features that con-

stitute the peculiarity of opera as a musical form—arias, en-

sembles and complex orchestral passages integrally related

to the motivation of the plot—in Dzerzhinski's "opera" the

dominant characteristics are solo and choral mass-songs with

elementary four-square structure, while the orchestra serves

merely as an instrumental accompaniment, supporting or

doubling the melody of the songs.

The musical dramaturgy of The Quiet Don, as well as that

of Dzerzhinski's other fairly numerous operas and those of

his followers (e.g., Zhukovs'kyi's With All One's Heart and

Dan'kevych's Bohdan Khmel'nyts'kyi), has its origins in the

first attempts at opera by Russian composers during the late

eighteenth century, i.e., vaudeville and popular plays with

music. The fully developed classical model of such drama-

turgy is Aleksandr Serov's opera The Power of Evil (1871).

It is no accident, therefore, that the revival of this opera at

the Moscow Bol'shoi Theatre in 1950, after half a century's

neglect, was enthusiastically received by the Politburo, or

that its producers were awarded a Stalin Prize. Evidently

the model is considered worthy of imitation by Soviet com-

posers.

The Power of Evil is a work of genuine talent but from the

point of view of operatic dramaturgy it is doubtful that it de-

serves such serious attention. Its form is that of a song-opera
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in which the musical development consists of a series of

more or less fully elaborated songs. Unlike the songs in The

Quiet Don, however, those in The Power of Evil are not iso-

lated numbers. They are real factors in the musical dramatic

development from which more complicated forms are de-

veloped. In The Quiet Don, however, only the dead scheme of

Serov's song-opera has been preserved, without the spirit of

artistic life.

Following the performance of The Quiet Don on January 17,

1936 at the Leningrad State Academic Small Opera Theater, a

special communique was issued under the heading "A Talk

Between Comrades Stalin and Molotov and the Authors of the

Operatic Spectacle The Quiet Don."23 What this "talk" be-

tween these "comrades" consisted of remains unknown, but

the implication was clear: here at last was a genuine Soviet

opera, one which would be a model henceforth for Soviet com-

posers. Accordingly, like mushrooms after the rain, there

sprang up numerous Soviet operas attempting to rival the ortho-

doxy of The Quiet Don.

Nevertheless, there is still not a single Soviet opera that

has held its place in the repertoire as successfully as The

Quiet Don. Instead there has been a succession of catastro-

phes, either with the libretto or with the music. The operas

produced not only lack the qualities required for the current

propaganda line but are gray, lifeless and uninspired, not to

mention the fact that they are often mediocre and profession-

ally weak.

Incidentally, a curious incident happened to the composer of

The Quiet Don, an incident which reflects the sycophancy that

fills Soviet musical life. Ivan Dzerzhinski had been a student

at the Leningrad Conservatory, but due to his lack of promise

as a composer he was obliged to leave the conservatory without

graduating. Later, however, when he had composed The Quiet

Don (incidentally with considerable assistance from Asaf'yev

and Shostakovich) and when Pravda had published the report on

the "historical talk" of the authors with Comrades Stalin and
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Molotov, the directors of the Leningrad Conservatory decided

to make up for their error and to bask in the reflected glory of

Dzerzhinski. In a solemn ceremony they presented the compo-

ser with a diploma from the department of composition of the

conservatory O tempora, 8 mores!

EXCURSUS: THE CASE OF THE OPERA
WITH ALL ONE'S HEART

A characteristic example of the Soviet operatic style is Her-

man L. Zhukovs'kyi's opera With All One' s Heart (based on

the novel by Yelizar Mal'tsev). The examples from this opera

given in Soviet Music' indicate that the music is a mixture of

borrowings from Musorgsky, Ukrainian folk songs, contemporary

mass-songs, the sentimental tunes of nineteenth century Ukrain-

ian folk drama, and traditional Russian operatic melody. Even

more significant is the fact that the music is a typical manifes-

tation of popularized simplification and an intuitive "composi-

tion by ear" which has nothing in common with operatic struc-

ture and which lies altogether outside the field of genuine in-

tellectual creation.

Nevertheless it is worth giving further consideration to this

work because of the role it played in the development of Soviet

music policy as the result of the attack on it which appeared in

Pravda on April 19, 1951. It would be tempting but incorrect to

place this incident in the same category as the Central Com-

mittee resolution concerning Muradeli's opera The Great Friend-

ship (1948) or Pravda' s condemnation of Shostakovich's Lady

Macbeth of Mtsensk (1936). The attacks on these operas

were primarily manifestations of the official opposition to "for-

malism" in music, or in plain English, to creative freedom.

The attack on Zhukovs'kyi's opera, on the other hand, was

based on its failure to follow the Party line in its depiction of

collective farm existence, rather than on its ideological de-

fects as a work of music.

The history of this work and its composer is curious and in-

structive. Zhukovs'kyi, to use the customary Soviet expression,
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is about the same age as the October Revolution, i.e., he was

born not long before 1917 (1913); thus he is now about forty.

Thus he grew up as a man and as a composer completely

under the conditions of the Soviet life. In this sense his

music education was typical. As a youth he was busy ac-

quiring the "worker background" necessary at that time for

entry into an institution of higher learning. From a job in

Kharkov as a railroad worker Zhukovs'kyi entered a "railroad

music studio" where he began his study as a pianist. Being

undoubtedly gifted musically he was shortly afterwards ac-

cepted as a student of the piano department of the Kharkov

Conservatory. Although at that time he was far from thinking

of dedicating his life to creative work he composed there his

first songs, typical examples of the intuitive improvised meth-

od of composing. While at the Kharkov Conservatory he also

began his activity as an energetic member of the Komsomol

although his social status was due to his reputation as an

able musician and a worker rather than to his political acti-

vity. (Incidentally this is a usual phenomenon in the case of

musicians who are Party members. Every conservatory student

with any talent is persistently drawn into Party activities.

Often such students are entrusted with really fantastic tasks

and responsibilities, so acute is the Party's need for members

who are also musicians).

The removal of the Ukrainian capital from Kharkov to Kiev

in 1934 led to the transfer of a large number of the most active

students, including Zhukovs'kyi, to the Kiev Conservatory.

There he enrolled in both the piano and the composition de-

partments. His public career developed with dizzying.rapidity.

At the beginning of the war, while still a student, he was ap-

pointed one of the chief musical censors of Glavlit (a Party

institution which has charge of issuing permits for all kinds

of publications, including books on music and musical scores),

notwithstanding the fact that he had absolutely no qualifica-

tion for this job except his membership in the Komsomol (by

that time he may also have acquired his Party membership
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card.

)

At the beginning of the war Zhukovs'kyi had written several

songs, some small instrumental pieces and two operas.

Were there any indications in these works which would have

made it possible to foresee Zhukovs'kyi's future importance?

Under normal conditions the path of a conservatory student to

the Bol'shoi Theater is not an easy one and is open to only a

few composers. There were absolutely no reasons to foresee

this accomplishment in Zhukovs'kyi's case on the basis of

his prewar musical output. Zhukovs'kyi was one of those rare

students to whom learning is not merely secondary but actually

unnecessary. He became an infrequent visitor in classes,

while it was useless to expect him to meet his assignments.

However, this embarrassed him not at all; he continued to write

without regard to what was required of him, or even contrary to

it. Thus it is not difficult to imagine the artistic value of his

compositions of that period. His "creative work" was as far

from genuine composition as, let us say, Shostakovich's or

Muradeli's work is from dilettantism.

Zhukovs'kyi's compositions were typical uninspired Soviet

hack-work and lacked even the basic technical prerequisites.

Far from attempting to solve any creative problems he substi-

tuted pseudo-music for art and the "popular style" for real

mastery. In his work there was absolutely no prevalence of

intellectual factors or creative thinking over the instinctive

combinations of sounds, no prevalence of moments of creative

invention over passive variation and the reproduction of trite

phrases. His was a primitive method of composing by memory,

the basic feature of which was the attempt to arrange tunes

which would please the masses. His compositions contained

no trace of any conscious extended musical movement of pas-

sages nor even a relatively complex interrelation of sound

images. In plain words, he was a typical dilettante of the eight-

eenth century type who depended upon sentimental melody

which he took either directly from folk song or reproduced by

combining existing motives and phrases. His harmonic struc-
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ture did not go beyond simple progressions of the bass and

his polyphony was innocent of any but the simplest forms of

imitation. His means of developing musical ideas was limited

to a single possibility; the reiteration of a four-square stanza.

"Resounding orchestration," wrote Pravda about his music on

one occasion. In the Soviet Union, however, some musicians

compose while others orchestrate their works.* There are

still a number of musicians who know the orchestra, but their

services are performed anonymously.

In Zhukovs'kyi's career as a musician there were years which

might have been favorable for experiment. For instance, after

the first month of the war he was freed from military service by

being captured by the Germans, who appointed him conductor of

the opera in Kharkov. According to reports he was a fair con-

ductor. His work in this capacity continued until the Germans'

retreat from the Ukraine. Zhukovs'kyi then decided (or perhaps

it was decided for him) to return to his native land. In Kiev he

was given an opportunity, rare for someone who had returned

from German captivity, not only of continuing his career but

also of pushing ahead rapidly with the production of his opera

With All One's Heart. The premiere of this work at the Bol'shoi

Theater in Moscow took place on January 16, 1951. Two
months later it was officially announced that the composer had

been awarded a third prize (25,000 rubles) in the Stalin Prize

competition. J

Then came the catastrophe of April 19, when by Stalin's per-

sonal order the opera was withdrawn from the repertoire on the

ground that it did not follow the Party line. On the same day

Pravda printed an article condemning the opera, following this

attack, in the usual Soviet fashion, by a "creative discussion"

of the work's defects, which by now were clear to everyone.

The inevitable conclusion came on May 11, with the official

announcement of the withdrawal of the prize which had been

awarded to Zhukovs'kyi.

The case of Zhukovs'kyi's opera is an instructive one for

Soviet composers: if they wish to write in the manner of
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Shostakovich (of Shostakovich before his "re-education,"

that is) they are lost; if they wish to write in the manner of

Zhukovs'kyi they are likewise lost, notwithstanding the

fact that Zhukovs'kyi and his music are typical examples of

Soviet musical orthodoxy.

3. SYMPHONY

There is no doubt that for Russian music of the past the

symphony represented the summit of mental and spiritual de-

velopment, with the result that the level of Russian symphonic

thought was particularly high.

Prior to the publication of the Central Committee's resolu-

tion on the opera The Great Friendship in 1948, the symphony

still enjoyed a vigorous existence in Russia and held a lead-

ing position in Soviet music. There can be no doubt that the

decline in the level of Soviet musical culture which began long

ago, the enslavement of musical creative work by political pro-

paganda and, most important, the sharp turn in Soviet music

towards "socialist realism" have had the effect of shifting

the emphasis towards "popular musical forms" and away from

the symphony, which is officially regarded as a "complicated,

textless musical form." These factors have resulted in a low-

ering of the symphonic style and in the degeneration of the

symphony as a specific form. In the words of Asaf'yev,

To establish with some precision the development of the con-

tent and forms of the former Russian symphony of the intelli-

gentsia into the Soviet symphony, that is, into the beginning

of an absolutely new quality of music, has thus far proved

extremely difficult.^

If Asaf'yev had been completely honest he would have had

to admit that it is the complete liquidation of symphonic art

as a special kind of music which constitutes that "absolutely

new quality of music" which he considered it so difficult to

define. The degeneration of the "former symphony of the in-

telligentsia" into the "folk song symphony" or the "potpourri
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symphony" is in reality that "new quality" of the Soviet

symphony to which Asaf'yev refers.

The process by which this decline has come about is one of

the most significant in the whole history of Soviet culture, for

the symphony held the place of the leading form of Russian mu-

sic for nearly thirty years of the Soviet regime. To corroborate

this statement it is sufficient to refer to the fact that beginning

with 1918 (the year Prokof'yev's Classical Symphony appeared)

and ending with 1945 (the year of Shostakovich's Ninth Sympho-

ny) more than fifty symphonies were written by Russian compo-

sers under the Soviet regime. Symphonic composers included

such remarkable artists as Prokof'yev (six symphonies, up to

1945), Shostakovich (nine), ' Myaskovski (twenty- four),

Shcherbachev (four), Shebalin (four) and a number of composers

of the younger generation (Khachaturian, Popov, Kabalevski,

etc.).

Ever since the late nineteenth century the symphony has

been the epitome of creative thought and spiritual depth for

Russian music. If under Soviet conditions it continued to

live such a relatively long and intensive life, this was due

primarily to the tradition of a high creative culture and to

the vitality of the people and the country. It was for this

reason that the Soviet art policy, which had successfully

destroyed the final vestiges of artistic freedom and truth

in literature, painting and the theater, remained powerless

with regard to the symphony—down to 1948.

The symphony became the sole remaining possibility for

the creative soul under the Soviet regime to escape from the

hardships imposed on the artist into a world transformed by

creativeness. It was inevitable, however, that this submer-

gence in dreams, this escape from the "urgent tasks of so-

cialist construction," should not remain unnoticed by the So-

viet cultural politicians. Following a series of indirect at-

tacks on the symphonic form—curtailment of commissions for

instrumental works, limitations on publishers' and performers'

opportunities--the death-knell of the Soviet symphonic art was
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sounded by the Central Committee's decree on the opera The

Great Friendship in 1948. Under the guise of a struggle a-

gainst formalism and for an ideologically permeated people's

art, the decree devoted particularly close attention to the

"intolerable attraction of Soviet composers to complex forms

of instrumental symphonic and textless music."

The consequences of this decision were soon felt: during

the six years which have passed since the decree was issued,

there has been a marked decline in the writing of new sym-

phonies by Soviet composers, while those which have been

composed --Prokof'yev's Seventh Symphony is the best ex-

ample—are of a significantly lower level than the earlier

works of Soviet symphonic composers.

In countries where there is an interest in the production of

new symphonies, sonatas and instrumental works, the crisis of

contemporary music is self-evident. In the Soviet Union, how-

ever, where the state itself declares the uselessness of the

symphonic form, one finds not merely a crisis but the death of

music, the death of the symphony. And with the death of the

symphony in the Soviet Union, there has also died the possi-

bility of the self-determination of the creative will of the peo-

ples under the Soviet regime, which found release from oppres-

sive reality in the pure world of symphonic form.

4. OTHER ORCHESTRAL FORMS

The campaign against instrumental music has had the result

that during recent years it has become almost impossible to

find any non-program" works in Soviet music. The themes of mu-

sical works are now almost invariably connected with propagan-

da campaigns in connection with some political subject such

as the expansion of industry or collective farming. Without ex-

ception all recently composed suites, overtures or tone poems

are primarily weapons of political propaganda and only second-

arily musical compositions.

The first explicit use of "Soviet themes" as the basis for

such compositions took place during the twenties. Examples
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are the Symphonic Monument by Gnesin in memory of Lenin

(1925), the Funeral Ode by A. Krein (1926) and The Poem of

Struggle by Kabalevski. During this period, however, many So-

viet composers preferred non-political subjects for their pro-

gram works, e.g., the Romantic Suite by A. Aleksandrov, The

Rose and the Cross by A. Krein, Egypt by Dzegelenok (1920),

The Tales of Buddha by Knipper (1924), Chinese Suite by

Vasilenko (1928), and The Foundry by Mosolov (1927).

Now that "Soviet themes" and folk music have become the

models of the most orthodox purity Soviet composers almost

without exception are to be observed having recourse to these

fountains of inspiration, chiefly, one suspects, because to do

so is to some extent a guarantee of a prosperous life. Charac-

teristic recent works of this type are the Many ski Suite by

Rakov, Dance Suite by Knipper, Turkmeniya by Shekhter,

Mariyski Overture by Shebalin, Crimean Suite by Vitachek,

Dance Suite by Chemberdzhi, Song of Triumph by Veprik,

based on Jewish and Ukrainian themes, and Episodes from

the Civil War by Tomilin, based on Ukrainian folk songs.

A prominent place among compositions of this type is oc-

cupied by themes concerning the "leaders" of the Soviet state,

for instance, Shebalin's Lenin, Khachaturian's Poem on Stalin,

Myaskovski's Overture of Welcome, composed for Stalin's birth-

day, Muradeli's Symphony in Commemoration of Kirov, and

Shekhter's Poem of Gori.

5. MUSIC FOR THE BALLET

The process of decline that is characteristic of the devel-

opment of the Soviet symphony and opera is less evident in

Soviet music for the ballet.

During the first period of Soviet rule ballet continued along

the traditional lines of the late nineteenth century (for example,

S. Vasilenko's work, The Handsome Joseph). Next there ap-

peared ballets which were in reality just as traditional but

which were fitted up with new subjects. Typical of these works
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was Reinhold Gliere's ballet The Red Poppy (1927), which was
built entirely along standard romantic lines but with crudely

contrasted "proletarian" and "bourgeois" characters. The for-

mer are represented by the lyrical street song "The Little

Apple," while fragments of the "International" depict a Soviet

captain; the "bourgeois" characters are represented by the

"Charleston" and by various waltz themes. The emphasis is

not on individual relationships but on mass scenes, as is fit-

ting in a "proletarian" ballet.

In the thirties the picture was sharply changed. Stravinsky's

music for the ballet Pulcinella, first produced in 1926, led to a

development in Soviet ballet which the critics usually brand as

"form without content." The most significant examples of this

trend were two ballets by Shostakovich, The Golden Age (1931)

and The Limpid Stream (1935). Especially characteristic of

these works was the composer's use of musical forms not often

found in ballet music, such as the fugue, and the mastery he

displayed in the handling of the thematic material, e.g., the

brilliant variations on the theme "Tahiti Trot" in the introduc-

tion to the third act of The Golden Age. As was to be expected
,

Pravda sharply condemned The Limpid Stream as a "manifesta-

tion of formalism" and, of course, indicated the "correct path"

for the development of Soviet ballet: "realistic choreographic

spectacle built on the extensive utilization of folk dances."

Although Soviet composers have thus far proved incapable of

creating a genuine Soviet ballet on the lines of Pravda' s recom-

mendations, a tendency towards such "realistic spectacles"

has nevertheless been manifest.

A major place in Soviet ballet production was taken by

Asaf'yev's ballets with their "realistic aims" and their "scien-

tific-historical methods," to quote the Soviet critics. The first

of this composer's fairly numerous ballets was The Flame of

Paris (1932), a work in the spirit of an epic chronicle. The mu-

sic incorporates material from the period of the French Revolu-

tion (the Carmagnole, the Satyre and the Marseillaise, works by

Lully, Gluck and Gretry, and music composed in the same style
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by Asaf'yev himself). Then there appeared his Fountain of

Bakhchisarai (1933), a lyrical poem depicting one of the phases

of Russian romanticism, with music in the style of the early

nineteenth century, followed by Lost Illusions (1935) after the

novel by Balzac, with musical material based on compositions

by Chopin, Liszt and Aubert, interpreted through contemporary

means.

Of particular importance not only to Soviet ballet but to So-

viet music in general was Prokof'yev's Romeo and Juliet (1940).

Its consistent symphonic development and its clearly expressed

lyricism make this ballet one of Prokof'yev's most profound and

inspired works.

6. CHAMBER MUSIC

The struggle for freedom of expression became especially

acute in the case of chamber music. For a long time there was

an official theory of the "decay" of chamber music which, be-

cause of its "individualistic nature," had allegedly outlived

its usefulness. At one time RAPM even tried to deny the right

of chamber music to exist under Soviet conditions, characteriz-

ing it as a "socially exclusive genre." This theory is implicit

in the Central Committee resolution on the opera The Great

Friendship which flatly denies the usefulness of everything in

music which is "exclusive and-which attracts only a small

circle of connoisseurs and music lovers."

Nevertheless in opposition to orthodox propaganda concern-

ing the allegedly more democratic character of music with

texts, Soviet composers continue to display a clear tendency

to commune with themselves and to immerse themselves from

time to time in that world of intimate images which is chamber

music.

The development of instrumental chamber music is facilitated

in the Soviet Union by the existence of such excellent chamber

ensembles as the Beethoven Quartet, the GABT and Leningrad

Glazunov Quartets, the Armenian Komitas Quartet, and the
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Ukrainian Vuillaume Quartet, which were created during the

first years of the Revolution. That these chamber ensembles

continue to exist is due in large part only to the enthusiasm

of the performers.

Soviet propagandists like to boast that in the U.S.S.R. cham-

ber music for the first time in history has become a national

possession, and they claim that this is due entirely to the fact

that in the U.S.S.R. there are such remarkable ensembles. It

goes without saying that the above-mentioned quartets dissemi-

nate their art widely also among the working people and even

among collective farm audiences. To claim that they have edu-

cated new "broad masses of lovers of chamber music," however,

would be more than an exaggeration. These ensembles are being

heard, but they are appreciated mainly by musical circles and

by the few remaining people who have been lovers of quartet

music since prerevolutionary times.

Just as in the case of the symphony, so in the case of cham-

ber music compositions, the initiative among Soviet composers

belongs to those who in creative work are still in touch with

the recent past of Russian music. Prokof'yev (until his death),

Myaskovski, Shostakovich, Shebalin, Popov, and a few others

constitute the limited number of Soviet composers who, to a

certain extent, still continue to maintain the existence of this

branch of composition.

Their works in this form consistently reflect the line of

development of Russian chamber music which was established

long ago. The Moscow group of Soviet composers (including

Myaskovski and Shebalin) follows to a considerable degree

the traditions of Tchaikovsky and Taneyev, while the Lenin-

grad group, which includes Prokof'yev, Shostakovich and

Popov, adheres mainly to the traditions established by Rim-

sky-Korsakov and Glazunov.

Of course the work of both groups has been greatly influ-

enced by the contemporary Western instrumental chamber mu-

sic style. It follows that the common characteristics displayed
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by both groups of Soviet chamber music composers are the ex-

tensive employment of polytonal and even atonal writing, a

characteristically linear polyphony, a certain repudiation of

subjectivism, and a tendency towards sharply delineated epi-

sodes and dynamic motion. These features are particularly

characteristic of the Leningrad group (for example, in Shosta-

kovich's Octet, Popov's Septet and Prokof'yev's Second Quar-

tet). Shostakovich's chamber style is marked by a tendency to-

wards cantilena and ascetic texture, bare of any virtuoso effects,

and by a linear polyphonic development of the themes.

During recent years there has been a definite tendency in So-

viet music to liquidate the quartet form completely, obviously

under the pressure of the official aesthetics of "mass music."

Instead the mass- song is to be cultivated for quartet ensembles,

using folk songs as thematic material. Typical of this tendency

towards the debasement of the quartet style in Soviet music is

the Second Quartet of A.D. Fylyppenko, for which the composer

received a Stalin Prize in 1948. Concerning this work a critic

in Soviet Music writes,

Fylyppenko's Second Quartet... is an experiment in the com-

position of a program work in the form of instrumental chamber
music. It is dedicated to Hero of the Soviet Union S.A. Kovpak.

The quartet was inspired by pictures of the legendary struggle

of Ukrainian partisans for their native Soviet Ukraine.42

7. MUSIC FOR SOLO INSTRUMENTS

The decline of instrumentalism is also displayed in Soviet

music for the piano and other solo instruments. During the

early years of the Revolution the "constructivist" trends of

Western music and its deliberate reaction against emotional-

ism had a profound influence on Russian piano literature. At

the end of the 1920's, however, the musical policy of RAPM,
which regarded instrumental music as superseded and which

attempted to re-orient Soviet composers towards forms con-

nected with words, led to a sharp decline in both the quantity

and the quality of music being composed for the piano. It was
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only after the dissolution of RAPM in 1932 that the large in-

strumental forms, as well as music for the piano, began grad-

ually to be revived.

The decisive turn in the development of Soviet piano music

took place in the late thirties. At that time one could observe

a tendency on the part of Soviet piano composers to utilize

folklore material, to employ a simplified classical texture,

and to lay particular stress on an objective "lyricism" and

tone of forced cheerfulness—all, of course, under the pressure

of the official political line.

The major exponent of this trend in Soviet piano music was

Dmitri Kabalevski, whose elegant, graceful and lyrical music

bore no relation to the emotionalism and dramatic fervor which

had previously been characteristic of Russian piano music.

More recently an important place in the field of Soviet piano

music has been taken by Khachaturian. His piano works mani-

fest a close relation with oriental national music (Armenian,

Georgian and Azerbaidzhanian), displayed in their melodic in-

tonations, whimsical themes and pungent harmonies.

Characteristic of the evolution of Soviet composers for the

piano is the creative path of the composer S. Feinberg. The

ecstatic, Scriabinesque mood and the "excessive complexity"

which was officially criticized in Feinberg's First Piano Con-

certo (1933) were gradually displaced by material more in ac-

cord with the bare and elementary texture demanded for Soviet

mass music. His Second Sonata (1936) shows clearly his

"evolution" towards "clarity of thought," while his Ninth

Sonata (1939), his Tenth Sonata (1941) and his Second Concer-

to (1944) are characterized by an attempt to combine moderate

classicism with romanticism which is sufficient evidence of the

extinction of the real personality of this once brilliant and in-

dividualistic composer.

Similarly the late composer A. Aleksandrov's Eight Pieces

on U.S.S.R. Popular Themes represents a compromise with the

official aesthetics. The same thing can be said of Polovinkin's

Postludes (1938) which are clearly based on folk music themes.
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The rehabilitation of RAPM's views on instrumentalism,

made official by the resolution on the opera The Great Friend-

ship, once more plunged the creative work of Soviet composers

for the piano into a crisis. The seriousness of the situation is

admitted by the Soviet press itself, for example, in a recent

open letter to Soviet composers from the director of the Moscow

Conservatory and the members of the conservatory's piano de-

partment. The authors of the letter write,

In accordance with the Central Committee's resolution of

February 10, 1948 [concerning the opera The Great Friendship]

the piano department of the Moscow Conservatory has approached

in all seriousness the question of subjecting the student's

repertoire to a critical review. Huring the last three years a

special faculty committee has been reviewing the piano compo-

sitions of Soviet composers in order to choose the best works.

This survey has revealed the completely unsatisfactory con-

dition of the piano repertoire... As a result, the pianists, who

have at their disposal the excellent piano compositions of

Tchaikovsky, Rachmaninov, Scriabin, Glazunov, Lyadov,

Balakirev, Musorgsky, Chopin, Schumann, Liszt, Mozart,

Beethoven, and other composers of the past, do not find that

the majority of works by Soviet composers satisfy their creative
44requirements.^*

A manifest tendency to subjugate the composer's creative

freedom is characteristic also of the Soviet attitude towards

compositions for the violin. It goes without saying, of course,

that such extreme experiments as the Violin Concerto by N.

Roslavets (1927), an enthusiastic adherent of atonality, are

completely banished from the Soviet composer's general prac-

tice. What may appear surprising, however, is the fact that

even such compositions as Prokof'yev's First and Second Vio-

lin Concertos, which had acquired a central place in contempo-

rary violin literature, have now been dropped from the approved

repertoire. The same fate overtook Myaskovski's Violin Concerto

(1939), a work of virtuosity, melodic clarity and purity of texture,

as well as Shebalin's more intellectual concerto (1940).

It is no wonder, therefore, that Soviet composers are afraid

to compose violin concertos since it has proved nearly impos-
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sible to combine the "simplicity and accessibility" which are

required by the official art policy with the virtuosity and bril-

liance inherent in the concerto style. One may suspect that it

was in an effort to solve this dilemma that Kabalevski com-

posed a Young People's Violin Concerto, a work, however, for

which "childish" might have been an apter designation.

Almost no one in the Soviet Union now writes solo compo-

sitions for the cello or viola. It would appear that Soviet lit-

erature for these instruments is confined to the cello concer-

tos by Hamburg, Dzegelenok, Prokof'yev, and Shostakovich

and the sonatas for viola of Shirinski and Vasilenko.

8. THE ART SONG

For Soviet composers the writing of Lieder or art songs en-

tails considerable difficulties. During the early years of the

Soviet regime there was a strong trend towards the populariza-

tion of the style of the Russian nineteenth century classics,

particularly Tchaikovsky and Musorgsky. This traditionalism

was manifested in works by Gliere and Vasilenko, who also

made extensive use of Chinese, Indian and Turkish folk music

themes.

The great majority, however, of those Soviet composers who

were influenced by modernism preferred to compose for instru-

ments, and if they turned their attention to vocal music at all

it was for the purpose of seeking new means and opportunities

for choral idiom.

During the thirties two contrasting trends in the romantic lyric

became sharply defined. First, there was an extensive develop-

ment of song writing by such composers as Myaskovski, Feinberg,

A. Aleksandrov, Shenshin, and A. Krein, characterized by inti-

mate emotion and symbolism and by refined nuances of feeling

expressing a tragic perception of reality. This trend, however,

was forced to give way to the mass-song promoted first by Pro-

kol and then by RAPM, written for the use of amateur choruses

and soloists and imbued with agitational propaganda.

The result was that the art song, a form which has enjoyed
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great popularity in Russia, has now degenerated into or has been

replaced by the agitational propaganda mass-song.

C. COMPOSERS: GROUPS AND INDIVIDUALS

1. THE CREATIVE OPPOSITION

Let us now consider in greater detail the work of Soviet com-

posers who are the principal objects of criticism by the official

guardians of the purity of Soviet music, i.e., the group who may

be described most accurately as the creative opposition. These

are the composers for whom creative work remains a way of artis-

tic vision and not a mere form of political propaganda. With their

whole being these men are freedom-loving and independent. Their

attention is concentrated on a world which they wish to create

rather than on one which is imposed on them.

It is these composers whom official Soviet critics character-

ize as "formalists" or as "those who are unable in their crea-

tive work to answer the democratic requirements of the masses

of the Soviet people." To this group belong, first of all, the

"underground artists," a group of first-rank composers whose

creative work during the twenties was a major component of

Russian music. Tolerating no control from anyone, standing in

open opposition to the Soviet aesthetics of "socialist realism,"

these men by the mid-thirties had either ceased to compose mu-

sic altogether or carefully concealed what they composed from

the Soviet musical public. Only very seldom now do they publish,

and then only works which have nothing in common with their

creative personality.

For example, anyone at all familiar with Soviet music knows

the name of Vladimir Shcherbachov, a composer who is one of

the most authoritative professors at the Leningrad Conservatory.

His Second Symphony (1925) revealed his outstanding talent.

Little was to be found in the press, however, concerning the

"rout of Shcherbachov' s formalist school," an episode of the

RAPM campaign following which the composer left Leningrad
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for Tbilisi. Who knows whether he left of his own accord? Not-

withstanding his subsequent formal rehabilitation and his at-

tempt to "reform" by composing a symphony (1936) depicting

the rising in the Izhorski industrial plant during the 1905 Revo-

lution, Shcherbachov was again publicly attacked by the critics

and soon after ceased entirely to be mentioned in the Soviet

press as an important composer.

A similar fate befell Shcherbachov's pupil, Gavriil Popov who

proved himself a promising composer, particularly of chamber

music, as early as the 1920's.

Especially memorable was the case of Samuel Feinberg, the

composer of numerous piano sonatas during the twenties, an

outstanding pianist and composer with an affinity for Scria-

bin's style. Have any of his compositions been published or

performed since the twenties? (Of course we have in mind ori-

ginal works and not attempts at "reformation.") What about

the late Anatoli Aleksandrov, the composer of perhaps ten

piano sonatas, many of which were published during those same

years? Has anything been heard of him as a composer since the

mid-thirties? And Aleksandr Krein (d. 1951), whose opera

Zagmuk was produced in 1930 at the Bol'shoi Theater—is it

really possible that after that date he wrote only a Suite on

Kabardian-Balkar Themes (1941)? And why on Kabardian-Balkar

themes when he was a composer with a clearly defined crea-

tive affinity for the European style? Then there is Mosolov, a

composer who is well known in European and American modern-

istic circles who was at one time the secretary of the Interna-

tional Association of Modern Composers. He is a composer who

attracted attention during the twenties with his work The Foundry,

but now he is no longer on the approved list of active composers

despite the fact that in 1941 he wrote a composition which was
quite unlike his real style. There is something not quite clear

about Mosolov' s career, particularly his long residence in Central

Asia. Was that merely the result of his interest in local folklore?

Even more mysterious is the fate of one of the most active Rus-

sian disciples of Schoenberg, the author of works of the great-
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est interest for string ensembles, particularly quartets, a man

who at one time (1922) was the director of the Kharkov Conser-

vatory: Nikolai Roslavets, who since the twenties has complete-

ly disappeared from musical life and perhaps from life altogether.

Unfortunately it is impossible and perhaps premature to list

all the works and all the composers who were silenced by Party

criticism. Did these composers stop writing music? Of course

not! This could happen to composers who had not yet reached

the point where creative work is as necessary as life itself but

not to composers of the caliber of those mentioned above. It is

certain that these men continue to write but they carefully con-

ceal their work from the Soviet public. This is confirmed by the

fact that sometimes it is possible for a few persons to hear be-

hind closed doors a performance of a symphony written "for the

desk drawer"—often enough a symphony which will stand com-

parison with the best works written by Soviet composers.

Among the composers who are most active at present are a

number who continue to compose "music intended for a narrow

circle of gourmand-aesthetes.' ^ In the opinion of the Secre-

tary of the Union of Soviet Composers, Tikhon Khrennikov, and

of course in the opinion of those who stand behind him, the

members of the Agitation and Propaganda Department of the

Party Central Committee, these men also belong to the opposi-

tion group. They include the late Sergei Prokof'yev, the late

Nikolai Myaskovski, Dmitri Shostakovich, Aram Khachaturian,

Vissarion Shebalin, and several others less well known. These
men have stubbornly refused to lose their creative individuality

for the sake of "socialist realism."

Does this fact not provide convincing testimony that, openly

or secretly, in various degrees, the best Soviet composers be-

long to the creative opposition, the real meaning of which is

its political protest against the enslavement of life? One would

have to be deliberately nearsighted to fail to see, behind the

allegedly "artistic" struggle, behind the "solicitous concern"

of the Soviet authorities about music "for the plain people,"
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the truly epic political struggle being waged between the So-

viet power and those creative composers whose opposition is a

genuine protest against the enslavement of creative thought.

This protest acquires added significance from the fact that it

is expressed in the form of highly intellectual artistic creations,

It would be a serious mistake, however, to assume that the

cracking of the Party's whip for nearly thirty years over the

heads of anyone who appeared likely to stray out of line should

have affected only the feelings of these composers, leaving

their creative work untouched. There can be no question that

the degree of creative daring manifested, let us say, by Shos-

takovich in his Seventh Symphony (1942), is far less than in

his composition The Nose (1926), or that Prokof'yev in his

Scythian Suite (1914) was more willing to take risks than he

was later in his Seventh Symphony (1952). Of course, Shosta-

kovich did not begin his composing career as a Zakharov or a

Mokrousov, and Prokof'yev never descended to the level of a

Dunayevski. The composers of this group still preserve, jp a

certain degree, even up to the present, the "anti-Zhdanov"

trend in their creative work; yet with every new work they be-

come more and more moderate in their creative quest, while

their protest grows increasingly muted.

It is an indisputable fact that their creative efforts are the

object of artistic and moral sympathy, just as their indomitable

opposition is the object of political sympathy, not only among

Soviet musicians but also among the general music-loving So-

viet public. It should be sufficient to recall the genuine triumph

which has been accorded to almost every new s ymphoni c work

by Shostakovich. At times these triumphs have assumed the

significance of political demonstrations, particularly in the

case of the works he composed immediately after the Central

Committee's resolution on Muradeli's opera The Great Friend-

ship, or the attacks in Pravda against his own music. Instan-

ces of this kind happened in the case of his Fifth Symphony

(1937) and his Piano Quintet (1940), both of which were ac-

claimed by the Soviet public as new proofs of vitality in
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creative freedom. Shostakovich's personal appearance on the

platform at conferences has often led to direct intervention by

the MVD, who were afraid that the secret feeling of opposition

would become obvious, as happened for example during the

plenum of the Composers' Union held in Kiev in the spring of

1939, when Shostakovich's appearance called forth an ovation

such as had never been accorded even to the "leader" himself,

even though demonstrations for the "leader" are inspired by

the MVD.

Was not this a spark of the kind which in the past has often

enough caused world conflagrations? But unfortunately the

MVD agents understand this better than Shostakovich's foreign

colleagues, who have never stretched out their hand in sympathy

to these heroic rebels. Perhaps only a single voice among the

outstanding non-Soviet musicians of our times, that of Sergei

Rachmaninov, was raised publicly in solidarity with this oppo-

sition. And his voice was heard inside the Soviet Union! It was

not for nothing that the members of RAPM bitterly attacked him

and for a time organized a consistent boycott of his music in

the Soviet Union.

General characteristics of the music of this group of compo-

sers* The basic features of the style of this group of composers

sharply contradict the model proclaimed by Soviet orthodox cri-

tics and display an obvious community of interests with the pro-

gressive aspirations of contemporary music.

Perhaps the most characteristic feature of their work, how-

ever, is its deep, indissoluble contact with the historical tra-

ditions of Russian music, revealed not directly, as is demanded

by the Party propagandists, but through the use of the creative

experience of Russian composers of the early 1900's, particu-

larly Taneyev, Glazunov, Scriabin, Rachmaninov, and Stravin-

sky. This contact reflects the opposition of Russian art to

everything that stifles man's creative freedom. Like their imme-

diate predecessors and their senior contemporaries, these mod-

ern Russian composers make heavy demands on art, seeking
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through it an answer to the complicated and poignant ques-

tions of life.

In this sense, Myaskovski, Prokof'yev and Shostakovich

have earned their place in contemporary Russian music pri-

marily as profound philosophers and thinkers. Such qualities

in their music as its deep thoughtfulness, its intellectual

rigor, its coloristic asceticism, and its fidelity to the princi-

ples of symphonic style place them in the foremost ranks of

contemporary composers.

The conflict between dream and objective reality, between

the joy of the creative personality and external limitations,

between the aspiration towards a higher culture and the pre-

valence of barbarism, between the humanism of the creative

spirit and the inhumanity of the environment—this is the

basic motif of their existence. The fundamental theme of

their work therefore is the formation of personality under

the conditions of its enslavement. In this sense these com-

posers are realists, as were their immediate predecessors,

Scriabin, with his humanist pathos, Rachmaninov with his

moving lyricism and Stravinsky with his "impersonally-

personal" music. It is this humanist realism which consti-

tutes the link between their creative work and the deepest

roots of classical and contemporary music.

In the creative work of Myaskovski, Prokof'yev and

Shostakovich there appears a clearly expressed tendency

towards contact with the "neo-classical" trend of con-

temporary Western music. This tendency represents a syn-

thesis of "constructivism" and emotionalism, classicism

and romanticism. In this sense their work tenaciously unites

the old with the new. On the level of ideas this synthesis is

expressed in the fact that the concept of the "tragic col-

lision" between the artist and society, which dominated the

minds of the Russian pre-Soviet artistic intelligentsia, con-

tinues to exist in their creative consciousness, only im-

measurably deepened and extended by the conditions of

Soviet reality. At the same time their work also reflects
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new ideas and emotions called into vigorous life by con-

temporary reality. The lyrical humane element as an echo

of tradition remains in their creative work, but dynamism,

sarcasm, skepticism, and tragedy, deepened by contempo-

rary experience, also influence their style. On the one hand

their music contains bright optimism, a certain buoyancy,

sociability and tireless activity, on the other a pervasive

anxiety and a corrosive melancholy.

Their use of melody. The expression of these qualities is

to be found particularly in their melodic idiom. In their music

melody is a basic means for the expression of plastic images;

it is to them one of the fundamental attributes of creative

thought, the soul of music, the basic index of its style. To
them, as to The Five and Tchaikovsky and still earlier to

Glinka and Dargomyzhsky, the "singing quality" of melody

is the essence of musical art, its vital contact with life. It

is true that their conception of melody differs significandy

from that of their predecessors. Not only do they, in general,

avoid direct borrowings from current melodic usage or from

folk music, but it can even be said that their conception of

melody does not inevitably involve the idea of "singability."

Nevertheless, their notion of melody, like that of their

predecessors, is associated with the idea of beauty and sin-

cerity, with that which arises from man's deepest feelings.

The accusations by Party critics that these composers have

lost touch with true melody and have transformed the mastery

of melody into an "empty end in itself" are, of course ridicu-

lous. These composers regard the invention of original, sig-

nificant melodies as a foremost creative problem. "There is

nothing so difficult," wrote Prokof'yev "as to find a melody

that can be immediately understood even by an untrained

person and at the same time is original. Here a composer

is exposed to great danger: he may easily become trivial

or vulgar, or he may reproduce that which has already

been heard.
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The melodies of these composers are firmly based on cer-

tain structural types, as is true of classical and romantic

music. At the same time there are predominant indications

in their music of characteristic elements peculiar to the

melody of the Russian composers of the beginning of the

twentieth century, such as Scriabin, Taneyev, Glazunov,

and Rachmaninov, as well as of Western European composers

such as Bruckner, Mahler and Richard Strauss. This can be

seen particularly in their use of two types of sharply con-

trasting structures: themes of broad, extended outline which

yield with difficulty to analysis and themes which are short,

vigorous and easy to analyze. Examples of both types can

readily be found. As examples of the extended themes one

may take the secondary theme of Shostakovich's Fifth

Symphony or that of the second movement of Prokof'yev's

Sixth Symphony. Characteristic examples of the short themes

are those in the finale of Shostakovich's Fifth Symphony and

the "Battle on the Ice" from Prokof'yev's Aleksandr Nevski.

It must be recognized, however, that their melodic struc-

tures, in general, are far from any vocal origin with its prin-

ciple of a succession of sung notes; on the contrary, these

structures seem to be rather of instrumental origin, being

based on the peculiarities of the instrument for which they

were written, its timbre, range and even technique of sound

production. Nevertheless, the essential quality of these

themes is rooted in Slavic folk music.

In the melodic structure of Prokof'yev, Shostakovich and

even of Myaskovski, there is an obvious aspiration for art-

istic clarity and well-defined outlines (for instance in the

scherzo from Shostakovich's First Symphony or in the inter-

mezzo of his Piano Concerto), and at the same time an in-

clination for the embellishment of the theme by means of

curt, tense, unprepared intervals that tend to efface the

clarity of the tonal centre. A strict diatonicism (e.g., in the

exposition of the fugue of Shostakovich's Piano Concerto or

in his Variations for string quartet) is also one of the dis-
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tinguishing attributes of their melodic structure. The latter

acquires particular freedom of movement by a partial use of

wide intervals and displays an obvious tendency toward

modernist linear construction. The almost ascetic bareness

or mournful cantabile style of many of their themes, especi-

ally subordinate ones, is compensated for by the dynamic

energy, dramatic impulsiveness and ironic fantasy of the

main themes, particularly of the scherzi and finales (e.g.,

the transformation of the scherzo theme in Shostakovich's

Fifth Symphony).

Of tremendous importance in the melodic structure of the

music of this group of composers are those themes which

appear to be based on folk music. For the most part, these

are of a broad character resembling the traditional, popular

Russian melodies which are still sung. Such melodies are

especially characteristic of Myaskovski, as for example,

the subordinate theme of the first movement of his Fifth

Symphony and the theme of the third movement of his Eighth

Symphony which is based on the song "The Soldier's Wife."

To the same category belong their dance themes. The char-

acteristic feature of these is their diatonicism, with a few

chromatic passages and sharply differentiated phrases.

Distinct from these is another type of theme character-

istic of the music of these composers. These are themes

essentially chromatic in nature with broken lines, short

pulsations and intermittent breathing, themes which are so

purely instrumental in nature that it is doubtful whether they

could be sung at all. It is melodies of this type which con-

stitute the pivot upon which is based their entire musical

structure.

The principle of melodic construction of these composers

is thus closer to the classical tradition of Pergolesi and

Bach than to the romantic tradition. Like Stravinsky in his

Dumbarton Oaks Concerto, they prefer the analytic construc-

tion of a theme leading to the deliberate intellectual organi-

zation of the melodic matter rather than undisciplined in-

tuition.
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These characteristics of their melodic structure determine

the methods of thematic development in their music, for ex-

ample, the combination of the variation form in which the

theme is exhibited in various aspects, with the sonata form

in which the theme is developed and modified from within.

Their harmony. It follows that the compositions by this

group of composers show a tendency towards a combination

of homophony with thematic ostinato in the secondary parts,

as for example, in the exposition of the idyllic second theme

of the first movement of Shostakovich's Seventh Symphony.

More or less repudiating the traditional principles of func-

tional harmony in favor of a harmony based on timbre com-

plexes, these composers are, nevertheless, extremely care-

ful in their harmonic formations, preferring a comparatively

clear modal logic to the limited major-minor framework.

Nevertheless their harmonic language was formed under

the unmistakable influence of the linear trend of contempo-

rary Western music. Because of their extensive use of a

system of independent melodic voices, many of their chord

combinations could be analyzed, in terms of traditional har-

mony, as discords or accidental tone combinations. At the

same time, the tonal relationship in their music is based on

a solid foundation, the interplay of the tonic and dominant.

These features of harmonic style can be observed even in

the music of Taneyev, who also thought in terms of linear

polyphony, in contradistinction to Glazunov whose mastery

of counterpoint was subordinate to his use of harmony. In

the same way the harmony of Myaskovski, Prokof'yev and

Shostakovich is based upon the independent movement of the

invididual voices, each one of which follows the line of its

own development.

TT^e harmony of this group of composers was undoubtedly

also influenced by the particular nature of their melodic

idiom and by their methods of developing thematic material.

As a result, the general impression created by their harmony
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is one of tenseness rather than repose. The ability of their

harmony to give their music a quality of vigorous assertion

("caustic harmony") is exceptionally well manifested, for

example, in the brilliantly prepared dynamic climax in the

polyphonic episode of Myaskovski's Seventh Symphony,

Although the general tendency of their harmony is towards

a relatively strict tonal character, the decisive role in it is

played by polyphony. Its unmistakably major-minor basis

(notwithstanding fairly extensive complications) testifies to

the "classical" orientation of their style. In addition, the

expressive role played by tonal color is considerable. As an

example it is sufficient to refer to the brilliant episode of

balanced sonority in the woodwind instruments at the begin-

ning of the development section of the first movement of

Shostakovich's Fifth Symphony. The purity of tonality, even

in polytonal episodes, is completely perceptible (e.g., in

the resolution of dissonant harmonies in Shostakovich's

Sixth Symphony). As a means of achieving tonal purity, the

use of tonic-dominant pedal-points assumes great signifi-

cance (e.g., the work just cited). The attainment of this

clarity is promoted also by the reduction of the number of

harmonic voices to a minimum (once again Shostakovich's

Sixth Symphony provides particularly clear examples).

Even in their early works Shostakovich, Prokof'yev and,

to some extent, Myaskovski clearly defined the linear struc-

ture of development of the voices as the basis for their har-

mony (e.g., Shostakovich's First Symphony). Later this prin-

ciple of "constructivism" acquires in their works the char-

acter of inner creative necessity.

Their use of rhythm. In the music of this group of com-

posers rhythm constitutes an extraordinarily powerful and

compelling means of development. The rhythmic elements of

their style, in combination with the buoyant, soaring pressure

of their melodic themes, creates that dynamic, dashing

quality which is characteristic of their music. This can be
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observed in the main themes of the finales of their symphon-

ies, particularly in Myaskovski's Second and Third Symphon-

ies and in the symphonies of Prokof'yev and Shostakovich.

A typical feature of their compositions is their use of

"grouped rhythms" in various forms, without repetition of

accented beats. This is a type of rhythm created by means of

syncopation, pauses, interruptions, tied notes, strong ac-

cents, and more or less insistent tones. Rhythm, it is clear,

is to these composers one of the basic components of ex-

pressive melody.

Orchestration. Without doubt the main tool in the hands of

this group of composers is the orchestra. Superficially, per-

haps, their orchestration is similar to that of Glazunov (it is

no accident that all of them were students at the St. Peters-

berg Conservatory), but such a comparison fails to give an

accurate idea of the qualities of their orchestration. Glazun-

ov' s orchestra, in its fullness and solidity, is extremely

colorful, picturesque, descriptive, and shot through with

light. Nevertheless, it is the highly colored light of sunset

rather than that of early morning. The orchestration of

Prokof'yev, Shostakovich and especially Myaskovski does

not possess that luminescence which is inherent in Glazu-

nov's "coloristic" scores but recalls rather the scores of

Brahms in which, as one conductor remarked, "the sun never

shines." Neither Prokof'yev nor Shostakovich is a colorist,

nor is Myaskovski. Their orchestral mastery is a mastery of

"black and white," of somber, deep and even gloomy colors.

In their orchestration there is not the slightest hint of man-

nerism or extravagance; its nature is rooted in the individu-

ality of thematic lines and closely approaches the principles

of chamber music instrumentation. In their orchestral com-

positions there is an abundance of duets (e.g., the two flutes

accompanied by a harp in the third movement of Shostako-

vich's Fifth Symphony or the duet at the beginning of

Prokof'yev' s Fifth Symphony). There is an extensive use of
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octaves in the high and low registers and of unisons, and a

masterful employment of themes for the celeste, xylophone,

triangle and timpani as solo instruments. Frequent use is

made of the piano, not only for the sake of color but also for

its dynamic effect (e.g., in the scherzo of Shostakovich's

Fifth Symphony). Frequently they restrict the orchestra to

pure timbres (recitatives, tremolos, pizzicati, etc.).

As a whole their orchestration is a highly individual re-

evaluation of the most significant tendencies of world sym-

phonic literature, especially of their contemporaries such

as Mahler, Hindemith and Stravinsky.

The structural principles of their music Undoubtedly the

most important element of their creative work is their faith-

ful adherence to the principle of sonata construction and

of the symphonic cycle in general, and at the same time

their recreation of the most important principles of con-

temporary symphonism.

The individual development of their thoughts leads

Myaskovski, Prokof'yev and Shostakovich towards the con-

ception of related cycles of compositions and large sym-

phonic forms. Their predominantly intellectual approach to

creative work, which exerts its influence on every expres-

sive detail, results in the strict subordination of the parts

of the cycle to the whole. Casting aside what is antiquated,

artificial and exhausted, they search for what is rational,

permanent and vital in the symphonic form which has been

developed as the result of the long evolutionary process of

European music. Their work is a consequence of the his-

torical logic of music, of its "natural selection"; it is a

phenomenon showing the inexhaustible possibilities of the

traditional symphonic form and its still developing resources.

The profound content of their creative work and the mov-

ing emotionalism of their music are the natural continuation

and development of the historically formed symphonic prin-

ciples of European music on the one hand and the symphonic
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style of Taneyev and Glazunov on the other.

One more extremely important circumstance: it is perhaps

only in the eighteenth century, in the golden age of pure in-

strumentalism, that one finds composers who wrote so many

symphonies as did, for example, Myaskovski. "Inspiration

does not come to those who are lazy"—this principle of

work, known so well to Rimsky-Korsakov and Tchaikovsky,

governs the activity of Myaskovski, Prokof'yev and Shosta-

kovich. Inspiration and hard work are the inseparable com-

panions of their creative intensity.

The character of their themes. It is important to point out

that their music preserves a deep, organic contact with con-

temporary life. It is nourished by contemporary idioms and

grows out of the living language which surrounds them. But

at the same time, as Prokof'yev once said of Myaskovski,

their music "never winks at the public." This quality of

creative responsibility to oneself is profoundly character-

istic not only of Myaskovski but also of Prokof'yev and

Shostakovich, and it is only the pressure of the Soviet art

policy which has compelled these composers occasionally

to alter their principles and lose sight temporarily of their

artistic aspirations.

It will by now be obvious that at the very basis of their

work there lies a stylistic compromise, in that their music

combines in itself the progressive features of the contempo-

rary style of music with concessions to the late romantic

tradition (e.g., "every-day" phrases, the modal and tonal

logic of classicism and consistent sonata-form construc-

tion). But it would be entirely unjustifiable to think that

this "compromise" is merely a consequence of the smother-

ing of creative freedom by the conditions of Soviet reality.

The basic reason for their relative traditionalism undoubted-

ly lies in the very nature of Russian national musical think-

ing, in which a predilection for folk music and for popular

melodies still exists. These melodies, with their narrative
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development of the musical fabric which is based ultimately

on the music of Glinka and which is apparent in the works

of the present masters' immediate predecessors (e.g., Scria-

bin), are still attractive to Russian composers. Therefore,

the forms of musical expression characteristic of their music

and the very principles of its construction are the conse-

quence of the historical development of Russian music,

which has not ceased to inspire their creative work.

In this connection one's attention is attracted by the role

played in their music by the extended period, and its reserve,

force and intensity, and by the influence of this intensity on

the construction of the separate elements of the melody, its

abbreviation and extension, its rhythmic rise and fall. Their

conception of the theme as a nucleus, as a stimulus for

action, together with the lyric character of their themes,

creates a sensation of genuine breadth, of a broad-scale de-

velopment of thought.

It is a well-known fact that the rhetoric of oral speech has

always had a profound influence on music. Accordingly the

dynamics and construction of contemporary spoken Russian

during the Soviet period, with its sharpened rhetoric (e.g.,

the "meeting diatribe"), has also left its mark on the music

of these composers. This explains, perhaps, the choice and

relationship of thematic elements typical of their music-

fourths and fifths at the outset of their works, sixths and

sevenths at the culminations, and octaves and unisons in

cadences—elements which give their music a certain ora-

torical coloring. It may also be the basis for their charac-

teristic exaggeration of dynamic accents, their individual

technique of caesuras and pauses, their fondness for music

of the people, for naturalistic "mass music" (e.g., the over-

emotional lyricism of Shostakovich's Fifth Symphony) (inso-

far, of course, as these elements represent a genuine crea-

tive impulse and not a concession to political pressure).

Yet there is often a feeling of doom in their works, for

example, in the kettle drum episode of Prokof'yev's Fifth
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Symphony, in the aria "On the Field of Death" from his

Aleksandr Nevski, in the andante of Shostakovich's Eighth

Symphony, and in the many pages of Myaskovski's composi-

tions which are filled with inconsolable anxiety.

With all the apparent balance of their compositions, there

is little discipline in the individual themes, which are fre-

quently hurled up like outcries, or in the vaulting connec-

tions between the whole structure and its component parts,

which often appear as improvisations. Everything is strong-

ly bound together, however, by means of the unity of the

directing will. In many respects their music, to counter-

balance the concreteness of its sensual coloring, is abstract

(it is not for nothing that they prefer the programless sym-

phonic form!) and even surrealistic in the sense of extreme

generalization of thought. Not infrequently there appear in

it features of purely decorative construction, but it is always

genuine music in the sense that it is always a reaction to

the soullessness of surrounding life.

Their relation to life. The creative work of this group of

composers is inseparable from the life that surrounds them.

It expresses what is personal and what has been experienc-

ed, and it is consequently autobiographical to the core. In

seeking to define the meaning of its expression, one is

struck by its clear-cut and definite character: it is at one

point characterized by gende, pensive and deeply subjec-

tive lyricism, at another by nervous, malicious fantasy, at a

third by elemental outbursts of irrepressible emotion.

It is perhaps the lyrical nature of their music, however,

even in its dramatic episodes, which is most characteristic

of their work. In this sense they are observers first of all:

quiet, thoughtful, always preserving a lyrical, gende love

for life but concealing this love in the inmost recesses of

their heart.

Just as was the case with Tchaikovsky, the festive epi-

sodes in their music do not signify a positive solution of
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their problem but only its temporary postponement. The

power and completeness of the embodiment of personal feel-

ing, an impassioned love for life, tense emotionalism in de-

fending its rights, are opposed in them to the forces that

stifle life.

Hence one of the basic characteristics of their music is

that from time to time in the midst of its enchanting care-

lessness there suddenly arise gusts of bitter, tragic grief,

as though the soul, filled with daring and overflowing with

noble aspirations, had suddenly felt the harsh blast of

reality, causing it to wince and cry out in pain. At times

they seem to express an indifference and contempt for every-

thing "romantic" or personal; at other times, remaining

alone with themselves, they immerse themselves with all

the passion of hopelessness in this "romanticism" which is

so hateful to their enslavers.

To these composers creative work is the unfolding of

spiritual life: it is a diary not only of the composer but of

a human being, of someone whom one recognizes as a

brother in adversity, as a thinking and feeling observer of

life. Their music, with all its vital completeness and

tragedy, becomes something intimate and essential to its

listeners. Such it will remain in the history of musical

literature, the reflection of a world of tragic images—at once

lyrical confessions and monumental fantasies.

Are these composers contemporary in the sense that their

music can be considered characteristic of modernism? They

are far removed, of course, from those aspects of modernism

in which a master absorbs and assimilates all existing in-

fluences. In this sense their music, one might say, is im-

mature and even somewhat unnecessarily melodramatic.

But it has, along with the clumsiness of youth and with pre-

mature old age, its own essential secret of charm and love-

liness: an entrancing reluctance, or inability, to find repose,

lucidity and equilibrium. This music is close to its hearers

not only in the Soviet Union but in the free world as well
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because what it expresses is familiar and intimate as is

everything genuinely human.

Basic philosophy. From this summary of the purely musi-

cal aspects of the works of this group of composers let us

turn now to a consideration of their underlying assumptions

and philosophy of art as manifested in their music.

As has been mentioned already, the decisive period in the

formation of the aesthetic views and musical tastes of the

great majority of the leading Soviet composers was the twen-

ties and early thirties, i.e., the period during which the in-

fluence of modernism upon Soviet artists was most intense.

The Russian philosophy of art and musical criticism at

this time was still strongly under the influence of a sort of

"neo-Schelling" movement which had been particularly

flourishing at the end of the nineteenth century. Subsequent

developments had resulted in modifications of detail, but

they left unchanged the basic points of view on art and

aesthetics characteristic of ,this movement.

At that time art was still regarded as a kind of bridge be-

tween the existing world and a world beyond, and the artist

was considered as a kind of "medium" who, during moments

of inspiration, is able to see that which is invisible to

others. The source of his creative power is not the "unseen

world" nor subjective feelings, but a kind of platonic realm

of ideas. The intuitive, integral apperception of the world

which is inherent in art was considered to be inaccessible

to science, which studies the fragmentary manifestations of

nature. Consequently, irrationality and freedom from practi-

cal concerns and from an interest in everyday reality were

then regarded as the prerequisites of genuine art. For art to

serve as the vehicle for any kind of tendency was regarded

as destructive of its true nature. Later a similarly negative

evaluation of the concept of the "social tasks" of art was

obviously directed against the Soviet art policy with its

political propag and is tic conception of art.
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In accordance with this conception of the world, art was
called upon to play a major role in which the function of the

artist and of inspiration assumed a place of paramount im-

portance in creative work. In this view of the problem crea-

tion becomes the product of the artist's spiritual understand-

ing. The artist hears the unhearable, sees invisible forms

and creates under the influence of fleeting visions. Inspira-

tion is a state of ecstasy, of abstraction during which the

artist breaks away from contact with people and from the

world of social relationships which surrounds him.

The significant point with regard to this system of ideas

in the present context is that it underlies a great deal of

the creative work of that group of Soviet composers which

we have been discussing. Their obvious "social passivity,"

existing side by side with an implacable will and colored by

psychological mysticism, makes clear their inner affinity

with Tchaikovsky and to a lesser degree with Scriabin. Of

course, it is a matter here not so much of the contact of

ideas as of common philosophical and music sources,

springing from the specific qualities and nature of Russian

music. Like Tchaikovsky, all these composers—Myaskovski,

Prokof'yev, Shostakovich, and, in certain respects, Khacha-

turian—belong in this sense more to the "Moscow school"

than to that of Leningrad, because their moods of dejection

which constitute the basis of their lyricism are only rarely

resolved into a joyful, optimistic perception of life and

nature.

One other essential peculiarity of their lyricism attracts

attention. Their creative work seems to be centered around

the image of a hero—the "I." The listener receives the im-

pression that he is hearing a kind of lyrical diary, that at-

tention is fixed on certain biographical facts.

Thus the elements of contemporary objectivity are com-

bined in their music with the traditions of romantic subjec-

tivity, just as romantic nostalgia is combined with motives

of repulsion from Soviet life. They are not afraid of using
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plain words and commonplace or even banal musical formu-

las. The power of their creative work is not based on far-

fetched images or on unusual "semantic changes," but on

spontaneity of lyrical feeling, sincerity and even naivete.

Thus the human theme occupies a basic place in their

music. Moreover, a certain thematic monotony in their works

attracts attention: all their works, with few exceptions, seem

to be dedicated to the question "I and the environment."

Such a consistent appeal to one and the same subject is ex-

tremely significant. Their choice of themes is directly con-

nected with the fundamental traits of their philosophy of art.

Fantasy to them is one of the ways of breaking out of the

circle of lyrical emotions, but even more significantly it

serves as a vehicle to express their disrespectful, emphatic-

ally skeptical attitude to the life around them and their

parody of false patriotic pathos and the insincerity of Soviet

official propaganda.

The elements of their fantasy are anachronism, incon-

gruous combinations of style, conclusions that do not cor-

respond to premises, and utilization of comically exaggerat-

ed "Slavonic" phrases and foreign reminiscences.

Their world outlook was formed during the twenties when

their horizon of ideas was broadened and their musical ex-

perience was enriched. During that period they greedily

drank in the impressions of a new creative world that was

opening before them. Their character—deeply original, active,

forceful, sharply defined in all its features—was already

formed by that time. But shortly after, life revealed its

negative aspects; their faith in its values was shaken, and

there remained to them only creative work, the independence

of the artist and the free and proud service of art.

During those years there was defined the sharp contra-

diction between their social and artistic outlook and that

social and political way of life which had begun to mani-

fest itself and in which they were fated henceforward to

live and create.
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The attraction they felt for world art by no means killed

the great feeling of national pride which was inherent in

them, but their patriotism had nothing in common with stub-

born inertia and chauvinistic intolerance; they did not think

of the national culture of the Russian people as something

alien to universal culture. The attraction they felt towards

the new European spirit was to them only a problem in the

working out of a new philosophical, socio-political and art-

istic world outlook. They regarded the culture of the Russian

people as one of the contributing factors of a universal move-

ment, which was nevertheless to remain Russian, sacrific-

ing nothing of its historically formed national originality.

The dramatic collision of contradictions in man, particu-

larly of the "hero" and his environment, defined the prob-

lem posed by the times as the creation of "civic" music,

impregnated with socially significant ideas and capable of

arousing a love for the common good and a hatred for arbi-

trariness and oppression. Thus there arose the basic con-

flict between their creative work and the Soviet art policy,

the purpose of which was the replacement of the ideals of

art by the ideal of service for the political interests of the

Party.

In their creative work, consequently, one finds not only

satire, fantasy and skepticism but also the theme of hero-

ism; not only debunking but also the apotheosis of elevated

civic passions. Occasionally genuinely cheerful, wholesome

in feeling, vital and simple, their music is basically con-

cerned with the unfolding of the development of human

thought in which its dramatic intensity corresponds to the

inner development of their personal character.

To reflect the real historical conflicts of the contempo-

rary epoch with its crises and its great changes—the central

theme of contemporary Russian art and of social thought as

a whole—became their basic aim. The concept of the "dis-

tinctness" of the people and intelligentsia from the govern-

ment, an eternal theme of Russian art, appears in their crea-

tive work also as a leading motif. For culture is immortal,
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as immortal as the peoples who create it. And as the banner

of the struggle for its immortality is raised ever higher, we

may speak with a legitimate feeling of pride of this mighty

manifestation of the freedom-loving spirit.

Individual composers: Sergei Prokof yev. At the head of

this group of composers until his death stood Sergei Proko-

f'yev (1891-1953), an artist of impressive power for whom
music was always a world in itself which had no place for

cheap experiments in "art for everyone" and whose music

was sufficiently strong to resist the poverty of "socialist

realism." Whoever has listened closely to Prokof'yev's

music, from the Scythian Suite and the Classical Symphony

to Aleksandr Nevski, Romeo and Juliet and War and Peace,

knows the breadth and depth of his craftmanship. Soviet

musicians were happy in the knowledge that Prokofyev was

living among them, with his unbroken artistic will providing

an example of responsible creativity and consistent inde-

pendence.

Prokof'yev's music includes an enormous variety of forms

and is characterized by inexhaustible resourcefulness. The

legacy he has left is huge: seven operas, seven ballets, six

cantatas and oratorios, seven symphonies and many other

symphonic works, nine instrumental concertos, fourteen

sonatas, chamber ensembles, music for motion-pictures and

the theater, for children and brass bands, many piano pieces,

songs and romances. Not all of course is of equal value.

Prokof'yev lived a broad, even contradictory, creative life

and frequently felt the constraining influence of the life sur-

rounding him. Nevertheless the healthy life- asserting prin-

ciple of his talent, elemental in its range, was always

victorious.

The more than twenty years during which Prokof'yev lived

under the conditions of the Soviet regime (he left Russia in

1918 and returned to the U.S.S.R. only in 1933) hardly con-

stituted the decisive influence on his music. He was and re-
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mained a consistent and confirmed supporter of "contempo-

rary" music with his unique musical thought and intolerance

of any kind of attempt to thwart the creative freedom and in-

dependence of the composer's thought. He was unquestion-

ably the mentor whose creative work left its imprint on his

gifted younger contemporaries (Shostakovich, Khachaturian,

Popov, and others).

It is true that his Seventh Symphony, completed a few

months before his death, like his repeated attempts to turn

to subjects dictated by Soviet propaganda (for example,

A Toast and his cantata on quotations from Marx, Engels,

Lenin, and Stalin) provide evidence of a profound creative

crisis and of the decline of his former resourcefulness and

inventiveness. However, one must not look for the cause of

this crisis merely in the pressure exerted on him by the var-

ious decrees of the Central Committee concerning music,

since it was under similar conditions of the suppression of

creative thought that he also wrote such works as Aleksandr

Nevski, Romeo and Juliet, the Fifth and Sixth Symphonies,

War and Peace and many other profoundly original instru-

mental compositions.

The essence of his creative crisis was not fortuitous. It

was the result of a certain feeling of life which gradually

took possession of his soul under the influence of what he

saw or perceived in life about him. It was a feeling of life

like that which eventually compelled Tolstoi to reject "the

depiction of "invented' persons" and to change to portray-

ing "people who participate in every-day human life."

Prokof'yev ceased to live in the world of artistic images

he had created. It is significant that all his creative work

written under Soviet conditions—with the possible exception

of A Toast, an official composition for a state occasion, and

his propaganda mass- songs— is devoted to subjects of the

past, even the remote past, which is in decided contrast to

the contemporary Soviet world. It is as though Prokof'yev,

in the very act of creating, renounced "participation in life"
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and limited himself to the contemplation of it. This conclu-

sion is strengthened by his extraordinary attention to "child-

ren's subjects" (not a single composer of the past or present,

including Schumann and Musorgsky, has paid such tribute

to the children's world as did Prokof'yev in his later years).

It was life in general rather than the individual life which

became the fundamental domain of Prokof'yev's creative

thought under the conditions of the Soviet years, years which

imbued him with the desire to renounce participation in life.

Hence the complete withdrawal of his music into retrospec-

tion, into the contemplation of life from afar; hence his

gradual transformation from an active and life-affirming art-

ist into a recorder of the idyllic and the picturesque. Hence

also the element of all-absorbing lyricism, characteristic of

his later works, for example, in the scenes between Andrei

and Natasha or between Natasha and Anatol in War and

Peace.

There is no doubt that this somber conclusion to the com-

poser's creative life, which had begun long before his

physical death, was not so much the consequence of perse-

cution by the politicians of Soviet music—which Prokof'yev

regarded as nothing more than the yelping of curs—as it was

of his profound realization of the death of his fondest hopes,

the catastrophic degeneration of a once rich and humane

Russian culture as well as the unprecedented subjugation

of nations and the establishment of undisguised slavery.

In his autobiographical article "Youthful Years' the

composer himself defines the peculiarities of his creative

work as follows:

I should like to dwell on an analysis of the main lines

along which my creative work has advanced. The first

line is the classical, originating as far back as early

childhood when I heard Beethoven's sonatas played

by my mother. Sometimes it assumes the neo-classical

form (sonatas and concertos); at times it imitates the

classicism of the eighteenth century (gavottes, the

Classical Symphony, in part the Sinfonietta). The sec-
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ond line is that of the innovator, stemming from a meet-

ing with Taneyev at which he referred to my "rather

simple harmonies." At first it was a search for my own
harmonic idiom, later it turned into a search for an idiom

to express strong emotions (The Vision, Despair, Tempta-

tion, Sarcasms, Scythian Suite, to some extent the Ro-
mances, op. 23, The Gambler, Seven, They Are Seven, the

Quintet, and the Second Symphony). Although it is chiefly

concerned with the harmonic idiom, innovation also affected

the intonation of melodies, instrumentation and drama-

turgy. The third line is the toccata, or if you prefer, the

motor form, stemming probably from Schumann's Toccata

which at the time |I first heard it] greatly impressed me
(Etudes op. 2, Toccata op. 11, Scherzo op. 12, the scherzo

of the Second Concerto, the toccata of the Fifth Concerto,

the repeated forceful figures in the Scythian Suite, and in

the Age of Steel, passages in the Third Concerto). This

line is probably the least valuable. The fourth line is the

lyrical. At first it appears as lyrical-contemplative, at

times not entirely connected with melodies, at least with

extended melody (Fairy tale op. 3, Dreams, Autumn Moods,

Romances op. 9, Legend op. 12), sometimes on the other

hand connected with a comparatively long melody (the

choruses to lyrics by Bal'mont, the opening of the First

Violin Concerto, songs on texts by Akhmatova, and Tales

of a Grandmother). This line remained unnoticed or received

notice only later. For a long time my lyric vein was gener-

ally denied, and lacking encouragement, it developed slow-

ly. Subsequently, however, I paid ever increasing attention

to it.

I would like to limit myself to these four lines and to

consider a fifth, "the grotesque," which some have tried

to ascribe to me, rather as deviations from the preceding

lines. In any event I protest the very word grotesque which

with us has become hackneyed to the point of disgust. The
meaning of the French word grotesque has been corrupted

to a significant degree. With regard to my own music, I would

prefer to replace it by the term skertsoznost' [a coined term

meaning the spirit or form of the scherzoj, or if you prefer by

three Russian words which give its gradations: jest, laugh-

ter, mo cketyXsbutka, smekh, nasmeshka\A°

No matter how the aesthetic and artistic value of Prokof'yev's
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music is interpreted, there is no doubt that it was a reaction of

the basic forces of freedom against coercion. As a consequence

of that system of values which Prokof'yev in his private and

public life insisted upon for himself as a conscious participant

in life, his music reveals with great force his most character-

istic trait—irreconcilability with any limitations whatsoever on

the creative freedom of music as original, self-sufficient artis-

tic thought. For him the aim of such a protest was by no means

creative independence merely for the sake of novelty. His inno-

vations, as with few of his contemporaries, were the result of

an unfailing perception of life, of sincerity and the spontanei-

ty of artistic reaction.

For Russian music under the Soviet regime Prokof'yev was a

living indictment of its more than thirty years' distortion to

please the political aims of totalitarianism. For Russian So-

viet-dominated music he is irreplaceable. With him died its will

to resist.

Myaskovski. Like Prokof'yev, Nikolai Yakovlevich Myaskov-

ski (1881-1950) exerted a profound influence upon his junior

contemporaries. He is unquestionably one of the most fertile

composers of our time, having written twenty-four symphonies,

eight string quartets, four piano sonatas, and numerous instru-

mental and vocal works.

Although he was educated in the St. Petersburg Conserva-

tory, where he was a student of Rimsky-Korsakov, Lyadov and

Vitol's, in his creative work he was a consistent follower of

the "Moscow school," insofar as his predilection for a psy-

chological approach to music is concerned. As the result of

his self-absorption, the texture of his music tends toward

somber colors, low registers and cloudy, broken harmonies.

His use of melody is characterized by vague, diffuse contours

and a preference for polyphonic, linear exposition.

To Myaskovski the symphonic idiom was a form of philoso-

phical thinking complete in itself. He composed nothing for

the theater and had an unmistakable dislike for opera. As a
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genuine symphonist he preferred music that does not illustrate

something but which develops exclusively in conformity to its

own laws. Hence, form to him is the living embodiment of

creative thought and not an external scheme that connects

separate musical episodes.

A man of rare spiritual qualities, Myaskovski, with all his

remarkable modesty, was straightforward and honest. It is

doubtful whether any other Soviet musician was loved so much

by his contemporaries or so highly valued by those who knew

him personally or through his music.

According to the conductor N. Malko, who was the first to

perform many of Myaskovski' s earlier symphonies, the compo-

ser once casually remarked that his even-numbered symphon-

ies were composed for the public, the odd-numbered ones for

himself. Malko adds that in Myaskovski' s odd-numbered sym-

phonies there is more depth, personal sadness, contemplation,

and complexity. Does this fact not confirm the profoundly sub-

jective character of Myaskovski's creative work and his clearly

expressed introspection as well as a certain esoteric tendency?

As in the case of Prokof'yev, there is nothing surprising in

the interpretation by Soviet critics of Myaskovski's role in So-

viet music. "The symphonic tradition of N. Ya. Myaskovski,"

we read in a book summarizing the "creative discussions"

of 1948,

with his exaggerated attention to textless instrumental

genres, with the predominance of somber subjective moods
and abstract rationalist thinking, began to outlive its useful-

ness as early as the thirties; this was particularly evident

in the creative work of Myaskovski's numerous imitators....

A reflection of the formally acquired methods and turns of

Myaskovski's symphonic style could be discovered at various

times in D. Kabalevski, L. Knipper, N. Peiko, and G. Kirkor

and many other Muscovites [composers of the Moscow school].

A gradual clarification of style and the use of broader and
more melodic construction could not completely safeguard

Myaskovski's music from symptoms of inertia, formlessness

and cold artificiality. Thus, side by side with attractive lyri-

cal expressions (the Twenty -first Symphony and a number of
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quartets) there were his numerous symphonic-diaries, narrowly

abstract, contemplative, subjectivist, although without any

decadent intricacies. Recently the composer has turned to the

renovation of his typically modernist works, which had long

since ceased to elicit any response (new editions of the Third

and Fourth Symphonies and others). In Myaskovski's cantata

The Kremlin at Night (19 47) there was a flagrant contradiction

between the poetic text, which describes military headquarters

of the socialist state—the Kremlin— and the darkly contempla-

tive music of a nocturnal landscape. The composer's detach-

ment from contemporary life, from the natural element of into-

nation which is being created by the present-day life of our

country, was fully evident in this work. 49

The author of this critique is basically correct in his charac-

terization of the nature of Myaskovski's creative work, parti-

cularly in his concluding statement, which excellently charac-

terizes the composer's creative independence from the persis-

tent attempts on the part of the Soviet art policy to enslave

his creative thought. In another passage the Soviet critic writes

as follows:

In [Myaskovski's] creative work, particularly in his sym-

phonies, one cannot but see the profound and intense search

and desire to break through the closed circle of intimate sub-

jective experiences, a desire to respond to the great historic

changes called forth by the Revolution. These aspirations were

evident in the emotional lucidity of the Fifth Symphony. ... and

in the program subject conceptions of several of his symphonies
—the Sixth and Eighth (devoted to the figure of Stenka Razin)

and later the Twelfth (Kolkhoz). The most significant document
of his search and of the complex contradictions in N. Myaskov-

ski's outlook in that period is his monumental Sixth Symphony

(1923), which represents a response to the events of contem-

porary revolutionary reality. One cannot but agree with the com-

poser himself who later wrote that this reflects "an intellec-

tual, neurasthenic and sacrificial perception of the Revolution

and the war." To the confused mind of the artist the Revolu-

tion appeared as something alien, as a violent hurricane which

was shattering creative life. In his music there predominate

gloomy images of death (the medieval religious funeral chant

[i.e., the Dies Irae] and the ancient Russian funeral motif),

while to express the revolutionary forces of the contemporary
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world songs from the epoch of the French Revolution are used.

In the Sixth Symphony, as well as a number of later sym-

phonies (especially the Seventh, Ninth, Tenth, and Eleventh)

Myaskovski's idiom is characterized by complexity of harmony,

affectedness of melodic line, expressionist exaggerations,

and concentration of emotions. 50

Thus it may be said that not only did Soviet reality not pro-

mote the lucidity of Myaskovski's style, but on the contrary

it further deepened his tendency towards seclusiveness.

Shostakovich. Without doubt one of the most typical compo-

sers of Soviet reality, one whose work reflects the entire con-

tradiction of the composer's life under Soviet conditions, is

Dmitri Dmitriyevich Shostakovich (born 1906).

In recent years the Soviet press has been able joyfully to

inform its readers that Shostakovich has composed either a

Song of the Forests or a "March of the Red Army" in colla-

boration with Khachaturian, or "Ten Poems," with strictly

orthodox political texts. Does it not follow from this that

Shostakovich at last has really reformed and that from an "in-

veterate formalist" he has turned into a dependable executor

of musical tasks imposed upon him by the Party? Let us ex-

amine his case.

While Prokof'yev, Myaskovski and other Soviet composers

of the senior generation belong, in some measure, to the pre-

Soviet period of development of Russian music, it has been

Shostakovich's lot to play "a thankless historical role: not on-

ly to continue the development of the best traditions of Rus-

sian music but to preserve them unsullied through more than

thirty troubled and violent years during which the Communist
Party has displayed an undisguised hatred towards everything

creatively original and especially towards music itself as a

deeply lyrical human activity. The bitterness of Shostako-

vich's role is greatly intensified by the fact that with all his

modesty, his affectionate nature and his hatred of crowds, he

has become, through the malicious will of the representatives
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of the Soviet art policy, a kind of musical-political represen-

tative of the Soviet power. To further their exterior political

aims, the Soviet strategists have utilized Shostakovich's

creative work as a trump card to demonstrate the "advantages"

of a system of life which, they claim, promotes the produc-

tion of artistic values. At various "peace conferences,"

Shostakovich's name has been used to cover up the inhumanity

and aggressiveness of the Soviet "peace-makers." He is cited

as an example of the "careful regard" shown by the authori-

ties for the human being, and as proof that they can re-educate

an "inveterate formalist" and "cosmopolitan" into a "de-

voted fighter for the ideals of the world revolution." The tra-

gedy of this situation is underlined by the fact that Shosta-

kovich himself undoubtedly understands perfectly well the

role which has been imposed upon him. Yet in many respects

he nevertheless contrives to remain himself in his creative

work.

In this he is helped first of all by the fact that he, more

perhaps than any of his contemporaries, is a composer of

symphonies. The history of the development of the symphony

shows the existence of a trend towards a psychological unity

of creative thought, accomplished by means of the growth and

development of broad significant generalizations. The combi-

nation of the disciplined mind and the sensitive heart has al-

ways been a characteristic feature of genuine symphonic think-

ing. Shostakovich not only holds firmly to this capability of

the symphonic style for generalized thought and emotion but

strictly adheres to that traditional symphonic form without

which it is difficult even to imagine the complete embodiment

of his creative conceptions. The four-movement classical

symphonic cycle remains for Shostakovich the best possible

means of securing the unity and intensity of development of

his creative thought. It is possible that it is due to just this

fact that his symphonic style can be grasped with such pre-

cision as a phenomenon deeply predetermined by his creative

will. Listening to his music one would hardly suspect that
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this vital will is nourished not by a full sensation of life but

rather by a thirst for it; that it is rooted not in psychological

confidence in life but only in an aspiration to confide in life.

To put it bluntly, the sources of the composer's musical

thought are not the abundance of his spiritual forces but rather

their impairment. In what other contemporary composer is the

completeness and intensity of musical pulsation accompanied

by such strong sensations of fading light and gathering dusk?

In Shostakovich's music there exists not only a healthy quali-

ty and a certain gaiety but also something creeping, hating,

suffering. The psychological structure of Shostakovich's mu-

sic sometimes strikes us with gleams from a world of sensa-

tions and images in which it was forced to exist while de-

veloping to maturity.

Like his elder contemporaries Stravinsky and Prokof'yev,

Shostakovich has thoroughly mastered the traditions of Rus-

sian music, its sensitivity to life, its unity with the experi-

ence of Russian national melody and its cultivation of pro-

fessionalism. In his music there exist two evenly balanced

aesthetic necessities: an individual expression of ideas in

new sonorities, which might be called romanticism, and an as-

piration for established standards of musical expression which

can be called classicism. These tendencies are combined

and reconciled by his profound feeling for the historical de-

velopment of music. It is in this synthesis that there lies

the special attraction exerted by his work; it is this which

explains his ability to speak of a new world conception in

a language which everyone can understand.

Even in his First Symphony (1925) spontaneity and reso-

lute temperament were combined with professional maturity

and profound thought. From the great composers of the nine-

teenth century he had learned precision, intelligibility and

monumentality of thought. His senior contemporaries, parti-

cularly Stravinsky and Prokof'yev, helped him to develop a

fascination with sheer sound and trained him to handle with

unusual ease the most complicated techniques and to use
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them not according to moribund rules and academic canons,

but in accordance with his own human needs.

Having broken away from scholastic academicism, Shosta-

kovich moved consistently towards contemporary modernism,

with its intellectual constructivist approach to mastery of the

thematic material. Linear clarity, the play of melodic lines

and harmonic complexes, of timbres and rhythms, an admirable

facility in the invention of expressive ideas, all combined

with vital, emotionally picturesque content—such were the dis-

tinctive characteristics of his style in his early compositions

(e.g., his "Aphorisms" for piano and his Second Symphony,

dedicated to the October Revolution). Later the expression-

istic exaggerations that appeared with great force first in

The Nose (1928-29) and then in Lady Macbeth of Mtsensk

(1934) provided evidence that Shostakovich had studied the

models of the most recent theater music of Western Europe

with great attention and responsiveness. The Piano Concerto

(1933) and the Fourth Symphony (1936) which followed dem-

onstrated his increasingly profound adherence to modernism,

with its ideals of absolute creative freedom and its dislike

of the beaten track.

The brilliance of Shostakovich's individuality had an im-

mediate effect on the development of Soviet music as a whole.

Even orthodox Soviet criticism is compelled to recognize the

fact that Shostakovich exerted a profound influence on Soviet

composers:

While Myaskovski' s influence began to fade markedly by the

middle of the forties, the trend headed by D. Shostakovich

became ... most influential and fashionable. The majority of

young composers who already stood on their own feet (Yu.

Sviridov, Yu. Levitin, M. Veinberg, R. Bunin), as well as

those still within the walls of the Moscow and Leningrad Con-

servatories, were under the very strong hypnosis of Shosta-

kovich's symphonic style. In the mid-forties this was as ex-

tensive and undoubtedly harmful a "mania" as was in its time

the universal imitation of Scriabin. ...51

But to Soviet musical orthodoxy the influence of Shostako-
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vich upon his younger contemporaries, as well as his own

creative work, is nothing but the consequences of a failure

to overcome "bourgeois relapses" against which, in their

opinion, it is necessary to fight as one fights the plague. In

reality, of course, this influence is a natural, regular process

of the transmission from one generation to another of histori-

cally accumulated experience, a process which not only pro-

motes the progress of music but is a necessity for its de-

velopment. For it is only through the consolidation of past

experience in the composer's consciousness that new crea-

tive problems arise. There is nothing unnatural and harmful

in the fact that the best Soviet composers gravitate towards

modernism, because the uniformity of the creative contem-

porary style leads to a uniformity of the creative search. Nor

is it surprising that the most essential element in the uni-

formity of this search is its independence and freedom, thanks

to which art maintains its meaning as "the highest manifesta-

tion of the power which exists in man" (Tolstoy). To the So-

viet authorities, however, the manifestation of the "power

which exists in man" is a highly dangerous phenomenon.

Having discovered the organic contact between Shostakovich's

works and modernism and his steadily increasing influence

upon the creative work of the younger Soviet composers, the

Soviet authorities concentrated all the power of their punitive

apparatus, accusing him of "formalism," "cosmopolitanism"

and other sins of "bourgeois decadence."

The Pravda articles "Confusion Instead of Music" and

"Falsification of the Ballet" (1936), which were directed a-

gainst Shostakovich, were in reality the first signals for the

total enslavement of Soviet music.^ For Shostakovich per-

sonally they were the condemnation of an artist and humanist

who believed in man's intellect and creative powers.

Is it surprising that following this attack Shostakovich

seemingly became an entirely different composer? At first

he apparently tried to submit and obediently bowed his head
(his Fifth Symphony and to some extent his Piano Quartet),
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but then, having evidently decided that Pravda's articles

were only some sort of ambiguous high politics that had no

direct relation to him personally, he tried to be himself once

again. Something in his soul, however, had been silenced

forever. Instead of his former joy and sparkle, there now

creeps into his music that "eternal theme" of Russian art

which brings him close to Tchaikovsky, Tolstoy and Dosto-

yevsky: a passionate rebellion against every kind of death

and decay, whether physical or spiritual (e.g., the andante of

the Eighth Symphony and the recitative of the Ninth Symphony,

in which there is a predilection for dark coloring and "un-

earthly images."). The reaction to this mood is a desire to be

among people, to be in the midst of tumult and commotion, to

lose one's own ego and to be merged into the mass. This mood
is dominant particularly in the finales of his later works, which

produce the impression that the composer is afraid of being

isolated and lost.

Complacent lyricism and gentle melodies gradually dis-

appear from his creative work; in their place one finds thema-

tic material colored by grotesque and pessimistic moods. The

atmosphere of poignancy, of feverish observation, of sorrow-

ful, agonizing self-confessions becomes more characteristic

of his music. This fact is duly noted by the Soviet critics:

The strongest influences he [Shostakovich] receives are

linked with the expressionist hysteria and strident pessimism
of Mahler's later symphonies and with the decadent neo-Bach

style of Stravinsky's period of the Symphony of Psalms. The
range of his creative efforts becomes narrowed; he completely

repudiates the opera form, hardly composes any theater or chor-

al music, any romances or songs.53

Even the "patriotic" Seventh Symphony, with its program-

matic reference to the siege of Leningrad, is unacceptable to

the Soviet critic:

Shostakovich's Seventh Symphony, which played a significant

role in the patriotic musical literature of the war years, was
less of a unity than the Fifth Symphony, to which it is akin.

Essentially only the first movement of the Seventh Symphony,
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because of its specific programmatic features, was accepted

by the broad mass audiences. Shostakovich's musical con-

ception was more effective in its expression of the sinister

images of fascism than in the embodiment of the positive

heroic images of our contemporary society.* The abstractness

of intonation, the cosmopolitanism of the musical idiom of

Shostakovich, who even during the war did not set himself

the task of coming closer to the national and folk musical

idiom, was a barrier to the prolonged popularity of the Seventh

Symphony among the Soviet people. 54

After his Eighth Symphony (1943) with its infinite adagio,

the only movement of this kind since Beethoven which can be

compared with that composer's works for range and profundity,

a movement which "by the power of its human emotion sur-

passes everything else created in our time" (Koussevitsky),

Shostakovich turned his attention to the world of chamber mu-

sic (the Trio, the Second and Third Quartets and the chamber

music Ninth Symphony). Concerning his works of this period

the Soviet critic writes as follows:

With accentuated interest LShostakovichJ persistently revives

in a decadent and affected manner archaic instrumental forms

in particular: fugues, passacaglias, ancient forms of variations,

and recitative constructions in the spirit of the seventeenth

and eighteenth centuries. ...55

One is forced to regard as a protest this retreat on the part

of the composer from the primitive Soviet mass-song into the

realm of the Renaissance, "that gigantic laboratory where mu-

sical forms were just taking shape" (Asaf'yev). Once more

Shostakovich avoided taking ready-made schemes, immersing

himself rather in the study of the laws of formation. Here one

has yet another proof of his deep organic connection with the

progress of contemporary modernist music.

Recent developments in the music of Shostakovich are sum-

marized by the Soviet critic as follows:

In his Lrecent] large-scale compositions two worlds of images,

poles apart, predominate: on the one hand frightening, phan-

tasmagoric visions carried to the pitch of ecstasy. ...; and on
the other hand a feeling of the realization of his own doom, of
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weariness and of unbearable anguish. The first world of images
finds expression in the piling up of chords and timbres, in me-
chanical rhythms, strident melodic formulas, and persistently

reiterated ostinato hammer blows; the second is embodied in

artificially impoverished and sparse linear figures, lacking

color, animated movement and natural harmonic fullness. These
contrasts are presented with special force in such scores as

the Eighth Symphony or the Piano Trio.56

From the brilliant embodiment of bright, life-affirming con-

ditions to the depiction of dark harsh elements—such is the

logic of the creative path followed by Shostakovich, a path

darkened by the sterile life of his environment, with its ma-

terialist utilitarian conception of the world, its applied aesthe-

tics of musical propaganda, and its totalitarian violence and

tyranny.

Shostakovich's most recent creative activity shows a new—
perhaps the last—zigzag of his creative evolution. His ob-

viously enforced repudiation of the symphonic idiom and his

turning towards the elements of the mass- song (e.g., Song

of the Forests, "March of the Red Army," "Ten Poems,")-

does this not signify the end of Shostakovich as a composer

and his inevitable transformation into a functionary of propa-

ganda? Nevertheless, in 1951 Izvestiya wrote that in his new
"Twenty- Four Preludes and Fugues for the Piano," Shosta-

kovich again "deviated significantly from his recent realistic

stand."57

Truly, the nature of this great and genuine artist is strong—

perhaps it is unbreakable!

Khachaturian. Undoubtedly one of the most talented and

brilliantly individual Soviet composers is Aram Khachaturian

(born 1904). His creative work is connected with that line of

musical development in the Soviet Union which has less re-

lation to the earlier traditions of Russian music than has the

music of the composers we have considered so far. Even in

his early works (his First Symphony (1934), Piano Concerto
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(1937), Symphonic Poem on Stalin (1938), and Violin Con-

certo (1940)) the national Georgian-Armenian characteristics

of his music were announced with such power that it was

obvious that in him they had overcome not only the long-stand-

ing traditions of Russian music which had dominated nine-

teenth century Georgia and Armenia but also those direct ties

and influences which had been exerted upon his creative work

by the Moscow school of composers and their creative en-

vironment.

It is sufficient to call attention to the originality of his

themes and rhythms to demonstrate the truth of this assertion.

Undoubtedly the decisive role here is played by the inherent

character of Caucasian popular melodies even more than by

his creative individuality. For many years the composer's

symphonic work drew its inspiration from Armenian folk mu-

sic and was marked by captivating temperament, emotional-

ism and optimism. The persistent taming of Khachaturian's

individuality by the Soviet critics, however, has been under

way for a long time. Their primary target has been his clearly

expressed nationalism. The results of this taming process can

be seen, for example, in his ballet Gayne (1942), the mu-

sic of which betrays not only the watering down of national

features but also a tendency towards the impersonal triviali-

ties demanded by Soviet aesthetics.

The deterioration of Khachaturian's talent has been traced

with considerable accuracy by a Soviet critic in the follow-

ing words:

It is known that in the thirties Khachaturian was successful

in creating works of a realistic nature (the Poem About Stalin,

the Violin Concerto), while his Piano Concerto (19 37) gave

rise to a whole series of imitations in the creative work of

composers of the national republics. However, from the outset

of the composer's career his style included, along with heal-

thy folklore elements, traits of French impres sioni st influ-

ences. Later, by the middle of the forties, enticed by the

pseudo-innovative "discoveries" of Shostakovich, Prokof'yev

and others, in pursuit of "technical craftmanship" incorrectly

understood, Khachaturian began to digress from his previous
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achievements. He likewise avoided theatrical musical forms,

despite the fact that attention to the ballet (Gayne, 1942)

brought him deserved success.

Even in his Second Symphony (1943), a work whose emotional

excitement is characteristic of Khachaturian, it was possible

to observe an exaggerated compactness of harmonic means, a

hypertrophy of heavy, massive sonorities, and a prolixity of

form. Khachaturian's Cello Concerto, which appeared in 1946,

is based to a considerable extent on a reworking of hi s pre-

vious compositions.

The composer's talent, out of touch with the life-giving popu-

lar-national basis, has not found stimuli for further develop-

ment. ... Khachaturian became less and less productive; he

seldom turned to vocal and programmatic symphonic forms, and

finally, in his latest work, the Symphonic Poem, he engaged in

superficial tonal invention lacking musical images having con-

tent. The precariousness of his aesthetic positions, his crea-

tive self-assurance, the rejection of general cultural and pro-

fessional perfection—all of this has had a most harmful effect

on Khachaturian' s creative work and has brought him to a for-

malistic impasse.
5°

Khachaturian* s creative dilemma is the result of his at-

tempt to combine the demand of Soviet aesthetics for "music

for the people" and for "socialist realism" with his own
talent for devising novel combinations of timbre and rhythm.

The impossibility of following his own creative bent has led

Khachaturian into frustration and impotence. Such an outcome

is inevitable, however, in the case of composers who, like

Khachaturian, have not had time to strengthen their individual

mastery of their material before being subjected to the Party's

exigent demands.

Note.—We have deliberately not included in the group of

composers under discussion the name of Dmitri Kabalevski,

one of the "leading" Soviet composers and one whose works

are comparatively widely known beyond the Soviet borders.

Kabalevski, the author of a significant number of musical

works of the most varied forms and especially of piano music,
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began his creative activity when he joined that progressive

group of composers under the Soviet regime whose opposition

to official Soviet aesthetics was already sufficiently clear,

inasmuch as they consciously followed that trend of Russian

modernistic music which treasured above all the creative free-

dom and independence of the composer's thought. Kabalevski,

however, soon not only disclosed a lukewarmness in his crea-

tive quest but accepted completely the basic principles of

socialist realism.

The real significance of Kabalevski's creative development,

however, lies in the fact that he was one of the most talented

Russian composers who not only accepted completely the role

of "Soviet" composer but, what is especially important, in

his musical and public activity and particularly in his jour-

nalistic work, devoted himself to unrestricted propaganda of

the principles of socialist realism. Kabalevski and his com-

panion in arms Tikhon Khrennikov became for Russian music

under the Soviet regime its evil geniuses; in their critical

work they made a significant contribution to the enslavement

of Soviet music.

For a considerable period editor of Soviet Music and author

of a vast array of "guiding" reports and articles, Kabalevski,

more perhaps than any other sub-Soviet composer, is a typical

representative of Soviet sycophancy.

2. THE TRADITIONALISTS

Another group of Soviet composers, the traditionalists, con-

sists mainly of representatives of an older generation—such
men as Gnesin, Krein, Shteinberg, Gliere, Goedicke, Vasilen-

ko, Ippolitov-Ivanov, Glazunov, and Shaporin. These men,

mostly former pupils of Rimsky-Korsakov and Lyadov or of

Tchaikovsky and Taneyev, show a close relationship to their

teachers in their creative aims.

They have always followed a moderate line, combining the

stylistic features of The Five with those of the Moscow school.

The group as a whole has been honored by the Party and
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government more perhaps than any other. Most of its members are

professors at the conservatories and have received various

honorary titles and prizes. Their real merit lies in their long

and selfless work in educating young composers 5 and in

their composing activity which is responsible for the creation

of that "basic repertoire" of the Soviet opera and concert hall

which is distinguished by its irreproachable subject matter

and middle-of-the-road means of expression.

The works of these composers, in form and spirit, are sur-

vivals of a "moderate modernism" which is generally anemic

and lacking in temperament and breadth of development. Essen-

tially a development of the classical traditions of Russian mu-

sic, the work of several of them nevertheless shows traces of

the influence of pre-Soviet Russian modernism.

The composers of this group have produced a great many

"revolutionary compositions," for example, Pashchenko's The

Eagle Mutiny on a theme from the history of the peasant up-

risings of the eighteenth century, Zagmuk by Krein, also on a

theme from the revolutionary movement, The Decembrists by

Zolotar'ov, and Gliere's ballet The Red Poppy. Their sym-

phonic compositions are often associated with "revolutionary"

or "Soviet" themes, for instance, the "Symphonic Monument"

by Gnesin and the "Funeral Ode in Memory of V.I. Lenin"

by Krein, Turksib by Shteinberg, a symphony dedicated to the

construction of a main railroad line, and Vasilenko's The So-

viet East. There are also a number of compositions in monu-

mental oratorio form, for example, Shaporin's On The Field of

Kulikovo and The Tale of the Battle for the Russian Land.

Finally there are the numerous compositions dedicated to

Stalin.

Musically these compositions often have little in common

with their titles; in general, they have little to say although

most of them are well written within the limits of the classi-

cal-romantic style and impress the overseers of the purity of

Soviet music by their melodiousness and harmonic clarity.

Such works have not played a significant role in the opera
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and concert life of the Soviet Union, with the exception per-

haps of Gliere's Red Poppy and Shaporin's On The Field of

Kulikovo and The Tale of the Battle for the Russian Land,

which have not only remained securely in the repertoire but

have been widely imitated. But because these compositions

were the works of authoritative professors who did not dis-

dain to utilize Soviet themes, they played a tremendous but

somewhat equivocal role in Soviet musical life. With these

works there began an intensive development of similar music

written for particular occasions. Even more important is the

fact that these works laid the foundation for that "creative

compromise" which dulled the will of Soviet composers and

disoriented the Soviet musical world. For Soviet propaganda

such "creative work" became an important trump card in the

struggle between the Soviet power and the individual artist.

These works made it clear that music could be tamed to

serve political aims since it was possible to point to the

fact that even such composers as Gliere, Gnesin, Krein, and

others, men of venerable age with extensive creative experi-

ence, had come along "hand in hand" with the Party and

that consequently their younger pupils, such as Shostakovich,

Khachaturian, etc., were "in error" because, being young,

they failed to see the "genuinely creative road" pointed out

to them by the Party.

In reality, the "unforced" rapprochment between these

composers and the demands of the Soviet art policy was

merely the result of their eclecticism. Although in general

these composers are unquestionably talented and frequently

possess even certain traits of originality (for example,

Vasilenko and Shaporin) and although they are excellently

trained, they never rise above the level of talented imitators

and stylists. Reflecting the influence of Rimsky-Korsakov

and Tchaikovsky, although at times altogether externally,

and immersed in a realm of romantic refinement, their music

is invariably well within the limits of moderation and crea-

tive mediocrity. To the not overly fastidious Kremlin "aes-
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thetes," however, it is acceptable because of its access-

ibility and cheap emotionalism.

Among the composers of this group—leaving aside Glazunov

and Ippolitov-Ivanov, whose creative work was essentially

completed before the full establishment of the conditions of

Soviet reality—S.N. Vasilenko (born 1872) stands out parti-

cularly. Long a professor at the Moscow Conservatory, Vasi-

lenko is the author of many vocal and instrumental composi-

tions. His music is distinguished by refined taste, delicacy,

lyricism, and coloristic inventiveness. His most pronounced

characteristic as a composer is his tendency towards the use

of an impressionistic style. Paying little attention to what

was going on around him and, in particular, oblivious of the

decrees of the Party and government concerning music—or

perhaps in order to escape from the importunity of those de-

crees—Vasilenko was immersed in his own world of images

and regularly and consistently, though perhaps not very in-

tensively, continued to compose up to the end of his life,

now and then paying tribute to "Soviet subject matter."

Like Vasilenko, his younger contemporary Yuri Shaporin

(born 1889) is one of the more original composers among this

group. A typical traditionalist and an admirer of The Five on

point of principle, particularly of Musorgsky, Shaporin never-

theless is also inclined to a certain radicalism chiefly for

coloristic descriptive purposes, at times allowing himself a

harmony and a certain amount of discordant polyphony as a

means of intensifying tension. On the whole, however, his

work remains within the bounds of the long-established canons

of musical thinking.

Perhaps the most typical representative of this group of

composers is Reinhold Gliere (born 1875) who was for many

years a professor at the Moscow Conservatory and who is the

author of a great number of compositions in the most various

forms. Possessing considerable mastery within the limits of

the classical-romantic tradition but lacking the necessary

originality for creative individuality,, Gliere found it easier to
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follow the Party line in aesthetics than did some other compo-

sers of the senior generation. More than that of other compo-

sers, his music appeals, if not to "socialist realism," at least

to "traditional realism," for all of his compositions remain

within the circle of the well-tested in form and theme.

Although the work of this group of composers is of no im-

portance for the future of music, it has certainly left its mark

upon Soviet music because it officially represents the limits

of the creative horizon beyond which it is dangerous to roam.

The fact that it has been elevated by Party orthodoxy to the

level of a model for art (more by means of encouraging the

composers with Stalin Prizes and decorations than by Party

decrees) has accelerated the process of levelling down So-

viet music. To Soviet musical orthodoxy the work of this group

of composers represents the limit of the creative quest and a

model of tradition. To the oppositional group of composers,

however, it has always been and still remains the purest

eclecticism, lying outside the sphere of their concern.

3. ORTHODOX COMPOSERS
(VOLUNTARY AND INVOLUNTARY)

To the last and most numerous group of Soviet composers

belong the great majority of those who grew up and were

trained under the conditions of Soviet reality.

It would seem that a period of more than a quarter of a cen-

tury should be entirely adequate for raising a generation of

creatively active composers. Yet the Soviet power—and this

fact must be emphasized very emphatically—although it has

greatly encreased the number of composers, has, at the same

time, and evidently quite deliberately, catastrophically low-

ered their professional level. There is not a single composer

among the younger group who stands out as a representative

of the new generation. Yet music attracts ever new genera-

tions of composers, men who are frequently not less talented

than those of the preceding generations.
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The most significant aspect of this situation, and perhaps

the most alarming, is that the level of the spiritual culture of

the Soviet peoples has continually declined. The new genera-

tion of the Soviet intelligentsia is made up, in the main, of

peasants by birth or persons originating from the working

masses, persons who are without any kind of inherited cultural

influences and who lack even a feeling of the necessity for

art. Nor is the deficiency supplied by Soviet music education,

in which the basic conception of music as an art is lacking,

as is any breadth of creative outlook and even an elementary

creative curiosity. Everything which served to transmit the

rich musical tradition of the past is gradually disappearing—

the people who were once devoted to it, the concert life that

grew up around it and the musical way of life engendered by

it. That which still survives of this tradition is consistently

degraded and the new generation is being brought up in a

spirit of hatred and contempt for creative thought.

The great majority of representatives of the new generation

of Soviet composers already sincerely detest everything con-

nected with the musical culture of the past, and they are par-

ticularly outspoken in their disdain for the contemporary art

of the West. It is not merely that they tend to belittle modem-
ism because of the official attitude of condemnation towards

it; they actually do not understand contemporary Western mu-

sic. Even late romanticism appears to them as something ar-

bitrary, artificial and useless.

Having been brought up to view music as a means to an end,

compelled to be entirely at the service of the Soviet political

system, they restrict their horizon to musical propaganda and

regard the mass-song as the only legitimate form of music. In

this way there has been produced the real Soviet type of com-

poser, the typical composer of "smaller forms"—songs and

choral works. Such, essentially, are the majority of the young-

er orthodox composers. They are frequently referred to as

"platform composers" (£Stradniki), a designation indicating

not their concert activity but the political function of their
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work. Until recently this nickname was pronounced with a

nuance of scorn, for the "platform" in the Soviet Union during

the thirties was associated rather with the circus than with

concert activities. But it was precisely in the theater that

there began the process of replacing the former concert reper-

toire by the new Soviet propaganda repertoire— the propaganda

mass-songs, the instrumental music designed for diversion, the

popular songs with their sentimental overtones, the instrumental

pieces with their superficial brilliance and virtuosity, and the

program symphonies which are actually nothing but mass-songs

arranged for orchestra. It was as the result of this develop-

ment that the nickname "platform composer" or the designa-

tion "worker among the masses" became honorable titles more

and more sought after by members of the Composers' Union.

Many Soviet orthodox composers, however, have no rooted

aversion to the opera and the symphony. In fact it is even

considered a duty by such composers to "transplant" the

principles of the mass-song to symphonic and operatic forms.

It is hardly necessary, however, to add that such operas and

symphonies, which are merely inflated mass-songs, are as

unlike genuine works in these forms as vaudeville, for ex-

ample, is unlike opera. Nevertheless, the initiative of these

"composers for the masses" has become the leading factor

in Soviet opera and symphony, as we have already pointed out.

Surveying the numerous unmusical, often professionally in-

competent programmatic symphonic poems and overtures

written for some particular occasion by the great number of

young Soviet composers, it is difficult to select the most re-

presentative of them, since they are all colorless and monoto-

nous. Yet they have positively and irrevocably transformed So-

viet instrumental music into a means of propaganda and have

compelled even genuine composers to follow in their footsteps.

Myaskovski's Twelfth (Kolkhoz) Symphony is an illustration

of this fact.

Of course there is no reason whatever to regard the ortho-

dox group of Soviet composers as something integral and
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monolithic, composed of standardized "Soviet production

units." Among these composers are some who are compelled,

for the sake of their continued existence, to be tactful and

amenable to the demands of Soviet art policy. But there are

also those who are genuinely Soviet, to whom the composi-

tion of music has ceased to be a creative activity and has be-

come a mere tool for propaganda. It is with these latter com-

posers that we are concerned at present. They represent that

"new type" of composer of the Communist future which in the

opinion of the Party is to replace the "old-fashioned compo-

ser," the "formalist." They are the forerunners of the type of

composer which the Soviet power is nursing with such care.

Like the "new Soviet man," the "new Soviet composer" has

his own moral and ethical level and his own perception of

aesthetic problems. Frequently he is not lacking in external

culture (or rather an alluvial deposit of civilization), but his

most characteristic features are his unscrupulousness in the

employment of the means of success, flattery and grovelling

before those in power, rudeness to the weak, and most of all,

an impudent attitude toward everything connected with the con-

cept of humanity. The new Soviet musician is a member of the

Party and an important person in the field of music policy.

Human qualities are not obligatory; what is important is loyal-

ty to the myth about the "golden age" of Communism.

The professional requirements demanded from the "new So-

viet composer" are extremely limited. To compose a mass-song

is an act requiring little professional culture. It is sufficient

to limit oneself to the trade of functional harmony which one

learned in school and to know how to gather together the neces-

sary thematic material from that old reliable source, folk mu-

sic. The great majority of contemporary Soviet composers live

and work within the limits of such requirements. After all, it

is not important what creative resources they possess so long

as their "creative" work serves to support the regime in power.
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PART VI

National Schools

A. GENERAL PREMISES

Officially Soviet culture is a "multi-national" phenomenon

to which the creative efforts of the different peoples inhabit-

ing the Soviet Union have made significant contribution. The
Soviet ideologists always ignore the obvious fact that the cen-

trifugal forces at work in the Soviet Union are becoming so

much stronger with every decade that one can speak of the un-

mistakable growth of a tendency towards the formation of na-

tionally distinctive cultures among the various national groups

within the Soviet Union.

There is absolutely no reason, however, to think the Soviets

have solved the question of national cultural self-determina-

tion. On the contrary, the Marxist-Leninist theory itself in re-

lation to this question confirms unequivocally its imperialist

essence in Stalin's well known "Report on the National Ques-

tion" at the Third All-Russian Congress of Soviets in March,

1918, in which he said,

All this [discussion] points to the necessity of interpreting

the principle of self-determination as the right to self-deter-

mination not of the bourgeoisie but of the working masses in

a given nation. The principle of self-determination must be

an instrument in the struggle for socialism and must be sub-

ordinated to the principles of socialism. 2

This attitude towards the question of cultural self-determi-

nation has defined actual Soviet practice which, particularly

in the field of art, boils down to the "inalienable right" of

the authors, artists, poets, and musicians of all the peoples

inhabiting the Soviet Union to glorify the Soviet power in

their native languages. As Stalin wrote on one occasion, "Is

it possible that our comrades are not familiar with the well-

239



240 NATIONAL SCHOOLS

known formula by Marxists concerning the fact that present-

day Russian, Ukrainian, Byelorussian, and other [Soviet]

cultures are socialist in content and national in form, i.e., in

language?"*

Yet even if the existence of the Soviet national republics

is problematical and illusory, still their external national

characteristics have taught their inhabitants to realize that

they represent a certain "national whole" not identical with

other parts of the Soviet empire. Particularly the national

languages employed in the institutions of the various repub-

lics—the language of the press, the school, literature, and

the theater—could not but leave deep traces in the conscious-

ness of the masses of the population of the Ukraine, Byelo-

russia, Georgia, Armenia, and the other national republics,

teaching them to regard themselves as members of a definite

cultural unit.

On the other hand the developing process of cultural inter-

action among independent ethnic groups in the Soviet Union has

had the effect of strengthening the ties of cultural unity. The
historical tradition of Russian literature, theater and music

(based on their ability to comprehend and appreciate the rich

originality of the inner world and culture of the non-Russian

peoples) fostered mutual understanding and respect among the

peoples of Russia and still continues to make itself felt. Even

if one ignores the noisy clamor of Soviet propaganda, it is im-

possible not to recognize the unquestionable growth in the

minds of the Soviet people of the conception of equality among
the peoples regardless of their racial and national origin. Not-

withstanding the use of national languages in the schools and

the formation of national institutions of higher education,

scientific institutions and musical and theatrical establish-

ments in the national republics, the authority and significance

within the Soviet empire of what was formerly Russian culture

and the power of attraction of its cultural centers is not only un-

abated but on the contrary is becoming steadily more power-

ful. Among men of culture and art in Moscow and Leningrad
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one frequently encounters the names of people from the Ukraine,

the Caucasus or Central Asia; similarly, the reverse process

of an influx of Russian cultural forces into the national repub-

lics is being felt ever more strongly.

If the national genius of the peoples of the Soviet Union

could only free itself from the Soviet policy of depriving the

peoples of their individuality and if the peoples could obtain

the right to free creative work within their native culture, there

would become manifest the beneficial effect of a general inter-

change of spiritual values for mutual cross-fertilization be-

tween the different national cultures and for the development

of historically conditioned principles for a culture and civili-

zation common to all mankind.

In our time the question of national cultures, particularly

in music, has been greatly exaggerated, especially in the So-

viet Union. Musical culture has always been characterized by

what unites rather than by what separates. "German," "French,"

"Italian," or "Russian" music is "national" not so much be-

cause the majority of composers of these schools were con-

sistent interpreters of the "national soul" of their people as

because they were followers of the school of the greatest re-

presentatives of their music.

Thus "national traits" in music manifest themselves less

in the specifically "national" idiom of the composer than in

the vividness of the creative system of thinking represented

by a great individuality. Music is characterized by cultural

integration rather than by differentiation.

In our time composers are most easily distinguished by the

signs of the system which they profess (e.g., the followers of

Schoenberg, Stravinsky or Hindemith) rather than by national

traits—providing, of course, that they are not deliberate "folk-

lorists." Even in the latter case, however, it is often possi-

ble to recognize the "national" character of their music only

through a "folklore microscope" (e.g., the music of Bela Bartok).

To put it more simply: for the creation of a national musical

culture the local folklore treasures of a people are less impor-
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tant than the presence of a genuinely great master able to

create a school.

Thus arises the central problem of national musical cul-

tures, the problem of "cadres" as it is called in the Soviet

Union. It is, of course, a matter not simply of "cadres" who

possess an academic technique and musical education and

who are able to attain the level of contemporary creative mas-

tery; it is a question of composers of outstanding importance,

able to grow beyond the general level and to enrich the mu-

sical culture of the world with the new qualities of their own
"national" originality.

Looked at in this way, it is clear that one could hardly ex-

pect the creation of national musical cultures where musical

creative work has only recently entered the stage of the writ-

ing of music, as is the case in several of the Soviet republics.

This judgment is eloquently confirmed by the picture of mu-

sical life in the Central Asiatic republics presented in an ar-

ticle in Soviet Music entitled "A Decisive Turning Point is

Necessary" concerning conditions of musical life in the So-

viet republics of Central Asia—an article signed by A. Maldy-

bayev, a People's Artist of the U.S.S.R., S. Shakhidi, Hon-

ored Artist of the Tadzhik S.S.R., M. Tulebayev, Honored Art

Worker of the Kazakh S.S.R., and the composers Ashir Kuliyev

of the Turkmen S.S.R., and M. Burkhanov of the Uzbek S.S.R..

The authors of the article present a number of flagrant ex-

amples of bad composing practice, including the following:

"The joint creative work of a composer-melodist^ and a trained

composer was frequently reduced to a point where one author

would do work enough for two while another would only com-

pose a melody, then sign his name on the manuscript of the

finished composition as its rightful author"; "a number of

composers who graduated from Tashkent Conservatory in 1945

are still not able to compose independently", "the pedago-

gical staff also does not meet the requirements of a higher

school; the training of musical cadres in Tadzhikistan and in

the Kirghiz Republic is in a still more deplorable state";
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"some music schools accept absolutely untrained people of

the local nationality just in order to be able to increase arti-

ficially their 'percentage'."'

The authors arrive at the conclusion that "in several Re-

publics there are at the present time no trained composers."

Without waiting until the schools produce national cadres, it

is necessary now to send out fresh, trained creative forces.

A great creative work must be developed in folklore studies.

The field of musicology and music criticism must be stimula-

ted. For this purpose it is necessary to send young musicolo-

gists graduated from the metropolitan conservatories to the

republics of Central Asia.

The creative forces brought from outside the republic, in

addition to work on opera and ballet, should be able to help

in creating a concert repertoire for philharmonic societies

and radio committees. Choral work must attract composers

and concert organizations.il

Of course no "fresh, trained creative forces" can be of

any help where there are "at the present time no 'trained com-

posers'." They could not help even if such "trained compo-

sers" existed in these republics. A national culture is es-

tablished not by trained touring artists but by a full-blooded

culture taking shape through centuries and, most of all, by a

mature mastery of art by its representatives.

Under existing conditions it is natural that the "national"

music that is created in these republics with the help of

"trained composers," the emissaries of the Union of Soviet

Composers, bears the unmistakable stamp of hybridization of

that mass-song style that dominates all Soviet music, me-

chanically combined with local folk music.

B. THE UKRAINIAN NATIONAL MUSIC MOVEMENT 12

1. DEVELOPMENT

The maturing of Ukrainian music is perhaps more signifi-

cant, broad and many-sided than that of the music of any other

Soviet national republic except Georgia and Armenia.
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Prior to the present century, the Ukraine had a very weakly

developed national school of music. There was only a limited

number of professional composers there who had acquired a

good technique and who were capable of expressing their own

national originality within the scope of larger musical forms.

At present, however, the number of Ukrainian composers has

been considerably increased and there are some among them

who reach the level of contemporary requirements.

The aspiration of Ukrainian composers towards the mature

manifestation of a national style has encountered extremely

complicated and unfavorable conditions. On the one hand,

even as early as the 1920's voices were heard calling "away

from Russian music" (this slogan, proclaimed by Professor

M. Hrinchenko in his History of Ukrainian Music published in

1922, subsequently made a great deal of trouble for him); on

the other hand there has been a powerful movement among

Ukrainian composers for direct contact with Russian music.

Finally the actual conditions of the development of Ukrainian

music during the Soviet period have been conditioned by the

imperatives of the Soviet art policy, with all its ensuing

consequences.

Nevertheless it can be said that the basic characteristic of

the "new" contemporary stage in the history of Ukrainian mu-

sic is its aspiration towards universalism and completeness

of creative mastery. If heretofore Ukrainian composers turned

mainly to their national past, to history and to the national

folklore, at present the fundamental characteristic of their

creative work is its search for an integral ideal combining ori-

ginality and the absolute, perfect and unchangeable features

common to all music, to all mankind. Behind the distinct, the

particular, the national, there appear human community and

unity—the signs of a mature equilibrium of style.

This process is manifested especially in the fact that

Ukrainian music is overcoming the intuitive creation and con-

structional improvisation characteristic of it in the past, with

the predominance of small forms and vocal music and depend-
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ence on local folklore. In the place of a generalized concep-

tion of composition there is a striving for mastery of larger

creative scope and a tendency towards pure instrumental me-

dia and towards attainment of the contemporary level of ex-

pressive means. Mature professionalism with its many-sided

manifestation of creative thought, its universality of forms

and means of expression and its pathos of affirmation has

now become characteristic of the Ukrainian national school

of music.

Even in the early twenties there was concentrated in Kiev,

the center of Ukrainian culture, an important group of musi-

cians who assisted in the new rise of Ukrainian national mu-

sic by their creative, performing and organizational activities.

Particularly noteworthy members of this group were the semi-

professional composers Kyrylo Stetsenko (1882-1922), Yakiv

Stepovyi (Yakymenko) (1883-1921), Mykola Leontovych (1877-

1921), and Oleksander Koshyts' (1875-1945).

In the work of these men one still feels the strong attrac-

tion of the national musical tradition of the second half of

the nineteenth century. This tendency is characteristic also

of the works of Mykola Lysenko (1842-1912), one of the most

important propagandists of Ukrainian national music during

the late nineteenth century. This tradition is characterized by

the predominance of material drawn from folk song, by the pri-

macy of vocal genres and "arrangements" of folk songs, and

by populist concepts and "melancholy" emotions. But these

composers, particularly Leontovych, in their extensive use of

folk music were trying to comprehend and embody creatively

the many-sided manifestation of popular songs as an original

form of national musical thought. Particularly in Leontovych'

s

work, the basic principle is the personification of the separ-

ate voices of Ukrainian folk song in which each participant is

a real force, an actual personage, a characteristic phenomenon.

It is thanks to this dynamic understanding of the expressive

qualities of folk song that the polyphony in the music of these

composers loses its abstract associations, while the musi-
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cal fabric becomes organically interwoven, unified by a text-

ure in which each voice lives its own complete life in accord-

ance with its expressive function. The homophonic principle

of construction with a predetermined base of functional har-

mony that constituted one aspect of Ukrainian music of the

past (particularly in the music of Lysenko) gradually disap-

pears; harmonic polyphony or polyphonic harmony gives place

to a dynamic polyphony which is rooted in the very nature of

Ukrainian native song. Thus the active principle in Ukrainian

folk music becomes the motive force directing the further de-

velopment of the style of Ukrainian music.

It is mainly as the result of this feature that in the work of

this group of composers the importance of an active treatment

of the musical material is stressed, the limits of form are

broadened and the role of individualized solo singing to some

extent free from ethnographism is particularly developed (ex-

amples may be found in the songs for solo voice by Stetsenko

and Stepovyi to texts by Shevchenko and Franko). In contra-

distinction to the choral arrangement of folk songs, a move-

ment develops towards the creation of original choral works

with a considerably augmented scope (e.g., In Springtime and

A Dream by Stetsenko and Shcbedryk [A Christmas Song],

The Fife-Player and The Thaw by Leontovych). At the same

time there is a growth in the level of individual professional

mastery in the enrichment of harmony, in the utilization of

more intricate tonal-modal relationships and the modal pecu-

liarities of song and in the diversification of texture in gen-

eral (instead of simply combining folk songs as had been done

in the past, there is now a thematic development).

The increasingly individualized approach to creative prob-

lems is particularly evident in the experiments made by these

composers with larger musical forms. Particularly noteworthy

is their effort to get away from the "patchy" dramaturgy of

the dramas of everyday life with inserted musical numbers of

which there used to be a great number, and their attempt to

master the principle of operatic composition (e.g., The Haida-

maks and Iphigenia in Tauris by Stetsenko, The Fires of St.
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John's Eve by Pidhorets'kyi and A Mermaid' s Holiday by

Leontovych). Many of the composers of this group had taken

an active part in political life of the revolutionary epoch, a

period when Ukrainian cultural organizations were especially

active. It was at this time that there were organized the Ukrain-

ian state choruses— the "Republican Capella" under the direc-

tion of Koshyts' which later became widely known through its

appearances in Europe and America and the choral group

"Dumka", directed at first by Stetsenko and later by Nestor

Horodovenko, which for nearly a quarter of a century was the

main representative of Ukrainian choral music.

During those years there was also organized the Lysenko

Musical Institute on the basis of Lysenko's music school in

Kiev. This school became the chief institution of higher mu-

sical education in the Ukraine and, prior to its "reorganiza-

tion" as a conservatory in 1933, the major center for the edu-

cation of national musical cadres. Also at that time there

were organized, on the basis of former Russian opera houses,

the first Ukrainian national opera houses in Kiev, Odessa and

Kharkov, as well as philharmonic societies, music publishing

houses, etc.

Thus was strengthened the broad movement of Ukrainian mu-

sical culture towards new horizons, a movement that was rooted

in the cultural rebirth experienced by all the Soviet-dominated

peoples at that time but which has been the object of harsh and

unremitting repression by the Soviet power ever since the mid-

twenties.

The establishment of Soviet power in Ukraine led to the com-

plete rout there of national creative forces and sharply changed

not only the form of the Ukrainian musical movement but the

nature of its manifestation as well.

The outright physical destruction of several of the most im-

portant composers (e.g., Leontovych, who was killed in 1921

by agents of the secret police), the untimely death of many

composers resulting from unbearable repressions and exile

(e.g., Stetsenko and Stepovyi) or emigration (e.g., Akimenko,

Koshyts' and Horodovenko); the liquidation of many institu-
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tions which had been created (e.g., the Lysenko Musical In-

stitute)—such is the record of the Soviet national policy in the

field of Ukrainian musical culture. From the time of the Soviet

triumph everything was subordinated to carrying out Stalin's

slogan "a culture national in form but socialist in content"

and to the implementation of the policy of suppressing any free

expression of creative development.

The full weight of this policy was felt by the new genera-

tion of Ukrainian composers who entered the field of musical

activity in the mid-twenties. The organization around which

was centered the activity of this new generation of Ukrainian

composers was the "Leontovych Association" which had been

organized as a committee to preserve the heritage of the com-

poser and in which was preserved the atmosphere of creative

activity that had been characteristic of the first years of the

Revolution.

The most important representatives of this group were the

composers Levko Revuts'kyi (born 1889), Borys Lyatoshyn-

s'kyi (born 1895), Viktor Kosenko (1896-1938), Valentyn Kos-

tenko (1895-1944?), Mykhaylo Verykivs'kyi (born 1896), and

Pylyp Kozyts'kyi (born 1898); the historian of Ukrainian mu-

sic Mykola Hrinchenko (1888-1945); the ethnographer and mu-

sic critic Dmytro Revuts'kyi (1891-1942); and the music critic

Masutin (exiled in 1935).

During the twenties and thirties another important Ukrain-

ian national musical movement grew up in Lvov (western

Ukraine), under substantially different conditions, prior to

the establishment of Soviet power there in 1939. This move-

ment was represented by such composers as Stanyslav Lyud-

kevych (1879-1950), Vasyl' Barvins'kyi (born 1888), Nestor

Nyzhankivs'kyi (1894-1940), and Mykola Kolessa (born 1904).

This group, working parallel to the composers of the Kiev

group, played an important role in raising the level of maturi-

ty and originality of Ukrainian music.

Even in the mid-twenties, however, the Soviet art policy in

the Ukraine clearly manifested its intention of transforming
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music into an applied means for political propaganda. In ac-

cordance with this policy the forms of organization of Ukrain-

ian musical life were radically changed. A complete and sys-

tematic control by the Party was established in all sectors of

musical activity. Everything that directly or indirectly served

the aims of Bolshevism was encouraged while whatever was
opposed to those aims was ruthlessly suppressed.

Even during the first years of the Soviet regime there began

in the Ukraine, just as in the other parts of Soviet Russia, an

intensified differentiation of creative forces, inspired by the

Soviet authorities with the aim of facilitating their struggle

against the nonconformists. Just as in Moscow and Leningrad

there were established in the Ukraine several competing crea-

tive organizations with conflicting aims and ideals.

Side by side with the Leontovych Association—which after

five years of existence was reorganized under political pres-

sure as the "All-Ukrainian Association of Revolutionary Mu-

sicians" (abbreviated VUTORM) —there were organized

several unnecessary, ineffective bodies such as the "Asso-

ciation of Proletarian Musicians of the Ukraine" (abbreviated

APMU), 4 which was in reality a branch of RAPM, and the

"Association of Revolutionary Composers of the Ukraine"

(abbreviated ARKU). Attempts were even made to revive

the activity of the Association of Contemporary Music

(ASM). But whereas ASM, APMU and ARKU, with small mem-

berships and weakened by internecine strife, left no trace on

the musical life of the Ukraine, the All-Ukrainian Association

of Revolutionary Musicians, tenaciously preserving the en-

lightened traditions of the Leontovych Association, was able

to unite around its activities almost all the more important

composers of the middle generation. The activity of this organi-

zation continued until nearly 1932, i.e., until the date of the

Central Committee resolution "On the Reorganization of Art

and Literary Organizations" which applied to art throughout

the Soviet Union.

Following this resolution and particularly after the organi-
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zation of the Union of Soviet Composers of the Ukraine in

1934 (actually a branch of the Union of Soviet Composers),

there began a new stage of the complete enslavement of Ukrai-

nian music, which in turn called forth a subversive opposition

by Ukrainian music against the Soviet art policy. The struggle

for the subordination of music to political aims became parti-

cularly acute in the Ukraine, being directed not only against

any contact between Ukrainian music and contemporary West-

ern music (labelled as "formalism" and "cosmopolitanism")

but—and this is particularly important—against any and all

manifestations of the desire of Ukrainian music to achieve its

own originality.

Even in its external signs the development of Ukrainian So-

viet music prior to 1934 strikes one by its intensive creative

life, its variety of musical forms, its mastery and development

of the techniques of contemporary writing, and its assimilation

of larger forms, not merely in traditional vocal forms but also

in instrumental music which had previously been little developed.

Sonatas, suites, chamber works, concertos, and even symphonies

and operas were being composed.

It was chiefly during the period before 1934 that Ukrainian

composers wrote a number of major compositions of a quality

never previously attained in Ukrainian music, e.g., Kozyts'kyi's

choral works The Wonderful Fleet and The New Atlantis; the

oratorio Mctrusya Bohuslavka and the Requiem in Memory of

Lysenko by Verykivs'kyi; the suite Kateryna for chorus, or-

chestra and soloists by Zolotar'ov; choral works by Revuts'kyi

on texts by Shevchenko and Tychyna; The All-Seeing Eye by

Radziyevs'kyi; the operas by Yanovs'kyi Explosion and Thoughts

of the Black Sea; Kostenko's operas Karmelyuk and The Car-

pathians; Zolotar'ov's Khves'ko Andyber; Lyatoshynski's

opera The Golden Hoop; the Romantic Symphony of Kostenko;

Springtime by Verykivs'kyi; the symphony and orchestral suite

of Lyatoshyns'kyi; the Heroic Overture of Kosenko; a great

number of instrumental sonatas, concertos and works for instru-

mental ensembles; and finally, the most important composition
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of those years, the Second Symphony of L. Revuts'kyi. Revut-

s'kyi's symphony is one of the most typical works in the Ukrain-

ian repertoire. Its thematic material is deeply rooted in Ukrain-

ian folk song, but nevertheless the composer has not used

this material in a "documentary" way but has interpreted it

creatively as the manifestation of an original system of mu-

sical thought.

Almost simultaneously there appeared several professionally

mature compositions among the Lvov group of Ukrainian com-

posers, for example, S. Lyudkevych's oratorio for chorus and

orchestra The Caucasus to a text by Shevchenko and the same

composer's symphonic poem Stonemasons after a poem by

Franko; the orchestral rhapsody Springtime, the Piano Concerto,

the Sextet, and other compositions by V. Barvins'kyi; and

The Lemko Wedding, the Ukrainian Suite and the Variations

for Symphonic Orchestra by Mykola Kolessa.

While their immediate predecessors depended mainly on the

academic resources of the classical tradition, the Ukrainian

composers mentioned above clearly display a tendency to ab-

sorb the influences of contemporary Western music, a tenden-

cy which is particularly manifest in such compositions as

Lyatoshyns'kyi's Second Symphony, Revuts'kyi's Second Piano

Concerto and Kolessa' s Variations for Symphonic Orchestra.

What attracts attention in their means of expression is their

broad and free treatment of folk music material which they

employ as a thematic basis, their extensive application of the

variation principle of development and elaboration, the com-

plexities of their harmony, their frequent use of semitone in-

tervals, and in general their tendency towards complex har-

monic timbres and freedom of linear exposition and textural

development. Like their predecessors this group of Ukrain-

ian composers depends on national folk music as the princi-

pal source for the development of a national style. In their

works, however, folk music is still to a considerable degree

a material for stylization and arrangement rather than an or-

ganic language.
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Such an upswing in creative work could not but contribute

to a general rise of Ukrainian musical life as a whole. There

was an extensive development in theatrical and concert life,

musical education and amateur musical activity. The nation-

alization of the opera houses led inevitably to the creation

of a Ukrainian operatic repertoire, based on such earlier

works as Lysenko's Taras Bul'ba as revised and orchestrated

by Revuts'kyi and Lyatoshyns'kyi, and the revisions of

Hulak-Artemovs'kyi's The Dnieper Cossack on the Danube

and Lysenko's Natalka Poltavka. The philharmonic societies

and symphony orchestras which were organized in many

cities, the music schools and conservatories in Kiev, Odes-

sa and Kharkov, and the numerous choral groups and orches-

tras, particularly those composed of national instruments

(bandores), " promoted the development of Ukrainian musical

culture as a whole.

Naturally these developments called forth increased repres-

sion on the part of the Soviet Authorities, who were not at all

interested in centrifugal aspirations in their "provinces."

The All-Union Committee for Art Affairs with its "national

branches" and its subsidiary organs (particularly the Union

of Soviet Composers) began to exercise a watchful control

over all aspects of Ukrainian musical life, imposing a firm

limit to the further development of Ukrainian music.

By the mid-thirties numerous new groups of composers and

musical workers who had been brought up in the Sovietized

music schools began to make their appearance. The most

striking peculiarity of this new generation of Ukrainian com-

posers was the deep dichotomy manifest in their activities:

on the one hand, a steadily increasing passivity and an ex-

ternal appearance of obedience to the will of the Party and

the government, on the other an increasingly sharp but

secret protest against the suppression of national and crea-

tive freedom.

Since that time the general development of Ukrainian mu-

sic has followed the same path as that of Soviet music as a
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whole—the curbing of individuality and the lowering of mu-

sical culture. The subject matter of creative work has been

decisively changed. Composers more and more, willingly or

otherwise, turn their attention to themes of present-day So-

viet life with its propagandistic political demands, employ-

ing that standardized "socialist realism" which is the

expression of this creative levelling. Themes of the glorifi-

cation of great and small leaders, of industrialization and

collectivism of Soviet patriotism, of the mobilization of

Party vigilance, of the current zigzags of the Party's internal

policy—all this has gradually come to form the entire scope

of the uninspired trade of Ukrainian, as of Soviet music.

It is particularly difficult for Ukrainian composers, how-

ever, to handle the theme of glorification of the leaders. First

of all it is necessary for them to propitiate the local viceroys,

who are often removed with a speed like that at which Soviet-

made shoes wear out. A song composed in honor of some

Lyubchenko, Postyshev, Kossior, or Dubovyi may become an

immediate casualty and the composer may disappear from the

horizon for many years unless he knows how to repent con-

vincingly. Intimidated by such "creative" failures, there-

fore, Ukrainian composers often played safe by writing odes

in praise of Stalin himself. It would seem that the composers

of no other Soviet republic have written so many songs glori-

fying Stalin as have Ukrainian composers, and no wonder!

There are so many dangers around that it is much better to

insure one's safety ahead of time.

Another peculiarity in the creative work of the newer

Ukrainian composers is their sharply changed attitude to

the national Ukrainian song, which until recently was the

basis for the formation of a national style. Now the Ukrain-

ian folk song does not attract the composers' attention. On
the contrary, even composers of the older generation, to

safeguard themselves from accusations of "nationalist bias,"

make more extensive use of Russian folk song material. Rus-

sian song, they seem to think, is the original source of all
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musical cultures, as the composer Kozyts'kyi, who had for-

merly been one of the theoretical adherents of Ukrainian

folk song, declared over the radio on one occasion. Naturally

such an attitude makes everything much simpler. No one would

dare to accuse the Russians of chauvinism!

A process of deliberate levelling of the national originality

of Ukrainian music has set in, with everything being reduced

to the academic standards of the school classics legalized

by Soviet aesthetics. Every trace of individualization is be-

ing suppressed in order to avoid violating the thesis of the

"mass" and "popular" character of Soviet music. The very

structure of musical life has been simplified. The system

of state planning has been applied to art as well, reducing

the complicated process of interaction among composer, per-

former, listener, and state to a direct relationship in which

everything is subject to state and Party control, from the

composer's personal life to the satisfaction of the listener's

needs. Under this system the Composers' Union distributes

the orders handed out by the Committee for Art Affairs, su-

pervises their execution, determines their "artistic"—or

rather propaganda—value, and then arranges for their perform-

ance.

Thus Ukrainian composers and performers have been gra-

dually transformed into functionaries of the propaganda ap-

paratus. From time to time the decrees of the Party and

government "take stock" of the progress of Soviet art and

"direct" its further development. These decrees provide

the occasion for yet another purge which helps to achieve

a change of features not of Ukrainian but of Soviet music.

As a result of such operations everything that in one form or

another betrays a tendency to rise above the level of the of-

ficial standard simply disappears from musical life, while

everything that is in accord with the new course is elevated,

with the aid of Stalin Prizes and various decorations, to a

superlative degree as a model, an example to be imitated.

As a result of such purges one hardly hears anything in re-
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cent years about the composers of the senior generation.

Instead the horizon of creative and organizational life of

Ukrainian music is filled with new names, e.g., the Stalin

Prize winners Zhukovs'kyi and Fylyppenko, whose only merit

is that they are politically reliable. The stormy development

of Ukrainian music during the twenties has given way to a

feeble trade serving a bureaucratic system of propaganda and

having nothing in common with live creation.

2. THE CHARACTERISTICS OF UKRAINIAN MUSIC

Nevertheless, in the Ukraine as in other parts of the Soviet

Union, the vital sources of art are not exhausted and the neces-

sity for freedom to breathe the atmosphere of creative work—the

freedom which Ukrainian music enjoyed in the recent past—is

still strongly felt. Ukrainian composers are still not recon-

ciled to the harsh oppression of free creative thought, as one

can readily see from the recurring necessity the Soviet author-

ities feel to shout at them—as though they were not already

frightened and confused!

One of these peremptory shouts was the resolution of the

Central Committee of the Communist Party of the Ukraine

which was published following the All-Union Central Commit-

tee's resolution concerning Muradeli's opera The Great Friend-

ship. In this resolution, on orders from the Kremlin, the "anti-

popular formalist trend in Ukrainian music, as expressed in

the works of composers B. Lyatoshyns'kyi (particularly in his

second symphony), G. Taranov, I. Belza, M. Tits, M. Gozen-

pud, and others," was subjected to "sharp criticism."

According to the resolution,

...the danger and great harm of the formalist trend in Ukrain-

ian music is aggravated by the fact that individual Ukrainian

composers have not yet rid themselves completely of a bour-

geois nationalist ideology which is one of the most tenacious

remnants of capitalism in the minds of people for whom ser-

vility and obsequiousness towards the bourgeois West have
always been characteristic. ...Whereas one group of contem-

porary Ukrainian composers (Lyatoshyns'kyi and others)
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cover themselves with folk song motifs and create what are

essentially "general European" compositions that are without

any vital thoughts and which do not reflect the life of our peo-

ple, another group (Verykivs'kyi and others) evaded Soviet

reality by a retreat into the past and, under pretense of the

preservation of national art, cultivated the outmoded, reaction-

ary aspects of the past.

Finally the resolution reproaches Ukrainian composers for

their attitude towards popular art:

Among Ukrainian composers there is a considerable group of

musicians whose attitude towards the people's musical and
vocal creative work is superficial and passively dependent.

In their works they do not display the ideational- artistic con-

tent and musical originality of the folk song; they do not un-

derstand it creatively and do not enrich it by the heroism of

contemporary life. The music of these composers is dull,

passively contemplative, emotionally colorless and vulgarly

sentimental.

This resolution served as a basis for the report made on

April 19, 1948 to the First All-Union Congress of Soviet Com-

posers by the Secretary General of the Union of Soviet Compo-

sers of the Ukraine, Shtogarenko, who described the condition

of musical creative work in the Ukraine. (Shtogarenko, by the

way, had secured the confidence of the Party dignitaries by

his cantata My Ukraine which is actually a dithyramb in hon-

or of Stalin.)

According to Shtogarenko "the most flagrant example of the

formalist trend" was B. Lyatoshyns'kyi. "Most of Lyatosh-

yns'kyi's vocal works composed during the twenties," Shto-

garenko reported,

were written to decadent and mystical texts and his instru-

mental music disclosed a tendency towards expressionism.

In those works in which Lyatoshyns'kyi made use of Ukrain-

ian folk song he emptied it of its content of ideas and des-

troyed its naturalness and simplicity. IHisJ opera The Golden

Hoop is without tunefulness and expressiveness—its vocal

parts are almost unsingable. In his second symphony, pub-

lished in 1945, he continues to remain in the same formalist

positions. 19

Thus Shtogarenko once more (how often it has happened!)
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attacked a man who is undoubtedly one of the most gifted,

interesting and experienced Ukrainian composers, a man who
even received an official decoration in 1939 in connection

with the twenty-fifth anniversary of the Kiev Conservatory

where he had taught composition for many years, a man who

is a former chairman of the Composers' Union of the Ukraine,

the author of three symphonies, two operas and a great number

of instrumental and vocal works. 20

Besides attacking Lyatoshyns'kyi who has long had the

reputation in the Soviet Union of being an "incorrigible for-

malist," Shtogarenko asserted that in the symphony of G.

Taranov dedicated to the thirtieth anniversary of the October

Revolution and in his sextet dedicated to the memory of
9

1

Zoya Kosmodemyanskaya, there was a "clearly expressed

orientation towards Western bourgeois culture.

"

2^ Just think

of it: in a sextet dedicated to a partisan heroine one can find

not only "formalism" but a "clearly expressed orientation

towards Western bourgeois culture"! Indeed, this is a "crime"

which no amount of repentance could expunge!

But even this was not enough for the speaker. Shtogarenko

was zealous in revealing "class enemies" and went on to at-

tack the creative work of Klebanov, "in whose symphony the

feeling of hopelessness and doom predominates." Indeed!

How dare a Soviet composer not merely display hopelessness

and doom in his work but even entertain such feelings while

living in the Soviet conditions of—let us not say life but

veritable holiday?

But the real point does not concern Klebanov who, inci-

dentally, is an exceptionally gifted, comparatively young

composer—the real point concerns the speaker himself.

Shtogarenko, who is a graduate of the Kharkov Conservatory

(1935 or 1936) is a talented but not very well educated com-

poser who, having attracted attention by his unusual modesty,

suddenly received a Stalin Prize for his cantata My Ukraine

and was "promoted" to the chairmanship of the Composers'

Union of the Ukraine. Evidently from fear of losing his po-
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sition he became insolent and, confusing matters, attacked

not only such officially recognized, so to say, "formalists"

as Lyatoshyns'kyi and such "pessimists" as Klebanov but

also completely moderate composers who sincerely love folk

music and who have dedicated to it their entire not particu-

larly easy creative life.

Shtogarenko himself, having been brought up in the atmos-

phere of Ukrainian interests, was always a "confirmed

Ukrainian." In the Soviet Union to be a "confirmed Ukrain-

ian," however, and to love and encourage one's own national

aspirations is a very dangerous business. Shtogarenko, there-

fore, in order to take out insurance against his own Ukrain-

ianism, decided to accuse others not of nationalist tenden-

cies but—and this is simply staggering—of "national narrow-

mindedness"! "National narrow-mindedness, " he said at the

Congress, "is characteristic of the creative work of M. Very-

kivs'kyi. He mechanically transfers popular song into his

music without unfolding its deep content." 2 * Truly a drama-

tic casuistry!

Is it any wonder that the Ukrainian composers have grown

to fear Ukrainian folk music like fire? Who except the Party

Central Committee and Shtogarenko can define the limit of

"unfolding its deep content?" Wouldn't it perhaps be better

not to try to "unfold" it at all? But then, ceasing to be a

"nationalist," one would become a "formalist." It's a two-

edged weapon! Ukrainian composers came to realize that the

only way to preserve their very lives was to follow in the

footsteps of Shtogarenko and glorify Stalin.

As was to be expected the greater number of "formalists"

was found among the composers of the Lvov group, for they

have experienced the "beneficial influence" of Soviet music

policy only briefly. But Shtogarenko referred to them in rather

muted tones—after all, it might be embarrassing, as those com-

posers were newcomers, almost like the "foreign guests" in

the Soviet Union.

He therefore merely remarked that "there are also certain
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composers in Lvov who are lagging behind the spiritual in-

terests of the Soviet people. Utilizing national melodies they

frequently dress them up in an impressionistic manner.'

To "lag behind the spiritual interests of the people" in the

Soviet Union is a serious transgression, equivalent to feel-

ing oneself free of Party obligations, i.e., feeling oneself to

be not the slave of the "socialist state." Moreover, to "dress

up national melody in an impressionistic manner" means not

only "lagging behind the spiritual interests of the people"

(i.e., of the Party), but attempting to oppose these interests

with something of bourgeois origin, especially with some-

thing as exotic as impressionism. This is altogether bad!

A noteworthy characteristic of the creative work of the

Lvov composers is their extensive use of local folk music.

One of the distinctive features of folk music which has not

yet been sufficiently investigated and explained is the role

of musical dialects. The use of such local musical dialects

had played an important role in the works of such prominent

reformers of contemporary music as Bela Bartok. In the pre-

sent context it is a matter of the "Hutzul" idiom which has

acquired a definite individuality and significance. Its em-

ployment and development by composers would contribute

significantly to the development of the national originality

of Ukrainian music.

The internal and external dependence of contemporary mu-

sic on local life and its organic contact with local folk music

determined the characteristics of the music of the Lvov group

of Ukrainian composers, particularly M. Kolessa. The deli-

berate disregard of this circumstance by the Soviet music poli-

cy certainly cannot promote the development of national mu-

sical cultures. Moreover the very methodology of Soviet music,

"national in form and socialist in content," which is the

basis of Soviet musical orthodoxy as applied to national mu-

sical culture, has nothing in common with the genuine es-

sence of development of creative practice in the music of the
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peoples of the Soviet Union. Mechanically dividing the con-

cepts of "form" and "content," this methodology inevitably

pursues aims that are diametrically opposed to those of mu-

sical creation which, however it may be retarded, continues

to develop in accordance with its inner laws.

The general enslavement of Ukrainian music has attained

an even greater intensity during recent years. In the rise and

fall of the waves of its development there is undoubtedly hid-

den a certain regularity corresponding to the rise and fall of

political activity of the Kremlin politicians.

In 1951 Pravda again attacked the Ukrainian intellectuals,

including the composers, accusing them of the gravest "ideolo-

gical mistakes," which actually means covert opposition to

the Party and the government.

Even an orthodox composer like K. Dan'kevych was com-

pelled to write a penitential letter to Pravda (July 25, 1951)

in which he acknowledged the "errors" Pravda had pointed

out in his opera Bohdan Khmel'nyts'kyi. A tested member

of the Komsomol, later in all likelihood a member of the

Party, Dan'kevych had always been outstanding in his

adherence to the Party and the government. His strong

temperament had been lavishly devoted to the service of

the "great Soviet people and the great Party of Lenin and

Stalin," to quote the letter to Pravda in which he promises

to "dedicate his life" to this service.

Dan'kevych had been extremely active not only as a com-

poser but also as a "social worker" (it was no accident that

he was "elected" chairman of the Ukrainian Union of Soviet

Composers before World War II). In his work he was never

interested in seeking creative originality, nor was he greatly

troubled by creative problems in general; he was definitely

hostile to those composers for whom such problems were

more important than propaganda. From his very first compo-

sitions to his most recent ones (particularly his ballet

Stolen Happiness, which for a long time was kept in the re-
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pertoire and in. which he cleverly used political agitators as

dancers), Dan'kevych has been a typical propagandist. Every

bar of his primitively melodic and harmonically functional

music, composed in the rigid style of seventeenth century

symphonic music, is packed with Soviet propaganda. Yet

even he had to repent for his "mistakes."

C. OTHER NATIONAL SCHOOLS

The development of the musical cultures of other peoples

of the Soviet Union has followed a course analogous to that

of Ukrainian music. Here, too, the national music movements

which had made their appearance in pre-Soviet Russia in the

form of "musical populism," with a preference for nationalist

subjects and national folk music, reached their highest point

during the 1920's and by the late thirties had been fully con-

verted into outlying possessions of the Union of Soviet Com-

posers.

The so-called "travelling sessions" which are organized

periodically by the administration of the Union of Soviet Com-

posers resemble in spirit the visitations of Ivan the Terrible's

dreaded opricbniki, 27 although outwardly they look like vaca-

tion trips by the inhabitants of Moscow and Leningrad to Kiev,

Tbilisi, Yerevan, Baku, Minsk, etc. Such occasions end, as

a rule, with the complete rout of the "nationalist opposition,"

under cover of a struggle against "formalism" and "cosmo-

politanism."

Even worse was the First All-Union Congress of Compo-

sers held in Moscow in 1948. There it was absolutely essen-

tial for the representatives from the national republics to

discover not only in themselves but also in their national

colleagues the most heinous sins. Thus the Georgian speaker

at this convention, like his Ukrainian colleague, spared no

words in attacking the "criminal activity" of Georgian "for-

malists" and "cosmopolitans."

In his opinion the Union of Georgian Composers, contain-
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ing nearly seventy composers and musicologists, had recently

achieved great success in creating a number of compositions

in the most diverse forms. But Georgian composers, "[who]

for the most part are well acquainted with popular art," were

accused of limiting themselves "to a merely superficial utili-

zation of folklore." Furthermore, "in the work of some Geore-
7 O

ian composers" was displayed "a disregard for the principles

of Soviet aesthetics." For example, the composer Kiladze,

who "made a successful debut in the symphonic form, and

who created such remarkable pieces as his first orchestral

suite and his symphonic poem Gandegili," in his recent com-

positions did not give the melodic side of music "proper

development." Also, in the opinion of the speaker, Mshve-

lidze, his own opera The Tale of Tariele "suffers from an

overloading of the orchestra and from melodies which can-

not be retained in the memory."

Altogether bad is the case of Balanchivadze who "in his

ballet The Heart of the Mountains, his symphonic intermezzo

Lake Rits and a number of his piano compositions has re-

cently departed from the realistic basis of music." More-

over all is not well in the works of many other composers.

In Tuskiya's Violin Concerto "the composer's melodic gift

does not find free development"; Gokieli "in reworking the

opera Patara Kakhi has transformed the national hero of the

Georgian people into a hero of melodrama"; in the First

Symphony of Machavariani and the compositions of Gabich-

vadze, "deliberate factors predominate," and so forth and

so on. The speaker particularly deplored the fact that

Georgian composers are "unhealthily attracted" to large

forms and neglect the composition of songs. ^

In his final statement, which has just been paraphrased,

the speaker is entirely correct. Georgian composers obviously

prefer large instrumental works to the mass-songs of politi-

cal propaganda. Having had a good schooling (for many years

Spendiarov, an excellent teacher and a pupil of Rimsky-

Korsakov, taught in Georgia) Georgian composers not only



OTHER NATIONAL SCHOOLS 263

can handle the larger forms with ease but employ in them the

extremely interesting and original rhythms and intonations

of Georgian national music.

There is also no doubt that such a "bias" towards larger

forms and pure instrumentalism and towards the working out

of the elements of a national style are deeply progressive

phenomena, testifying to the high level of mastery of the

Georgian composers, to their independence and their devo-

tion to the ideals of creative freedom. By the same token

these characteristics testify to the desire of Soviet Georgian

composers not to have anything to with the primitive mu-

sical means and the thematics of Soviet propaganda imposed

upon them by the Soviet art policy.

At the Congress of Soviet Composers in 1948 even more

severe criticism was addressed to the Armenian and Azer-

baidzhanian composers.

Of the Armenian composers it was said that "they are

carried away by historical subjects and pay little attention

to Soviet life," that "the great majority of [their] compo-

sitions do not find recognition among the people"; that

they are "out of touch with the popular and national basis

and disregard the national principle in music"; that they

"complicate musical language," etc.* But the most hor-

rible confession made by the Party speaker was that "one
can observe a movement towards the principles of the

formalist trend in the works of young Armenian composers,"

a fact fraught with serious consequences!

Armenian music, like that of Georgia, has long since out-

grown populist ethnographism. With such composers as Aro

Stepanyan, Ter Mairosyan, Araratyan, Kirakosyan, and

Khachaturian—who is kept in Moscow by the Committee for

Art Affairs as an exhibit for export—Armenian music is an

independent, originally national and highly professional

culture. The fact, for example, that Khachaturian' s music

is taking a secure place in world culture testifies to the
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high level of Armenian music. It would be a great loss for

contemporary music if the creative work of Armenian compo-

sers were to lose its national individuality under pressure

of the Soviet art policy. Yet symptoms have already ap-

peared of a levelling of Armenian national characteristics

in Khachaturian's music. Such symptoms can be detected

in his ballet suites Gayne and Masquerade in which the com-

promise with mastery and taste is obvious.

The music of Azerbaidzhanian composers is less strongly

original and less professional than that of Armenian and

Georgian composers. They too, however, according to the

Central Committee of the Azerbaidzhanian Communist Party,

"have broken away from popular taste, pay no attention to

the classical tradition and ignore and distort popular art.'

Thus Kara Karayev's First Symphony

displays a complete absence of contact with popular song,

abstractness of melodic material and a predilection for dis-

sonant chords. Also formalist is the Third Symphony of A.

Gadzhiyev in which a monotonous mechanical motion pre-

dominates. Formalism is likewise evident in F. Amirov's

Sonata for piano and in his Piano Concerto, with an orches-

tra of national instruments written in association with

Babayev. Inferior musical dramaturgy, superficiality of mu-

sical characterization and monotony of expressive means are

the main shortcomings of Niyazi's opera Khosrov and Shiring

Even on the basis of this distorted criticism one is bound to

recognize the fact that the composers of a number of Soviet

national republics have not only mastered the larger forms but

are also trying to keep pace with contemporary Western music,

disregarding the demands of Soviet art policy, consistently

developing the music of their own people and raising it to

the level of a high and original culture.

Byelorussian music lives a comparatively undeveloped

creative life. A rather weak professionalism testifies to the

prevalence of ethnographism. Yet Byelorussian music has

matured considerably in comparison with its past.

The long pedagogical activity in Minsk of Zolotar'ov, an
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important pupil of Rimsky-Korsakov, helped promote the edu-

cation of several Byelorussian composers who are perhaps

caught in the snare of Party musical aesthetics only because

of their professional weakness. Yet even so, the speaker at

the 1948 Congress, a certain Bogatyryov (a rather elementary

composer, not to be confused with S. Bogatyrev, an outstand-

ing professor formerly at the Kharkov, now at the Moscow

Conservatory) found it necessary to report that the opera Kastus'

Kalinovski by D. Lukas was "professionally helpless"; that

the songs by N. Sokolovski were "without ideas, vulgar and

reminiscent of the gypsy style." and that in Aladov's music

"modernist influence are in evidence.'

Incidentally Bogatyryov, in his capacity as guardian of

the Party purity of Byelorussian music, also called atten-

tion to the treatment of Byelorussian folk songs by the com-

posers of the Republic. In his opinion such songs were

"always in a minor key, reflecting the hard life of the Bye-

lorussian people in the past." Perhaps one might deduce

from this circumstance that the present Soviet life also seems

somewhat unattractive to Byelorussian composers.

The musical creative life of the other Soviet republics is

extremely weakly developed. These republics have neither

national composers of their own nor a sufficient basis for

their development, since their artistic consciousness has not

yet been developed. At best ethnographism flourishes and

even that only within the limit of harmonization of folk songs.

As a rule experienced composers are periodically sent

out to these areas on missions from Moscow; they collect

ethnographic material and then, back in Moscow, write a

"national opera" for yet another musical festival in Moscow.

There is a well-established tradition by now of how to "com-
pose" such works: the subject must describe the "hard life

of the people in the past and their happiness in the communist

present"; with regard to the music, local folk music is har-

monized in accordance with the rules of functional harmony
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as presented during the first year of musical education.

Such "parades"—the festivals of national art of the Soviet

Republics—always appear flying the banner of "gratitude" by

the particular national group in question to the Party, the

government and its leaders for their "happy life."

However, the guarantee for the duration of this happy life is

extremely undependable. As a rule festivities end with the

award of prizes and the simultaneous condemnation of every-

thing displayed at the "parade" and even the exile of those

who put on the display.
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22. Sodoklady, op. cit.

23- Ibid.

24. Ibid

25. "Ob opere 'Bogdan Khmel'nitski' " [Concerning the Opera Boh'

dan Khmel'nyts'kyi], Pravda, July 20, 1951. For English translation



FOOTNOTES 269

of text see Current Digest of the Soviet Press, Vol. HI, No. 25,

1951, PP. 12-13.

26. Konstantyn Dan'kevych, "V redaktsiyu gazety 'Pravda"* [To
the Editors of Pravda], Pravda, July 24, 1951. For English text

see Current Digest of the Soviet Press, op. cit., p. 23.

27. A special group of semi-military officials organized by Ivan IV.

28. Sodoklady, op. cit. See also "Vsesoyuznyi s"yezd sovetskikh

kompozitorov" [Ail-Union Congress of Soviet Composers], Pravda,

April 22, 1948.

29« Sodoklady, op. cit.

30. Ibid

31. Ibid.

32. Ibid

33. Ibid



PART VII

Conclusion

In a recent issue of Soviet Music a reviewer of Thomas
Mann's novel Doctor Faustus quotes the author's words to

the students of Zurich: "Today a work has value only if it

assists in some way in creating the atmosphere for a new

humanism."

The Soviet critic twists this thought to mean that a

work of art has value only when it has been transformed

into a tool in the political struggle for the aims of Bol-

shevism, since it is allegedly only in this way that it

can serve to create the "atmosphere of a new humanism."

In the general problem of contemporary art such a pre-

sentation of the question is, of course, merely an ominous

detail in the eternal argument about freedom of art, an argu-

ment that simultaneously raises another question: freedom

from what?

Which aspects of human life ought to be banished from

art by force? Is it those aspects to which art on this side

of the Iron Curtain devotes its strength and skill, or those

with which the Central Committee of the Communist Party

is so concerned?

Of course it would be strange and unnatural if contem-

porary art were not to reflect the entire reality of life and

were to withdraw into the realm of poetic fantasy of the

romantic past—or into the world bounded by Communist

Party resolutions. Is the proper sphere of art contempla-

tion or personal feeling or political considerations? Has

art not the right to explore every aspect of the world and

to live a vital and many-sided life? Defending the thesis

1. "Kniga o gibeli burzhuaznovo iskusstva" [A Book About the

Downfall of Bourgeois Art], Sovetskaya muzyka, 1951, No. 5,

p. 119.
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that art has the right to take its material from everywhere,

even from the decrees of the Communist Party Central

Committee, is therefore not in itself equivalent to demand-

ing the deformation of art. In this sense the Soviet cultural

politicians' belief in "socialist realism," "art for the

masses" etc., might not lead to the decline of art.

The chief cause of the tragic deformity of Soviet art is

not so much the fact that it serves the aims of communism

as that it must serve those aims by compulsion, by force,

by order. The demand that art should serve the cause of

communism results not from any creative impulse on the

part of the artists themselves but from the decrees of the

Central Committee. Soviet art's attempts at orthodoxy in

line with the Party aesthetics are non-artistic not so much

because the artist has tried to create his work within the

framework of communist policy as because the sources of

his inspiration have been forcibly transplanted to the

offices of the Party.

Here, precisely, lies the tragic meaning of the question

of artistic expediency in Soviet art. The fact that the

struggle to compel art in the Soviet Union to become the

mouthpiece of communist ideology is so stubborn, pro-

tracted and strained is evidence that this struggle not

only has no organic foundation but is hostile to the very

nature of art. The world outlook that is being imposed

upon the Soviet artist is strange and incomprehensible

to him and powerless to kindle in him the desire to

serve it. Art's service to the aims of communism is a

matter of the artist's taste, honesty and conscience

and in no way an organic problem of contemporary art.

Soviet propaganda's hypnotic phrases about "serving the

people," which actually mean serving the Party policy, do

not seem to have had such an effect upon the representatives

of Soviet art that it is necessary to despair of the fate of art.

But the question of compulsion of the artist, of the enforced

reduction of art to a tool of propaganda, of the usurpation of
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art by the government Party and by dictatorship is another

matter entirely. This is a question not merely of what art

should express but of the very destiny of art, its future, its

life or death—not only the life or death of Russian art or of

the art of the peoples of the Soviet Union but of art as a

whole.

The musical culture of the world is a treasure house of

many centuries and of many peoples. It is multiform and

common to all mankind. One of its component parts, and by

no means the least important, is Russian music. In all its

manifestations Russian music breathed the same creative air

as world music; it had the same aspirations, the same creative

conceptions. The Communist dictatorship, however, fences off

Russian culture from the rest of the world by an Iron Curtain,

forcibly disrupting its contact with world culture; it prevents

the free development of creative forces among the peoples

it dominates, and it reduces their creative originality to

nonexistence.

Russian culture, particularly music, is undergoing the

agony of a dark night in its history. True, Russian cul-

ture has not yet died and will not die as long as the peo-

ple who have created it still exist. Sooner or later it will

regain its freedom and will enter upon the road of coopera-

tion with other peoples, with all mankind; but this fact

does not minimize the acuteness of the present situation

of Soviet music.

The pronouncements of the Soviet government in the

field of music, like the propaganda carried on by the Soviet

press to support them, are clumsy and ignorant, but to those

who do not know the actual state of affairs, who still are

ready to believe the Soviet myth about a "golden age,"

these declarations, with their hypocritical concern for

"music for the masses," are unfortunately still attractive.

How many people are there outside the Soviet Union who

realize that the personal and creative lives of Soviet com-

posers, even the greatest of them, depend completely and
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unreservedly on the overt and covert intrigues of the Polit-

buro and its apparatus of coercion? How many are aware of

the fact that a thorough, detailed and brutal check-up on the

loyalty of Soviet musicians is one of the ordinary, day-to-

day, "lawful" methods of "re-educating" Soviet musicians

in conformity with the decrees of the Party and government?

The artist lives only when he is able not merely to pre-

serve his inner life but to carry it to completion. It is to

the exalted and intense inner lives of Russian composers

that Russian music is indebted for its genuine and invalu-

able creative treasures, in contrast to the incompetent works

of political propaganda which the Soviet authorities offer as

models of "Soviet art." But none of the successes of Soviet

composers achieved under pressure of the Soviet art policy

can replace that inner world in which the artist is called

upon to live, a world which is perhaps hidden deeply in the

inmost recesses of his heart but which from time to time

breaks through in brief gleams, leaving its traces in the

pages of his scores.

Mankind in general and the artist in particular live by

something more than the mere will to survive and the neces-

sity for material success. One may call this urge "the lure

of distance," the lure of the future, or the call of immor-

tality, for the dream of the future is the basis of immortality.

And the brighter this dream, the more effectively it has

been embodied in art, the more joyful it is, the more pro-

found is the feeling it imparts of the immortality of the crea-

tive spirit. Is it strange that Soviet artists in their work

also strive towards this joy? And if in the creative work of

even the best of them this faith in the future has expired,

the fault is in no way theirs; the guilty ones are those who
have deprived them of this faith, those who have dissemi-

nated the lie about the "golden age" in order to conceal

their own lack of faith—their lack of that faith which is

absent from materialist Soviet communism itself.

All the innumerable material, moral and artistic sacrifices



274 CONCLUSION

which Soviet life has brought with it have been made for the

sake of those who are to come, for the future. What would

be their value if these sacrifices had been made merely in

order to achieve material well-being? The aesthetics of the

Soviet music policy which requires that music limit itself

to the political tasks of the moment—this is in all literalness

the aesthetics of spiritual poverty.

Under the conditions of Soviet life spiritual values have

catastrophically declined; crude "realism" increasingly

saps the spiritual power of the artist, forcing him to strive

for success in terms of political propaganda. Soviet musi-

cians are deprived of their right to make use of the achieve-

ments of the world's musical culture; their responsibility

for the future of music, for the continuation of its age-long

development, is reduced to the service of a cheap and vul-

gar naturalism. Worst of all, it seems that a time has ar-

rived when the younger generation of composers, whose

tastes have been poisoned, feels no need for either the

genuine creative spirit or for music itself as the "lure of

distances." The humiliation of the creative spirit by poli-

tical reality more and more compels not only artists of

modest talents but even those whose gifts are outstanding

to submit to the domination of ignorance and tastelessness.

Contemporary art, with its love of life and of the world,

its deliberate rejection, under the pressure of materialism,

of metaphysics and mysticism, its aspiration to create a

"poetry of objective life" in opposition to the symbolism

of the recent past, its concentration on the exterior world

and the "objective" experiences of the "wholesome"
personality—contemporary art generally is inclined to stress

those aspects of creative work which stands in opposition

to the art of the past which aspired to interpret man's inner

states of mind and to penetrate into the inmost secrets of

the world.

Soviet art policy, however, with its aesthetics of "social-

ist realism," destroys outright the art which opens up un-
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suspected depths within the heart, which helps man feel his

hidden reserves of tenderness, sadness and delight, of thirst

for happiness; and in its place it offers only the primitive

aesthetics of the "classics" of the 1860's which have long

since outlived their usefulness.

Every work of art, of course, is based on a modification

and development of what the artist has learned; but who-

ever repeats himself in art will die, for the artist's dream

is to express himself differently from others and even dif-

ferently from what he himself was once. In the Soviet Union

the highest premium is placed on the ability "to express

everyone's thoughts through one's own expression," to

give voice to the general feeling; otherwise, it is claimed,

art will not be understood by the masses. It goes without

saying that genuine simplicity is excellent, but it is ac-

cessible only to exceptional people. In Soviet art "simpli-

city" becomes prosaic and bare, whereas in genuine art

everything simple, everything natural, is genuinely beautiful.

The tragedy of Soviet composers lies in the fact that they

are forcibly restrained from following the dream of beauty

which beckons to them. Not only as musicians but also as

men they are unusually complex and contradictory. The ex-

alted spirituality of the most outstanding among them and

their genuinely religious nature, brought up in the spiritual

culture of the past, are combined with the dark, elementally

sensuous bases of Soviet life. Extremely sensitive in their

creative work, they give expression to the most complicated

trends of their epoch, embodying in their music all its con-

tradictions: the sense of approaching doom, the struggle of

faith against unbelief, the poignant moral resistance against

darkness, pity for humanity, conscience, shame, and the

fateful desire for an immediate catastrophe. It is as though

the most delicate vibrations of the best which mankind has

created resound in their music, coming into collision with

the dark, elemental forces encroaching upon their souls

from the destructive elements of Soviet reality.
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Whatever takes place behind die Iron Curtain relates in

equal measure both to Soviet artists and to all those out-

side the Soviet empire who value art. For the agony of the

art of the peoples of the Soviet Union is the consequence

not of its creative exhaustion but of its unprecedented en-

slavement by political authorities bent on subordinating

art to their aggressive aims.

The symptoms of the agony of Soviet music have a deeper

and broader significance than their relation to the present

day and to music alone. They are component parts of that

gigantic struggle in which the contemporary world is engaged

concerning the question: which is more important, man or the

system which enslaves him, the personal or the impersonal,

the spiritual or the material? The struggle of the Soviet

power against the freedom of music is only a sinister detail

in this controversy. For the composer, for the musician in

general—as for all mankind today— this is not merely a con-

troversy over the "atmosphere of a new humanism"; it is

a choice between man and the system, man and an abstract

principle, man and a political idea. It is a struggle for life,

a defense of humanity against barbarism.

The agony of the music of the peoples of the Soviet Union

is more profound than it might seem at first glance. It is

rooted in the materialistic nihilism of Soviet art policy, in

its deliberate negation of the spiritual creative meaning of

life, in its suppression of man's right to freedom of thought

and feeling.

But in the world of enslavement where the very idea of art

is being killed, no social reforms can save mankind from

hopeless degradation. The safeguarding of creative freedom,

particularly the freedom of contemporary art, is therefore the

most urgent task of our times.

During its historical development art has gone through many

styles, schools and trends. It has experienced many dis-

appointments and setbacks, but always its unconquerable

essence has remained firm, even during the days when the
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earth trembled: the breath of creative freedom without which

thought becomes deadened, expressive power grows numb,

talents wither, and the divine spark of artistic insight is ex-

tinguished. Like goodness and truth, creative freedom is an

eternal and primary urge which human nature, unencumbered

by the burden of lies, always strives to achieve. Every de-

preciation and perversion of creative freedom inevitably

becomes a repudiation and profanation of the divine princi-

ple in man. And in the end art will also survive the abyss

of the troubled Soviet times. But to attain this goal it is

essential that the enslaved peoples should again take heart

and revive their former will to fight, their ability to with-

stand violence. The pledge of their revival lies in the crea-

tive work of the best Soviet composers—those in whose hearts

the music of freedom still sounds—and in the fact that among

the broad masses of Soviet-dominated peoples the need for

genuine art has not yet been suppressed.

The heart of art is still alive in the Soviet Union. The ex-

periments carried out on it by the Communist Party and the

secret police have not yet destroyed it. Its power lies in the

fact that not only the best Soviet composers but the Soviet

people as a whole know and believe that

Although clouds obscure the sun,

It still remains radiant.
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Text of the decree "On the Reorganization of Art and Literary

Organizations," issued by the Central Committee of the Communist
Party of the Soviet Union (Bolsheviks) on April 23, 1932:*

The Central Committee ascertains that, as a result of the consid-

erable successes of socialist construction, literature and art have,

in the past few years, exhibited a considerable growth, both in

quality and quantity.

Some years ago, when literature was still under the strong influ-

ence of certain alien elements, which flourished particularly in the

first years of the NEP, and when the ranks of proletarian literature

were still comparatively feeble, the Party helped, by every means
in its power, in the creation of special proletarian organizations in

the spheres of literature and art, with a view to strengthening the

position of proletarian writers and art workers.

Now that the cadres of proletarian literature have had time to

grow, and new writers have come forward from factories, mills, and

collective farms, the framework of the existing literary organiza-

tions (VOAPP, RAPP, RAPM, etc.)^ has become too narrow and

holds back the serious growth of literary creation. This situation

creates the danger that these organizations may be transformed from

a means for the greater mobilization of Soviet writers and artists

around the tasks of socialist construction into a means for the culti-

vation of group insulation, for isolation from the political tasks of

the day, and from those significant groups of writers and artists who
now sympathize with the aims of socialist construction.

Hence the necessity for an appropriate reorganization of the

literary- artistic associations and for the extension of the basis of

their work.

Therefore the Central Committee resolves:

1. "O perestroike literaturno-khudozhestvennykh organizatsii,"

Pravda, April 24, 1932. Translation, used with permission of the

publishers, from Brown, Edward J., The Proletarian Episode in

Russian Literature, New York, Columbia University Press, 1953,

pp. 200-201.

2. VOAPP: All-Union Organization of Associations of Proletarian

Writers. RAPP: Russian Association of Proletarian Writers.
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1) To liquidate the Association of Proletarian Writers

(VOAPP, RAPP):
2) To unite all writers upholding the platform of the Soviet

power and striving to participate in Socialist construction into a

single Union of Soviet Writers with a Communist fraction therein;

3) To promote a similar change in the sphere of other forms

of art;

4) To entrust the Organization Bureau with the working out of

practical measures for the application of this resolution.
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Text of the decree "On the Opera The Great Friendship by V.

Muradeli," issued by the Central Committee of the Communist
Party of the Soviet Union (Bolsheviks) on February 10, 1948.

The Central Committee of the All-Union Communist Party consid-

ers the opera The Great Friendship (music by Vano Muradeli, libretto

by G. Mdivani) produced at the Bol'shoi Theater of the U.S.S.R. on

the Thirtieth Anniversary of the October Revolution to be vicious

and inartistic in both its music and its subject matter.

The basic defects of the opera lie first of all in the music. The
music is feeble and inexpressive. It contains not a single melody

or aria to be remembered. It is confused and disharmonious, built

on complicated dissonances, on combinations of sound that grate

upon the ear. Some lines and scenes with pretensions to melodious-

ness are suddenly broken by discordant noises wholly strange to

the normal human ear and oppressive to the listener. Between the

musical accompaniment and the development of the action on the

stage there is no organic connection. The vocal part of the opera—
the choral, solo, and ensemble singing—produces a miserable im-

pression. As a result of all this, the potentialities of the orchestra

and the singers are not exploited.

The composer has not made use of the wealth of folk melodies,

songs, tunes, and dance motifs in which the creative life of the

people of the U.S.S.R. is so rich, and especially the artistic crea-

tion [tvorchestvo] of the peoples of the North Caucasus where the

action of the opera is laid.

In the pursuit of a false "originality" in music, the composer,

Muradeli, has neglected the best tradition and the experience of the

classic opera in general and Russian classic opera in particular,

which is distinguished by inner substance, by richness of melody

and breadth of diapason, by popularity [narodnost'] of appeal, by

grace, beauty, and clarity of musical form. These characteristics

have made Russian opera the best in the world, a species of music

loved by and comprehensible to the wide masses of the people.

1. "O opere 'Velikaya Druzhba' V. Muradeli, Postanovleniye TsK
VKP (b) ot 10 fevralya 1948 g.," Sovetskaya muzyka, 1948, No. 1,

PP« 3-8. Translation used by permission of the authors and publishers

from Counts, George S. and Nucia Lodge, The Country of the Blind'

The Soviet System of Mind Control, Houghton Mifflin, Boston, 1949*
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The plot of the opera, which pretends to portray the struggle for

the establishment of Soviet power and friendship of peoples in the

North Caucasus in 1918-21, is historically false and fictitious

[iskusstvennyi]. The opera creates the erroneous impression that

the peoples of the Caucasus, such as the Georgians and the Os se-

dans, were at that time hostile to the Russian people. This is his-

torically false. It was the Ingushi and Chechen who opposed the

establishment of friendship among peoples of the North Caucasus
at that time.

The Central Committee of the Party holds that the failure of

Muradeli's opera is the result of the formalistic path which he has
followed—a path which is false and injurious to the creative work

of the Soviet composer.

The conference of Soviet musicians, conducted by the Central

Committee of the Party, showed that the failure of Muradeli's opera

is not an isolated case. It is closely linked with the unsatisfactory

state of contemporary Soviet music, with the spread of a formalistic

tendency among Soviet composers.

As far back as 1936, in connection with the appearance of Dmitri

Shostakovich's opera Lady Macbeth of Mtsensk, Pravda, the organ

of the Central Committee of the Party, subjected to sharp criticism

the anti-popular formalistic perversions in his music and exposed
the harm and danger of this tendency to the future development of

Soviet music. Writing then on instructions from the Central Committee
of the Party, Pravda formulated clearly the Soviet people's require-

ments of their composers.

Notwithstanding these warnings, and also in spite of instructions

given by the Central Committee of the Party in its decisions on the

journals Zvezda and Leningrad, on the moving picture Great Life

\_Bol'shaya Zhizn'j, and the repertoire of the dramatic theatres and

measures for its improvements, no reorganization took place in So-

viet music. The individual successes of some Soviet composers in

the creation of widely popular songs, in the composition of music

for the cinema, and so on, do not alter the general situation. The
state of affairs is particularly bad in the field of symphonic and

operatic music. The question at issue concerns composers who
adhere to the formalistic anti-popular tendency. The very fullest

expression of this tendency is found in the works of such composers
as Dmitri Shostakovich, Sergei Prokof'yev, Aram Khatchaturian,

Vissarion Shebalin, G. Popov, N. Myaskovski, and others whose

compositions represent most strikingly the formalistic perversions

and anti-democratic tendencies in music which are alien to the So-

viet people and their artistic tastes. The characteristic marks of

this music are the negation of the basic principles of classical
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music: the cult of atonality, the dissonance and discord supposedly

expressive of "progress" and "novelty" in the development of

musical form, the rejection of such a vital principle of musical com-

position as melody, and enthusiasm for confused, neuropathological

combinations which transform music into cacophony, into a chaotic

medley of sounds. This music reeks strongly of the odor of the con-

temporary, modernistic, bourgeois music of Europe and America which

reflects the decay of bourgeois culture, the total negation, the im-

passe of musical art.

An essential mark of the formalistic tendency is also the rejection

of polyphonic music and singing based on the simultaneous arrange-

ment and development of a series of independent melodic lines and

an enthusiasm for monotonous unisonic music and singing, often

without words. This constitutes a violation of the many-voiced sys-

tem of music and singing native to our people, and leads to the im-

poverishment and decadence of music.

Many Soviet composers despise the best traditions of Russian and

Western classical music, reject these traditions as supposedly "ob-

solete," "old-fashioned," and "conservative," and contemptuously

regard composers who strive conscientiously to master and develop

the methods of classical music as advocates of "primitive tradition-

alism" and of "epigonism." In the pursuit of mistakenly understood

innovation, they have lost contact in their music with the needs and

artistic taste of the Soviet people, formed a narrow circle of special-

ists and musical gourmands, lowered the high social role and narrowed

the significance of music, confining it to the satisfaction of the per-

verted tastes of esthetic individualists.

The formalistic tendency in Soviet music has bred in a section of

Soviet composers a one-sided enthusiasm for complex forms of in-

strumental symphonic textless music and a disdainful attitude toward

such musical forms as opera, choral music, popular music for small

orchestras, for popular instruments, vocal ensembles, and so on.

The inevitable result of all of this is that the foundation of vocal

culture and dramaturgic mastery will be lost and that composers will

forget how to write for the people. Evidence of this is the fact that

not a single Soviet opera on the level of the Russian classical operas

has been written in recent times.

The loss of contact with the people by some Soviet composers has

resulted in the propagation of the putrid "theory" that the failure of

the people to understand the music of many Soviet composers is due

to the fact that the people allegedly are not yet sufficiently "mature"

to understand their complex music, that they will understand it in

centuries to come, and that the lack of popular appeal of certain mu-

sical works is nothing to worry about. This thoroughly individualis-



ANNEX B 283

tic and fundamentally anti-popular theory has still further encouraged

some composers and musicologists to draw off from the people, from

the criticism of the Soviet public, and to retire into little individual

worlds of their own.

The cultivation of these and similar views brings the greatest

harm to Soviet musical art. A tolerant attitude toward such views

signifies the spread among representatives of Soviet musical culture

of alien tendencies which lead to a blind alley in the development of

music, to the liquidation of musical art.

The vicious anti-popular formalistic tendency in Soviet music also

has a baleful influence on the preparation and education of young

composers in our conservatories and, first of all, in the Moscow Con-

servatory (the Director of which is Comrade Shebalin) where the for-

malistic tendency is dominant. Respect for the best traditions of

Russian and Western classical music is not inculcated in the stu-

dents, and love for popular creative art and democratic musical forms

is not nurtured in them. The work of many students in the conserva-

tories is a blind imitation of the music of Shostakovich, Prokof'yev,

and others.

The Central Committee of the Party finds the state of Soviet musi-

cal criticism utterly intolerable. The opponents of Russian realistic

music, the partisans of decadent and formalistic music, hold a lead-

ing position among the critics. They interpret every new composition

by Prokof'yev, Shostakovich, Myaskovski, or Shebalin as a "new con-

quest of Soviet music." They glorify the subjectivism, the construc-

tivism, the extreme individualism, and the technical complexity of the

language of this music, that is, precisely everything that should be

subjected to criticism. Instead of smashing views and theories harm-

ful and alien to the principles of socialist realism, musical criticism

assists in the spread of these views by praising and proclaiming as

"advanced" those composers who in their work share erroneous crea-

tive purposes.

Musical criticism has ceased to express the opinion of Soviet socie-

ty, the opinion of the people, and has been converted into a speaking

trumpet for individual composers. Some music critics, instead of giv-

ing objective criticism based on principle, have taken to humoring

and fawning on certain leaders of music and praising their work to

the skies, for reasons of personal friendship.

All of this means that some Soviet composers, nourished on the in-

fluence of contemporary decadent West European and American music,

have not yet shaken off the vestiges of bourgeois ideology.

The Central Committee of the Party considers this unfavorable

situation on the front of Soviet music to be the result of the incorrect

line in the field of Soviet music which has been pursued by the Com-
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mittee on Art Affairs under the Council of Ministers of the U.S.S.R.

and the Organizational Committee of the Union of Soviet Composers.

The Committee on Art Affairs under the Council of Ministers of the

U.S.S.R. (of which Khrapchenko is chairman) and the Organizational

Committee of the Union of Soviet Composers (headed by Khachaturian),

instead of developing the realistic tendency in Soviet music which is

founded on a recognition of the tremendous progressive role of the

classical heritage, and particularly the traditions of the Russian mu-

sical school, actually encouraged the formalistic tendency which is

alien to the Soviet people. They failed to utilize and develop this

heritage with its emphasis on union of high content with artistic per-

fection of musical forms, on honesty and realism, on deep organic

connection with the people and their musical and vocal art, on high

level of professional artistry combined with simplicity and compre-

hensibility of musical works.

The Organizational Committee of the Union of Soviet Composers
has become the tool of a group of composers of the formalistic school

and the main nursery of formalistic perversions. In the Organizational

Committee a stale atmosphere has been created; creative discussions

are lacking. The heads of the Organizational Committee and the mu-

sicologists grouped around them sing the praises of anti-realistic,

modernistic compositions undeserving of support, while works which

are distinguished by their realistic character and by an effort to con-

tinue and to develop the classical heritage are declared to be second-

rate, remain unnoticed, and are treated in a supercilious manner. Com-
posers who pride themselves on being "innovators" and "arch revo-

lutionaries" in music conduct their activities in the Organizational

Committee like champions of the most backward and mouldy conser-

vatism, showing a contemptuous intolerance toward the slightest sug-

gestion of criticism.

The Central Committee of the Party considers that the situation

and the attitude toward the tasks of Soviet music which are found

in the Committee on Art Affairs under the Council of Ministers of

the U.S.S.R. and in the Organizational Committee of the Union of

Soviet Composers can no longer be tolerated because they do im-

measurable harm to the development of Soviet music. During recent

years the cultural needs and the level of artistic taste of the Soviet

people have advanced greatly. The Soviet people expect from com-

posers works of high quality and ideological content in all cate-

gories—in operas, in symphonic music, in song writing, in choral

and dance music. In our country composers enjoy unlimited opportu-

nities for creative work and all the conditions essential for the

genuine flowering of musical culture. Soviet composers have an
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audience such as no composer of the past has ever known. For them

to fail to make use of all these rich possibilities and to direct their

creative efforts along the correct realistic path would be inexcusable.

The Central Committee of the Ail-Union Communist Party resolves

:

1. To condemn the formalistic tendency in Soviet music as against

the people and as leading actually to the liquidation of music.

2. To propose to the Department of Propaganda and Agitation of

the Central Committee and the Committee on Art Affairs that they

endeavor to correct the situation in Soviet music, liquidate the short-

comings set forth in the present resolution of the Central Committee,

and ensure the development of Soviet music in the direction of

realism.

3. To call upon Soviet composers to become aware of the lofty

demands made on musical art by the Soviet people, to clear away

everything that weakens our music and hampers its development, to

ensure that upsurge of creative work which will advance Soviet mu-

sical culture rapidly and lead to the creation of finished works of

high quality, worthy of the Soviet people, in every branch of music.

4. To approve organizational measures of the appropriate Party

and Soviet organs directed toward the improvement of musical affairs.
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Excerpts from and comment on an article by G. Dombayev,

"O nekotorykh voprosakh kontsertnoi raboty" [Concerning

Certain Questions of Concert Work], Sovetskaya muzyka

[Soviet Music], April, 1950, No. 4, pp. 39-47.

In reviewing Dombayev' s article, the editor of Soviet Music

writes:

Dombayev's article touches upon extremely important ques-

tions concerning the organization of concert activity in our

country. The author quite correctly points to serious short-

comings in the work of Soviet musical institutions and offers

a number of useful suggestions to raise the ideological and

artistic level of concert work.

Dombayev begins:

There is no need to demonstrate the importance of the prob-

lems facing our philharmonic societies which have been called

upon systematically, according to plan and in a well-thought-

out manner to propagate among the broadest strata of the Soviet

people the best compositions of the musical art of the past and

present and the achievements of our talented musical performers

in all forms.

As one of the basic reasons for the unsatisfactory work

being done by individual philharmonic societies, Dombayev
cites poor planning:

The plan of the philharmonic society should reflect the

ideological and artistic spiritual interest of the broad strata

of Soviet society. The plan must be realistic. Nevertheless it

usually is drawn up in the art director's office and is then passed

on from office to office for approval. Often the performers them-

selves only learn of its existence after it has been approved.

Naturally, with such "planning" of the work of the phil-

harmonic societies, it is impossible to "spare the public

from joyless, boring and uninteresting concert seasons, lack-

ing in serious ideological and artistic content, and discourag-

ing the public's desire to attend concerts." Insufficient con-

sideration is given "to the level of musical development of
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the audience of each philharmonic society," and the "actual

performing ability of conductors and orchestras."

Superficial and immature performance of an ideologically

significant and technically complex composition creates a

wrong impression among the public; as a result a deserving

work may be dropped from the society's repertoire for a long

time. To restore later on the authority of a composition which

has been undeservedly discredited requires much time and con-

siderable effort. ... We think that it is not always expedient to

arrange programs consisting entirely of new works by Soviet

composers. Such concerts usually bear the stamp of haste arid

slovenliness, and create a negative impression upon the

audience.

There is no doubt that behind this superficially safe formu-

lation on the subject of programs dedicated entirely to Soviet

composers, there is hidden a more profound evaluation of the

creative work itself which does indeed create "a negative im-

pression upon the audience."

In the seemingly small details to which Dombayev draws

our attention there is evidence of that slovenliness which

Soviet audiences invariably encounter in the organization of

concerts.

It is high time we learned to issue good posters (incidentally,

literate ones without fail!), to post them in advance, rather than

a day or two before the concert, in different sections of the

city, especially in workers' districts, student settlements, thea-

ters, cinemas, and other public places.

It is high time to revive in the outlying districts the tradition

of issuing a printed program at the beginning of each concert. , ..

And would it not be desirable, at least at the beginning and end

of the season, to print in the program the names of artists of

the symphony orchestra and the other collectives of the phil-

harmonic society? ... The Committee on Art Affairs under the

U.S.S.R. Council of Ministers, through Muzgiz, can commission

highly qualified musicologists to write a series of "Guide Books

for Concerts"—short annotations to all the standard and new
symphonic works. ... The time is long overdue for the publi-

cation of a small dictionary of musical terms containing a de-

scription of musical instruments and an explanation of the

forms of musical compositions. ...
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In recent years a new form of musical propaganda—the musi-

cal lecture bureau [lektoriij—has been used on a wide scale.

These lecture bureaus have accumulated significant experi-

ence. ... But many philharmonic societies have lost interest

in the lecture bureaus and at present in many instances they

exist [only] formally, as if for reports.

Dombayev devotes considerable attention to the "touring

concerts by leading masters of Soviet musical performance."

"The .management of all touring concert work in the country,"

he writes,

is entrusted to the Touring Bureau of the Committee on Art

Affairs under the U.S.S.R. Council of Ministers. However, this

organization has more obligations than rights and is frequently

not in a position, therefore, to be responsible for the execution

of the touring plans. ... Some of the leading performers, particu-

larly the vocalists, not only do not manifest an interest in tour-

ing trips to the outlying districts, but even avoid them by every

means. ... We could name tens of excellent performers in Lenin-

grad who remain in the city without leaving it for years.

It seems to us that this is the veiled expression of a per-

ceptible lack of interest on the part of some outstanding Soviet

performers in giving concerts in outlying districts. Is this be-

cause the public in such districts has ceased to attend con-

certs saturated with political propaganda, or because it has

forgotten how to distinguish between a performance of genuine

mastery and mere hack-work?

A similar situation exists in the concert field in regard to

talented youths, "The training of our talented artistic youth

is carried out with extreme sluggishness and without initia-

tive," writes Dombayev.

Artistic young people enter the joyful path of concert service

to the people with an unpleasant feeling of being a "burden"
to both the Concert Touring Bureau and the philharmonic

societies.

Dombayev mentions the lack of publicity, owing to which

the "public does not fill our concert halls to hear our young

artists." However, here also it is not difficult to see that

the catastrophic decline of musical culture as a whole is
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basically responsible for the moribund condition of concert

life in the Soviet Union.

"There is almost no concern over the development of

artists for symphony orchestras," Dombayev continues.

As a result of all this the artistic and ideological "tempera-

ture" of the orchestra is gradually declining. ... Even with re-

gard to our conductors all is not well. Many orchestras lack

conductors who are adequately trained, mature and able to train

orchestral ensembles. Alongside the true masters of their trade,

it seems that journeymen [remeslenniki] are at work in the field.

Such "conductors" come to rehearsals without any prepared

plan of interpretation of the musical composition and they have

nothing to say to the orchestra. Senselessly and briskly they

wave their hands, and that is the limit of their "direction" of

the orchestra. Is it necessary to say that such "conductors"

lead to the disqualification of their orchestras?

In conclusion Dombayev draws attention to deficiencies in

the training of young musicians, pointing out that

the education of valuable cadres of Soviet musicians is impos-

sible without a vital and substantial concert atmosphere in a

city. ...

In turn, the directors of the philharmonic societies must

understand that music students are not only a qualified audi-

ence sensitively reacting to and thirsting for everything that is

new, but also that they are the reservoir from which the phil-

harmonic societies are drawing and will draw new cadres of

soloists, orchestral and chamber performers and musicologists.

The administration of the whole system of musical life in

the Soviet Union is least of all able to cope with its task.

"Practice has shown," writes Dombayev,

that the Main Board of Music Institutions in the Committee on

Art Affairs is unable to direct effectively all the philharmonic

societies in the Soviet Union and respond to all their numerous

requests, while the affiliates of the Committee on Art Affairs

in the Union Republics, as a rule, have only one official in

each musical section, who is in addition not always sufficiently

qualified.

On the staff of any philharmonic society one will find a

director, administrators and clerical workers of all grades, but

not art officials, with the exception of the art director. (Inci-
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dentally, in a number of the philharmonic societies the direc-

tors are not musicians, while the art directors, as a rule, hold

more than one office—conductors of the symphony orchestra

overburdened with creative work in the orchestra, frequently

with no interest in the other aspects of the society's activity.)

Even more eloquent is the information presented by repre-

sentatives of various localities in response to Dombayev's

article. Thus, for example, one musician, in an article en-

titled "Create Normal Conditions for Work of the Philharmonic

Societies," writes:

How can one speak of any serious creative work when, for

more than two decades, our philharmonic society has been

cooped up in various kinds of basements. During all these

years the workers have haunted the doorsteps of the city offi-

cials and have used up piles of paper in addressing the Mos-

cow directors for help in creating tolerable conditions at least

for the creative work of the musical organizations. But all in

vain.

The symphony orchestra, quartets, choral capellas, soloists-

all roam from one institution to another in search of a tender-

hearted building official willing to permit them to rehearse for

an hour or two. The question of course is not the lack of pre-

mises—there are plenty in Saratov—but the fact that here it has

become a peculiar "tradition" to consider the philharmonic as

an institution not so important or deserving of attention as, for

example, the dramatic theater, the opera house, the technical

academy, and others.

Another member of a philharmonic society describes not

only the conditions of work, but also—and this is especially

characteristic—the quality of the touring performers who do

have a place to rehearse. "It is necessary to devote parti-

cular attention," he writes,

1. D. Andreyev (lecturer at the Saratov Philharmonic Society),

"Sozdat' normal'nye usloviya dlya raboty filarmonii," Sovetskaya

muzyka, August, 1950, No. 8, pp. 57-58.

2. S. Veikhman (lecturer at the Molotov Philharmonic Society)

and M. Blyumin (Art Director of the Kuibyshev Philharmonic Society),

"Bol'she vnimaniya gastrol'nym kontsertam" [Greater Attention to

the Concert Tour Concerts], Sovetskaya muzyka, August, 1950, No.

8, p. 58.
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to the activity of that large group of concert performers who
form the entourage of well-known "stars." In all probability

these pianists and singers consider their participation in a

concert as marking time. How otherwise can one explain the

absence of creative enthusiasm in many of these artists, their

careless execution, sour notes and extremely limited repertoire?

It is sad that those responsible for planning concert tours are

reconciled ro this situation, not seeing a live performer behind

the word "entourage."
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Some Additional References from the Soviet Press, 1953"1954

Note: The original Russian text of Mr. Olkhovsky's work was
completed in late 1951. During the time required for transla-

tion, editing and publishing, a number of articles have appeared

in the Soviet press which exemplify, corroborate or modify

statements in the text. For technical reasons it was not possi-

ble to include references to such articles in the text. Extracts

from a number of the most significant ones are therefore pre-

sented here in translation, with references to the subjects and

sections in the text to which they refer.

The translations used are those published originally in the

Current Digest of the Soviet Press, used by permission of Mr.

Leo Gruliow, Editor of the Current Digest.

Music journalism and criticism.—p. 87.

"Razvivat' i sovershenstvovat' sovetskuyu muzyku" [(editorial)

Develop and Perfect Soviet Music], Pravda, Feb. 10, 1953, p. 1.

(Translation of complete text given in Current Digest of the Soviet

Press, March 21, 1953, Vol. V, No. 6, p. 14.)

One cause of the many defects in Soviet music's development is

the unsatisfactory state of musical criticism. The newspaper

Sovetskoye iskusstvo [Soviet Art] avoids serious, fundamental

criticism of musical work; it avoids raising and discussing the most

important problems of music esthetics. Criticism is poorly developed

in the magazine Sovetskaya muzyka [Soviet Music].

Records and record players, —p. 104.

Orlov, Vladimir, "Neobyknovennaya plastinka" [An Unusual Record],

Izvestiya, Dec. 27, 1953, p. 3. (Translation of condensed text given

in Current Digest of the Soviet Press, Feb. 10, 1954, Vol. V, No.

52, pp. 34-35.)

The grateful Soviet listener will find in the broad stream of long-

playing records issued this year many of his favorite works from the
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high points of our own and foreign musical classics.

It is disturbing, though, that with all the richness of the reper-

toire, several elementary desires remain unsatisfied. It is good that

many of Glazunov's symphonic works are in the repertoire, but it is

bad that Borodin and Musorgsky are represented by only one-fifth

and one-seventh as many recordings respectively. Most listeners

would undoubtedly first of all like to acquire Tchaikovsky's cele-

brated First Concerto and then Saint-Saens' Concerto No. 5, Musorg-

sky's opera Khovansbchina, Gluck's Orpheus, Rossini's The Barber

of Seville, and then his Cinderella. However, this is not possible.

To the present time, such great works have not been recorded as

Mozart's Requiem, Beethoven's Symphony No. 9 and Berlioz' Fan-

tastic Symphony. There are very few recordings of works by the late

S. Prokof'yev, which evoke lively interest. T. Khrennikov's work is

represented by two short songs only. N. Obukhova's artistry is one-

sidely represented, mainly in love songs of dilettante composers;

the excellent V. Barsova has not even been recorded. Many similar

comments could be made. ...

Unfortunately, the limited output of record players hinders distri-

bution of long-playing records. It is very difficult to find an electric

record player in department stores. An even greater rarity is the

special radio-phonograph put out by the Elfa Factory. ...

Opera-pp. 104, 169-

Koval', Marian, "Glubzhe izuchat' zhizn', sovershenstvovat' master-

stvo!" [Study Life More Deeply, Perfect Mastery!], Izvestiya, March

4, 1953, p. 2 (Translation of condensed text given in Current Digest

of the Soviet Press, April 18, 1953, Vol. V, No. 10, pp. 23-24.)

The acute lag of creative music behind the growing artistic de-

mands of the people appears most sharply in that most important

sphere of music: opera.

Without a complete display in operatic works of all of the means
of musical and dramatic expressiveness—arias, ensembles, choruses,

recitatives and the symphonic techniques—there can be no full-valued

operatic art. It is inconceivable without profound assimilation and

further development of the best traditions of classical opera, with-

out penetration into the life and historical creative work of our own
people, without persistent mastery of the entire complicated tech-

nique of musical dramaturgy.
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The creation of contemporary operas has still not become a cen-

tral task in all composers' organizations. The Committee on Art

Affairs has not displayed the proper skill and flexibility in guid-

ing the creation of operatic work. Writers of operas receive such an

abundance of contradictory instructions and opinions that it only

confuses them and reduces their sense of responsibility toward

their work. But the greatest blame for the prolonged lag in the opera

genre falls on the composers themselves for not showing enough

creative energy in working on operas.

Theaters and concert halls—p. 129.

Orlov, Vladimir, "Razmyshleniya nad skripkoi" [Thoughts on the

Violin], Izvestiya, Feb. 27, 1953, pp. 2-3. (Translation of con-

densed text given in Current Digest of the Soviet Press, April 11,

1953, Vol. V, No. 9, pp. 38-40.)

Here is what [Russian Republic People's Artist Ivan Petrovich

Lobanov] writes [to Izvestiya]:

"Last November working people in the city of Kalinin and the

company of the province drama theater received a wonderful gift:

a new and magnificently finished theater building. Everything

would have been wonderful if it had not been for the sound.. .A

word uttered from the stage sounds good only in the first and last

rows; in the center of the hall and in the grand tier it loses its

clarity and all that can be heard is a jumbled, unintelligible mum-
bling...This has greatly complicated our creative work. In our con-

cern for members of the audience in the 'dead space' we actors are

compelled to strain our voices considerably, to pronounce each

word separately, waiting until the rumble it sets off dies down...

This destroys the realism of the performance..."

The people of Kalinin are, alas, not the only sufferers. The
Victory Theater in Stalingrad cost several million rubles to build

and has a marble staircase and a beautiful auditorium for 900 per-

sons. Careful measurements by physicists show, however, that the

rumble from bass notes lasts three whole seconds! In order to ob-

tain tolerable sound definition it was necessary to interfere radi-

cally with the theater's first-class equipment: to exclude the sec-

tions which produce bass notes. In other words, the contrabasses

and cellos had to be removed from the orchestra.

Audiences in the Tchaikovsky Hall and the Central Theater of

the Soviet Army in Moscow and in the magnificent Novosibirsk
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Theater risk sitting in "dead zones." Mention can also be made
of the Ordzhonikidze Motion Picture Theater in Kharkov, the Young
Pioneer Motion Picture Theater in Saratov, the Palace of Culture

in Kirovsk—of a long list of beautiful buildings plagued by one and

the same evil.

The architects are to blame for this fault; they forgot about that

invisible but principal figure in every theater; sound. ...

The rich synthesis of arts which is architecture should also em-

body the art of the musician. Now, however, the architect has stronger

support than the instinctive feeling of the old masters. There is

such a thing as architectural acoustics. ...

Builders often underestimate this science, however. Acoustics

specialists are hardly ever consulted in drawing up plans for thea-

ters. Acoustics specialists had little to do even with the planning

of the Radio Broadcasting Committee's large Moscow radio center

with its dozens of auditoriums and studios.

The acoustics specialist comes into the picture only at the end

of the project, when disaster threatens. The builder is often unable

to carry out the recommendations of the acoustics specialist, how-

ever, because there is a shortage of sound- absorbing materials.

And so sound is often neglected in our buildings. Acoustics are

missing in some theater buildings. People sit in an auditorium but

do not hear the concert; on the other hand, when they sit at home
they are forced to hear a continual "concert": sound travels freely

throughout the building and penetrates the walls between apartments.

A Neglected Realm of Science.—Wishing to become familiar with

contemporary problems of architectural acoustics we thumbed care-

fully through Soviet journals and compendiums on physics, construc-

tion and architecture for the past ten to twelve years, and nowhere

did we find any major writings on this important problem. We de-

cided to look in on the research institutes which are supposed to

take up problems of architectural acoustics.

In the U.S.S.R. Academy of Sciences' Lebedev Physics Institute

we found neglected equipment and instruments without people, while

in the U.S.S.R. Academy of Architecture's structural acoustics lab-

oratory we found neglected people without equipment or instruments.

Old-fashioned equipment is used there only to make crude measure-

ments of sound penetration of walls and ceilings. Sound absorption

cannot be measured because equipment is lacking. How can one

expect serious scientific work here?

And yet, it developed from a talk with Comrade Timofeyev, the

director of the laboratory, that he has no complaints to make to the

Presidium of the Academy. In choosing which to safeguard— archi-

tectural acoustics or the peace and quiet of his superiors—Comrade
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Timofeyev evidently decided long ago that the peace and quiet of

his superiors were most in need of protection.

In the acoustics laboratory of the Radio Broadcasting Com-
mittee's Sound Transcription Research Institute we found personnel

busy making a wired sound model of a concert hall on the corner of

a table.

Work in the acoustics laboratory of the U.S.S.R. Ministry of Cine-

matography's Acoustics Research Laboratory is more fruitful, but

even this laboratory is becoming a first-aid center to cover up the

mistakes of careless motion picture theater builders.

The lack of published scientific works on architectural acoustics

is due to the fact that the work of the laboratories is so poor theo-

retically that it cannot be published.

Who is responsible for the serious lag in architectural acoustics

in the country?

The Presidium of the U.S.S.R. Academy of Architecture, the Com-
mittee on Construction Affairs and the U.S.S.R. Academy of Sciences'

Commission on Acoustics (Chairman: Corresponding Member of the

U.S.S.R. Academy of Sciences N.N. Andreyev; Vice-Chairman: Doc-

tor of Technical Sciences L.D. Rozenberg). There is a large gap in

the architectural acoustics front but the commission has failed to

call attention to it for years on end.

The commission also says nothing about work having stopped on

the science of hearing in recent years, about the fact that almost no

young people are being trained in acoustics and that the few acous-

tics specialists graduated from the higher educational institutions

are assigned to work other than what they have been trained to do,

or about the fact that acoustics are not included in the programs of

general physics courses of higher technical educational institutions

or even in the courses of the physics faculties.

A person can be graduated from a higher educational institution

and still be a stranger in the world of sound.

Operetta—p. 134.

Grosheva, Ye., "Vazhnyi zhanr muzykal'novo iskusstva. O
gastrolyakh Sverdlovskovo Teatra Muzykal'noi Komedii" [impor-

tant Genre of Musical Art. Concerning Tours of Sverdlovsk Musi-

cal Comedy Theater], Pravda, August 28, 1953, p. 4. (Transla-

tion of condensed text given in Current Digest of the Soviet

Press, Oct. 10, 1953, Vol. V, No. 35, P- 40.)
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Thus, in trying to furnish Moscow audiences productions new
to them the Sverdlovsk Theater has inadvertently.raised ques-

tions of musical comedy long overdue.

In their careful search for material the theaters either lose

the discrimination necessary in regard to selecting operettas or

turn to the repertoires of related genres—vaudeville, comedy and

even commonplace melodrama. It is no accident that some of the

theaters' operetta productions have begun to be called "musical

extravaganzas." This means that the operetta has begun to lose

its chief weapon—laughter—and its distinctive quality—music.

Everybody knows that the skill of the actor is closely dependent

upon the repertoire. The crude musical material in many operetta

theater performances requires no vocal skill on the part of the per-

formers. One seldom hears good singing on the operetta stage, and

although the musical discipline of the Sverdlovsk Theater is some-

what higher than that of many others, vocal work is not its actors'

strong point. ...

Problems of developing the genre are closely related to the state

of creative writing. There are very few authors working in the

operetta field and almost none of them possess the skill required

for it. Absolutely no young dramatists or composers are taking up

operetta. This genre is foreign to many masters of Soviet music

and the art of comedy.

The U.S.S.R. Ministry of Culture's Chief Administration on

Affairs of the Arts has badly managed its work in preparing reper-

toires for the musical comedy theaters.

The creative problems relating to the work of the operetta thea-

ters have long been critical, yet no real help has been given this

necessary genre. The time has come to back up words with action.

The Unions of Soviet Writers and Composers as well as the corre-

sponding agencies of the Ministry of Culture must take decisive

steps to provide the musical comedy theaters with worthwhile

repertoires. ...

Radio broadcasting—pp. 140-142.

Kazakov, G., "Ustranit' ser'yoznye nedostatki v radioveshchanii"

[Eliminate Grave Shortcomings in Radio Broadcasting], Pravda,

Jan. 30, 1953, P« 2. (Translation of condensed text given in Current

Digest of the Soviet Press, March 28, 1953, Vol. V, No. 7, pp.

40-41.)
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No less than half the radio broadcasting time is taken up by music

programs. The role of radio in propagandizing music is generally

known. Thanks to sound recording, radio broadcasting has tens of

thousands of musical works in reserve, yet this wealth is poorly

used in broadcasts. The impression is created that only a few works

are being presented, with variations.

The repertoire of radio concerts, particularly in basic programs,

is poor and monotonous. It is difficult to hear an opera, operetta, or

major symphonic work. If one works or studies on Thursday even-

ings, one usually will not hear a single opera over the radio, because

they are played only during the daytime.

Frequently the very same artists, predominantly Radio Committee

performers, perform several times a day and, moreover, from one and

the same repertoire. A great deal of just censure is provoked by the

unsatisfactory quality of Sunday programs.

The Radio Broadcasting Committee is not manifesting the neces-

sary concern for educating the listeners' musical tastes, and under-

estimates the Soviet peoples' interest in outstanding musical com-

positions. That is why for months one cannot hear on the basic pro-

gram concertos and symphonies by Tchaikovsky, Balakirev, Borodin,

and Musorgsky, which are loved by the people. Few vocal works of

the peoples of the Soviet Union are translated into Russian and per-

formed on the radio, and even fewer operatic arias, songs and ro-

mances by Russian composers are broadcast in the languages of

other peoples.

Amateur musical activity—p. 142.

Massalitinov, K., "Samodeyatel'nym kollektivam—polnotsennyi reper-

tuar" [Supply Amateur Groups with Rich Repertoire], Izvestiya, March

19» 1954, p. 3- (Translation of condensed text given in Current Digest

of the Soviet Press, April 28, 1954, Vol. VI, No. 11, pp. 32-33.)

Matters are no better in regard to the repertoire for rural chorus

groups. The Union of Soviet Composers takes little interest in writ-

ing new songs for the village. Composers devote almost no time to

arranging folk songs. It is many years now since we have seen in

magazines for amateur groups choral works by distinguished compo-

sers like Shostakovich, Gliere, Knipper, Khachaturyan, Khrennikov,

Dzerzhinski and others. Their work is virtually never heard in rural

amateur productions.
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Even song writers whose works are printed in collections for ama-

teur performances do not study the unique features of folk choruses,

with the result that their songs for the most part lack vitality and do

nothing for the art of singing. It is no accident that the villagers per-

form only a small portion of what was written and published last

year in collections of the State Cultural-Enlightenment Publishing

House and in the magazine Molodyozbnaya estrada. [Young People's

Stage]. ...

Rural chorus groups listen enthusiastically to broadcasts by pro-

fessional choruses such as the Pyatnitski, Northern, Urals and

Voronezh groups. But neither the State Music, State Cultural- Enlight-

enment nor the Young Guard Publishing Houses have published col-

lections from the repertoire of these choruses in many a long year.

Village chorus groups have to adapt the songs as well as possible,

listening to them on the radio or on phonograph records and singing

them by ear. Under such circumstances distortion of the songs is

inevitable.

If a composer is to write good songs for the people, he must know
life and have close bonds with the creative singing of the people.

And what is actually happening? Composers seldom spend any time

in collective farm villages but avoid such visits. During the last

decade not a single Moscow composer has been to song-loving

Voronezh Province, the home of two professional folk choruses, the

Pyatnitski and the Voronezh. Is it any wonder, then, that folk songs

are often written or adapted by composers without taking national

chorus singing into account, without preserving and developing its

special features?

The problem of creating a valuable repertoire for rural performers

came to a head long ago and will admit no delay. The U.S.S.R.

Ministry of Culture must coordinate the work of all organizations and

institutions called on to guide amateur activities; they are, in effect,

left to themselves. why, for example are so many publishing houses

busy with putting out repertoire materials for amateur performances,

thereby duplicating one another? ^'ould it not be better to concentrate

on the creation of a good repertoire for amateur performances in one

place?

Literature on methods, which is prepared by people's art

centers, should greatly assist amateur work. But there is clearly

a shortage of such literature, and what there is is not competently

compiled. Magazines and collections for amateur performances

reach the district in two or three copies.
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The mass- song—Part V, Section 3, pp. 157-166.

Khubov, Georgi, "O pesne" [Concerning Songs], Pravda, Feb. 8,

1954, p. 3. (Translation of condensed text given in Current Digest

of the Soviet Press, March 24, 1954, Vol. VI, No. 6, pp. 33-35.)

... In recent years our talented composers and poets have written

many beautiful songs which have won the love and recognition of the

broadest masses. These songs, gracing the work and life of Soviet

man and educating young people in a spirit of patriotism and the

fight for peace and friendship among peoples, live and will always

live, for beautiful songs never die.

This has also been clearly confirmed by a plenary session held

recently in Moscow of the U.S.S.R. Union of Composers' board,

which was devoted to problems in developing Soviet song writing.

Many excellent songs from past years resounded again and again in

the concert programs of the plenary session, and one could see how
warmly and joyfully the large audiences which filled the concert

halls and clubs of the capital welcomed them.

But life progresses by leaps and bounds. Socialist culture, en-

riched by the experience of building communism in our country, is

developing with tempestuous speed. The spiritual and esthetic

requirements of the people are growing constantly. The present day

poses important and challenging tasks before both composers and

songwriters, the more so since the song is the most popular and

most militant and effective genre of lyric music.

During the all-Soviet "plenary song session" listeners naturally

awaited with particular impatience new and talented songs of our

time from composers and poets, songs varied in content, each strik-

ing in form. But, alas, there were too few such songs.

It cannot be said that composers and poets have "soured" on the

song genre and seldom turn to it. No, a multitude of songs are being

composed. After all, more than 400 songs, a large number of which

originated in recent years, were chosen for the plenary session

concerts. Some among them are undoubtedly good: V. Muradeli's

"The Party Is Our Pilot" (lyrics by S. Mikhalkov), V. Solovyov-

Sedoi's "Vyorsts" (lyrics by L. Oshanin), M. Blanter's "Distant

Path, an Eagle's Flight" (lyrics by A. Surkov), S. Tulikov's "We
Are for Peace" (lyrics by A. Zharov), V. Zakharov's "Russian

Beauty" (lyrics by P. Kazmin), and others.

A number of interesting and uniquely national works testify that

song writing in the fraternal republics has revived noticeably. ...

Nevertheless, the song writing of Soviet composers markedly
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lags behind life. Its present condition and rate of development in

no measure satisfy the people's present-day demands.

The successes of past years have obviously turned the heads of

many composers and songwriters. A complacent self-confidence

has begun to stifle the restless urge for the new, the joy of bold

creative searchings, the keen desire to study life in its develop-

ment and to perfect artistic craftsmanship. They have forgotten the

glorious tradition of the folk quality of the Soviet song and, instead

of keeping ever in step with life, going ever forward, they turn to

the easier "repetition of the past," tolerating stereotype and routine

in songs, reciting dull sermons in a clumsy style.

This explains the many weak and mediocre songs, monotonous in

theme and usually without subject. Living, graphic expression is

replaced in them by rhymed rhetoric of general phrases and standard

turns of speech, which wander from one song to another.

During the plenary session many "examples" were cited of such

writing, where a more or less successful line from a song is end-

lessly repeated in others—with a few "freshening" word changes.

For example: "Your Hand, Distant Comrade" (A. Sofronov), "Your
Hand, Comrade, and We Shall Win" (G. Rublev), "Give Me Your

Hand, Unknown Comrade" (Dm. Sedykh), and so forth.

The listener often senses similarities even in the music of songs,

which rehash one and the same long familiar melodic, harmonic and

technical treatment. It is clear that no one will accept songs lacking

in creative inspiration, originality and craftsmanship, even if they

are played every day in concerts and over the radio. The minute

they begin they are misted with the grey cobweb of boredom.

Composers and poets are not making a sufficient study of life,

of the tempestuously developing art of the folk song; their creative

imagination does not always penetrate the heart of life's phenomena.

Yet without a comprehensive knowledge of life, which molds the

people's characters, one cannot write true-ringing songs.

In light songs even stirring themes and figures of our times are

reflected in a banal, superficial and impoverished manner. An ex-

ample is D. Lvov-Kompaneyets' recently released song "From
Distant Tambov'," with words by L. Oshanin. It depicts a standard

"dark-browed youth," who "is going to his home collective farm,"

where he will marry his Natasha (of the "dark braids," of course),

and who at the same time will "raise—unprecedented crops," since:

"He goes with an education

And an eager heart (!)—

"
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In a crudely stylized folk form [chastushka], the writers of "What

Will Come" (words by O. Fadeyeva, music by M. Tabachnikov) chose,

among other things, to sing of a collective farm cowshed. Whether

they ever visited a collective farm is not known, but their capricious

imagination poured into the mold of the most unabashed hackwork:

"We built palaces for cows and for calves. And only showers and

hardwood floors and radio phonographs do we lack! Wait, wait, it

all will come!"
Another song—"They Go to the Village" (music by L. Lyadova

and words by G. Khodosov)— is not much better. Its authors are

obviously totally unfamiliar with the life of the Soviet country-

side and imagine collective farmers as some sort of wild peasants

who make a noisy, bluntly "operatic" fuss over the arrival of

engineers and agronomists in the village "for good."

We could cite other songs as examples of dull mediocrity (for

example, M. Fradkin's "Wind, Bend Not the Birch," with words by

A. Kovalenkov.)

Songs like these are written easily, by a hackneyed formula: the

person who writes the lyrics rhymes general phrases "on the theme

of the day," gives them a striking title (which changes the subject),

and the composer adapts them to a "primitive motif" set to an art-

less accompaniment with garish accordion interludes.

Unfortunately, many such pseudo-folk works are being written.

The Union of Composers is fairly indifferent toward them (and

toward song genres in general, incidentally), music critics are

"used" to them and remain silent, while und is criminating officials

of the State Music Publishing House willingly print them, even with

pretentious headings: "Collective Farm Amateur Library."

Participants in the thousands of collective farmers'and workers'

amateur groups speak the truth in chiding musical institutions, com-

posers and poets for their inertia and indifference to the growing

spiritual requirements of the people. ...

Folk quality is the basis of the realistic method in art in general

and in songs in particular. ...

To this day the esthetic concept of folk quality still frequently

undergoes philistine reduction to a concept of popular appeal.

Everything which is truly folk in art is unconditionally popular, but

far from everything which is popular has a truly folk character, since

for various reasons works which are haphazard, even weak, mediocre

and later inevitably discarded and completely forgotten can also

enjoy temporary (sometimes even noisy) success. Folk quality is

the first sign of ideological purity of style, unfading beauty and

high artistic taste.
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The music of a song can express more than the words, but to do

so it also needs a poetic and meaningful text, a graphic embodiment

of a subject, thought and mood which are true to life. Is it necessary

to stress that pictorial specificity of thematic development in a song

enables it to portray the typical features of the new more profoundly,

more clearly and sharply?

Very few good thematic songs have appeared of late. A sort of

arithmetical standard for song texts has been worked out which is

so general and tenuous that separate couplets or even lines can be

thrown out or rearranged without detriment.

This situation, which has arisen not without the influence of the

harmful "no-conflict theory," cannot be tolerated. It is necessary

to promote in every way the creation of living thematic songs of

various types and on present-day themes—heroic, work, lyric, comic,

music hall, etc. ...

One senses of late a particularly acute lag in lyric, everyday,

satiric and comic genres of song writing. The composers and poets

are not the only ones to blame for this, but critics and some high-

ranking figures of music institutions and professional organizations

as well. One still finds "theoreticians" who in almost every lyric

or music hall song are ready to see the banal and commonplace.

Matters have been reduced to the point where even in B. Mokrousov's

beautiful lyric song "Lone Concertina" (set to the profound and

poetic lyrics of M. Isakovski) some music excerpts have begun to

perceive—the commonplace. Judgments like this stem from esthetic

ignorance and a bigoted attitude toward the lyric genre of Soviet

song. To consider a lyric or music hall song commonplace simply

because it is a lyric or music hall song is to prate banalities and
to injure art. ...

Many of those who spoke during the plenary sessions sharply

criticized bureaucratic methods of guidance of song writing in

music broadcasts and in the U.S.S.R. Ministry of Culture's Music

Institutions Administration. Severe criticism was directed at major

shortcomings in the work of the Union of Composers, its secretariat

and song-and-chorus committee, the State Music Publishing House
and local professional organizations.

1. For a report that Mokrousov has been ousted from the Union of

Soviet Composers on a charge of plagiarism, see the New York

Times, June 30, 19 54. The author's comments on this event,

analyzing its significance, are contained in his article, "Tol'ko
li plagiat?" |_Merely Plagiarism?], Novoye Russkoye Slovo, New
York, Vol. XLI, No. 15, 417, July 13, 1954.



304 MUSIC UNDER THE SOVIETS

The most serious conclusions must be drawn from this legitimate

criticism. It is necessary to draw our outstanding composers and

poets into active creative work in various song genres on a broader

scale, to advance talented young people more energetically and

boldly and to develop profound criticism and self-criticism in pro-

fessional organizations. ...

The music of Shostakovich—p. 215.

Koval', Marian, "Novye muzykal'nye proizvedeniya" [New Musical

Compositions], Pravda, Feb. 5, 1953, p. 3. (Translation of complete

text given in Current Digest of the Soviet Press, March 14, 1953,

Vol. V, No. 5, pp. 42-43.

At the concert on the opening day of the [sixth] plenary session,

[of the board of the U.S.S.R. Union of Soviet Composers], Dm. Shos-

takovich's new cantata Over Our Motherland Shines the Sun, devoted

to the 19th Party Congress, was performed. There is much beautiful,

bright and joyful music in the cantata. The composer continues to

develop his creative talent in a realistic direction, turning to the

great themes of present-day life.

The work begins with the lyrical strains of a boys' chorus. There

is a particularly moving quality in the children's clear voices telling

in a touching way about the beloved and happy motherland. The can-

tata then tells about the hard battles for freedom during the revolu-

tionary struggle and the great patriotic war. Here the composer

builds in the energetic rhythms of revolutionary songs. The colorful,

emotional music, majestically orchestrated, convincingly expresses

the essence of the struggle. The brilliant musical theme "Commu-
nists, forward!" presented by the chorus, then taken up by the or-

chestra, captivates the listener with its challenging ring.

The work ends glorifying the motherland, glorifying the Party. It

testifies to the fact that the composer has deeply penetrated the

graphic structure of Russian revolutionary songs and has success-

fully worked this rich source of musical inspiration into his creative

work. He bases the lyrical melody in his music on the slow, flowing

meditative Russian folk song [protyazhnaya], but he does not

always use it boldly enough.

It should be noted that the cantata's text, written by the poet

Yevgeni Dolmatovski, is not very expressive and lowers the artistic

level of the work.
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The music of Shostakoirich.

Khachaturyan, Karen, "Kantata D. Shostakovicha" [(a review of)

A cantata by D. Shostakovich], Vechernyaya Moskva, Nov. 24, 1952,

p. 3- (Translation of condensed text given in Current Digest of the

Soviet Press, Jan. 17, 1953, Vol. IV, No. 49, p. 52.)

These days, while the entire Soviet people are celebrating the

35th anniversary of Great October, in the large hall of the Moscow
Conservatory there resounded for the first time a new cantata by

Dmitri Shostakovich entitled Over Our Motherland Shines the Sun

(words by Ye. Dolmatovski). The cantata was written for a children's

chorus, a mixed chorus and a symphony orchestra augmented by a

section of brass winds. ...

Shostakovich's cantata begins with light, lyrical music, conveying

the majesty and loveliness of our motherland, and is filled with the

powerful and inexhaustible creative spirit of the forces which are

joyfully and confidently building their new, peaceful life. ...

The cantata next tells of the revolutionary past of our people,

who have won their "good fortune in severe fights and battles," and

of the leading roles which our wise party and its great leaders Lenin

and Stalin have played in this struggle. ...

Later, the cantata returns to its initial theme, the theme of the

homeland portrayed in all the scope of its plans and designs, in all

the grandeur of its huge construction projects. The Soviet people,

rallied around the Communist Party and around dear, beloved Stalin,

firmly and tirelessly march toward communism. The words resound

with confidence and enthusiasm: "Our generation will see commu-
nism! Our people will build communism!"
The concluding part of the cantata, the culmination of the work,

sounds forth triumphantly, with the power and strength of a hymn.

It ends with an oath of loyalty to the Communist Party and with the

militant summons: "Comrades, forward to the glory of the party of

Lenin and Stalin."

This new cantata by Shostakovich makes a valuable contribution

to Soviet music. It is marked by profound ideological content and

is clothed in a plain, clear form. Its images are vivid and true. It is

melodious and has been written in simple, comprehensive language. ..

The music of Shostakovich.

"Zrelost' i masterstvo. Zametki o desyatoi simfonii D. Shostako-

vicha." [Maturity and Skill. Notes on D. Shostakovich's Tenth
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Symphony.], Sovetskaya kultura [Soviet Culture], Feb. 27, 1954,

pp. 2-3. (Translation of condensed text given in Current Digest of

the Soviet Press, April 14, 1954, Vol. VI, No. 9, pp. 17-18.)

Dmitri Shostakovich's Tenth Symphony is one of the most impor-

tant and outstanding works of recent times. It would be idle to try

to deal in one single article with all the questions arising from it.

Consequently we confine ourselves for the time being to first im-

pressions and first remarks concerning this work.

Shostakovich has recently experienced a great creative upswing.

He literally does not lay down his composer's pen; new works of

various genres follow upon one another without pause. One sees in

this the ardent endeavor of the patriotic Soviet musician to partici-

pate by his work in the general creative enthusiasm of the Soviet

people.

In addition to the well-known oratorio Song of the Forests, a long

cycle of poems for unaccompanied chorus and the cantata Over Our

Motherland Shines the Sun, Shostakovich has written two volumes of

preludes and fugues for the piano, and the last three months of 1953

saw the performance of his two new string quartets (No. 4 and No. 5)

and his Tenth Symphony.

Whereas much has been written about Song of the Forests and the

choral works, the critics have not ventured a single word concerning

the others, such as the Fourth Quartet, with its superb second move-

ment (andantino). The cycle of preludes and fugues also has not been

thoroughly evaluated. Yet these works, which lead up to the Tenth

Symphony, especially the cycle of preludes and fugues, are signifi-

cant and thought-provoking, though individual sections may be criti-

cized.

In his best preludes and fugues Shostakovich has demonstrated a

new piano style. Without indulging in comparisons, one cannot but

be struck by Shostakovich's bold determination to repeat the immortal

achievement of the great J.S. Bach, whose two-volume "Well-Tem-

pered Clavichord" includes 48 preludes and fugues.

In many of the preludes and fugues themes from Russian songs can

be detected. ...

The cycle of preludes and fugues demonstrates clearly the com-

poser's recent interests and musical development.

We immediately think of Bach and Musorgsky when we hear the

solemn and somber quietude of the Tenth Symphony's introductory

bars. The music of the first movement is tragic. It sings of woe and

suffering which cannot be forgotten or ignored. Its sorrow is con-

centrated and unforgettable, a sorrow too deep for tears, at the
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same time tender and severe, neither expecting nor demanding con-

solation. ...

The tragic element in Shostakovich's music always springs from

the counterposing of two irreconcilable, conflicting principles; the

struggle of man in the new world, with new consciousness, against

the dark forces of reaction, obscurantism and death. In the Seventh

Symphony and many succeeding works the composer presents the

forces of evil, hurtling against the bright new socialist world, as

the terrible images of fascism and war. In the first movement of the

Tenth Symphony the composer, having, as it were, taken the listener

by the hand, once more leads him in the wake of the recently raging

war to graves of the cherished. Pictures from the past rise up before

the eyes, and at times there is in the music a reminder of the pains,

pangs and violent passions of battle. There are moments when it

seems that the powers of darkness and misanthropy are once more

about to rejoice in blood, while leaden clouds rise over the horizon

and threaten to blot out the sun.

The second movement of the symphony deviates from the usual

scherzo, for, by the nature of its music and its significance in the

dramatic conception of the whole work, it reaches to our minds, far

beyond the confines of the traditional scherzo of the four-movement

symphonic pattern. ...

This movement gives the impression of a whirlwind, powerful,

threatening, absorbing everything in its path. In this music one

senses an aspiring surge of huge masses of people, full of incom-

prehensible life forces, of invincible and inexhaustible energy. ...

The third movement, andante, could be called "Disturbed Rest."

... A flourishing march from out of nowhere disrupts and confuses

the little world of homely human joys and comfortable well-being.

It is interesting to find in this march a theme which will play a

significant role in the fourth movement too. ...

In the andante there are also at times motifs—sounds and colors—
from nature. They are not the vivid colorings of midday, but the

lulling, subdued tints of twilight. When the storm and fury of the

march gradually die away, a French horn rings out through the clear,

transparent air like some far-off hunting horn, and the pizzicato of

the strings surges up like a flock of blackbirds frightened from

sleep. The long evening shadows stretch out. Dusk deepens. The
intent ear catches the frightening, dull rumble of distant thunder.

Sleep slowly creeps over all. Only a single violin plays the same
short theme repeatedly. But even this sounds ever more faintly,

until it dies away altogether. The orchestra freezes into immo-

bility in the middle of a statement and then the last four notes,
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falling like four heavy drops, restate the motif of the march theme.

The second and third are undoubtedly the best movements of the

Tenth Symphony. Now we come to the fourth and last. Here, too,

there are significant and resplendent passages. In the introductory

andante, the recitative—in which the cellos and double basses

"converse," now with the oboe, now with the flutes, now with the

bassoon— is profoundly touching and literally attains the expressive-

ness of human speech. ... The other episodic themes of the allegro

are completely transitory, in that they do not attract sufficient at-

tention to themselves. The main point about this finale is that it

displays no "finality," no summing-up, no final rounding-off.

True, the finale is distinguished by fiery movement and stormy

temperament. There is action here, but the results of the action

are not shown. Consequently the finale does not give a general

summary of all that has gone before, nor bring about the denouement

of the tragic concept running through the whole symphony. ... As it

stands, the finale weakens the artistic and therefore to some extent

also the philosophical conception of the Tenth Symphony. Such are

its substantial shortcomings.

Can these shortcomings be explained as organic defects in the

tragic genre itself, when applied to present-day conditions, as

Shostakovich has many times been assured? By no means. This

must be stated frankly and unambiguously. The struggle of the new
world with the old, which is going on before our very eyes, in which

we ourselves are participants, by its very essence includes ele-

ments of the tragic. The old will not give way voluntarily, will not

yield without a struggle. And the struggle to affirm the new cannot

proceed without bloodshed, it is often tense with sufferings and

sacrifices, with the destruction of superb, altruistic people. And
so the present splendid struggle which advanced mankind is waging

against the dark forces of reaction actually provides ample material

for tragic art. Therefore Shostakovich's favoring of tragic subjects

and feelings is perfectly justified and most certainly requires no

special explanation or apology. The point is not whether tragic

themes should resound throughout the Tenth Symphony or not, but

rather that the symphony should give fuller and more vivid voice

to the triumph of the powers of light, which in actual life are far

stronger than those of darkness and death. Then the democratic,

humanistic ideals of our culture and society would find more pro-

found and adequate expression.

In the Tenth Symphony, for the first time—and this is what is

fundamental and new in it—we find images of the great mass move-

ment, invincible in its might, ready to overcome any obstacle, free-

dom-loving; images of tremendous, powerful energy. What draws the
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listener's attention in the Tenth Symphony is the invincibility of

movement, the confidence in victory, the dramatic struggle and the

mass, collective nature of its endeavors.

But is must be added that the Tenth Symphony, to our mind, de-

picts not accomplishment but accomplishing. Falling back on visual

associations, one might say that one sees powerful, courageous

people with clenched fists, contracted brows, eyes of pain and wrath;

but even at the very end of the symphony, in the last stage of un-

folding its content, one does not see the happy smile of conquerors.

That is the problem; in the music of the Tenth Symphony there is

little smiling, little light, little sunshine—yet these are absolutely

indispensable! They are demanded by the very musical conception

of the work, as well as by our Soviet conception of the tragic as

bearing within itself its own negation. The facts of our contemporary

life demand this.

The path along which Shostakovich's art is progressing is no

straight, smooth, well-beaten one. At times in his music the new and

the old come together in a most curious manner, interweaving and

conflicting. ... The Tenth Symphony has shortcomings and contradic-

tions but at the same time much that is new, powerful and splendid.

It is probably a transitional work for Shostakovich. We can be

proud to add such a score to Soviet music. It is one of the most

vivid evidences of the remarkable flourishing of symphonic music
in our country, and also proclaims the flowering of the tremendous,

mature talent of Shostakovich, his growth and steady progress. At
the same time the Tenth Symphony points up certain stumbling

blocks in this growth and progress.

One thing more, in conclusion. Shostakovich's progress is in-

variably bound up with work on contemporary themes. At the same
time, he is progressing toward deeper creative mastery of the clas-

sical traditions. Therefore it seems fit and important to us to re-

call a certain classical tradition which Soviet composers should

not overlook, one which is simultaneously of ethical and of purely

artistic nature. The composers of the past always strove in their

works to inspire the listeners, to instill in them love of life and
faith in life. This tradition has been firmly established over the

centuries, and it would be foolish to say that there is nothing essen-

tial in it. The victorious finales of classical symphonies are the

climaxes of their entire conception of the world and their mode of

creative thought; such finales are demanded by the very conception

of their symphonic canvasses. In a word, the great tragic musicians

were invariably optimists in their works. One of the best-known of

them finished his Ninth Symphony with the "Ode to Joy," while
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another ended his tragic opera with the chorus "Rejoice," which

was indeed a Russian "Ode to Joy'."

The Soviet people await a new, contemporary hymn to joy in the

music of their composers. Dmitri Shostakovich should compose a

Soviet "Ode to Joy." The composer, rising to the height of classi-

cal art, will hear this song in his heart and will reiterate it in new
and splendid works. We are convinced of this. Yes, it will be so.

Note: For an extensive discussion of Shostakovich's Tenth

Symphony, see Sovetskaya Muzyka, June 1954, No. 6, pp. 119-

134; translation of condensed text in Current Digest of the

Soviet Press, August 4, 1954, Vol. VI, No. 25, pp. 8-12.

For the author's comment on this discussion, see "Ocherednoi
proval sovetskoi 'khudozhestvennoi politiki' " [A Regular Failure

of the Soviet "Artistic Policy"], Novoye Russkoye Slovo, New
York, No. 15,450, August 15, 1954.

The music of Gliere—p. 228.

"Nad chem rabotayut kompozitory" [What Composers Are Working

On], Vechernyaya Moskva, [Evening Moscow], Jan. 30, 1953, p. 3.

(Translation from Current Digest of the Soviet Press, March 14, 1953,

Vol. V, No. 5, p. 43.)

An eminent Soviet composer—U.S.S.R. People's Artist R. Gliere—

has frequently turned to themes glorifying the Armed Forces of the

Soviet Union. He has composed many works for military brass bands.

In connection with a coming holiday—the 35th anniversary of the

Soviet Army—R. Gliere has begun on a new composition which

praises the exploits of Soviet soldier-patriots. A cantata devoted to

the Soviet Army celebration will be written to the words of the poet

Ya. Belinski.

Ukrainian music—Part VI, Section c, pp. 255-261

Gordeichuk, N., "Vyshe uroven' tvorchestva kompozitorov Ukrainy"
[Raise Level of Ukrainian Composers' Work], Pravda Ukrainy, May
17, 1953, pp. 2-3. (Translation of condensed text given in Current

Digest of the Soviet Press, June 27, 1953, Vol. V, No. 20, p. 17-18).

Ukrainian composers are much more active in symphonic work. At
the eighth plenary session of the board of the Composers' Union,

strong symphonic compositions, including seven symphonies, were
performed. ... But the growth in quality of Ukrainian symphonic work
lags considerably behind growth in quantity.

Unfortunately, not one new symphonic work fully meets the great

ideological and artistic standards set for Soviet music.

A favorable aspect of symphonic work of recent years is the com-
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posers' striving for program music, their striving to communicate with

the people through comprehensible and concrete thoughts and images

invested with corresponding artistic form.

However, in this field of program music theoretic muddle and con-

fusion have reigned up to now. One group of composers thinks pro-

gram music is only that which involves explicit literary formulation

and includes development of a plot. Others think program music is

only that which has idea-content and images defined and made con-

crete by a title which generalizes the music. A third group considers

that a program work must have merely its own implicit program, known
only by the composer.

Both the first and second kinds of program music are perfectly

possible; they occur frequently in classical, especially Russian

music. Therefore there is no basis for quarrelling over which is better;

the essence of the matter lies not in the form of the program music

but in the quality of the embodiment in musical terms of the great

symphonic whole.

As to so-called "implicit program music" it also exists in classi-

cal music, but can it have a place in our life? In our opinion it can-

not. Progressive composers of the past did not disclose the program

thought of some compositions because of adverse social conditions,

because of severe censorship, which defended the ruling classes'

interests and dealt harshly with the slightest sign of humaneness,
progress iveness and love of freedom in art. The artist in socialist

society, devoted to the people's service, need not hide the genuine

meaning of his work.

The programs of most symphonies of Ukrainian composers are

superficially external, poster-declarative and sometimes even parti-

cularly abstract. Most often they are as follows: first part—picture

of the Soviet people's struggle (it is often unclear what the struggle

is for); second—nature scene; third—genre scene (the life of Soviet

people)—incidentally, the second and third can be reversed; and,

finally, fourth—a popular celebration, scenes of victory, triumph,

etc. Amid the welter of these very common situations in music one

often cannot see the living Soviet man, with his emotions and ex-

periences; there is no reflection of the difficulties against which our

people fight in their steady advance toward communism. The program

of such a symphony is reduced to a wordless label, because it is

not revealed dialectically. Composers must reach the point of tri-

umphant conclusion only after showing a stubborn and prolonged

struggle, clashes of qualitatively different images, and on this

foundation present the essential point and convincingly convey this

essential point to the listener. The notorious no-conflict theory per-

sists in the work of several Ukrainian Soviet composers. ...
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Shostakovich on creative originality in music.

Shostakovich, D., "Radost' tvorcheskikh iskanii" [The Joy of

Creative Searchings], Sovetskaya Muzyka, 1954, No. 1, pp. 40-42.

(Translation of condensed text given in Current Digest of the Soviet

Press, Feb. 10, 1954, Vol. V, No. 52, pp. 3-4)

The year 1954! A new historical frontier on the Soviet people's

path to communism. ...

For us musicians 1954 has its own special significance. This

year the peoples of the Soviet Union will commemorate the 150th

anniversary of the birth of the great genius of Russian music Mikhail

Ivanovich Glinka. This is a memorable date.

"Glinka year" should be a new stage in popularizing the heritage

of the composer, in careful study of his inspiring work. It is an

honorable task of Soviet musicians to learn from Glinka, to follow

his wise counsels and creatively to develop the great Glinka tra-

ditions. ...

Soviet composers meet the new year, 1954, with well known
achievements. In the past year the repertoire of our music theaters

has been enriched with operas on historical themes—Yu. Shaporin's

The Decembrists, K. Dankevich's Bogdan Khmel'nitski (revised

version), N. Peiko's Bashkirian opera Aikhylu, and the ballet On the

Shores of the Sea by the young Lithuanian composer J. Juzeliunas.

The Bol'shoi Theater is ready to produce S. Prokof'yev's ballet

The Stone Flower. Several valuable works have appeared also in

the genres of symphony and oratorio music (I wish to note V. Sal-

manov's symphony, cantatas by A. Chimakadze and V. Chistyakov,

the symphonic poem Pavlik Morozov by Yu. Balkashin, and A. Balan-

chivadze's concerto), chamber, instrumental and vocal music (A.

Babadzhanyan's trio, Yu. Levitin's Quartet No. 7, Yu. Sviridov's

splendid vocal poem "My Motherland" with verses by A. Isaakyan,

which was first heard last November). The recently held seventh

plenary session of the board of the Union of Soviet Composers

acquainted us also with new popular songs.

For all that, what we accomplished last year still cannot meet

the growing esthetic demand of the Soviet people. Our young compo-
sers did not work hard enough. They have open to them all paths,

all opportunities for indefatigable creative search, for improving

their mastery. Yet after their first success some young composers

surrender to self-satisfied complacency. It must be said that this

reproach applies also to some masters of the older generation who
work uninspiredly, without genuine creative absorption, without the
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necessary intensity. One cannot consider it reasonable .that a com-

poser who turns out two or three songs a year considers his mission

fulfilled. Creative passivity inevitably leads to decline of talent

and dilettantism.

The great Soviet composers S. Prokof'yev and N. Myaskovski, who
always worked at the full of their creative powers, set examples of

high professionalism in art. Although they had created numerous

works in all genres, they continued to work with tremendous inten-

sity to the last days of their lives. An untiring professional is R.

Gliere, a great master of the oldest generation of Soviet composers.

When he finishes one work he has already begun another, unswerv-

ingly fulfilling his extensive "production plan."

That is how we all should work—both the composers of the older

generation and our talented youth. ...

In 1954 there must resound new and good operas, ballets, sym-

phonies, oratorios, instrumental works, choral works and art songs.

We want to hear new, enjoyable popular songs, and witty and vivid

stage music.

It must be hoped that in 1954 the work of the Union of Soviet Com-
posers will improve. This organization still suffers from bureaucra-

tic evils. The unnecessary bureaucratic fuss which flourishes in the

Union often takes the place of living creative discussions of interest-

ing works (even if [they are] of the kind which is subject to discus-

sion!) It is necessary that creative discussions be boldly presented

in the pages of our magazine also; the magazine [Soviet Music] should

be the initiator and inspirer of arguments, an arena for living clash

of opinions.

The recent declaration by Pravda concerning the production of

The Storm at the Moscow Drama Theater seems to me extremely note-

worthy and important. This article warmly supports the artist's right

to daring search for originality.

"One of the worst calamities which can befall art is indulgence in

levelling, forcing art into a single fixed pattern, even though it be

the best," says Pravda. "Such treatment of a work of art obliterates

individuality, gives rise to stereotype and imitation, hinders the de-

velopment of creative thought and eliminates from art the joy of the

quest."

Socialist realism opens up vast scope for the artist's thought

and provides the greatest freedom to creative individuality and

development of the most varied genres, trends, and styles. That

is why it becomes so important to support an artist's daring ef-

forts at times, to study his creative style and, in judging the

merits and shortcomings of his handling of an artistic problem,
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to bear in mind the artist's right to independence, boldness and

originality.

These wise words cannot, of course, go unnoticed in the Union of

Soviet Composers, as in other organizations. In solving any creative

problem the chief thing determining success is true idea direction,

talent and mastery. One cannot forget this in analyzing and judging

this or that artistic phenomenon. In our disputes the most important

argument should be whether the work has lofty ideas and artistic

qualities, not whether its author or composer belongs to this or that

tendency.

It seems to me that the Union should not "guard" our composers

from search for the new, from following independent, untrod paths

of art. We should fear not daring creative originality but "safe"

superficiality, dullness and stereotyped work.

The effort to smooth over sharp edges in creative work seems to

me one of the manifestations of the erroneous "no-conflict" theory.

The sooner we reject these levelling tendencies, the better it will

be for the development of Soviet art.

I believe ardently in the bright future of our Soviet music. It is

strong in vivid talents, great realistic traditions, indivisible ties

with the people and with the people's strivings and interests.

We Soviet composers have before us a boundless field of activity.

May 1954 be marked by great new achievements of Soviet music,

may there grow and develop truthful, advanced, daring Soviet music,

rich in thought and dear and close to the people!
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Book Chamber].

Literatura i iskusstvo [Literature and Art], M., w. , Vols. I- III,

January 6, 1942 - November 1944. [cSt-H(inc): 1942, 1944;
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CU(inc): 1942-1944; DLC: 1942(inc), 1943, 1944(inc); MH(inc.):

1942; NN: 1942(inc), 1943-1944]

Published instead of the newspaper Sovetskoye iskusstvo

(q.v.) jointly with Literaturnaya gazeta |_Literary Gazette].

Organ of Vpravleniye Soyuza sovetskikh pisatelei SSSR
[Board of the Union of Soviet Writers], of Komitet po delam

iskusstv pri Sovnarkome SSSR LCommittee for Art Affairs of

the Council of People's Commissars of the U.S.S.R.J, and of

Komitet po delam kinematografii pri Sovnarkome SSSR LCom-

mittee for Cinematography of the Council of People's Com-
missars of the U.S.S.R.J.

Music, see Soviet Music Chronicle.

Musical Chronicle, see Soviet Music Chronicle.

Muzyka [Music], Kiev, mo. (in Ukrainian), Nos. 1-5, April-August

1923. [NN]

Muzyka i revolyutsiya [Music and Revolution], M. , mo. January

1926-1929, No. 8. [DLC; NN]
Edited by Lev V. Shul'gin.

Muzykal'naya kul'tura [Musical Culture], M., Vol. I, Nos. 1-3,

1924. [DLC; NN]

Muzykal'naya letopis': statei i materialy [Musical Chronicle: Arti-

cles and Materials], L., Vols. Mil, 1922-1926. [NN; DLC:
Vols. MI; MH: Vol. i]

Edited by Andrei N. Rimsky-Korsakov.

Muzykal'naya nov' [Musical Virgin Soil], M., Vols. I—II, Nos. 1-2,

October 20, 1923-1924. [DLC; NN]
Through Vol. II, No. 5, edited by A. A. Sergeyev, et ah;

with No. 6-7, 1924 became the official organ of

Vserossiiskaya assotsiatsiya proletarskikh muzykantov
[All-Russian Association of Proletarian Musicians].

Muzykal'naya samo deyatel'no st' [Musical Amateur Activity],

M., Vols. I-II, January 1933 - July 1934, No. 7. [nn]

Muzykal'noye obrazovaniye [Music Education], later

Khudozhestvennoye obrazovaniye [Art Education], M., Vols.
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hV, bimo., 1926-1928, 8x/yr., 1929-1930. Summaries in Ger-

man. [NN; DLC: Vols. II(inc.)-v]

Muzykoznaniye, see De musica.

Notnaya letopis', see Letopis' muzykal'noi literatury.

Novaya muzyka [New Music], L., Vol. I, Nos. 1-4 - Vol. II, Nos.

1-2, January 1927-1928. [nn]

German title: Neue musik. Publication of Leningradskaya
assotsiatsiya sovremennoi muzyki [.Leningrad Association

of Contemporary MusicJ.

Orfei: knigi omuzyke [Orpheus: Books on MusicJ, P., Book I,

1922. [DLC; NN; NNC]
Edited by Aleksandr V. Ossovski.

Pravda. [Truth], M., daily, 19 17-.

Organ of the Central Committee of the Communist
Party of the Soviet Union.

See "Baletnaya fal'sh'..."; "Beseda tov. Stalina...";

"Neudachnaya opera..."; "Ob opere ^ogdan..."; ISoyuz

Sovetskikh Kompozitorov]; "Sumbur vmesto muzyki..."; "V
komiteie po Stalinskim Premiyam. .."; "V Sovete Ministrov

Soyuza SSR..."; "V Sovete Ministrov SSSR" in Section I.

Proletarskii muzykant [Proletarian Musician], M., Vols. I-IV, Janu-

ary 1929 - February 1932, No. 3. [DLC; NN: Vols. II, Ill-IV(inc)]

Publication of Vserossiiskaya assotsiatsiya proletarskikh

muzykantov [All-Russian Association of Proletarian Musicians],

Radyans'ka muzyka [Soviet MusicJ, Kharkov, bimo., 1935 - March-

April 1941, No. 2-?. [DLC and NN: 1941, No. 2]

Organ of Soyuz sovetskikh kompozitorov Ukrainy

[Union of Soviet Composers of the UkraineJ.

Shornik trudov nauchno-issledbvatel' skovo instituta muzykal'noi

promyshlennosti La Collection of Works of the Research Insti-

tute of the Music IndustryJ, M., pre-1941.

So vet skaya muzyka [Soviet MusicJ, M., irr. mo., Vols. I-IX, 1933-

1941, No. 5, Vol. X-, 1946-. [DLC: Vols. I-IX, No. 3, No. 5,

Vol. X-; NN: almost complete; material at CLU, CSt-U, CU,
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CtY, ICU, MH, NNC]
Organ of Soyuz sovetskikh kompoz'torov [Union of Soviet

Composers]. For the years 1942-1946 see Sovetskaya

muzyka: sbornik stcttei.

. See "K novomu pod"yomu..."; "Novye uspekhi sovetskoi

muzyki"; "Sto'dvadtsat* kontsertov v chest' I.V. Stalina";

"Vystupleniya na otkrytom partiinam sobranii..." in Section I.

Sovetskaya muzyka: notnoye prilozheniye [Soviet Music: Sheet Music
Supplement], M., mo.?, 1950?-?. [DLC: 1950: Nos. 2-9, 11-12,

1951, Nos. 1-3-?].

Sovetskaya muzyka: sbornik statei LSoviet Music: A Collection of

Articles], M., Vols. I-IV, 1942-1945. [DLC; NN: Vols. I, Ill-iv]

Issued instead of Sovetskaya muzyka.

Sovetskii fol'klor [Soviet Folklore], M.-L., Vols. I-VII, 1934-1941.

[DLC; material at CU, CaTU, DSI-M, InU, MH, NIC, NN, NNM,
OCI, WaU]

Organ of Institut etnografii Akademi cheskikh nauk SSSR
[institute of Ethnography of the Academy of Sciences of

the U.S.S.R.].

Sovetskoye iskusstvo, M., irr. newspaper, 1930(or 1931)- 1941;

1944 - July 1953. [CLU: 1940 and 1947 (inc.), 1948-; CSt-H:

1945 (inc.); CU: 1933-1934, 1936-1941, 1945-1948 (all inc.),

1950-; DLC: 1934-1936, 1939-1941, 1944 (all inc.), 1945-; DS:

1949- (inc.); ICU: 1946-1949 (all inc.), 1950-; InU: 1945-; MH:

1946-1947 (all inc.), 1948-1950, 1951- (inc.); MiDW: 1948-

1949, 1950-1951 (all inc.), 1952-; NIC: 1948 (inc.), 1949-; NN:
February-December 1938, Nos. 15-173 (inc.), January-December

1939, Nos. 8-86 (inc.), March-July, November-December 1940,

Nos. 19-65 (inc.), January-May 1941, Nos. 1-20 (inc.), Novem-
ber 4 - December 26, 1944, Nos. 2-8, January 9 - April 12, May

1, June 8 - September 14, December 28, 1945, Nos. 2-15, 18,

23-37, 39, 52, May 31 - June 21, October 25 - December 20, 1946,

Nos. 23-26, 44-52, January-December 1949 (exc. No. 28); NhD:
1953-; PU: 1945-1949 (all inc.); WaU: 1949 (inc.), 1950-]

Organ of Komitet po delam iskusstv pri Sovnarkome SSSR
[Committee for Art Affairs of the Council of People's Com-
missars of the U.S.S.R.], and from June 1938 of the Central

Committee of Profsoyuz rabotnikov iskusstva LTrade Union
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of Persons Active in ArtJ; later of Ministerstvo Kul'tury

SSSR [Ministry of Culture of the U.S.S.R.]; during World War

II published as Literatura i iskusstvo (q.v.)', superseded by

Sovetskaya kul'tura [Soviet Culture], July 4, 1953.

, See "Bol'she vnimaniya..."; "Novaya sovetskaya opera...";

"Prekrasnye traditsii"; "Puti sovetskoi operetty"; ISoyuz

Sovetskikh Kompozitorovy, "Velikaya sila sovetskovo iskusstva"
in Section I.

Sovetskoye iskusstvo [Soviet Art], M., mo., Vols. I-V, No. 8, 1925 -

August 1929. [DLC: Vols. II (inc.)-IV; NN: Vols. II, Nos. 1, 3-

7, III, Nos. 1-8, IV, Nos. 1-7]

Organ of VOKS (All-Union Organization for Cultural Ties

with Foreign Countries). Title varies: Music; Musical

Chronicle.

Soviet Music Chronicle, M., mo., 1944-1946, No. 8-?. [DLC: 1944,

Nos. 8-11, 1945, Nos. 1, 3-8, 10-12, 1944, Nos. 1-2, 5-8]

Organ of VOKS. Title varies: Music; Musical Chronicle,

Sovremennaya muzyka [Contemporary Music], M., irr. mo., Nos. 1-32,

April 1924 - March 1929. [nn]

Journal of Assotsiatsiya sovremennoi muzyki pri

Rossiiskoi Akademii Khudozhestvennykh Nauk
[Association of Contemporary Music of the All-Russian

Academy of Art Sciences], ed. by Viktor M. Belyayev,

Vladimir V. Derzhanovski and Leonid L. Sabaneyev.

Za proletarskuyu muzyku [For Proletarian Music], M., biwk., 1930 -

March 1932. [NN: 1931, January, October-December, Nos. 1, 20-

24, 1932, January-March, Nos. 1-5; NNC: inc.]

Organ of Vserossiiskaya assotsiatsiya prol etarskikh

muzykantov [All-Russian Association of Proletarian Musicians].
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Note: Names and bibliographical references for a number of

composers not mentioned in the text or annexes (and con-

sequently not listed here) will be found in the bibliography.

See, for example, Bernandt, G.B., comp., Sovetskiye

kompo zi tory. . .

.

A. Composers of Prerevolutionary Russia and the U.S.S.R., and
Russian-born composers living abroad

Akimenko, Fyodor Stepanovich (Yakymenko) (1876-1945), 247

Aladov, Nikolai Il'ich (b. 1890), 265

Aleksandrov, Aleksandr VasiPyevich (1883-1946), 161, 163

"Hymn of the Bolshevik Party" [Gimn partii bol'shevikov], 163
"State Hymn of the U.S.S.R." LGosudarstvennyi gimn Soyuza
S.S.R.], 163

Aleksandrov, Anatoli Nikolayevich (b. 1888), 186, 188

Romantic Suite [Romanticheskaya syuita], 179

Eight Pieces on U.S.S.R. Popular Themes, 184

Amirov, Fiknet Meshadi Dzhamil ogly (b. 1922)

Sonata (for piano) 264

Piano Concerto (written with Babayev), 264

Araratyan, 263

Arensky, Anton Stepanovich (1861-1906), 24

Artemovs'kyi, see Hulak-Artemovs'kyi

Arutyunyan, Aleksandr Grigor'yevich (b. 1920)

Cantata About the Fatherland [Kantata o rodine], 130

Asaf'yev, Boris Vladimirovich (pseud. Glebov, Igor') (1884-1949),

vii, 27, 34, 35, 37, 59-61, 75, 81-84, 97 n. 34, 121, 157-158,

164, 171, 176-177, 180-181, 221

The Flame of Paris LPlamya Parizha], 180

Fountain of Bakhchisarai LBakhchisaraiskii fontan], 181

Lost Illusions (after Balzac, Les Illusions Perdues), 181

Babadzhanyan, Arno Arutyunovich (b. 1921)

Trio, 312
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Babayev, Aleksei Vasil'yevich

Piano Concerto (written with F. Amirov), 264

Balakirev, Mily Alekseyevich (1837-1910), 19, 20, 40 n.4, 53, 185,

298

Balanchivadze, Andrei Melitonovich (b. 1906), 262

The Heart of the Mountains [Serdtse gor], 262

Lake Rits [Ozero Ritsa], 262

concerto, 312

Balkashin, Yu.

Pavlik Morozov, 312

Barvins'kyi, Vasyl' Oleksandrovych (b. 1888), 248

Springtime [Vesnyanky], 251

Piano Concerto, 251

Sextet, 251

Belyi, Viktor Aronovich (b. 1904), 161

Belza, Igor' Fyodorovych (b. 1904), 66, 67, 255

Blanter, Matvei Isaakovich (b. 1903), 162, 163
"Distant Path, An Eagle's Flight" [Dal'nii put', polyot

orlinyi], 300

Boelza, Igor', see Belza

Bogatyryov, Anatoli Vasil'yevich (b. 1913), 265

Borodin, Aleksandr Porfir'yevich (1833-1887), 19, 40 n.4, 72, 75,

84, 131, 136, 293, 298

Prince Igor [Knyaz' Igor'], 19, 133

Bortnyansky, Dmitri Stepanovich (1752-1825), 75

Brusilovski, Yevgeni Grigor'yevich (b. 1905)

Soviet Kazakhstan [Sovetskii Kazakhstan], 90

Bunin, R., 218

Burkhanov, Mutal Muzainovich (b. 1916), 242

Catoire, Georgi L'vovich (1861-1926), 24, 77

Chaikovsky, Peter Ilyich, see Tchaikovsky

Chemberdzhi, Nikolai Karpovich (1903-1948), 161

Dance Suite [Tantseval'naya syuita], 179

Cherepnin, Nikolai Nikolayevich (1873-1945), 24
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Chimakadze, A., 312

Chishko, Oles' Semyonovich (b. 1895)

The Battleship "Potyomkin" [Bronenosets Potyomkin], 133

Chistyakov, V., 312

Chyshko, Oleksander, see Chishko, Oles'

Conus, Georgi Eduardovich (1862-1933), 24, 77

Cui, Cesar Antonovich (1834-1918), 20, 40 n.4

Dan'kevych, Konstantyn, 260

Bohdan Khmel'nyts'kyi, 170, 260, 312

Stolen Happiness LUkradennoye schast'ye], 261

Dargomyzhsky, Aleksandr Sergeyevich (1813-1869), 18, 19, 72,

136, 193

The Stone Guest LKamennyi gost'J, 18

Davidenko, Aleksandr Aleksandrovich (1899-1934), 160, 161

"The First Cavalry" [Pervaya Konnaya], 160

"My Little Rifle" [Vintovochka], 160

"Mother" [Mat'], 160

"The Sea Was Moaning Furiously" [More yarostno stonalo], 160

Deshevov, Vladimir Mikhailovich (b. 1889)

Ice and Steel [Lyod i stal'], 169

Dunayevski, Isaak Osipovich (b. 1900), 122, 123, 142, 163, 190

"The Song of My Country" LPesnya o rodine], 162

"March of the Joyful Lads" [Marsh vesyolykh rebyat], 162

"Broad is My Native Land" [Shiroka strana moya rodnaya],

122, 164

Dzegelenok, Aleksandr Mikhailovich (b. 1891), 186

Egypt [Egipet], 179

Dzerzhinski, Ivan Ivanovich (b. 1909), 170-172, 298

The Quiet Don [Tikhii Don], 133, 169

"From End to End" [Ot kraya i do kraya] (from The Quiet Don),

162

"The Cossack Song"[Kazach'ya pesnya] (from Virgin Soil

Upturned), 162

Virgin Soil Upturned [Podnyataya tselina], 169-171

Enke, V.

The People's Home Guar

d

[Narodnoye opolcheniye], 167
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Feinberg, Samuil Yevgen'yevich (b. 1890), 184, 186, 188

Second Sonata, 184

Ninth Sonata, 184

Tenth Sonata, 184

First Piano Concerto, 184

Second Concerto, 184

Five, The (M.A. Balakirev, A.P. Borodin, C.A. Cui, M.P. Musorgsky,

N.A. Rimsky-Korsakov), 16, 17, 19, 20, 21, 23, 40 n.4, 53-54,

73, 126, 154, 193, 225, 228

Fradkin, M.

"Wind, Bend Not the Birch" [Ne kachai beryozku, veter], 302

Fylyppenko, Arkadiy Dmytrovych (b. 1912), 255

Second Quartet, 183

Gabichvadze, Revaz Kondrat'yevich (b. 1913), 262

Gadzhiyev, Akhmed Dzhevdet Ismail ogly (b. 1917)

Third Symphony, 264

Gedike, Aleksandr Fyodorovich, see Goedicke

Glazunov, Aleksandr Konstantinovich (1865-1936), 20, 24, 182, 185,

191, 194, 196, 198, 200, 225, 228, 238 n.59, 293

Glebov, Igor', see Asaf'yev

Gliere, Reinhold Moritsevich (b. 1875), 186, 225, 227, 228, 238 n.59,

298, 310, 313

Concerto for Voice and Orchestra, 130

The Red Poppy [Krasnyi mak], 180, 226, 227

Glinka, Mikhail Ivanovich (1804-1857), 16, 18, 19, 67, 72, 75, 81,

83, 84, 131, 136, 193, 201, 312

Ruslan and Lyudmila, 16, 18

A Life for the Tsar (Ivan Susanin), 18

Gnesin, Mikhail Fabrianovich (b. 1883), 24, 225, 227

Symphonic Monument [Simfonicheskii monument], 179, 226

Goedicke, Aleksandr Fyodorovich (b. 1877), 225

Gokieli, I.R. (b. 1899), 262

Patara Kakhi, 262

Golub'yov, Yevgeni Kirillovich (b. 1910)

The Return of the Sun [Vozvrashcheniye solntsa], 166
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Gozenpud, M., 255

Grechaninov, Aleksandr Tikhonovich (b. 1864), 24

Hamburg, Boris Mikhailovich (b. 1884), 186

Horodovenko, Nestor, 247

Hulak-Artemovs'kyi, Semen Stepanovych (1813-1873)

The Dnieper Cossack on the Danube
LZaporozhets za Dunayem], 252

Ippolitov-Ivanov, Mikhail Mikhailovich (1859-1935), 24, 225, 228,

238 n.54

Juzeliunas, J.

"On the Shores of the Sea," 312

Kabalevski, Dmitri Borisovich (b. 1904), 161, 177, 184, 213, 224-225

Great Fatherland [Rodina velikaya], 167

The Poem of Struggle [Pesna bor'by], 179

Young People's Violin Concerto |_Kontsert dlya skripki s

orkestrom, posvyashchonnyi sovetskoi molodyozhi], 186

Kalinnikov, Vasili Sergeyevich (1866-1901), 24

Karayev, Kara Abul'faz ogly (b. 1918)

First Symphony, 26

A

Leili and Medzhnun LLeili i Medzhnun], 130

Katuar, Georgi L'vovich, see Catoire

Khachaturian, Aram Il'ich (b. 1904), x, 8, 51, 131, 141, 153, 155,

161, 177, 184, 189, 205, 209, 222-224, 227, 263, 264, 281,

284, 298

First Symphony , 222

Second Symphony, 224

Piano Concerto, 222, 223

Violin Concerto, 130, 223
Cello Concerto, 224

Masquerade [MaskaradJ, 264

Gayne |_GayaneJ, 223, 224, 264

Symphonic Poem On Stalin LPoema o Staline], 179, 223, 224

"March of the Red Army" (with Shostakovich), 215, 222

Khrennikov, Tikhon Nikolayevich (b. 1913), 50-51, 66-67, 71, 72,

151, 162-163, 189, 225, 293, 298
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Kiladze, Grigori Varfolomeyevich (b. 1903), 262

Gandegili [The Hermit], 262

Kirakosyan, 263

Kirkor, G., 213

Klebanov, D., 257, 258

Knipper, Lev Konstantinovich (b. 1898), 213, 298

Tales of a Plaster Idol (here translated as The Tales of

Buddha) LSkazki gipsovovo bozhka], 179

Dance Suite, 179

"Little Field" [Polyushko, polye], 162

Kolessa, Mykola (b. 1904), 248, 259

The Lemko Wedding [Lemkyvs'ke vesyllya], 251

Ukrainian Suite LUkra'inskaya syu'itaj, 251

Variations for Orchestra [Variyatsii' dlya orkestry], 251

Komitas, Solomon Gevorkovich (1869-1935), 236 n.4l

Konyus, Georgi Eduardovich, see Conus

Kosenko, Viktor Stepanovych (1896-1938), 122, 248

Heroic Overture [Hero'ichna Uvertyura], 122, 250

Piano Concerto, 122

Cello Sonata, 122

Koshyts', Oleksander Antinovych (1875-1944), 245, 247

Kostenko, Valentyn (1895-1944?), 248

Karmelyuk, 250

The Carpathians [Karpaty], 250

Romantic Symphony, 250

Koval', Marian Viktorovich (pseudonym of Kovalyov) (b. 1907),

161, 293, 304

Tale of a Partisan (here translated A Tale of the Partisans)

LSkaz o partisane], 166

Yemel'yan Pugachov, 167

The People's Holy War (here translated The Great Holy War)

[Narodnaya svyashchennaya voinaj 167

Kovalyov, Marian Viktorovich, see Koval'

Kozyts'kyi, Pylyp Yemel'yanovych (b. 1893), 248, 254
The Wonderful Fleet [Dyvnyi Hot], 250

The New Atlantis [Nova Atlantida], 250
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Krasev, Mikhail Ivanovich (b. 1898), 159

Krein, Aleksandr Abramovich (1883-1951), 186, 188, 225, 227

U.S.S.R., Shock Brigade of the World Proletariat [S.S.S.R.,

udarnaya brigada mirovovo proletariata], 166

The Rose and the Cross LRoza i krest], 179

Suite on Kabardian-Balkar Themes, 188

Funeral Ode LTraurnaya oda], 179

Funeral Ode in Memory of Lenin |_Traurnaya oda pamyati

LeninaJ, 226

Zagmuk, 188, 226

Kuliyev, Ashir, 242

Lebedynets', 120

Leontovych, Mykola Dmytrovych (1877-1921), 245, 247, 248

Shchedryk (A Christmas Song), 246

The Fife Player LDudaryk], 246

The Thaw LL'odolom], 246

A Mermaict s Holiday LNa rusalchyn velykden'J, 247

Levitin, Yuri Abramovich (b. 1912), 218

Quartet No. 7, 312

Listov, Konstantin (b. ca. 1900)

"Song About the Cart" LPesnya o tachankej, 162

"Songs," 164

Lobachov, Grigori Grigor'yevich (b. 1888), 159

Lukas, D.A. (b. 1911)

Kastus' Kalinovski, 265

L'vov-Kompaneyets, D.

"From Distant Tambov'" [iz dalyokovo TambovaJ, 301

Lyadov, Anatoli Konstantinovich (1855-1914), 20, 24, 89, 185,

212, 225

Lyadova, L.

"They Go to the Village" [Yedut na selo], 302

Lyatoshyns'kyi, Borys Mykolovych (b. 1895), 248, 252, 255-258,

268 n.20

The Golden Hoop [Zolotyi obruchj, 250, 256

Second Symphony, 251, 255
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Lysenko, Mykola Vital'yovych (1842-1912), 245-247

Taras Bul'ba, 252

Natalka Poltavka, 252

Lyudkevych, Stanyslav (1879-1950), 248

The Caucasus [Kavkaz], 251

Stonemasons LKamenyariJ, 251

Machavariani, Aleksei Davidovich (b. 1913)

First Symphony, 262

Milyutin, Yu., 235 n.31

Mokrousov, Boris Andreyevich (b. 1909), 162, 190, 303
"Lone Concertina," 303

Mosolov, Aleksandr VasiPyevich (b. 1900), 188

The Foundry [Zavod], 179, 188

Mshvelidze, Shalva Mikhailovich (b. 1904), 262

The Tale of Tariele [Skazaniye o Tariele], 262

Muradeli, Vano U'ich (b. 1908), 88, 174, 280

Symphony in Commemoration of Kirov, 179

The Great Friendship [Velikaya druzhba], 10, 12, 15, 36, 46, 50,

55, 64, 93, 113, 151, 157, 172, 176, 178, 181, 185, 190, 255,

280-285

"The Party Is Our Pilot" [Partiya-nash rulevoi], 300

Muravlyov, Aleksei Alekseyevich (b. 1924)

Azov Mountain |_Azov-goraJ, 131

Musorgsky, Modeste Petrovich (1839-1881), 19, 22, 40 n.4, 67, 72,

75, 84, 131, 136, 168, 169, 172, 185, 186, 210, 228, 293, 298,

306

Boris Godunov, 19, 133

Khovanshchina, 19, 133, 293

The Wedding [Zhenit'ba], 19

Myaskovski, Nikolai Yakovlevich (1881-1950), 5, 8, 40 n.8, 50-51,

57, 91, 121, 153, 161, 177, 182, 186, 189, 192-208 passim, 212-

215, 218, 281, 283, 313

Second Symphony, 198

Third Symphony, 198, 214

Fourth Symphony, 214

Fifth Symphony, 195, 214

Sixth Symphony, 214, 215
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Seventh Symphony, 197, 215

Eighth Symphony, 195, 214

Ninth Symphony, 215

Tenth Symphony, 215

Eleventh Symphony, 215

Twelfth Symphony (Kolkhoz), 214, 231

Twenty-First Symphony, 213

Violin Concerto, 185

Ov erture of Welcome [Privetstvennaya uvertyura], 179

The Kremlin At Night [Kreml* noch'yii], 214

Niyazi

Khosrov and Shirin, 264

Novikov, Anatoli Grigor'yevich (b. 1896)

"March of International Youth" [Marsh mezhdunarodnoi

molodyozhi], 162

"Hymn of the Democratic Youth of the World" (here translated

"The March of Democratic Youth") [Gimn demokraticheskoi

molodyozhi miraj, 162

"Roads" [Dorogi], 162

Nyzhankivs'kyi, Nestor (1894-1940), 248

Paliashvili, Zakhari Petrovich (1872-193 3)

Abesalom and Eteri [Abesalom i Eteri], 133

Pashchenko, Andrei Filippovich (b. 1883)

The Eagle Mutiny LOrlinyi bunt], 169, 226

The Black Cliff [Chornyi yar], 169

Peiko, Nikolai Ivanovich (b. 1916), 213

Aikhylu, 312

Pidhorets'kyi, Borys (1873-1919)

The Fires of St. John's Eve [Kupal's'ka iskra], 246

Pokrass, Daniil Yakovlevich (d. 1954), 162, 163

Pokrass, Dmitri Yakovlevich (b. 1899), 162, 163

Polovinkin, Leonid Alekseyevich (b. 1894)

Postludes, 184

Popov, Gavriil Nikolayevich (b. 1904), 51, 177, 182, 188, 209, 281

Septet, 183

Prokof'yev, Sergei Sergeyevich (1891-1953), 5, 8, 26, 32, 40 n.8,

50-51, 57, 91, 121, 123, 133, 141, 153, 155, 161, 177, 182, 186,
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189-190, 192-208 passim, 208-212, 213, 217, 223, 281, 283,

293, 313

Classical Symphony [Klassicheskaya simfoniya], 177, 208, 210

Second Symphony, 211

Fifth Symphony, 198, 202, 209

Sixth Symphony, 194, 209

Seventh Symphony, 178, 190, 209

Sinfonietta, 210

Second Piano Concerto, 211

Third Piano Concerto, 211

Fifth Piano Concerto, 211

First Violin Concerto, 185, 211

Second Violin Concerto, 185

Scythian Suite [Skifskaya syuitaj, 190, 208, 211

Dreams, 211

Autumn Moods, LOsenneye], 211

War and Peace [Voina i mir], 208, 209, 210

The Love for Three Oranges LLyubov' k tryom apel'sinam], 32

The Story of a Real Man LPovest* o nastoyashchem cheloveke],51

The Gambler [igrok], 211

The Stone Flower (literally The Tale of a Stone Flower)

LSkaz o kamennom tsvetkej, 312

Romeo and Juliet [Romeo i Dzhul'yetta], 181, 208, 209

Age of Steel [StaPnoi skok], 211

Second Quartet, 183

Quintet, 211

The Vision [Prizrak], 211

Despair LOtchayaniye], 211

Temptation [Navozhdeniye], 211

Sarcasms [SarkazmyJ, 211

Etudes op. 2, 211

Toccata op. 11, 211

Scherzo op. 12, 211

Legend op. 12, 211

Fairy Tale op. 3 LSkazka], 211

Tales of a Grandmother [Babushkiny skazki], 211

Aleksandr Nevski, 167, 208, 209

"Battle on the Ice" [Lyodovoye poboishche], 167, 194

"Arise Ye Russian People" [Vstavaite lyudi russkiyel], 167

"On the Field of Death" [Na polye smerti], 167, 202
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Seven, They Are Seven [Semero ikh], 211

Romances op. 9, 211

Romances op. 23, 211

Cantata (on quotations from Marx, Engels, Lenin and Stalin),

167, 209

A Toast [Zdravitsa], 167, 209

songs on texts by Akhmatova, 211

Rachmaninov, Sergei Vasil'yevich (1873-1943), 24, 25-26, 67, 75,

185, 191, 192, 194

Radziyevs'kyi, M.

The All-Seeing Eye LVsevydyashcheye okoj, 250

Rakov, Nikolai Petrovich (b. 1908)

Mariyski Suite LMariiskaya syuita], 179

Revuts'kyi, Levko Mykolovych (b. 1889), 248, 250, 252

Second Symphony, 251

Second Piano Concerto, 251

Rimsky-Korsakov, Nikolai Andreyevich (1844-1908), 20, 23-24,

40 n.4 and n.8, 72, 80, 84, 131, 136, 182, 200, 212, 225, 227,

262, 265

Snow Maid LSnegurochkaJ, 133

The Golden Cockerel [Zolotoi petushok], 133

Roslavets, Nikolai Andreyevich (b. 1881), 189

Violin Concerto, 185

Rubinstein, Anton Grigor'yevich (1829-1894), 19

Rublev, G.

"Your Hand, Comrade, and We Shall Win" [Ruku, tovarishch,

i my pobedim], 301

Salmanov, V., 312

Scriabin, Aleksandr Nikolayevich (1872-1915), 24-26, 185, 188,

191, 192, 194, 205, 218

Poem of Ecstasy [Poema ekstaza], 26

Sedykh, Dm.
"Give Me Your Hand, Unknown Comrade" [Ruku dai,

tovarishch neznakomyi], 301

Serov, Aleksandr Nikolayevich (1820-1871), 19, 40 n.4

The Power of Evil (literally Hostile Force, or The Power of

the Enemy) [Vrazh'ya sila], 19, 170-171, 235 n.27

1
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Shaporin, Yuri Aleksandrovich (b. 1889), 225, 227, 228

On the Field of Kulikovo [Na polye Kulikovo], 130, 226, 227

The Tale of the Battle for the Russian Land [Skazaniye o bitve

za russkuyu zemlyu], 130, 167, 226, 227

The Decembrists [Dekabristy], 312

Shcherbachov, Vladimir Vladimirovich (b. 1889), 177, 187-188

Second Symphony, 187

Shebalin, Vissarion Yakovlevich (b. 1902), 50, 161, 177, 182, 189,

281, 283

Seventh Quartet, 51

Mariyski Overture, 179

Lenin, 179

Violin Concerto, 185

Shekhter, Boris Semyonovich (b. 1900), 161

Turkmeniya, 179

Poem of Gori (birthplace of J.V. Stalin), 179

Shenshin, Aleksandr Alekseyevich (b. 1890), 186

Shirinski, Vasili Petrovich (b. 1901), 186

Shostakovich, Dmitri Dmitriyevich (b. 1906), 5, 8, 50-51, 57, 88,

91, 123, 131, 141, 150-151, 153, 155, 161, 171, 174, 176, 177,

182, 186, 189-207 passim, 209, 215-222, 223, 227, 281, 283,

298, 312

First Symphony, 194, 197, 217

Second Symphony, 218

Fourth Symphony, 218

Fifth Symphony, 130, 190, 194, 195, 197, 198, 199, 201, 219, 220

Sixth Symphony , 197

Seventh Symphony, 190, 196, 220, 221, 307

Eighth Symphony, 202, 220, 221, 222

Ninth Symphony, 69, 71, 177, 220, 221

Tenth Symphony, 263, 305-310

Piano Concerto, 194, 218

The Nose [Nos], 190, 218

Lady Macbeth of Mtsensk [Ledi Makbet Mtsenskovo uyezda],

151, 172, 218, 281

The Golden Age [Zolotoi vek], 151, 180

The Limpid Stream [Svetlyi ruchei], 151, 180

Variations (for string quartet), 194

Second Quartet, 221
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Third Quartet, 221

Fourth Quartet, 306

Fifth Quartet, 306

Trio, 221

Quintet, 130

Octet, 183

Piano Trio, 222

Piano Quartet, 219

Piano Quintet, 190

"Aphorisms" [Aforizmy], 218

"Twenty-Four Preludes and Fugues for the Piano," 222

Song of the Forests [Pesn' o lesakh], 130, 215, 222, 306

"March of the Red Army" (with Khachaturian), 215, 222

"Ten Poems," 215, 222

"Over Our Motherland Shines The Sun" [Nad rodinoi nashei

solntse siyayet], 304-305, 306

Shteinberg, Maksimil'yan Oseyevich (b. 1883), 24, 225

Turksib, 226

Shtoharenko, Andriy Yakovych (b. 1902), 256-258

My Ukraine [Ukra'ina moya], 256, 257

Sofronov, A.

"Your Hand, Distant Comrade" [Dai ruku, tovarishch

dalyokii], 301

Sokolovski, N.F. (b. 1902), 265

Solov'yov-Sedoi, Vasili Pavlovich (b. 1907), 162

"Vyorsts" [Vyorsty], 300

Spendiarov, Aleksandr Afanas'yevich (1871-1928), 24, 262

Stepanyan, Aro Leonovich (b. 1897), 263

Stepovyi, Yakiv Stepanovych (Yakymenko) (1883-1921), 245-246, 247

Stetsenko, Kyrylo Hr. (1882-1922), 245-247

In Springtime [Vesnon'ko, vesnoj, 246

A Dream [Son], 246

The Haidamaks [Haidamaky], 246

Iphigenia in Tauris [ifiheniya v Tavridi], 246

Stravinsky, Igor Fyodorovich (b. 1882), xi, 20, 24, 26-36, 61, 74,

81, 89, 191, 192, 199, 217, 220, 241

Petrushka, 26, 29, 35, 74, 149

Les Noces, 31, 35, 74, 149
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The Rites of Spring, 35, 74, 149

Pulcinella, 180

Oedipus Rex, 33, 149

Symphony for Wind Instruments, 149

Symphony of Psalms, 220

Dumbarton Oaks Concerto, 195

Svechnikov, Anatoli Grigor'yevich (b. 1908), 166

Shchors, 130

Sviridov, Yuri Vasil'yevich (b. 1915), 218

"My Motherland," 312

Tabachnikov, M.
"What Will Come" [To li budet vperedi], 302

Tallat-Kelpsha, Iosif Antonovich (1888-1949), 89

Cantata About Stalin [Kantata o Staline], 89, 130

Taneyev, Sergei Ivanovich (1856-1915), 24, 25-26, 67, 75, 182,

191, 194, 200, 211, 225

Taranov, G., 255

Symphony (dedicated to the 30th Anniversary of the October

Revolution), 257

Sextet (dedicated to the memory of Zoya Kosmodemyanskaya),

257

Tchaikovsky, Peter Ilyich (1840-1893), 3, 16, 20, 21, 23, 24, 30,

67, 72, 75, 81, 83, 84, 131, 137, 182, 185, 186, 193, 200, 202,

205, 220, 225, 227, 298

Fourth Symphony, 3

Sixth Symphony, 3

First Concerto, 293

Yevgeni Onegin, 133

The Queen of Spades [Pikovaya Dama], 132, 133

Ter Mairosyan, 263

Tits, Mykhaylo, 255

Tomilin, Viktor Konstantinovich (b. 1908)

Episodes from the Civil War [Epizody grazhdanskoi voiny], 179

Tulikov, Serafim Sergeyevich (b. 1914)

"We Are for Peace" [My za mir], 300

Tuskiya, Iona Irakliyevich (b. 1902), 262

Violin Concerto, 262
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Vasilenko, Sergei Nikiforovich (b. 1872), 186, 225, 227, 228

Jubilee Cantata [Yubileinaya kantata], 166

The Soviet East [Sovetskii vostok], 226

Chinese Suite [Kitaiskiye syuityj, 179

The Handsome Joseph [Yosif prekrasnyi], 179

Veinberg, M, 218

Veprik, Aleksandr Moisevich (b. 1899)

Song of Triumph [Pesnya likovaniyaj, 179

Verykivs'kyi, Mykhaylo Ivanovych (b. 1896), 248, 256, 258

Marusya Bohuslavka, 250
Requiem in Memory of Lysenko [Rekviyem pam'yati LysenkaJ,

250

Springtime [Vesnyanky], 250

Vitachek, Yevgeni Frantsevich (1880-1946?)

Crimean Suite LKrymskaya syuita], 179

Vitol, Yazep Yanovich (1863-1948), 212

Wihtols, Josefs, see Vitol, Yazep Yanovich

Yakymenko, Fyodor Stepanovich, see Akimenko

Yakymenko, Yakiv Stepanovych, see Stepovyi

Yanovs'kyi, B.

Explosion [Vybukh], 250

Thoughts of the Black Sea [Duma Chornomors'ka], 250

Yudin, Mikhail Alekseyevich (b. 1893)

Requiem in Memory of Kirov [Rekviyem pamyati KirovaJ, 166

Song of Spring and Joy [Pesnya o vesne i radostij 166

Zakharov, Vladimir Grigor'yevich (b. 1901), 162, 163, 190

"The Two Falcons" LDva sokola], 163

"Russian Beauty," 300

Zhelobinski, Valeri Viktorovich (b. 1911)

Mother [Mat'], 133

The Kamarinski Peasant [Kamarinskii muzhik], 169

Zhukovs'kyi*, Herman Leontovych (b. 1913), 172-176

*Zhukovs'kyi's first initial will sometimes be found in Soviet

sources as Ye.
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With All One's Heart [Ot vsevo serdtsa], 88, 132, 170, 172-176,

255

Glory to Thee, My Country [Slav'sya, otchizna moyal], 130, 168

Zolotar'ov, Vasyl' Andriyovych (b. 1873), 264

Kateryna, 250

Khves'ko Andyher, 250

The Decembrists [Dekabristy], 226

B. Western Composers

Astaritta, Gennaro (1749-?), 16, 40 n. 3

Shitenshchik, 16

Aubert, Daniel (1782-1871), 181

Auric, Georges (b. 1899), 233 n.5

Bach, Johann Sebastian (1685-1750), 131, 195, 220, 306

Inventions, 37

Bartok, Bela (1881-1945), 149, 241, 259,

Beethoven, Ludwig van (1770-1827), 28, 126, 131, 142, 185, 210, 221

Symphony No. 9, 293, 309

Berg, Alban (1885-1935), 61

Wozzek, 150

Berlioz, Hector (1803-1869), 73, 83, 131

Fantastic Symphony, 293

Bizet, Georges (1838-1875), 83

Carmen, 132, 133

Brahms, Johannes (1833-1897), 83, 198

Britten, Benjamin (b. 1913), 155

Bruckner, Anton (1824-1896), 150, 194

Chopin, Frederic (1810-1849), 83, 181, 185

Cimarosa, Domenico (1749-1801), 40 n.3

Cowell, Henry, 61

Debussy, Claude Achille (1862-1918), 170

Durey, Louis (b. 1888), 233 n.5
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Galuppi, Baldassare (1706-1785), 40 n.3

Gluck, Christoph Willibald (1714-1798), 169, 180

Orpheus, 293

Gretry, Andre Erneste Modeste (1742-1813), 180

Grieg, Edvard (1843-1907), 75, 83

Hindemith, Paul (b. 1895), 149, 199, 241

Honegger, Arthur (b. 1892), 128, 233 n.5

Kalman, Emerich (b. 1882), 135

Krenek, Ernst (b. 1900),

Jonny spielt ctuf, 150

The Jump, 150

Lehar, Ferencz (b. 1870), 135

Liszt, Franz (1811-1886), 73, 83, 181, 185

Lully, Jean Baptiste (1632-1687), 180

Mahler, Gustav (1860-1911), 141, 150, 194, 199, 220

Mendelssohn-Bartholdy, Felix (1809-1847), 83

Menotti, Gian Carlo (b. 1911), 155

Messiaen, Olivier (b. 1908), 155

Milhaud, Darius (b. 1892), 2 33 n.5

Mozart, Wolfgang Amadeus (1756-1791), 131, 185

Requiem, 293

Paesiello, Giovanni (1740-1816), 40 n.3

Pergolesi, Giovanni Battista (1710-1756), 195

Poulenc, Francois (b. 1899), 233 n.5

Puccini, Giacomo (1813-1864)

Madame Butterfly, 133

To sea, 133

Rossini, Gioacchino Antonio, (1792-1868)

The Barber of Seville, 293

Cinderella, 293
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Rouget de Lisle, Claude Joseph (1760-1836)

La Marseillaise, 180

Saint-Saens, Camille (1835-1921)

Concerto No. 5, 293

Sarti, Giuseppe (1729-1802), 40 n.3

Schoenberg, Arnold (1874-1951), 61, 188, 241

Gurre-Lieder, 150

Five Orchestral Pieces, 150

Chamber Symphony, 150

Pelleas, 150

Schreker, Franz (1878-1934), 150

Distant Sound (Der ferne Klang), 150

Schubert, Franz (1797-1828), 75, 83, 131

Schumann, Robert (1810-1856), 75, 83, 131, 185, 210

Toccata, 211

Six, The, 150, 233 n.5

Strauss, Richard (1864-1949), 135, 141, 150, 194

Der Rosenkavalier, 150

Salome, 150

Tailleferre, Germaine (b. 1892), 233 n.5

Verdi, Giuseppe (1813-1901), 83, 170

La Traviata, 132, 133

Rigoletto, 133

Aida, 133

Otello, 133

Wagner, Richard (1813-1883), 83, 170

Weber, Carl Maria von (1786-1826), 83

Webern, Anton von (1883-1945), 61
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Academy of Architecture, Soviet,

295

Academy of Sciences, Soviet, 58,

59, 85, 295

acoustics, 59, 60, 294-296

aesthetics, 22, 45-48, 52, 73, 99,

204-208; courses in, 108

agit-music, 159

Agitprop, see Propaganda and

Agitation, Department for

Akhmatova, Anna, 10

Aleksandrov, Georgi F., 10

All-Ukrainian Association of

Revolutionary Musicians

(VUTORM), 249, 268 n.13

All-Union Organization of Asso-

ciations of Proletarian

Writers (VOAPP), 278-279

Andreyev, D., 290 n.l

Amar-Hindemith Quartet, 149

Amateur Activity, Houses of,

86, 143
amateur activity [samodeyatel'-

nost'], 50, 142-143, 298-299

amateur musicians, departments

in conservatories for train-

ing directors of, 108

American music, 70

Andreyev, N.N. , 296

APMU, see Association of Pro-

letarian Musicians of the

Ukraine

Armenian music, 16, 20, 184,

223, 243, 263-264

ARKU, see Association of Revo-

lutionary Composers of the

Ukraine

art history, courses in, 108

art songs, 186-187

ASM, see Association of Con-

temporary Music

Association of Contemporary

Music (ASM), 148-149, 150,

249

Association of Proletarian Mu-

sicians of the Ukraine

(APMU), 249, 268 n. 14

Association of Revolutionary

Composers and Musical Per-

formers (ORKIMD), 148-149

Association of Revolutionary

Composers of the Ukraine

(ARKU), 249, 268 n.l

5

atonality, 37, 185

"author's fund," 123

Azerbaidzhanian music, 184,

263-264

ballerinas, 134

ballet, music for the, 179, 260-

261

Baku Conservatory, 106; opera

house, 132; symphony or-

chestra, 130

Bal'mont, K.D., 211

Balzac, Honore de, 181

bandore orchestras, 252

banyans, production of, 144

Barsova, Valeriya Vladimirovna,

134, 293

Beethoven Quartet, 181

Belinsky, V.G., 22, 46

Belinsky, Ya., 310

Belyayev circle, 23-24

Belyayev, M.P., 23-24

Beregovski, 85

Bergson, Henri, 155

Berlin, 268 n.20

417
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Blyumin, M., 290 n.2

Bogatyrev, S., 265

Bol'shoi Theater, 131, 133-134,

170, 174, 175, 188, 280

Brussels international compe-

tition, 138

bugles, production of, 144

Bulgarian People's Republic,

137

Byelorussian music, 264-265

byliny, 86

cantatas, 166-169, 304-305, 310

Caucasian music, 16, 223, 280

cello, music for the, 185

Central Asia, music of, 19, 242-

243

Central Committee of the Commu-
nist Party of the Soviet

Union, 12-13, 270-271

Central Committee of the Com-
munist Party of the

Ukraine, 255

chamber music, 181-183, 188,

189

chamber music ensembles, 181-

182

Chapayev, V.I., 86

chastushka, 302

Chechens, 281

Chernyshevsky, N.G., 22, 73,

99 n.59

children, music for, 210

Chinese music, 186

cinema, music for the, 51

Civil War, Russian, 169

"classical" composers, 16-23

passim, 75, 93
collective farms, 172; music on,

142-143, 160

Committee for Art Affairs, 58,

117, 132, 137,252, 254,

263, 283-285, 287, 288, 294

Committee for Higher Education,

71, 105, 110, 123
Communist Part of the Soviet

Union, history of the, 108,

124; courses on, 110; con-

trols by in conservatories,

110-111; membership of mu-

sicians in, 118-119

competitions, international, 138

composer-melodists, 242, 267 n.5

Composers' Productive Associa-

tion (Prokol), 159-161, 166,

186, 234 n.18

composers, Soviet: living condi-

tions of, 122; earnings of,

123-124

composition, departments of in

conservatories, 107

concert halls, 294-296

Concert Touring Bureau, 288
"concert trucks," 145

conducting, orchestral, 126, 131,

134, 289; departments of in

conservatories, 108

Conference, First All-Russian

Musical (1929), 44

Conference of Workers of Soviet

Music (1948), 21, 54, 152,

281

Congress of Progressive Com-
posers and Musicologists of

the World, 12

Congress of Soviet Composers,

First All-Union (1948), 10,

15, 21, 52, 83, 84, 121, 151-

157, 162, 256, 261, 263-264

conservatories, curricula of,

108-110, 114-117; organiza-

tion of, 107-108

Constitution of the U.S.S.R.,

see Stalin Constitution

"constructivism," 183, 197, 218

Contemporary Music, 148



GENERAL INDEX 419

cosmopolitanism, 34, 66, 67, 72,

151-157, 219, 221, 250

counterpoint, courses in, 108

"creative conferences," 119-120

creative opposition, the, 187-225

"creative tasks," 119

criticism and self-criticism, 10-

12, 65, 66, 124

criticism, Soviet music, 89-90,

292

Culture, Ministry of, 297, 299,

303

curricula at conservatories, 108-

110, 114-117

Davidova, 134

decrees of the Central Committee
of the Communist Party, see

resolutions

Departments of Social Education

[Soisws], 104, 108, 146 n.l

dialectical materialism, 45;

courses in, 108, 111; teachers

of (diamcttchiky), 111

"decades of Soviet music," 130

Dnepropetrovsk opera house, 132

Dobrolyubov, Nikolai Aleksandro-

vich, 22

Dolmatovski, Yevgeni Arono-

vich, 304, 305

Dombayev, G., 286-290

Dostoyevsky, F.M., 4, 22, 220

drama of manners, 170

Dubovyi, 253

Dumka, 247

Dzhambul Dzhabayev, 86

eclectics, 153, 225-229

Education, Ministry of, 105

Education, People's Commis-
sariat of, 95; see also Edu-

cation, Ministry of

education, music, 103-118 pas-

sim

eighteenth century, Russian mu-

sic of the, 75, 170

electrical musical instruments,

60, 61

Elfa factory, 293
Engels, Friedrich, 45, 167

Ensemble of Songs and Dances
of the U.S.S.R., 161

"Estonia" factory, 145

European music, 72-73, 74, 89;

history of, courses in, 108

Ewald, Z., 85

expressionism in music, 218, 220

Fadeyeva, O. , 302

Ferman, V., 74

Filarmonii, see Philharmonic

Organizations

Findeizen, Nikolai F., 74

Fliyer, 138

folk instruments, departments in

conservatories for training

directors of, 108

folk music, 16, 19, 27, 30, 31,

50, 54, 72, 84-85, 103, 194-

195, 251; Soviet, 85-87; Bye-

lorussian, 265; Kazakh, 86,

90; Lithuanian, 89; Mordvin-

ian, 86; Ukrainian, 253-254;

White Sea, 86

forced labor camps, 120

"formalism" in music, 12-13,34,

51, 66, 61, 97, 113, 125, 151-

157, 169, 172, 180, 187, 218,

250, 255, 256, 258, 259, 263,

268 n.20, 281-285

form, musical, analysis of, 77;

courses in, 108

Franko, Ivan Yakovlevich, 246,

251

funeral music, 214

GABT Quartet, 181, 236 n.4l

Garbusov, Nikolai S., 63, 77
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Gautier, Theophile, 37

Georgian music, 16, 20, 184,

223, 243, 261, 262-263

Georgian Music LGruzinskaya

muzyka], 90

Georgians, 281

German occupation of the

Ukraine, 175

Gide, Andre, 36

gifted children, schools for,

107, 139-140

Gilel's, Emil' Grigor'yevich,

127, 138

Ginzburg, Grigori Romanovich,

138

Gippius, Yevgeni Vladimirovich,

85

Glavlit, 173

Glazunov Quartet, 181

Gnesin State Musical-Pedagogi-

cal Institute (Moscow), 115

Goethe, Johann Wolfgang von,

37

Gogol, Nikolai, 21

Golovanov, Nikolai Semyono-

vich, 134

Gordeichuk, N., 310

Gorodinski, V.M., 36-37

Great Life (motion picture), 281

Grosheva, Ye., 296

grotesque in music, 211

Gruber, Roman I., 68, 69, 74
gypsy style, 162-163

harmonicas, production of, 144

harmony, 79-81, 85; courses in,

108; of the mass-song, 164-

165; as used by the creative

opposition, 196-197, 211

Hartmann, Eduard von, 155

history of music, 74; depart-

ments of in conservatories,

108, 109

honorary titles, 134, 229

housing conditions of Soviet

composers, 122-123

Hrinchenko, Mykola, 85, 244, 248

Hutzul idiom, 259

Huxley, Aldous, 36

impressionism, 223

Indian music, 186

informers, see seksoty

Ingush, 281

Institute of Theater and Music,

58, 59-63

Institute of the History of Arts,

58, 59

Institutes of Folklore, 85

instruments, musical, production

of, 143-145

intelligentsia, new, 112, 230

International Association of

Modern Composers, 188

international competitions, 138

intonation [intonatsiya], defini-

tion of, 41

"introductory talk," 136

Ioffe, Iyeremiya Isayevich, 45

Isaakyan, Avetik Saakovich, 312

Isakovski, Mikhail Vasil'yevich,

303
Italian composers in the Ukraine,

16

Ivanov-Boretski, Mikhail Vladi-

mirovich, 63
Ivanov, Konstantin Konstantino-

vich, 126, 131

Ivan the Terrible, 261, 269 n.27

Izvestiya, 35, 88, 222

jazz, 161

journalism and publishing, music,

87-92

Kabardian-Balkar themes, 188
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Kalinin, theater building in,

294

Kant, Immanuel, 36, 37

Karatygin, Vyacheslav G., 74

Kazakh folk music, 86, 90

Kazakhstan, 89-90, 242

Kazakov, G., 297

Kazmin, P., 300

Keldysh, Yuri (Georgi) Vsevolo-

dovich, 69

Khachaturyan, Karen, 305

Khanayev, 134

Kharkov, 173, 175; Conservatory,

85, 106, 173, 189, 252, 257,

265; opera house, 132, 247

Khodosov, G. , 302

Khrapchenko, 284

Khrushchov, Nikita S., 122

Khubov, Georgi, 300

Kiev, 145, 173, 175, 191, 245;

Conservatory, vii, 58, 85,

106, 107, 122, 173, 238, 252,

257; Institute of Folklore,

85; symphony orchestra, 130;

opera house, 132, 247; school

for gifted children, 140

Kirghizia, 242

Kirov, S.M., 86, 179

Kirovsk, Palace of Culture in,

295

Kirov Theater of Opera and Ballet

(Leningrad), 132

Kogan, Professor G., 68

kolkhoz, see collective farm

Komitas Quartet, 181, 236 n.4l

Komsomol (All-Union Leninist

League of Soviet Youth), HL
115, 117, 148, 160, 173, 260

Kondrashin, 1 34

Kossior, Stanislav V., 253
Koussevitsky, Serge, 221

Kovalenkov, A., 302

Kovpak, Sidor Artem'yevich, 183

Kozlovski, Ivan Semyonovich,

134

Krivosheyeva, Ye. P., 86

Kryukova, M.S., 86

Kruglikova, 134

Kuibyshev, Philharmonic Soci-

ety, 290 n.2

Kukharski, V., 70

Kurt, Ernst, 77

Kuznetsov, 63

Kvitka, Klyment Vasyl'yevich,

85

Lamm, P. A., 75

laureates, see soloists, prize-

winning

Lebedev Physics Institute, 295

lecture bureaus, 288

Leningrad, 145, 149, 161, 188,

220, 240; Conservatory, 58,

59, 66
t 95, 106, 107, 171-172,

187, 218, 238; see St. Peters-

burg Conservatory; group of

composers, 182-183; Philhar-

monic Orchestra, 130, 131;

school for gifted children,

140

Leningrad (journal), discussion

of, 10, 13, 47, 281

Lenin, V.I., 13, 36, 43,45, 47,

56, 65, 86, 149, 163, 167,

179, 305

Leontovych Association, 248

Lepeshinskaya, 134

Lermontov, M.Yu., 22

Levidov, Dr., 63

Lieder, see art songs

literature, contacts between mu-

sic and, 21-22

Lithuanian folk music, 89

Livanova, Tamara Nikolayevna,

67, 69, 74, 75

Lobanov, Ivan Petrovich, 294
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long-playing records, 292-293

Lunacharski, A.V., 43-44

Lvov group of composers, 248-

249, 251, 258-259

Lysenko Musical Institute, 247-

248

Lyubchenko, Panas, 253

Maksimova, 134

Mal'tsev, Yelizar, 172

Maldybayev, A., 242

Malko, Nikolai, 213

Mann, Thomas, 270

march music, 77-79

Martynov, Ivan I., 68

Marx, Karl, 45, 167

Marxism-Leninism, 60, 65, 67,

127, 239; courses in, 108,

109, 114-115, 116

Maryinski Theater, former

(Leningrad), 150

Massalitinov, K., 298

mass-song, 93, 105, 127, 169,

18 3, 187, 222, 2 31, 300-304;

development and influence of,

157-166; melody, rhythm and

harmony of, 163-165

Masutin, 248

mathematical method of compo-

sition, 61

Matsa, Ivan L., 45

Mazel', Lev Abramovich, 67, 69,

76-77, 79

Mdivani, G., 280

Melik-Pashayev, 134

melody, as used by creative

opposition, 193-196, 212

Mikhailov, 134

Mikhailovski Theater, former

(Leningrad), 150

Mikhalkov, S., 300

Mikhnovski, 1 38

Minsk, 264; Conservatory, 85

Molotov Philharmonic Society,

290 n.2

Mravinski, 126, 131

modernism in music, 25, 26-39

passim, 73-74, 81

Molotov, V.M., 171, 172

Mordvinian folk music, 86

Moscow, 145, 240, 268 n.20;

Conservatory, 24, 58, 63, 66,

67, 85, 95, 99, 106, 107, 121,

148, 160, 166, 185, 218, 228,

238, 265, 283, 305; group of

composers, 182, 205, 212,

213, 223, 224, 225; school

for gifted children, 140

Moscow Art Theater, 132

Mosestrad, 94, 102

Music (journal), 91

Musical Culture, 91, 149

Musical Encyclopedia, 63
Musical Section of the Institute

of Theater and Music, see

Institute of Theater and Mu-

sic

Musical Virgin Soil, 91, 149

Music and Revolution, 91, 149

musicology, 36-37, 58-87

Musicology, All-Union Scientific

Session on (1950), 64, 99

Musicology Commission of the

Union of Soviet Composers,

12, 46, 59, 63
Muzgiz, 92-94, 101, 287, 302

MVD [Ministerstvo Vnutrennykb

Del], Ministry of Internal

Affairs, 110, 120, 191

Naryshkins, library of the, 15

National Institute of Arts (U.S.A),
35

nationalism, bourgeois, 110,

223, 253

nationalism [narodnost'], in mu-
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sic, 21, 52-54, 55, 73, 84,

97, 152, 280

nationality policy, Soviet, 239-

243, 267 n.l

Nebol'sin, 134

Nemirovich-Danchenko, Vladimir

Ivanovich, 132

neo-classical trend, 192, 220

NEP, see New Economic Policy

Neris, Salomei, 89

Nest'yev, Izrail Vladimirovich,

35-36, 89

New Economic Policy (NEP),

149, 278

"new humanism," 270-271, 276

New Music, 91

"new Soviet composers," 232

Nietzsche, F.W., 155

"no-conflict theory," 30 3, 311

Novosibirsk Theater, 294-295

Oborin, Lev Nikolayevich, 138

Obukhova, Nadezhda Andreyevna,

134, 293

Odessa, 139; Conservatory, 106,

252; opera house, 132, 247;

symphony orchestra, 130

Ogolevets, Aleksei Stepanovich,

66, 61, 69

Oistrakh, David, 138, 139

Ordzhonikidze Motion Picture

Theater (Kharkov), 295

opera, 169-176, 231, 234 n.25,

n.26, 265, 280-285, 293-

294; Ukrainian, 252

operas, performances of, 131-

134

opera houses, 131-132

operetta, 134-135, 235 n.31,

296-297

oratorios, see cantatas

orchestras, Soviet, 130

orchestration, 175, 235 n.31; as

used by the creative opposi-

tion, 198-199

Organizational Committee of the

Union of Soviet Composers,

284

Organization Bureau (Orgburo) of

the Central Committee of the

Communist Party of the

Soviet Union, 279

ORKIMD, see Association of

Revolutionary Composers
and Musical Performers

Orlov, Vladimir, 292, 294

orthodox composers, 229-2 32

Oshanin, L., 300, 301

Ossetians, 281

Ossovski, A.V., 59, 64-65, 75-76

Pantofel'-Nesnetskaya, 138

paper, music manuscript, 91

"partyism" [partiinost'] in art,

13, 47, 70

Papanin, Ivan Dmitriyevich, 86,

101 n.82

partorg (organizer of the local

Communist Party cell),

111, 118

"peace" campaign, 216

pedagogy departments in conser-

vatories, 108

Pekelis, Mikhail Samoilovich,

18, 67, 69, 71-72, 86

people, music for the, 54-58

performance, style of, 127

Philharmonic Organizations

YFilarmonii], 102, 124,

130, 135-137, 286-291

philosophy of art, see aesthetics

piano, music for the, 183-185,

188

pianos, production of, 144-145

Pirogov, Aleksandr Stepano-

vich, 134
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Politburo, 170

populism \narodnost'\ see
nationalism

Postyshev, Pavel P., 253

platform composers (estradniki),

2 30

popular art [narodnoyeiskusstvo],

courses in, 108, 114

"popular polyphony," courses in,

108

postgraduate courses at conser-

vatories, 108

Pravda [Truth], 88, 151, 159,

171, 172, 175, 180, 190,

219-220, 260, 281, 313

program music, 127, 178-179,

227, 231, 233 n.ll, 310-311

Prokof'yev, G., 63

Prokol, see Composers' Produc-

tive Association

Proletarian Musician, The, 91,

149

Propaganda and Agitation, De-
partment for, of the Central

Committee of the Communist
Party of the Soviet Union,

49, 70, 148, 189, 285

publishing, music, 92-94,

146 n.13

Pushkin, A.S., 22

Pyatnitski chorus, 163, 299

quarter-tone music, 60, 61

Rabinovich, Aleksandr Semyono-
vich, 75

radio, 10 3; music on, 140-142,

162, 297-298

Radio Broadcasting Committee,

295-296, 298

radio station, central, 162

Radio Symphony Orchestra, 130

Rad*yanska Muzyka [(Ukrainian)

Soviet Music], 90

railroad music studio, 173

RAPM, see Russian Association

of Proletarian Musicians

RAPP, see Russian Association

of Proletarian Writers

Razumovskys, library of the,

15, 16

realism in music, 15, 46, 49-52;

see also socialist realism

record players, 104, 293

Red Army, see Soviet Army
Red Army Ensemble of Songs

and Dances, 161

Reisen, Mark Osipovich, 134

Renaissance, music of the, 221

repertoire of the dramatic thea-

ters, Central Committee

resolution on, 281

"repertoire policy," 125-126,

132

Repnins, library of the, 15, 16

Republican Capella, 247

resolution of the Central Com-
mittee of the Communist
Party of the Soviet Union
(Bolsheviks) on the opera

The Great Friendship, by

V. Muradeli (1948), 15, 36,

46, 50, 55, 64, 93, 113, 151,

157, 172, 176, 178, 181, 185,

190, 255; text 280-285

resolution of the Central Com-
mittee of the Communist
Party of the Soviet Union
(Bolsheviks) "On the Reor-

ganization of Art and Litera-

ry Organizations," (1932),

61, 91, 150, 249; text 278-

279

resolution of the Central Com-
mittee of the Communist
Party of the Ukraine (1948,
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on music), 255

Revolution, February, 43, 95;

October, 43, 89, 166, 214,

257, 305; of 1905, 188;

French, 76, 180, 215

Revuts'kyi, Dmitri, 248

rhetoric, influence on music, 201

rhythm, as used by the creative

opposition, 197-198

Rimsky-Korsakov, G.M. , 61

Rolland, Romain, 37

Rosenberg, L.D., 296

Russian Association of Prole-

tarian Musicians (RAPM),

81, 148, 161, 166, 181, 183-

184, 185, 186, 187, 191,

233 n.2, 249, 278

Russian Association of Prole-

tarian Writers (RAPP), 278-

279

Russian music, history of,

Chapter II passim; courses

in, 108

Russian Music Publishing House,

24

Ryzhkin, I.Ya., 79

St. Petersburg Conservatory, 19,

20, 23, 89, 212; see also

Leningrad Conservatory

St. Petersburg Gazette, 20

samodeyatel'no st' , see ama-

teur activity

Sakhidi, S., 242

Saratov: Philharmonic Society,

290 n. 1; Young Pioneer

Motion Picture Theater, 295

Sartre, Jean-Paul, 36
Schelling, F.W.J, von, 204

Schillinger, Joseph, 61

scholarships, 112

schools of general education,

104

Schopenhauer, Arthur, 36

Scientific Office under the Mos-

cow Conservatory, 61

seconds, harmony of, 61

seksoty \_sekretnye sotrudniki],

i.e., informers, 110, 146 n.4

Semyonova, Marina Timofeyevna,

134

Shchors, 86

Shevchenko, Taras, 246, 250,

251

Shlifshtein, S., 68

Shmidt, Fyodor Ivanovich, 62

Shneyerson, Grigori Mikhailo-

vich, 68

Sholokhov, Mikhail, 170

singers, operatic, 133-134

Slavophilism, 76

social command, 69, 204

socialist realism, x, 21, 22, 48,

49-52, 119, 127, 152, 156,

159, 165, 176, 187, 189, 208,

224, 225, 229, 274

social work, 117

Socrates, 3

solo instruments, departments

for instruction on in conser-

vatories, 108

solo instruments, music for,

183-186

soloists, prize-winning, 137-140

songs: see art songs; mass-songs;

folk music

sotsvos, see Departments of

Social Education

Soviet Army, 160; Central Thea-

ter of the, 294; M.V. Frunze

Central House of the, 136,

161

Soviet Art ISovetskoye iskusstvo],

87, 89, 134, 292

Soviet Music {Sovetskaya muzyka],

68, 69, 80, 82, 90, 113-114,
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115, 137, 144, 151, 168, 172,

183, 225, 242, 270, 292

Spengler, Oswald, 155

Stalin Constitution, 166

Stalin, J. V., ix, 45, 56, 86, 89,

93, 105, 127, 131, 132, 137,

149, 163, 166, 167, 171, 175,

179, 191, 226, 239, 248, 253,

256, 258, 305

Stalingrad, 294

"Stalinist reconstruction," 167

Stalin Prizes, 88, 132, 137, 168,

170, 175, 183, 229, 254, 255,

257

Stal'ski, Suleiman, 86

Stanislavski, Konstantin Ser-

geyevich, 132

Stasov, Vladimir Vasil'yevich,

40 n.4, 53

State Academic Small Opera

Theater, 171

State Chorus of Russian Song,

166

State Institute of Musical

Science, 61

State Institute of the History of

Arts, 58, 63

State Publishing House (Gosiz-

dat), 159

Steblyanko, 85

Stolyarski, 139

Storm, The, Pravda article on

production of, 313-314

Stravinski, F.I., 74

string instruments, production

of, 144

structural principles of music

of the creative opposition,

199-200

Surkov, A., 300

Sverdlovsk: Conservatory, 106;

symphony orchestra, 130;

opera house, 132; theater,

297

Swedenborg, Emanuel, 155

symphony, 176-178, 200, 212-

213, 216, 231

Symphony Orchestra of the

U.S.S.R., 130, 131

Tadzhik S.S.R., 242

Tallin, 145

Tashkent Conservatory, 242

Tbilisi, 188; Conservatory, 58,

106; opera house, 132;

symphony orchestra, 130

Tchaikovsky Hall (Moscow), 294

ten-year courses, 106-107

textless music, 114

theaters, 294-296

themes, of music of the creative

opposition, 200-202

thereminvox, 60

Timofeyev, 295-296

Toch, Ernst, 77

Tolstoy, Leo, 22, 220

Towards New Shores, 148

traditionalists, 225-229

Tsukkerman, V., 77-78

tuition in conservatories, 112

Tulebayev, M., 242

Turgenev, I.S. , 22

Turkish music, 186

Turkmen S.S.R., 242

Tychyna, Pavlo Hryhorovych,

250

Tyulin, Yu. N., 79

Ulanova, Galina, 134

Ukraine, 15, 16, 175, 183,

235 n.30

Ukrainian Academy of Sciences,

15

Ukrainian music, 20, 110, 168,

172, 179, 243-261, 310-312

"underground artists," 187-189

Union of Armenian Composers,

118
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Union of Art Workers, 43-44

Union of Byelorussian Compos-

ers, 118

Union of Georgian Composers,

118, 261

Union of Soviet Composers, 50-

51, 82, 86, 92, 94, 118-121,

124, 132, 135, 150, 151, 189,

231, 243, 250, 252, 254, 261,

267 n.5, 284, 297, 298, 300,

302, 303, 304, 313-314;

seventh plenary session of

board of, 312; conference of

February, 1949, 66, 68

Union of Soviet Writers, 86, 279,

297

Union of Ukrainian Composers,

118, 250, 256, 257, 260;

plenum (Kiev, 1939), 191

Universities of Musical Culture,

136-137

Utesov, Leonid, 161

Uzbek S.S.R., 242

Vainkop, Yu., 68
Veikhman, S., 290 n.2

Viennese composers, 61, 97

viola, music for the, 186

violin, music for the, 185-186

VOAPP, see All-Union Organi-

zation of Associations of

Proletarian Writers

voice training, departments for

in conservatories, 108

Vuillaume Quartet, 182, 236 n.4l

Vuillaume, Jean-Baptiste, 236 n.41

VUTORM, see All-Ukrainian

Association of Revolutionary

Musicians

Warsaw international competition,

138

Wassilevska, Wanda, 235 n.30

Werth, Alexander, 55, 83

Western culture, servility towards,

113, 255

White Sea folk music, 86

World War II, 167

Yavorski, Boleslav L., 77

Yerevan Conservatory, 58, 106;

symphony orchestra, 130

Yurgenson, music publishing

house, 101

Yusupovs, library of the, 15

Zak, Yakov Izrailevich, 138

Zharov, Aleksandr Alekseyevich,

300

Zhdanov, A.A., 10-13, 21, 47,

54-55, 65, 125, 128, 152,

190, 233 n.ll

Zhitomirski, Daniil V., 68, 69,

70, 82

Zivel'chinskaya, Liya Ya., 45

Zoshchenko, Mikhail, 10

Zubov, Count, 58

Zurich, 270

Zvezda [Star], discussion of, 10,

13,47, 281
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