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Russian-German online forum for students and young researchers “Memories
of acoustic culture. Sound, music and knowledge in Russia and Germany in the
context of the avant-garde in the 20th century”.

2021, November, 4-5 via Zoom

Organisation: Association of Musicology Students (DVSM e.V.), DVSM research group ,,Music
& Intermediality”, Tomsk State University, Institute of Art and Culture studies, Department of
Conducting and Vocal Studies, Edison Denisov Pedagogical Centre, Tomsk

Zoom-Link: https://hu-berlin.zoom.us/j/64241085023?pwd=R2hyclJWOWxJYVFUd2J0amRhZHYrQT09 Meeting-
ID: 642 4108 5023, Passwort: 476092

Zeitzone im Programm: CET, German time
Languages: German, Russian, English

Kontakt: soundofavantgarde2021@gmail.com; info@dvsm-verband.de
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Herzlich willkommen!

Anfang des 20. Jahrhunderts entwickeln sich die Erzeugung von Klang, seine
kiinstlerischen Eigenschaften und Moglichkeiten sowie die Klangwahrnehmung zu
,Laboratorien” fir Komponist:innen, Musiker:innen, Kiinstler:innen, Regisseur:innen
in Kino, Theater und Radio, aber auch fir Wissenschaftler:innen. Der Klang nimmt
sowohl in Russland als auch in Deutschland eine aktive Position in soziokulturellen
Prozessen ein. Zu dieser Zeit bilden sich durch die Kombination verschiedener
Kunstgattungen neue Erkenntnisformen wund es steigt das Interesse am
psychophysiologischen Aspekt dieser Synthese. Zeitgleich mit der Erfindung neuer
Medien zur Speicherung und Wiedergabe von Schall und dem Aufkommen des Radios,
kehrt der Mensch zu einem besonderen Erkenntnisorgan zuriick, seinem Gehor. Viele
Komponisten sind daran interessiert, psychophysiologische Prozesse in der
Wahrnehmung von Musik zu kombinieren, sie verfassen hierzu eigene Theorien zur
Asthetik und experimentieren in ihren Kompositionen. Die Vorstellungen zur
,Funktionalitdat” von Musik duRern sich einerseits in Experimenten mit Gerauschmusik,
zum Teil ohne Dirigenten, andererseits im Phanomen der funktionalen Musik, die mit
ihren kinstlerischen Eigenschaften den Biorhythmus der Arbeiter unterstitzen soll.

Ins Zentrum unserer Diskussion wollen wir daher Fragen zum asthetischen Bruch, der
den Impuls fir die neuen Wege des kiinstlerischen Erkenntnisgewinns gegeben hat,
ricken. Zudem soll Gber die Bedeutung der Avantgarde als kulturelles Erbe fiir die
zeitgenossische Horkultur diskutiert werden.

Im Rahmen unseres Dialogs wollen wir nicht nur Erfahrungen in der Erforschung des
historischen Phanomens austauschen und die parallel dazu entandenen Kontexte in
Deutschland und Russland zu Beginn des 20. Jahrhunderts identifizieren, sondern auch
die aktuellen Diskurse mitreflektieren.

Bei dem Nachwuchsforum verfolgen wir das Ziel, einen interkulturellen Raum des
wissenschaftlichen und kinstlerischen Austauschs flr die Student:innen und
Nachwuchsforscher:innen zu schaffen und freuen uns auf die Vortrage und anregende
Diskussionen!

Wir bedanken alle Beteiligte: unsere Vortragende, Gaste, Chairs und auch das Komitee
des Deutschlandsjahr in Russland fir die Unterstitzung und Mitgestaltung des Forums.

Mit herzlichen GriRSen,
das Organisationsteam.

Elizaveta Willert (DVSM e.V., Forschungsgruppe Musik und Intermedialitat)
Mikhail Kazanzev und Prof. Dr. Ekaterina Prihodosvkaja (Tomsk State University)



Welcome!

Within current discourses in cultural studies and musicology, the systematic research
of sound (sound studies), which includes branches such as music psychology, music
therapy and theories of intermediality, plays a fundamental role. This research/these
discourses also touche(s) upon the themes of performance, gender, intersectionality
and bodily expressions in sound. One might recognize them as a heritage of 20th
century avant-garde phenomena. Can we find traces in these discourses of 20th
century avant-garde phenomena?

In the beginning of the 20th century, sound, its playback and perception as well as its
artistic properties and possibilities, functioned as a laboratory for composers,

musicians, artists, theatre performers, radio and film directors, and scientists. Sound
came to play a major role in sociocultural processes in Russia and Germany during this
period. Different forms of art were mixed and combined. This artistic synthesis
disclosed new forms of cognition of the world and in turn prompted a growing interest
in its psychophysiological aspects. At the same time, with the emergence of radio
transmission and new resources for sound recording and preservation, human beings
could rediscover an extraordinary sense, that is, hearing. Many composers shared a
curiosity for embedding psycho-physiological processes in music perception, which led
to concomitant theories and experiments in music composition. Ideas about the
‘functionality’ of music, were expressed in experiments with noise music and noise
orchestra’s without conductors as well as in music that was especially created for
industrial purposes and that supported the biorhythm of workers through its artistic
properties.

At the center of our dialogue forum of students and young scientists, are questions
about aesthetic ruptures, which prompted new avenues for artistic perception and
creation. We will also discuss the importance of the avant-garde as a heritage of
contemporary acoustic cultures. The aim of our dialogue is not only to share research
on historical phenomena and the contexts in which they developed in Germany and
Russia during the early 20th century, but to discuss contemporary issues as well.

We look forward to the speeches and discussions and would like to thank everyone
involved: our speakers, guests, chairs and also the Committee of the Germany Year in
Russia for supporting the forum.

With kind regards,
the organization team.

Elizaveta Willert (DVSM e.V., Research Group Music and Intermediality),
Mikhail Kazanzev and Prof. Dr. Ekaterina Prihodosvkaja (Tomsk State University)



MpuseTtcTtByem Bac!

B coBpemMeHHOM Ky/bTypHO-MYy3blKa/bHbIM ANCKYPCE U3yyeHue 3ByKa (Sound Studies),
CUCTeMaTMUYeCKoe My3blKoBeAeHMe, BK/IYatowee Takne oTpacan Kak My3blKanbHaA
NCUXONOMMA M MY3blKaJIbHAA Tepanua, TeopuA UHTEepMeaMaNIbHOCTU, ABAAKOTCA
AOCTaTOYHO MONOAbIMU 061aCTAMM HayKU. MHoOrne us Hux, nepPomaHc, reHaep u
BblpaXKeHMe Tena B 3BYKE, WMHTEPCEKLMOHANbHOCTb, MOryT ObiTb OCMbIC/NEHbI B
KOHTEeKCTe peHoMeHa aBaHrapaa. Bek 21 — HacnegHuK Beka 20-ro?

3ByK, €ro npou3BOACTBO M BOCMPUATUE, a TaKXKe XyLOXKEeCTBEHHble CBOWCTBA M
BO3MOXHOCTM CTAHOBATCA nabopaTopuit ANA MHOTMX KOMMNO3UTOPOB, MY3blKaHTOB
XYOOXKHUKOB, TeaTpasibHbIX AeATenel, PaAnNopPeEXUCCEPOB U PEKUCCEPOB KUHO,
YYEHDBIX M1 TEM CAMbIM, aKTUBHO y4aCTBYET B KY/IbTYPHbIX U COLMANbHbIX MPOLLeccax KakK
B Poccuu, Tak 1 B FepmaHum B Hadane 20ro ctonetus. B aTo Bpema obpasytoTca HoBble
dOpMbl  MO3HaHMA MMUpa MNYTEM COEAMHEHUA PaA3/IMYHbIX BWAOB WUCKYCCTB,
YBENMYMBAETCA WMHTEPEC K NCUXO-PM3MONOrMYECKOMY acCMeKTy npouecca AaHHOro
cuHTe3a. O4HOBPEMEHHO, C NOABMIEHMEM HOBbIX PeCcypcoB AAA 3anUCKU, XPaHEHMA U
nepefayn 3ByKOBbIX BOJIH Ha 0bLWMpPHble Tepputopumn baarogapa pagmo, a, 4o 3TOro,
rpammoc¢OHy, YenoBek BHOBb 0OpaLLaeTcA K 0cobomMy opraHy MO3HAHMA — K CAYXY.
MHorme KOMNO3UTOPbI 6bINIM 3aMHTEPECOBAHbI B COEANHEHNM NCUXOPU3NONOTUYECKNX
NpoOLEccoB BOCNPUATUE MY3bIKM U IKCNEPUMEHTUPYIOT B CBOUX TEOPMUAX WU
MY3blKaZbHbIX KOMNO3MUMAX. TaK, B LEHTP Hawero auanor-bopyma CTyLeHTOB M
MONOAbBIX YH4EHBIX Mbl XOTUM NMOCTaBUTb BOMPOCHI O TOM, KakMm o0bpa3om B Havane 20-
ro CTONeTUA NPOUCXOAUT NEPENIOM XYA0XKECTBEHHOIO MbILWNEHUA, KOHCTPYUPYIOLLMIA
HOBble MeToAbl MO3HAHMA W TBOPYECTBa, M 0OCYAMTb 3HAYeHMe aBaHrapga Kak
aKyCTUYeCKOro Hacneauna ana coepemeHHoCTU.B xoae Halwero agnanora, Mbl Hageemcs
He TO/IbKO OOMEHATLCS OMbITOM U3YyYEeHMA UCTOPUYECKOro GEeHOMEHA, BbIABUTb MpwU
3TOM KOHTEKCTbI, pa3BuMBaloLLmMeca napannenbHo B Fepmanmm B Poccum B Havane 20-ro
CTONIETUSA, HO M 06CYANTL COBPEMEHHbIE Npobaembl.

Mbl paabl NPUBETCTBOBATb BCEX YYACTHMKOB M caywaTenei ¢opyma WM Bblparkaem
61aroapoHOCTb AOKNAAYMKAM, MOAEPATOPAM M YY4aCTHMKAM KPYraoro ctona 3a Baw
nHTepec! Takke Mmbl 6narogapvm opraHusatopos [oga lepmaHum B Poccum 3a
noaaepsKKy B opraHusauum popyma.

C HaMNy4YWMMK NOXKEeNAHUAMMK,0praHM3aTopbl Gopyma.

Ennsaseta Bunnept (nccnepoBatenbckas rpynna « Mysblka U MIHTEPMEANANbHOCTbY),
Mwuxaun KasaHues n npodeccop, 4OKTop HayK EkaTtepuHa A. Mpuxoaosckas (H U
Tomckuit FocyaapcTBEHHbIM YHUBEPCUTET)



Donnerstag, den 4. November
YeTtBepr, 4 HOAOPA

9.00 —9.15 Eroffnung / OTKpbITHE dopyma

1. Sitzung. Chair: Hannah Fiedrowicz (Humboldt University) / 3aceganue |.
MogepaTop: Hannah Fiedrowicz (YHuepcuteT um. N'ymabonoarta, bepan)

9.15 - 10.00 Dr. Nikita Braguinski “Soviet Avant-Garde on American Soil. Joseph
Schillinger’s Teaching Career in New York City“, Key-note speech (Humboldt-
Universitat zu Berlin)

10.00 - 10.30 Nikita Miroschnikov “The influence of surrealist music on the
development of sound -extraction techniques and music composition” (Tomsk State
University)

10.30 -11.00 Dr. Svetlana Podrezova, Jurij Marchenko “Phonogram archive of the
Institute of Russian Literature (Pushkin House) RAS”, Key-note speech (Phonogram
archive RAS)

11.00 -11.15 Panel discussion / Obcy»aeHue 3acegaHus

11.15-11.30 Pause / MNMay3a

2. Sitzung. Chair: Christopher Klauke (Humboldt University) / 3aceganue Il.
MoaepaTtop: Christopher Klauke (YHuBepcuteT um. l'ymabonbara, bepnvn)

11.30 - 12.00 Hannah ERler, Jim Igor Kallenberg “On the Necessity of the ‘Symphony
of Sirens’The revolutionary legacy of mythological and technical sirens” (Freie
Universitat Berlin, Johannes Gutenberg-University of Mainz)

12.00 — 12.30 Elizaveta Willert “Dokumentarisch-kiinstlerische Rundfunk in der
UdSSR in den 30er Jahren” (Universitat Paderborn)

12.30 -13.00 Ekaterina Malinovskaja “Psychological motivation as the basis for the
construction of an opera image by a singer” (Tomsk State University)

13.00 - 13.30 Panel discussion & Closer of day 1 / ObcyxaeHne 3aceaaHns &
3aKpbITHe nepBoro gHa popyma



Freitag, den 5. November
MaTtHMuUa, 5 HoAbpPA

9.00 —9.15 Set up / NpuseTtcTBME

3. Sitzung. Chair: Nikita Miroshnikov (Tomsk State University) / 3aceaanue lIl.
MoaepaTop: HukMTa MupowHmnkos (Tomckuii FocyaapCcTBEHHbI YHUBEPCUTET)

9.15 - 10.00 Dr. Patrick Becker-Naydenov “Ethos, Affect, Intonation: Regulating
Corporeality through Sound in Early 20th-Century Academic Musicology and its
Consequences” Key-note speech, (University of Leipzig)

10.00 - 10.30 Jakob Uhlig ,,Efim Golysev und seine Rolle in der deutschsprachigen
Zwolftondebatte” (Universitat Hamburg)

10.30 -10.45 Panel discussion / Obcy»aeHne 3acegaHuns

10.45 -11.00 Pause / MNay3a

4. Sitzung. Chair: Tanja Maiboroda (free researcher, Kiev) / 3acegaHue IV.
MoaepaTtop: TaHs Maitbopoaa (He3aBMcuman nccnegosatenbHuua, Kues)

11.00 -11.45 Dr. Leila Zickgraf “The Creation of New Forms”: Igor Stravinsky’s
Choreodrama The Rite of Spring in the Context of the “Theater Reform around
1900” Key-note speech (Universitat Basel)

11.45 -12.00 Prof. Dr. Ekaterina Prihodovskaja “Combination of verbal and non-
verbal in vocal music” Key-note speech in Russian, with English translation, (Tomsk
State University)

12.00 - 12.30 Veronika Krivopalova ,,Music by Edison Denisov for radio
performances” Key -note speach in Russian, with English translation, (Tomsk State
University)

12.30-13.30 Pause / Maysa



5. Sitzung. Chair: Flavia Hennig (Humboldt-Universitat zu Berlin) / 3acepaHue IV.
MoaepaTtop: Flavia Hennig (YHuBepcuteT um. N'ymbonbara)

14.00 -14.30 Tanja Majboroda ,,Visual and sound effects in industrial urban
symphony by Dziga Vertov and music for mute film by Yuli Meitus” (Free Researcher,
Kiev)

14.30 - 15.00 Evgeniya Tatarintseva “Musical collages "Post scriptum" - a project for
recording the sounds of everyday life “(Sound designer & composer, Sankt-
Petersburg)

15.00 —15.15 Pause / MNMay3a

15.15 - 16. 30 Roundtable

Studentisches Gesprach am Runden Tisch ,,Russische & Deutsche Musikwissenschaft
heute. Ein Dialog” / Kpyrabiii cTon «PoccMincKoe n HeMeLKoe My3blKkoBeaeHWe
cerogHa. uanor»

Chair: Elizaveta Willert (University of Paderborn)

Ende des Forums



ABSTRACTS & BIOS

Donnerstag, den 4. November
YeTtBepr, 4 HOA6PA

1. Sitzung. Chair: Hannah Fiedrowicz (Humboldt University) / 3aceganue |.
MoaepaTtop: Hannah Fiedrowicz (YHusepcuteT um. N'ymabonbara, bepanH)

Nikita Braguinski, ,Soviet Avant-Garde on American Soil. Joseph Schillinger’s
Teaching Career in New York City”

During the early years of the Soviet rule, between 1917 and 1928, research into the
formal, often mathematical, aspects of all arts was widely supported by the new state.
Several research institutions were formed, bringing together for the first time the work
on formal aesthetics that has been slowly emerging internationally since the turn of
the 20th century. The focus of this new research was to create an objective, positivist
foundation for the arts. Among the early Soviet proponents of mathematical
aesthetics, Joseph Schillinger (1895-1943) was one of the most intriguing figures.
Originally a member of the Russian avant-garde, Schillinger later emigrated to the USA,
becoming there a prominent mentor of American musicians. In this process, he,
curiously, also imported the avant-garde mathematical methods into the world of
American popular music. This not only saved the legacy of early Soviet avant-garde
aesthetics from destruction at the hands of the new Stalinist culture of traditionalism,
but also made available to the American audience the abstract and mathematical
methods of teaching that were prominent in Soviet art education. This talk will
illuminate the ensuing transfer of discourses between science, artistic theory, and,
finally, practice, showcasing a rich intellectual history that transgresses multiple
historical, political, and geographic boundaries.

Nikita Braguinski is a postdoctoral researcher at Humboldt University of Berlin. He
studies the connections between music, technology, and mathematics. During October
2021, he will be Visiting Scholar at the Faculty of Music, University of Cambridge.
Forthcoming book: “Mathematical Music. From Antiquity to Music Al” (Routledge,
2022). Twitter: https://twitter.com/n_braguinski

Hukuta bBparuHckuii, ,COoBeTCKMiA aBaHrapa Ha aMepPUKAHCKOM nouse.
Npenopasatenbckasa Kapbepa Mocuda Lnnnunrepa B Holo-Mopke”

B nepBble rogbl coBeTckon Bnactu, mexay 1917 u 1928 rogamu, nccnegoBaHuA
dopMabHbIX, YaCTO MaTEMATUYECKUX, aCMEKTOB MCKYCCTBA LUMPOKO NOAAEPKNBANUCH
HOBbIM rocygapctBom. bbino cPopmMpoBaHO HECKONbKO UCCAen0BATENbCKUX
WMHCTUTYTOB, KOTOpble Brnepsblie cPoKycupoBanu paboty no ¢bopmanbHON ICTETUKE,



Pa3BMBABLUYIOCA B pa3HbIX CTpaHax C Hayana 20-ro BeKa. Llenbko 3TOro HOBOrO
HanpaBieHWa OblNO co3gaHMe OOBEKTUMBHOM, MO3UTUBUCTCKOM OCHOBbLI ANA BCEX
nckyccts. Cpean paHHUX COBETCKMX CTOPOHHWKOB MaTemMaTuyeckor actetukn Nocud
WunnnmHrep (1895-1943) 6bin OAHOM M3 CaMbIX MHTPUTYOWMX GuUryp. Asnsaach
M3HaA4yaNbHO NpeacTaBUTENIeM  COBETCKOro  asaHrapga, LWwaauHrep  nosxke
amurpuposan B CLLA, ctaB Tam BUAHbIM HAaCTaBHMKOM aMePUKAHCKMX My3blKaHTOB. B
pe3ynbTaTe cBoen geatenbHocTM B CLLA OH, KaK HM CTPAHHO, TaK»Ke BHEC aBaHrapAHble
MaTEMATMYECKNE METOAbI B MUP aMEPUKAHCKOM NONYAAPHOMN MY3bIKWU. ITO HE TO/IbKO
CNacno Hacneaue paHHeCOBETCKOM aBaHrapAHOM 3CTETUKM OT pa3pyLUEHMA B CUTYaALLUK
HOBOW KyNbTypbl CTAa/IMHCKOrO TPAAMUMOHAAN3MA, HO M CAENAN0 AOCTYNHbIMKU ONS
aMEepPUKAHCKOM ayguTopumn abCTpaKTHble M MaTemMaTUyYecKne metogbl obydeHus,
KOTOpble TOrAa WCMNOAb30Ba/IMCb B COBETCKOM XyAOXKECTBEHHOM 06pa3oBaHUM.
deatenbHoctb WnnnmHrepa 8 CLUA - npumep nepexona AUCKYPCOB Yepes rpaHuLbl
MeXAYy HayKOW, TeEOpMen UCKYCCTB N XyA0XKEeCTBEHHOW NpaKTUKon. OHa npeacTaBaseT
cobon 6oraTbli UCTOYHMK ANA rN106anbHOM UCTOPUKN KyAbTypbl, HE OrPaHUYEHHOW
NOAUTUYECKMMW U reorpadmnyeckMmMm rpaHmMLamm.

Hukuta bBparMHCKMiA - NOCTAOKTOPaHT B bBepnavHCKOM yHMBEpCUTETE MMEHU
F'ymbonbarta. OH M3y4yaeT CBA3N MeXKAY My3blKOM, TEXHOIOTMAMM U MaTeMaTUKON. B
TeyeHne OKTAGpAa 2021 roga OoH 6yAeT NPUrNALEHHbIM YYE€HbIM Ha My3blKa/JilbHOM
dakynotete KembpuaKckoro yHuBepcuteTa. K BbINYCKY TOTOBUTCA  KHWra:
«Mathematical Music. From Antiquity to Music Al» (Routledge, 2022). Teutrep:
https://twitter.com/n_braguinski

Nikita Miroshnikov, "The influence of surrealist music on the development of sound
-extraction techniques and music composition"

In 1917, the premiere of Leonid Myasin's scandalous ballet "Parade" based on the
script by Jean Cocteau to the music of Eric Satie, created by order of Sergei Diaghilev
for his entreprise, happened at the Chatelet Theater in Paris. The designer was Pablo
Picasso. The work marked the beginning of one of the most important avant — garde
trends-surrealism. The music of this direction is characterized by a paradoxical
combination of styles and forms, combined with a richness of allusions, leading to
collage. As characteristic features of surrealism in music, it is also customary to
distinguish free improvisation and mental automatism. Surrealism strives for a
heightened sense of reality, sometimes so much that it takes the work beyond the edge
of reality (Fr. surrealisme — overrealism).Sati's "Parade" gave birth not only to a new
direction, but also saturated avant-garde music with a whole arsenal of new
techniques. For example, the inventor of a musique concrete is considered to be Pierre
Schaeffer with his " Concert of Noises "(1948), but non-musical sounds by their nature
(the ringing of milk bottles, the strumming of a typewriter, etc.) were firstly included



in the score of the "Parade". The Surrealists ' need for improvisation, as well as the
search for new techniques that would allow combining different styles, give rise to such
a concept as musical aleatoric —a method of building a musical canvas that introduces
a share of randomness and uncertainty between its elements. John Cage, for example,
in pursuit of the element of randomisation, uses low-quality paper, translating the
spots on it into musical signs. On this wave, he also creates his famous "prepared
piano". The presence of foreign objects on the strings of the instrument leads to the
fact that the extracted sounds acquire a synthetic nature (percussion is woven into the
overtone canvas). It also introduces an element of improvisation, since it is almost
impossible to predict the sound of the instrument with a high degree of probability.
The work begins to live its own life, each time sounding in a new way. It is noteworthy
that Sati performed his "six tiny dances" on a prepared piano back in 1913, but the
introduction of this term, as well as the consolidation of the technique itself, belongs
to Cage, who, however, indicates Sati as a teacher, speaking about his invention. A
special word should be said about Bruitism, which also owes its appearance to
surrealism. Bruitism (Fr. bruit-noise) is a technique that consists in the use of sounds
that are not constant in height, time and intensity in the musical canvas. To compose
and play "noisy" music, special electronic instruments are used, as well as objects from
everyday life (for example, the aforementioned typewriter or even leather, ceramic,
metal products, etc.). To date, we have countless techniques for composing music.
Now, when artificial intelligence can be involved in the process of writing and
performing musical works, the possibilities of the composer have become, in fact,
limitless. Of course, we owe such progress to the avant-garde trends, since, trying to
expand the palette of their techniques, the creators turned to scientists for help,
looked for new opportunities in completely unexpected sources, forced old and
familiar things to work differently. But surrealism stands out among all the trends of
the avant-garde precisely because it was originally aimed at expanding human
capabilities by working with his mobile subconscious and randomness, and not only by
introducing fundamentally new, but essentially static techniques. The composer in
surrealism is no longer the only author of his work. He is rather an intermediary
between the unconscious, the casual and the listener.

Nikita Miroshnikov, a fifth-year student of the Department of Choral Conducting and
Vocal Art of the Institute of Arts and Culture of Tomsk State University, majoring in the
art of opera singing. | composed music for 8 children's plays, wrote 4 books (poetry and
prose), translated 2 releases of the TSU Almanac, and graduated the Faculty of Foreign
Languages of TSU under the program of studying the Italian language in the amount of
816 hours. The author of the mono-opera. Also | was published twice in the TSU Music
Almanac.



Hukuta MupowHMKoB, «BanaHue croppeanmucTuuecKoit My3bliKu Ha pa3BuUTHue
NPUEMOB 3BYKOU3B/IEYEHUA U COMUMHEHUA MY3bIKU»

B 1917 roay B MNapuxke B Teatpe LLaTnhe coctoanacb npembepa ckaHaanbHoro 6aneta
NeoHnga MsacmnHa no cueHaputo *aHa Kokto «llapag» Ha My3blKy Jpuka Catpy,
co3gaHHoro no 3akasy Ceprea [aruneBa Ans ero aHTpenpwusbl. XYAOKHUKOM MO
KOCTioMam W aeKkopaumam BbicTynua abno MNuKacco. MpousseaeHne MNONOXKMIO
Ha4yaNo OAHOMY M3 BaKHEMLWMX ABAHTAPAMCTCKUX TeYeHUW — ctoppeanusmy. [Ana
MY3blKM 3TOFO HaMpaB/ieHMA XapaKTEPHO MapafoOKca/bHOE COeAMHEHUE CTUEen U
dopm, B COYETAHWNM C HACLILWLEHHOCTBIO a/INII03MAMM NPUBOAALLEE K KONNAXKHOCTU. Kak
XapaKTepHble YepTbl Cloppeasnama B My3blKe TaK¥Ke NPUHATO BblaenaTb cBo6oAHYO
MMNPOBM3ALMIO M NCUXMYECKMA aBTOmMaTuam. CioppeanmMsm  CTpemutca K
0B6OCTPEHHOMY  OLWYLEHUIO  PeanbHOCTW, MOPOM  HACTONbKO, 4YTO  yBOAMUT
npousBeaeHne 3a rpaHb 3TOM camoit peanbHocTh (dp. surréalisme — cBepxpeanunsm,
Hagpeanusm). «Mapag» CatM gan ¥u3Hb He TONbKO HOBOMY HamnpaB/EHUID, HO U
HACbITUA aBaHrapAHYH My3blKy LefblM apCeHanoM HOBbIX Npuémos. K npumepy,
POAOHAYANIbHUKOM KOHKPETHOM My3blKM MPUHATO cumTaTtb [bepa Lleddepa ¢ ero
«KoHuepTtom wymos» (1948), ogHaKo HeMy3blKaslbHble MO CBOEM NPpUpoAe 3ByKM (3BOH
MOJ/IOYHbIX OYTbINOK, BpeHYaHMe nUWyLLEeNn MAWWHKKM M T.4.) OblnM BKAKOYEHbl B
napTuTypy eweé B «Mapage». Hykaa croppeannctos B MMNPOBM3aLLMK, A TaKKe NMOUCK
HOBbIX TEXHWK, KOTOpble No3sBoaunn bbl coeanHUTb B cebe pasHble CTUAM JatoT
3apoXKaeHMe TaKoMy MOHATUIO, KaK My3blKasibHaa aneaTtopuka — MeToZ NOoCTPOoeHun
MY3blKa/IbHOM TKaHUW, BBOAALMWA AONIO CIY4aNHOCTU U HEoNpeaeNnEéHHOCTN MeXKay ee
anemeHTamn. [KoH KengxK, K npumepy, B MOroHe 3a 31€MEHTOM C/y4alHOCTH
ncnonb3yeTt bymary HA3KOro KayecTsa, NepeBoan NATHA Ha HeW B HOTHbIe 3HaKW. Ha
3TON BOJIHE OH TaKXe CO343ET CBOE 3HAMEHWUTOE «MNOoAroToB/AEeHHOEe dopTennaHo».
MpucyTcTBUE Ha CTPYHAX MHCTPYMEHTA NOCTOPOHHMX 06BEKTOB NPUBOANUT K TOMY, YTO
M3B/IEKaeMble 3BYKU NPUOBpPETaloT CUHTETUYECKYIO npupoay (B 06epToOHOBYHO TKaHb
BN/eTaeTca nepkyccua). Takke 3TO BBOAUT 3/1EMEHT MMMNPOBM3ALMMU, TaK Kak
npeacKasaTb C BbICOKOW CTENEHbO BEPOATHOCTM 3By4YaHUE MHCTPYMEHTA NPaKTUYECKM
HEeBO3MOXHO. Npoun3BegeHMe Kak Obl HAYMHAET KUTb CBOEN KU3HbLIO, KarKablh pas
3By4Ya no-Hosomy. lNpumeyatenoHo, 4to Catn eweé B 1913 mcnonHAeT CBOU «LWECTb
KpOLLEYHbIX TaHLEB» Ha NOAroToBAEHHOM GopTenMaHo, 04HAKO BBEAEHUE AAHHOrO
TEPMWHA, A TaKKe 3aKpensieHne camoro npuéma npuHagnexxut Kenarxy, KoTopbii,
BNpoYem, yKasbiBaeT CaTu Kak yuuTensa, roeops o CBOEM mM3o0bpeTeHun. OTaenbHoe
CNOBO CTOWUT CKasaTb O OptonTuame, Takke 006A3aHHOMY CBOMM MNOSABJAEHUEM
cloppeanusmy. bprontnam (Ppp. bruit — wym) — TexHuKa, 3akaw4alOWanca B
MCNONb30BAaHUM B MYy3blKa/IbHOM TKaHM HEMOCTOAHHbLIX MO BbICOTE, BPEMEHU MU
WHTEHCUBHOCTM 3BYKOB. [11A1 COYMHEHMA MU BOCMPOU3BEAEHUS KLIYMOBOM» MY3bIKM
MCNONb3YIOTCA CneunanbHble 3N1EeKTPOHHbIE WHCTPYMEHTbI, a TaKXe O0O6beKkTbl M3
NOBCEAHEBHOM XU3HU (K NPMMeEpY, BbILLEYNOMAHYTaA NULIYLLAA MALIMHKA UK OaXKe
N34eNUA U3 KOXKKU, KepaMUKKU, meTanna u T.4.). Ha cerogHAWHUI geHb Mbl MMeeMm



6ecunmcneHHoe MHOMKECTBO TEXHUK COYMHEHMA My3blkM. Ceiuyac, Korga K npoueccy
HanuMCaHWA W WUCMONIHEHUSA My3blKa/lbHbIX NMPOM3BEAEHUI MOMKET OblTb NMPUBAEYEH
WCKYCCTBEHHbIA UHTENIEKT, BO3MOMHOCTM KOMMO3MTOpPa CTanu, GaKTUYECKH,
6e3rpaHuyHbl. Takomy MPOrpeccy Mbl, KOHEYHO, 06A3aHbl aBaHrapAUCTCKUM
TEYEHUAM, TaK KakK, NbITasiCb PacIMPUTb NaNUTPY CBOMX TEXHUK, TBOPLbI 06paLLannch
33 MOMOLLbIO K YY4EHbIM, MCKAZIN HOBblE BO3MOKHOCTU B COBEPLUEHHO HEOXMAAHHbIX
WCTOYHMKAX, 3acTaBAsAM CTapble U MPMBbIYHbIE Bewym paboTaTb Mo-MHOMY. Ho
cloppeanusm cpeau BCEX TeYeHWl aBaHrapAa BblAENAETCs WMMEHHO Tem, 4TO
M3HaYyanbHO BblN HaLEeNeH Ha paclMpeHNEe BO3IMOXKHOCTEN YeN0BEKa 3a CYET paboThbl
C ero noAsuXHbIM NOACO3HAHMEM U CNYYaMHOCTbIO, @ HE TOJ/IbKO 3a CYET BBEAEHMA
NPUHUMNUANBHO HOBbIX, HO CTaTMYHbIX MO CBOEW CYTM TEeXHWK. Komnosutop B
cloppeanusme — yXe He eAMHCTBEHHbI aBTOp cBoero npoussegeHua. OH ckopee
nocpeaHUK mexay 6ecco3HaTeNbHbIM, C/Iy4aHbIM U 3pUTENIEM.

MupowHukoB Hukuta HuKonaeBwuuy, ctyaeHT V Kypca Kadeapbl XOpPOBOro
AVNPUKMPOBAHMA N BOKAJIbHOIO UCKYCCTBA MIHCTUTYTa MCKYCCTB U KYAbTypbl TOMCKOro
rocy4apCTBEHHOro yHMBepcuTeTa MO CNeumanbHOCTU MCKYCCTBO OMEPHOro MeHus.
COYMHMA My3bIKy K 8 AETCKMM CreKkTaknam, aBTop 4 KHuUr (nossva v nposa).
My6ankoBancs ABaxabl B My3blkasibHOM anbmMaHaxe TIY. MepeBoa4YnK Ha aHTNIACKUIA
A3bIK 2 BbIMNYCKOB afibMaHaxa TIY. MNpowén obyyeHne Ha dpakyabTeTe MHOCTPAHHbIX
A3blkoB TIY N0 nporpamme nsy4yeHMA UTANbAHCKOrO A3biKa B 06béme 816 yacos. ABTOp
MOHOOMepbI.

Svetlana Podrezova, Jurij Marchenko “Phonogram archive of the Institute of
Russian Literature (Pushkin House) RAS”

The phonogram archive of the Pushkin House is one of the largest ethnomusicological
collections in the country. Its purpose is to preserve the sound materials of national
ethnology, systematically record samples of folklore, study them, propagate them
through publications, equip works of folklore and ethnographic orientation with a
musical component, develop technical methods for archiving sound. As an
ethnomusicological sound archive, Phonogram Archive collects primary sound
materials on the territory of the Russian Federation. Attempts to organize a sound
repository in the structure of the Academy of Sciences were undertaken at the
beginning of the 20th century. Thanks to the initiative of Academicians N. S. Derzhavin
and A. A. Shakhmatov, the Phonographic Archives of the First Slavic Branch of the
Library of the Imperial Academy of Sciences. Their records, supplemented by the
collections of E.A. Voltaire, the first curator of the Phonographic Archive, formed the
basis of the fund. However, the real working base of the phonogram archive began to
take shape only from 1926 within the walls of the State Institute of Art History, thanks
to the efforts of S.I.Bernstein (the first head of the Central Phonogram Archive of the



Gllll in 1927-1929) and E.V. Gippius (ethnomusicologist who headed the Phonogram
Archive after the division of his collections in 1929). Since 1931, the phonogram archive
became a member of the Folklore Commission of the Institute for the Study of the
Peoples of the USSR of the Academy of Sciences as the central fund of folklore sound
recordings of the Academy of Sciences of the USSR. Since 1933, the phonogram archive
moved to the Institute of Anthropology and Ethnography of the Academy of Sciences.
Materials from other folklore depositories (LGK, Central Museum of Ethnology, etc.)
are received here. Since 1938 the Phonogram Archive has been part of the Institute of
Russian Literature. At first - as part of the Folk Poetic Creativity Sector, and then as part
of the Department of Russian Folklore as a specialized storage facility. Its funds
continue to be replenished with folklore collections of the peoples of the USSR. In the
first post-war decades, the period of "secondary formation" of the phonogram archive
began (the custodians are F. A. Rubtsov, A. N. Dmitriev, F. V. Sokolov, B. M.
Dobrovolsky, V. V. Korguzalov, Yu. |. Marchenko ). The scientific and cultural value of
the phonogram archive determined its importance as a source of the richest materials
for research and publications. Since 2019, Phonogram Archive has received the status
of an independent subdivision of the Institute of Russian Literature. Even at the dawn
of sound recording, domestic collectors established close ties with foreign colleagues
from more technically equipped phonogram archives in Vienna and Berlin. The
correspondence between E.E. Lineva and one of the founders of the Berlin Phonogram
Archive E. von Hornbostel is known. E. A. Voltaire transferred his sound recordings to
hard media in the Berlin Phonogram Archive. In Soviet times, direct contacts with
Austrian and German specialists were resumed thanks to the efforts of S. I. Bernstein,
then this work was continued by E. V. Gippius and Z. V. Ewald. In the Berlin Phonogram
Archive, stock copies of some very valuable materials were made. In the post-Soviet
period, after a long break, contacts with German colleagues were resumed. The
conference dedicated to the 100th anniversary of the Phonogram Archive of the
Pushkin House was attended by Dr. Susanna Ziegler, a leading specialist of the Berlin
Phonogram Archive. In 2018, at the initiative of the staff of the folklore archive of
Freiburg and with the financial support of the German side, the publication of folklore
materials recorded by V.M.Zhirmunsky from German colonists was prepared.

Svetlana Podrezova musicologist, folklorist, ethnologist, candidate of art history
(2009), senior researcher (since 2018), head of the Phonogram Archive of the Institute
of Russian Literature (Pushkin House) of the Russian Academy of Sciences. Graduated
from the theoretical and composer faculty of the St. Petersburg State Conservatory
(1999), the Ethnology Department of the European University at St. Petersburg (2002).
In 2004-2006. taught at the St. Petersburg University of Culture and Arts, from 2007 to
2020. - Employee of the Folklore and Ethnographic Center named after A.M.
Mekhnetsov of the St. Petersburg Conservatory. Since 1995 he has been participating
in folklore and ethnographic expeditions to the regions of the Russian North, North-
West, the Urals and Krasnodar Territory. Author of articles on various issues of Russian



folklore, revolutionary, urban and street songs in Russia, the history of Russian folklore
and ethnography, editor of several monographs in the field of ethnomusicology and
the history of folklore. Prepared for publication studies, documents and
correspondence of the Soviet musicologist M.S.Druskin about the Russian
revolutionary song (Complete Works, Volume 5, 2012); co-editor (together with D. A.
Arzyutov and D. Anderson) of the publication “Traveling through the Siberian steppe
and taiga to anthropological concepts: the ethnohistory of Sergei and Elizaveta
Shirokogorov” (2021), author of the monograph “Shouting Christ”: The Easter
troparion in Russian folklore tradition "(2021). Since 2019, he has been a co-organizer
of the interdisciplinary seminar "Sound in the Field" (jointly by IEA RAS and IRLI RAS),
which discusses issues of field studies of sound.

Jurij Marchenko is a senior Researcher of the Phonogram Archive of the Institute of
Russian Literature (Pushkin House) of the Russian Academy of Sciences, in 1986—2018
head of the Phonogram Archive. Graduated from the Faculty of Theoretical
Composition of the Leningrad State Conservatory. Research interests: Russian epics,
questions of textual criticism. Participant of collective works: "Russian folklore". T. 24—
37 (St. Petersburg, 1987—-2008); "From the history of Russian folklore." Issue 3—11 (L.,
St. Petersburg, 1990-2018). Compiler of musicological sections in volumes of the series
"Epics in 25 volumes." Collection of Russian folklore ("Epics of Mezen". T. 3-5. St.
Petersburg; M., 2003-2006; "Epics of Kuloi." SPb .; M., 2018-2020). In collaboration
with S. N. Azbelev he prepared the publication “White Sea Antiquities and Spiritual
Poems. Collection of A. V. Markov "(St. Petersburg, 2002). Participant of folklore
expeditions to the regions of the Russian North, Siberia, the Russian-Belarusian-
Ukrainian borderlands (collected materials are stored in the IRLI phonogram archive).
Has state awards: a medal "In Commemoration of the 300th Anniversary of St.
Petersburg" and a medal of the Order of Merit to the Fatherland, Il degree.

CseTnaHa BuKTOpOBHA Mopgpe3osa, KOpum MUBaHOBUY MapueHkKo,
«PoHorpammapxus UHCTUTYTA pyccKoii antepaTypbl (MywKuHcknii Jom) PAH»

doHorpammapxms MywKnHCKOro doma - o4HO n3 KpynHenwnx
3THOMY3blKOBeAYECKUX CcOobpaHuit cTpaHbl. Ero uenb — coxpaHeHWe 3BYKOBbIX
MaTepuanoB OTEYECTBEHHOIO HapOAOBEAEHMA, CUCTEMATMYECKasas 3anucb obpasLoB
doNbKNOpa, WX M3y4yeHWe, nNponaraHAa uYepes MU3[aHMA, OCHAlWleHMe TpPyaos
GONbKNOPHO-3THOrPAPMUECKON HAMNPaBAEHHOCTU  My3blKa/JibHbIM  KOMMOHEHTOM,
pa3paboTka TEXHMYECKUX METOA0B apXmMBaLMKM 3BYKa. byayum sSTHOMY3bIKOBEAYECKUM
3BYKOBbIM apxmBom, PoHorpammapxms cobupaeT nepBuYHbIE 3BYKOBbIE MaTepUabl
Ha Tepputopun Poccuiickon depepaumm, HO NPU KOMMNNEKTOBAHMM (oHOA He
npeaycMaTpMBaeT KaKMX-IMB60 permoHanbHbIX OrpaHMyYeHuid. MonbITKM opraHM3aumm
3BYKOBOIO XPaHMANULLA B CTPYKTYpe AKageMun HayK bbian npegnpuHATbl B Havane XX
ctonetna. bnarogapa nHnumatmsee akagemukos H. C. epkasnHa 1 A. A. LLlaxmaTosa
BO3HUK DPoHorpadpuyeckunii apxms Mepsoro CnaBsHCKOro otaeneHua bubavoTteku



Mmnepatopckon AKagemmm HayK. WX 3anucu, p[oONoAHEeHHble cobpaHuamm
3. A. BonbTepa — nepBoro xpaHutena ®oHorpadpmyeckoro apxmea COCTaBUAM OCHOBY
¢doHpa. OaHako noanHHasA paboyas 6aza PoHorpammapxmea Havana CKAAAbIBATLCA
Nnwb ¢ 1926 r. B cTeHax FocyaapCTBEHHOINO MHCTUTYTa UCTOPUM UCKYCCTB, Baarogaps
YCUANAM C. N. bepHwWTEMHa (nepBsoro pyKoBoAUTeNA LleHTpanbHOro
doHorpammapxusa MU B 1927-1929 rr.) n E.B.Iunnuyca (3THOMy3biKOBeEAa,
BO3rnasmBsLIero ®oHorpamapxme nocae pasaeneHns ero Koanekumii 8 1929r.). C 1931
r. ®oHorpammapxus Bowen B cocTaB DPOSbKAOPHOM KOMMUCCUM MHCTUTYTA no
nsyyeHuto HapogoB CCCP AKagemMum HayK Ha npaBax UeHTpanbHoro ¢oHAaa
3Byko3anucen ¢ponbknopa AH CCCP. C 1933 r. doHOrpammapxmB NnepemeLLaeTca B
NHCTUTYT aHTpononorum n stTHorpadpum Akagemmm HayK. Ctoga nocTynatoT maTepuanbl
n3 apyrux GonbKNopHbIX xpaHuauu, (/ITK, LleHTpanbHOro myses HapogoBeAEeHUA U
Ap.). NMocteneHHo dopmmpyeTca GOHA UCTOPUYECKUX KONNEKLUIN, B KOTOPOM cpeau
Hanbonee 3HaYMTENIbHbIX OKa3blBatoTcA ¢oHorpadpuyeckmne cobpanua E. 3. inHesomn
(ocywecTtBuna nepsyto GONbKAOPHYO aKcneanumo ¢ ¢oHorpadpom), C. . PbibaKosa,
B. . MoxenbcoHa, C. E. Manosa, N. A. WrepHbepra, A. B. AHOXMHa,
C. M. Wupokoroposa, A. B. MapkoBa, O. 3. O3aposckon, X. C. KywHapesa, C. U.
BepHwTelHa, E. B. M'mnnuyca, 3. B. 3Banba, b. A. Manaesa, H. K. Kaprepa, /1. M.
KepwHep, B. K. WtenHnua, C. 4. Marng, b. 3. MNetpu, B. M. MupmyHckoro, H. C.
[epkaBuHa, B. N. AHyunHa, 3. ®. Imcrenmepa, L. C. Achanmnwsunnu, 3. K. YxmkBag3e,
A. M. ActaxoBomn, ®. A. Pybuosa, H. /1. KoTukoBoi n MH. ap. C 1938 r. DoHorpammapxus
HaXo4AMTCA B COCTaBe MIHCTUTYTa pyccKon nntepaTypbl. BHavyane — B coctase CekTtopa
HapPOAHO-NO3TMYECKOro TBOPYECTBA, @ 3aTemM — B cocTaBe OTaena pycckoro ¢obkaopa
Ha npaBax cneuvanmM3npoBaHHoOro ¢oHaoxpaHnnanwa. Ero ¢oHabl npoaonkaroT
NonoNAHATLCA GONbKNOPHLIMKU cobpaHmnamm Hapoaos CCCP. B nepBble NOCAEBOEHHbIE
OECATUNETUA Hayanca nepuos «BTOPUYHOTO CTaHOBAeHMA» PoHorpammapxmsa
(oTBeTcTBEHHbIE XpaHuTenu — ®. A. Pybuos, A.H.Amutpues, . B. Cokonos, b. M.
Jobposonbckuin, B. B. Koprysanos, 0. WN. MapueHko). B 1979 r. 6naropaps
MHMUMaTUBe 3aseaytowero ®oHorpammapxmsom B. B. Koprysanosa 6bina co3gaHa
NabopaTopmusa 3BYKO3anuCKM M 3ByKOpecTaBpauuu. YCUAMAMKM COTPYAHWKOB 3TOM
Nabopatopuun (. B. Mateeesa, B.TM. lWWudda, A.B.OcunoBa) W COTPYAHUKOB
Bcecoto3Hol ctyaum rpamsanmcn «Menogma» MHGOpPMaLMA C BOCKOBbIX LLUAMHAPOB
6blna nepenncaHa Ha MarHUTOQOHHbIE NEeHTbl. B rpynny my3biKoBe4O0B BXOAMU/N:
M. A. lobaHoB, C.B. ®ponos, A.[.Tpouuras, /. &. Mopoxosa, 3atem -—
0. U. MapueHKo. Hapaay ¢ npoBeaeHMEM MNaHOMEPHOM MNoaeBor pPaboThl,
coTpyaHMKM PoHOrpammapxmnsea NONOJIHAT CObpaHMe GONbKAOPHBIMU KONNEKUMAMM
APYrux ydpexkaeHuit. Tak, ctoga nocteneHHo 6b1an nepemelteHbl poHorpadmyeckme
UMAMHAPbI MOCKOBCKOM rocyAapCcTBEHHOM KOHcepBaTopuK, GonbKaopHbIe 3anmucu BCI
«Menoana», martepmanbl KabuHeTta HapoaHoh my3bikn JIO MysdpoHga Cotosa
komno3ntopoB PCPCP, ®onbknopHo kommnccum CK CCCP mn ap. C 1983 r. HanaxkeH
BbINYCK CEPUMHbIX M3aaHni «M3 cobpaHnsa PoHorpammapxmusa MyWKUHCKOro Jomay.



HayyHaa u KynbTypHaa ueHHocTb PoHOrpammapxmea 0b6ycnoBuaa ero 3HaYeHue Kak
NCTOYHWKa boratemMwmnx matepuanoB Ans uccnegoBaHun u nybamkaumii. C 2019 r.
doHOorpammapxms MoayyYMa CTAaTyC CAaMOCTOATENbHOro noapaszeneHna WMHCTUTyTa
pyccKon nuTepaTypbl. Elle Ha 3ape 3BYKO3anucu OTeYecTBEHHble cobupartenu
YCTaHaB/AMBAIOT TECHble CBA3M C 3apybexkHbIMW Konneramum m3 6osee TEXHUYECKM
OCHalWeHHbIX ¢$OHOorpammapxmsoB BeHbl W bepnvHa. WM3BecTHa nepenucka
E. 3. /inHeBon c oaHUM wu3 co3patenenn bepanHckoro PoHorpammapxmea 3. ¢oH
XopHboctenem. 3. A. Bonbtep nepesen csou GpoHO3anNnMCU Ha TBepAble HOCUTENU B
bepnnHckom ®doHorpammapxmse. B coBeTcKkoe BpemMA NpPAMblIe KOHTAKTbl C
aBCTPUUCKMMWN N HEMELKMMWU cheuuannuctamm Bo3obHoBuAMCh Brarogapa ycuamam
C. U. bepHwTeHa, 3atem 3Ta pabota 6bina npogomkeHa E. B.Tunnuycom w
3. B. 3Banba. B bepanHckom doHorpammapxuse 6bian caenaHbl poOHAOBbIE KOMUU
HEKOTOPbIX OYEeHb LEHHbIX MaTepnanos. B nocTcoBeTckoe BpemaA nocae AAnUTebHOro
nepepbiBa KOHTaKTbl C HEMEeUKMMW Konneramum Bo3obHoBuaucb. B pabote
KoHdepeHunn, nocsaweHHon 100-netuio PoHorpammapxmsa [MywKUHCKoro [Joma,
npuHUMana ydyactme goktop CycaHHa LUurnep — segywmi cneunannct bepamHckoro
doHorpammapxmsa. B 2018 r. no MHMUMATMBE COTPYAHUKOB POIbKNOPHOrOo apxmBa
r. dpanbypra wn npu ¢GUHAHCOBOM NOAAEPXKKE HEMELKOM CTOPOHbl 6blno
NoAroToB/EHO M3gaHne PONbKNOPHBbIX MAaTEPMANOB, 3anNncaHHbIX B. M. KupmyHcKum
OT HEMELLKMX KOJTOHUCTOB.

Noppe3oBa CBetnaHa BUMKTOpPOBHA, My3blkoBes, GONbKAOPUCT, STHOMOF, KaHAMAAT
nckyccrsosegeHmns (2009), cTapwnii HaydHbIM coTpyaHMK (c 2018 r.), 3aBeaytoLlan
doHorpammapxmsom WHCTUTYTa pycckoi nutepatypbl (MywkuHckmin Jom) PAH.
OKoHuMNa TEOPETUKO-KOMMO3UTOPCKNIA daKkynbTeT CaHKT-leTepbyprckomn
rocyaapcrBeHHon KoHcepsatopumn (1999), dakynbTeTr 3THONMOrMM EBponenckoro
yHuBepcuteta B CaHKT-MNetepbypre (2002). B 2004-2006 rr. npenogaBana B CaHKT-
MeTepbyprckom yHMBepcuTeTe KyabTypbl M UckyccTs, ¢ 2007 no 2020 rr. — coTpyaHMUA
donbKNopHO-3THOrpaduyeckoro ueHTpa um. A. M. MexHeyoBa CaHKT-lMeTepbyprckoi
KoHcepBaTtopun. C 1995 ropa vyyactByeT B  ($ONbKAOPHO-3ITHOrPAPUYECKUX
akcnegmumax B panoHbl Pycckoro Cesepa, CeBepo-3anaga, [peaypanbe w
KpacHoaapckuin Kpaid. ABTOp cTaTbel MO pa3HbIM BOMPOCamM pyccKoro ¢osbKaopa,
PEBONIOLMOHHOW, TFOPOACKOM W YAMYHOM nNecHM B Poccunm, UCTOPUM  PYCCKOM
QONBKNOPUCTUKN U 3THOTPaPuKU, PeaaKTOpP HECKONbKUX MOHorpadpuin B obnactm
STHOMY3bIKOIOTUM U UCTOPUM  DONBKIOPUCTUKKN. [loagrotoBuna K  MU34aHUIO
nccnenoBaHnA, 4OKYMEHTbI U Mepenucky coseTckoro mysbikosega M. C. lpyCckuMHa o
PYCCKON peBO/IOUMOHHOM necHe ([MonHoe cobpaHue coumHeHwuit, Tom 5, 2012);
copepaktop (coBmectHo ¢ [.A.ApsiotoBbim M [. AHAEPCOHOM) WU3AaHUSA
«MyTewecTtBne Yepes cMOUPCKYIO CTEMb M TaWry K aHTPOMO/IOFMYECKUM KOHLEMUMAM:
aTHouctopua Ceprea u Enmsasetbl LUnpokoroposbix» (2021), aBTop MOHorpadum
«“Kpnuatb Xpucta”: MacxanbHblt Tponapb B PYyCcCKOM GONAbKAOPHON Tpaguummn»
(2021). C 2019 ropa sBNAETCA COOPraHM3aTOPOM MENKAMCUMMINHAPHOIO CEMUHAPA



«3Byk B none» (coemectHo MIA PAH mn UPJZIN PAH), Ha KoTopom obcyxaatoTca
BOMPOCbI MONEBbIX UCCNEA0BAHUM 3BYKA.

MapueHko HOpuii UBaHOBMY, CTaplwnil HayyHbIM COTPYAHWK POHOrpammapxmBa
NHcTuTyTa pycckon autepatypbl (MywkuHckuin Jom) PAH, B 1986—-2018 3aBeaytownia
doHorpammapxmsom. OKOHuUMAN TEOPETUKO-KOMMO3UTOPCKUM daKkynbTeT
JleHVHrpaaCcKkom rocyaapcTBeHHOM KoHcepBaTtopuun. O6nacTb HayyHbIX MHTEPECOB:
PYCCKMIA ObINMHHDBIA 3M0C, BOMNPOCHI TEKCTONOTMMU. YUYAaCTHUK KONNEKTUBHbIX TPYOOB:
«Pycckun  ponbknop». T.24-37 (CN6., 1987-2008); «W3 wucTOpUM pPYyCCKOM
donbKknopuctukny. Boin. 3—11 (/1., CM6., 1990-2018). CocTtaBUTENb MY3bIKOBEAYECKNX
pa3nenos B Tomax cepumn «bbianHbl B 25 T.» CBoaa pycckoro ¢ponbKaopa («BbblnnHbI
MeseHu». T. 3-5. CM6.; M., 2003-2006; «BblnnHbl Kynos». CM6.; M., 2011; «BblnnHbI
3umHero bepera». T. 8-9. Cl6.; M., 2018-2020). B coastopctBe c C. H. A3benesbim
NoAroToBMA mM3gaHune «benloMopcKkue cTapuHbl U AyxoBHble cTuxu. CobpaHue A. B.
Mapkosa» (CM6., 2002). Y4acTHUK PONbKNOPHbLIX 3KCNeanuMin B pPamoHbl Pycckoro
CeBepa, Cubupu, pyccko-6enopycCcKo-yKPaMHCKOrO norpaHmMyba  (cobpaHHble
MmaTepuanbl xpaHatca B PoHorpammapxmse WPJ/IM). UmeeT rocyaapcTBeHHble
Harpagbl: meganb «B namate 300-netna CaHkT- MeTepbypra» n meganb opaeHa «3a
3acnyru nepeg OteyectBom» Il cTeneHu.

2. Sitzung. Chair: Christopher Klauke (Humboldt University) / 3aceganue Il.
MoaepaTtop: Christopher Klauke (YHuBepcuteT um. l'ymbonbara, bepanH)

Hannah L. M. ERBler Jim Igor Kallenberg,“On the Necessity of the “Symphony of
Sirens” The revolutionary legacy of mythological and technical sirens”

In Arsenij Avraamov’s “Symphony of Sirens” (1922), it is no coincidence that it’s sirens
howling in memory of the October Revolution. The mythological sirens embody the
cosmic harmony of spheres (Plato, Republic), the all-encompassing knowledge of times
(Homer, Odyssey), the overcoming of the divisions both between the arts and between
art and life (Adorno, “Art and the Arts,” Dialectic of Enlightenment) or the possibility of
a turn from myth to fairy tale (Benjamin on Kafka’s “The Silence of the Sirens”). Their
singing is an acoustic episteme (Feld, “Acoustemology”) as the Sirens’ knowledge is not
knowledge about sound, but knowledge through and by means of sound. These
transgressions were conceptualized by Richard Wagner in the artistic form of the
“Gesamtkunstwerk,” which, however, could only be achieved through the “revolution
of mankind” (“Art and Revolution”). For Wagner, as for Karl Marx, it was
industrialization that offered the preconditions for a fundamental revolution of
humankind as a sensual being. Accordingly, the division of the sensual and the
modalities of the sensual regime are not naturalized, but “the formation of the five
senses is a work of the whole history of the world so far.” (Marx, Paris Manuscripts) In



the course of the same industrialization, the technical sirens spread as signals of
warning and regulation of the workday and thus became the sound for and of the
masses. As instruments, the siren have an equally revolutionary prehistory inscribed:
For Ernst Florens Friedrich Chladni, the founder of modern acoustics, the siren
transcended the boundaries of the object of this discipline: sound. Through the
research with siren wheels, discs and rods, the concept of sound as the alternating
vibration of a body was replaced by the conceptualization of sound production
“without a sounding body, merely by shocks communicated directly to the surrounding
air” (Chladni, “Ueber Tone”). Arseniy AvraamoVv’s “Symphony of Sirens” remembers at
once these scientific, artistic and political revolutions. The instrumentation included
not only a cast of choirs, the foghorns of the entire Caspian flotilla of the Red Army,
two batteries of artillery cannons, a number of infantry regiments including a machine-
gun division, hydroplanes, and all the town’s factory sirens (Smirnov, Sound in Z), but
virtually even the public itself: “Avraamov did not want spectators, but intended the
active participation of everybody in the development of the work through their
exclamations and singing, all united with the same revolutionary will.” (Bull, Sirens)
Through technology, the October Revolution attempted to conduct the jump from
myth to fairy tale on the stage of world history. The siren is mediator, guardian and
mute mourner of this potential.

Hannah ERBler is currently research associate at the Institute for Theatre Studies at
Freie Universitat Berlin and is working with the estate of the stage technicians’ family
Brandt. She is also completing her master’s degree at the same institute. Previously,
she studied Literature and Theatre Studies, Deaf Studies and German Sign Language in
Berlin (Humboldt University and Free University), Rome and Tlemcen and was a
student assistant for many years in the research group “Epistemes of Modern
Acoustics” at the Max Planck Institute for the History of Science in Berlin. She also
works as a freelance editor, author and on the static and flying trapeze.

Jim Igor Kallenberg studied musicology and philosophy (Frankfurt, Vienna) with a
master’s thesis on the semiotic analysis of postmodern music. He is research associate
at the research project art-research-sound (JGU Mainz), was dramaturg (Wien Modern,
Heidelberger Fruhling, Frankfurt Opera) and publishes in science and journalism. He
received scholarships from the Studienstiftung des deutschen Volkes, “Akademie
Musiktheater heute” of the Deutsche Bank Foundation, Villa Abegg, Spatial Sound
Institute and Kinstlerdorf Schoppingen, attended courses at the Darmstadt
Summercourse, Donaueschinger Musiktage and Heidelberger Friihling, received the
award Forum junger Autoren (MusikTexte) and is chairman of the Frankfurt Society for
Contemporary Music. He is preparing a PhD thesis on Gesamtkunstwerk and post-war
avant-garde.



Elizaveta Willert, “The sound of the new reality. Documentary-artistic broadcasting
in the USSR in the 1930s”

The process of institutionalizing radio in Russia after the October Revolution was
reflected in different facets of radio production. The first genre of political, artistically
processed radio pieces was the Radiogazeta, a “newspaper without distances.” From
this, documentary radio dramas developed in the 1930s. The radio dramas selected for
the case study—“Povest’ o sfagnume” and “Steklo” —are intended to demonstrate
which artistic techniques of acoustic design existed in this genre during the phase of
the first five-year plan. The analysis is based on the examination of well-known
magazines originating in Soviet Russia, reviews of the radio dramas and descriptions of
the acoustic and linguistic properties of the programs. The examples show how radio
reacted to the social changes in this phase and in a short time created its own form of
artistic assembly technology based on the acoustic possibilities of the medium. On the
one hand, it is interesting to investigate which connections are constructed by this
technology between text and sounds or factual and staged or commented incidents;
on the other hand, it is methodologically challenging and instructive to follow which
aspects of radio dramas are actually taken up in the relevant journal articles.

Elizaveta Willert completed her master’s degree at the Humboldt University in Berlin
in 2021 on the subject of “Realizing women’s biographies in contemporary radio plays”.
In 2018/2019, she taught at the Institute for Music and Media Studies at the Humboldt
University in Berlin in a Q tutorial on networking in female music history. To present
the final results of the tutorial together with the students, she organized a research
vernissage “Diva, Popstar, Stranger: Networking in Female Music History” and an
evening with an art presentation entitled “Women * Make Voices! “In the women’s
center” FRIEDA “. She is currently employed in the musicology branch library at HU
Berlin and is active on the DVSM board. Since October 2021 she is a phd-student at the
University of Paderborn. Her main research topics are: Soviet radio music, culture
identity, sound and gender, intermediality, intersectionality.

Enusaseta Bunnept, «3ByK HOBOW penbHOCTU. [JOKYMEHTA/IbHO—XYA0XKECTBEHHbIE
paguokomno3suuyum 8 Cosetrckom Cotose B 1930x rr.»

Mpouecc nHaycTpuanmnsaumm B Poccum nocne OKTAGPbCKOM peBooLMM O0TPa3naca BO
MHOIMX KaHpax, CyLLeCTBOBaBalIMX Ha pagmo. [lepBbid XKaHp, NPeacTaBAAOLLNMA
cobon cmecb mexay cBOeobpasHOM 3BYKOBOWM KOMMO3ULMEN U AOKYMEHTANbHbIM
penopTaxkem, bbina «paguoraseta». M3 3Toro KaHpa nocteneHHO 06pa3oBbIBaNCA
HOBOE HanpaneHue B Paamno, KOTOPbIM MOMKHO 0603HAUUTb KaK «PaZMOUCKYCCTBOY,
aHP [OO0KYMEHTa/IbHO-XYAOXKEeCTBEHHON pagnoKomnosnuun. [Be pagnoapamsl,
BblOpaHHble Ansa Aoknaga — «lMosectb 0 charHyme» n «CTekno» — feMoCTpPUpPYIoT,
Kakum 06pa3om  Xy[oXKecTBEHHAaa WM apTUCTUYECKas TexXHMKa, BBeAeHue
cneymduUYecKkoro 3ByKOBOro M My3blKaZlbHOTO MaTepurana, bblia YacTblo aKyCTUYECKOM



nponaraHAbl NepBoi NATUNETKU. B xope uccnepgoBaHus 6blnv NpoaHaIM3MPOBaAHDI
razeTtbl COBETCKOrO BpeMeHM, CNeunanmsnpytowmeca Ha KPUTUKE pagmo 1 3CTETUKU
paguonporpamm. [1ge BbIGPAHHbIX KOMMNO3MLMK MOKA3bIBAOT, KaKMM 06pa3om 3BYK,
€ro aKyCTU4yeCcKune CBOMCTBA BBOAWU/INCL B TEKCTOBOE COAEPHKAHME KOMMO3ULLUI, KaKne
3CTeTUYECKNE NPUHLMMbI UTPASN NPU 3TOM BaXKHY po/b. MHTEpeCcHbIM ABNAETCA Cam
npouecc obpasoBaHWe XKaHpa pagMoapam, Ha CTbiKe AOKYMEHTa/lbHOro AoKAaga o
NPOUCXOAALLMX COLMANBbHbIX NPOL,Eeccax, NPonoraHabl U Xy4,0XKeCTBEHHbIX MPUHLMUMNOB
apTUCTOB Paamno, TeaTpa U PEeXMCCEPOB.

Enusaseta Bunneprt, maructp MCKyccTB, 3aKoHuuna B 2021 maructpatypy B
YHuBepcutete um. F'ymbonbara r. bepaunH, ¢ temoit o «Peanusaumm KeHCKoM
6uorpadum Ha npumMepe COBPEMEHHbIX paamocnekTakner». B 2018/2019 oHa
npenogasana B YHMBepcutete um. lymbonbara cBoi co6CTBEHHbIN KypC «My3blKa U
reHgep: B3amMmocBA3M B KEHCKOM My3blKasibHOM UCTOpUM». [0 MTOram roguyHoro
cemunHapa, Ennsaseta BmecTe co CTyAEHTaMM OpPraHU30Bana ABe Hay4YHO-NONYAAPHbIE
BbICTAaBKM O Npobiemax HappaTMBa, My3blKa/bHOrO KaHOHa M npobsemax NOAUTUKM
reHgepa U AnckpumuHaumum: «uea, Monctap, Yyxkas: B3aMmocBA3M B MKEHCKOM
MY3blKa/lbHOM UCTOPUN» N BEYEP B COLMO-KY/IbTYPHOM LeHTpe «XKeHwmHa [enatoT
Ffonoc». B HacToAWMM MOMEHT OHA paboTaeT B My3blkoBeAYeCcKOW 6ubanoteke mm.
F'YyM60/bATa, @ TaKKe ABASETCA CEKPEeTapEM WU NPOEKTHbIM MeHeaxepom DVSM. C
OKTAGpA 2021 r. oOHa SABANAETCA acnNMpPaHTKOM Kadeapbl WHCTOPUYECKOrO
My3blkoBeaeHns YHuBepcuteta [MapgepbopH. Cdepa wuHTepecoB: CoBeTckoe
PaAMOUCKYCCTBO, FEeHAEP W KaHOH, Ky/AbTypHAsA MOAUTUKA, WHTEPMEeLMANbHOCTD,
WHTEeCEeKUMOHasibHble nccnefoBaHuUA.

Ekaterina Malonovskaja, “Psychological motivation as the basis for the construction
of an opera image by a singer” (Tomsk State University)

As we know, opera is a synthetic genre. The main component of this genre is the
creative activity of the singers. And the personality of the singer is of particular
importance in the opera: as the singer, becomes the bearer of the opera image. Both
for the singer himself and for the perceiving consciousnesses there is an equation
“singer = character”. Thus, the singer looks at all events, as well as the time that passes
in the artistic reality of the opera, through the eyes of the character. And he creates
his character by adding his feelings and his similar emotions, views, and experiences.
Ivanna Chubbuck, a Hollywood acting coach, in her book Acting: The Chubbuck
Technique, offers twelve steps for getting into character. Among which there are such
as replacement, in which in the place of other heroes, in the imagination of the actor,
real people and relationships with them from life are put. A similar substitution is used
for situations and even for the surrounding space in order to induce a state as close as
possible to the character. It turns out that the image is a purely internal category of



the singer. Whatever the intention of the composer, director, conductor, the viewer
perceives the image that is directly in front of him at the moment. It is the singer who
is the multimodal synthetic audiovisual embodiment of the character's image. And the
multimodality of the audiovisual embodiment of the character by the singer that
ensures the integrity of perception. In the process of creating a vocal image, the
internal psychological motivation of the character is a cross-cutting element. The
psychological motivation of a character is the decisions that this character makes for
himself and the actions that correspond to these decisions. That is, "inside" the hero
constantly, as in life, has reflections and his own psychological life, as a result of which
he commits actions that develop the general plot. Thus, each interpretation turns out
to be unique due to the fact that each singer sees different psychological motivations
in the performed character. Thinking over the image of his character, each singer can
suggest several possible interpretations based on different versions of the
psychological motivation of the character. Synesthetics have been present in creativity
at all times. Performing arts, especially opera, is one of the most synesthetic
phenomena. In musical performances, all channels of perception are maximally
involved. Visual, auditory, verbal, emotional. As early as the 19th century, the genre of
"great French opera" was especially popular. The composers wrote five-act pieces,
which implied the splendor and enchanting performance. That is, not only auditory
perception, but also visual perception was actively involved. At the same time, Richard
Wagner decided to create a special theater for his operas. His music was so indivisible
with external effects, picturesque, sound image that it required special stage
conditions. The focus of Wagner's work on the complication of art, a departure from
the presentation of music as an entertainment art, the expansion of the spectra of
perception, laid the foundation for the development of music of the XX century,
including the avant-garde.

Ekaterina Malonivskaja graduated from the Tomsk College of Music. E. Denisova with
a degree in Vocal Art, then graduated from NR TSU with a degree in Musical and
Theater Arts. Since | was actively involved in concert activities and often participated
in opera performances organized on the basis of the IIK TSU, | had my own experience.
In parallel with my studies at the university, | started teaching vocal lessons for adults
and children, this also helped me in my scientific work. The accumulated knowledge
base and experience allowed me to put forward my own theories and methods of
working on the creation of vocal images. This same topic was the basis of my thesis
research.
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3. Sitzung. Chair: Nikita Miroshnikov (Tomsk State University) / 3aceaanue lIl.
MoaepaTop: HukmMta MupowHmnkos (Tomckuii FocyaapcTBEHHbI YHUBEPCUTET)

Patrick Becker-Naydenov, “Ethos, Affect, Intonation: Regulating Corporeality
through Sound in Early 20t™"-Century Academic Musicology and its Consequences”

In recent years, scholars have repeatedly shown how music and sound became integral
parts of 20™-century political projects of societal modernization: mass rituals, music
festivals, and diplomatic exchanges are just some of the instances, where politics and
culture met. However, when it comes to examining the origins and regulative designs
of such soundscapes, there is currently little more to read than vague references to old
(Neo-)Platonic or Pythagorean traditions. Adding the usual Nietzsche quotations and a
nod to the ideological sentiments of composers like Richard Wagner or Hans Pfitzner:
the use of music and sound in differing political contexts becomes an abuse in the eyes
of traditional musicological accounts—a deviation from an otherwise autonomous
‘history of art’ in the 20™ century. Nevertheless, taking the growing interest toward the
convergences between music, medicine, and the human body into account, it is
possible to reframe standard narratives critically. Following these approaches, | will
investigate how the musicological attempts to popularize academic research around
1900 created opportunities for relating music and medicine. Musicians and researchers
like the German conductor Hermann Kretzschmar or the Russian musicologist Boris V.
Asafyev developed comprehensible approaches to music production, listening, and
analysis by drawing from their audiences’ knowledge of canonical texts and musical
works. Through an understanding of instrumental music as an art based on affects or
energetic discharges, contemporary figures tried to show how right—as much as
wrong—interpretations can have severe repercussions on a listener’s mental and
bodily state. By the 1920s, then, the increasingly heated debates around contemporary
music met a growing body of research on ancient music theory. At the same time, the
previously innocent outreach programs to educate audiences merged with increasingly
uncompromising political and cultural programs. Based on the immensely popular
musicological knowledge of the time, they realized how the institutional regulation of
sound production could help shape new societies, creating corporeal and mental
‘affections’ through the governance of music. In the end, musicological inquiries into
the past and seemingly praiseworthy attempts at academic outreach appear as unholy
precursors to some of the 20™-century’s darkest chapters.

Patrick Becker-Naydenov is a postdoctoral researcher and assistant professor for
historical musicology at the University of Leipzig, as well as a lecturer at the University
of Vienna. He obtained his PhD with a dissertation on state-regulated music theater in



Socialist Bulgaria after having won the Humboldt Prize 2019 for his master’s thesis on
the Bulgarian post-World War Il avant-garde’s folk music reception. He worked as a
student research and teaching assistant at the Department for Musicology and Media
Studies of Humboldt-Universitat zu Berlin before joining the DFG research training
group “Knowledge of the Arts” at the Berlin University of Arts as a predoctoral
researcher in late 2018. Patrick is co-founder and -editor of Partisan Notes, an online
and print journal continuing the Swiss Dissonance (1984-2018), and of Petrushka, an
Argentinian online magazine. Patrick also co-edits the Bulgarian peer-reviewed
Almanac of the National Academy of Music “Prof. Pancho Vladigerov,” and he is a
member of the editorial advisory board to Positionen: Texte zur aktuellen Musik, one
of Germany’s leading contemporary music journals. Since 2021 he is the spokesperson
for the German Musicological Society’s section Early-Career Perspectives and a
member of the International Study Group of Central and Eastern European Music
History. In 2022, he will conduct research in Basel with a scholarship from the Paul
Sacher Foundation. Patrick is interested in the history, theory, and semiology of music.

Jakob Uhlig, “Efim GolySev and his role in the twelve-tone debate in Germany and
Austria”

In Austrian music historiography, the 1920s are marked by the beginning of Arnold
Schoenberg’s twelve-tone method as much as hardly any other fact. The compositional
technique, first applied in full consistency in Schoenberg’s Suite for Piano op. 25,
received immense commentary and reception in the years that followed. Not least, it
represents the foundation for serial music from the 1950s onward and is thus declared,
especially retrospectively, to be one of the most important musical achievements of
the 20" century, even though the immediate consequences of the technique were
initially limited to a very small circle of composers. The frequent reception of
Schonberg as the “discoverer” of dodecaphony has not completely made us forget that
a dispute over priorities for twelve-tone music already flared up when the technique
became known. Schonberg’s dispute with Josef Matthias Hauer took on the
proportions of a high-profile feud in which Hauer’s methodology ultimately failed to
prevail, but which at least went so far that Hauer has since been listed alongside
Schonberg as the second great twelve-tone pioneer whose idea of “tropes” is accepted
within twelve-tone music as a school of its own. In German research, on the other
hand, the fact that a number of composers in Russia had already developed tonal
systems about ten years earlier, which continued the technique of “tonal complexes”
introduced by Alexander Scriabin and in doing so also advanced into dodecaphonic
systems, is still much less known. However, composers such as Nikolaj Roslavec, Nikolaj
Obuchov or Arthur Lourié, who was also partly associated with this group, were hardly
known in the German-speaking world at that time. In consequence, their names never
played a role in the priority debate of the 1920s. An interesting exception, however, is



the still little-known composer and painter Efim GolySev. Born in 1897 in Ukraine,
which at that time was dominated by the Russian Empire, GolySev emigrated to Berlin
in the early 1910s and studied there at the Stern Conservatory, where Arnold
Schonberg also taught. GolySev’s contribution to the history of twelve-tone music is
limited to a single extant work, a string trio published in 1925 under the title
“Zwolftondauern-Musik,” which consists of twelve-tone complexes explicitly marked
by the composer in the score and which, according to accounts by the Cologne music
publicist Herbert Eimerts, despite its later publication, dates back to 1914 — long before
Schonberg’s first dodecaphonic attempts. It is also Eimert who makes GolySev known
in the German-speaking world and who brings him into the debate as well with the
beginning of the pioneer dispute between Hauer and Schénberg. Eimert’s Atonale
Musiklehre of 1924, the first theoretical treatise on twelve-tone music, is not based on
Schonberg, but on the theories of Hauer and Golysev.

The role of Efim GolySev in the history of the development of twelve-tone music has
hardly been discussed so far. The fact that he was also discussed outside of Herbert
Eimert’s comments, for example in previously unpublished letters by Berg’s student
Fritz Heinrich Klein, is also a little known fact. In my contribution I will discuss whether
Golysev’s composition goes back to the same origins as the twelve-tone works of his
Russian or German-Austrian contemporaries or whether it is part of its own history of
ideas. In addition, GolySeV’s role in the early twelve-tone discourse will be discussed,
as well as the question why his work was so quickly forgotten again after a brief flare-
up in the priority dispute.

Jakob Uhlig has been studying historical musicology at the University of Hamburg since
2015 and is currently in the final stages of his master’s thesis on the Hungarian-Austrian
composer Fritz Heinrich Klein. In the winter semester 2020/21, he spent a semester
abroad at the University of Basel. In addition to his study activities, he works as a music
journalist primarily in the popular music field and has already published for VISIONS
Magazine, Tonspion.de and Plattentests.de, among others. He is editor-in-chief at the
online magazine Album der Woche, hosts two podcast formats and also works as a PR
assistant at the punk rock label Uncle M. At the DVSM, he is responsible for the “Press
and Public Relations” resort. His research interests lie primarily in the music history of
the 20™ and 21° centuries, the early history of dodecaphony and the marketing and
presentation strategies of composers. His bachelor thesis dealt with the so-called
“formula composition” by Karlheinz Stockhausen and examined it with regard to its
technical and publicity-related manifestations.



4. Sitzung. Chair: Tanja Maiboroda (free researcher, Kiev) / 3acegaHue IV.
MoaepaTtop: TaHs Maitbopoaa (HesaBMcuman nccnegosatenbHuua, Kmues)

Leila Zickgraf, “The Creation of New Forms”: Igor Stravinsky’s Choreodrama The
Rite of Spring in the Context of the “Theater Reform around 1900”

In her talk “The Creation of New Forms”: Igor Stravinsky’s Choreodrama The Rite of
Spring in the Context of the “Theater Reform around 1900,” Leila Zickgraf shows how
Stravinsky—together with the choreographer Vaclav Nijinsky and inspired by Georg
Fuchs and Edward Gordon Craig—aimed at creating “new dance forms” with his The
Rite of Spring, premiered in 1913 at the Théatre des Champs-Elysées. Through the
rhythms of his composition, he intended to put both the dancers and the audience into
a physically experienceable state of intoxication, thus integrating the audience into the
action on stage. By providing insight into her 2020 doctoral dissertation Igor
Stravinskijs Theater der Zukunft: Das Choreodrama Le Sacre du printemps im Spiegel
der “Theaterreform um 1900” (lgor Stravinsky’s theatre of the future: The
choreodrama The Rite of Spring as reflected in the “theatre reform around 1900”),
Zickgraf demonstrates how this intention is connected with the “theatre of the future”
and with Stravinsky’s meeting with central proponents of the pan-European theatre
reform movement at the beginning of the twentieth century.

Leila Zickgraf studied musicology, business administration and economic policy, and
economics at the University of Freiburg, worked internationally as a dancer,
choreographer, and dance instructor, and completed her doctorate at the University
of Basel with a dissertation at the interface between musicology and dance studies.
Until 2019 she was a research fellow at the Department of Musicology of the University
of Basel. Her work on a research project funded by the Swiss National Science
Foundation on Igor Stravinskijs Ballettwerk: Entstehung und Konzeption als
interdisziplindres Projekt (Igor Stravinsky’s ballet works: Development and conception
as an interdisciplinary project) led to stays in Russia (DHI Moscow, among others) and
the USA (Harvard University und Columbia University, among others). She currently
lives and works in Berlin, conducts research on the thematic spectrum Human—
Machine—Music, and networks researchers, persons engaged in the cultural sector, and
artists—currently primarily on the topic of artificial intelligence.

Ekaterina Prikhodovskaja, “Combination of verbal and non-verbal in vocal music”

The opposition between the verbal and the non-verbal has already become a “talk of
the town” both in science and in art; however, there is no generally accepted and
unambiguous definition of either one or the other. Let us dwell on the functional side
of the issue at hand. Vocal music focuses on the artistic realization of the inner world
of the individual; if in chamber vocal genres and concert arias from operas we see only



“windows” from the character’s inner world to the external (in our case, artistic),
mono-opera is seen as the peak manifestation of this tendency. In this respect, one can
observe the continuous growth of the “sizes” of the “windows”: if in classical operas
the “windows” are quite local, then, with the 26evelling of the boundaries of the
numbers and the formation of end-to-end scenes, we see a significant expansion of the
“windows” into the inner world of the character. In mono-opera, this expansion is
maximal: mono-opera turns out to be the most complete embodiment of the
character’s inner world. As in the inner world of a person, in mono-opera we see a
combination of verbal and non-verbal expressive means: logically and verbally
constructed episodes in the human psyche are interspersed with mental images —
impressions that do not affect the logical sphere of consciousness. In vocal works, we
can distinguish two verbal areas: semantic constructions and phonetic background.
Formally, the phonetic background correlates with symphonic episodes that do not
carry a verbal load. However, symphonic episodes can be much more significant than
the background: the verbal beginning in the musical whole is not the main one.
Therefore, the composer, when creating an opera, needs to functionally distinguish
between certain fragments — which ones carry a semantic load, which ones do not.
Both verbal and non-verbal means of expression can be both semantic constructions
and phonetic (or just sound) background. Let us emphasize that there are no direct
correspondences between the verbal component of the whole and the semantic
construction, as well as between the musical component and the background function.
As through the verbal, the background can be expressed, and through the non-verbal
— the meaning. The leading role here is played by intonation, which determines the
functional belonging of the fragment. It is not without reason that the mono-opera
appeared at the beginning of the 20" century (“Expectation” by A. Schoenberg,
traditionally considered the first mono-opera in the history of music, dates back to
1909). Mono-opera, therefore, can be considered the same age as cinematography and
editing theory, the highest expression of the art’s tendency towards total
psychologization, which began at the end of the 19t century. The reflection of this
tendency, of course, can be seen in the genre of mono-opera, which contains the
embodiment by both verbal and non-verbal means of the inner psychological world of
the personality (in mono-opera — the central character). So, it is in vocal music — the
sphere of the synthesis of arts —that we see a constant combination of verbal and non-
verbal principles. The fabric of a vocal piece consists of: 1) semantic structures and 2)
phonetic background. The meaningful landmarks of vocal music are aimed at reflecting
the inner world of the lyric hero / character: in the history of the opera, one can trace
the increase in the volume of “windows” into the inner world of the character from
aria to mono-opera.

Prikhodovskaja Ekaterina Anatolyevna —Doctor of Sciences in Study of Art, Professor
of the Institute of Arts and Culture of Tomsk State University, member of the Union of
Composers of Russia. Member of the Russian Writers’ Union. Graduate of the Moscow



Literary Institute named after V.I. M.l. Gorky and the Novosibirsk State Conservatory.
M.I. Glinka. Professor of the Russian Academy of Natural Sciences. | position myself as
an opera composer, author (composer and librettist) of more than 7 operas and a
number of chamber vocal compositions. | teach at the Institute of Arts and Culture,
Tomsk State University; in the course “Opera Drama” we compose with students and
stage new small-scale operas. In the Tomsk Philharmonic, author’s evenings have been
and are being held many times. | am engaged in scientific activities — editor-in-chief of
the Musical Almanac of the University. Acting poet and composer.

EkatepuHa AHaTonbeBHa [puxopgosckas, «CouyetaHue BepbanbHOro u
HeBep6aNbHOro B BOKa/IbHOM My3biKe»

Onno3uuma BepbanbHOro M HeBepbasbHOroO CTafa y¥Ke «NPUTYEN BO A3bILEX» U B
HayKe, 1 B UCKYCCTBE; OAHAKO 0bLLEeNnpUHATOro M 0AHO3HAYHOrO OnpeaeeHmA HU TOTo,
HW apyroro HeT. OCTaHOBMMCA Ha (YHKUMOHANbHOW CTOPOHE 3aTparMBaemoro
Bonpoca. BokanbHaA My3blKa COCpeaoTOMEHA Ha XYAOXKEeCTBEHHOM peanunsauuu
BHYTPEHHEr0 MMpPa JIMYHOCTU; €C/IM B KaMEPHO-BOKa/IbHbIX *KaHPax U KOHLEPTHO
GYHKUMOHMPYIOWNX apuAax U3 onep BUAMM TONbKO «OKHa» U3 BHYTPEHHero mupa
nepcoHaxa BO BHEWHWN (B Hawem CcAy4yae XyAoXKeCTBEHHbIN), BEpLUMHHbIM
NPoABNEHNEM [AHHOM TEeHAEHLMU BUAUTCA MOHOOMEPA. B 3TOM OTHOLEHUU MOMKHO
Habnto4aTb HeNpepbIBHbIM POCT «PAa3MEPOB» KOKOH»: €CNM B K/IAaCCUYECKUX onepax
«OKHa» A0CTAaTOYHO JIOKA/IbHbI, TO 3aTeM, NPWU HUBENIMPOBAHMUWN TPAHUL, HOMEPOB U
06pa3oBaHMN CKBO3HbIX CUEH — BUAMM 3HAYMUTE/IbHOE paCLWIMpPEHUE «OKOH» BO
BHYTPEHHUN MUP MepcoHarka. B moHoonepe 3TO pacwMpeHne MAKCMMasbHO:
MOHOOMepa OKa3biBaeTcA Hambosee NOAHbIM BOMMOLLEHUEM BHYTPEHHEro MMUpa
nepcoHarka. Kak n Bo BHYTpeHHEM MUpe YesloBEKA, B MOHOOMepe BUAMM COYeTaHMe
BepbanbHbIX U HeBepbanbHbIX BbIPA3UTENbHbIX CPEACTB: NIOTMYeckn n BepbanbHO
BbICTPOEHHbIE 3MN304bl B NMCUXMKE YE/NIOBEKA NEpemeXKatoTca ¢ Mbicieobpasammn —
BNEYaTIeHNAMM, He 3aTparMBalOLLMMKM IOTMYECKYIO chepy CO3HAHWUA. B BOKaNbHbIX
Npou3BeAEeHNAX MOXeM BblgennTb faBe BepbanbHble obnactu: cmeiciosslie
KOHCMpyKyuu v poHemuveckuli poH. PopmanbHO poHeTnYecKii GOH Koppennpyert c
CUMPOHNYECKMMM 3NMU304aMM, He Hecywmmu BepbanbHoM Harpysku. OpHako
CUMPOHMYECKMe 3nmn30abl MOryT ObiTb ropasgo 6osee 3HaAYMMbIMU, Yem OOH:
BepbanbHOe Hayano B My3blKa/lbHOM LE/IOM U He ABAAETCA OCHOBHbIM. [Mo3aTomy
KOMMNO3MTOPY NPU CO34aHMWN Onepbl HEOOXOANMO (PYHKYUOHAAbHO PA3TPAHNYNUTDL Te
AN UHble pParmMeHTbl — KaKMe HECYT CMbIC/IOBYHO HArpy3Ky, Kakue HeT. U BepbanbHble,
N HeBepbanbHble CPeACTBA BblIPA3UTENBHOCTM MOFYT OblTb M CMbIC/IOBbIMM
KOHCTPYKUMAMU, U GOHETUYECKMM (MM NPOCTO 3BYKOBbIM) GOHOM. MoaYEepKHEM, YTO
MeXKay BepbasbHbIM KOMMNOHEHTOM L,e/10T0 Y CMbIC/IOBOM KOHCTPYKLMEN, TaK XKe KaK
MeXAY MY3blKa/ibHbIM KOMMOHEHTOM U GOHOBOM GYHKUMEN — NPAMbIX COOTBETCTBUM
HeT. Kak nocpeactBom Bep6asibHOro MoKeT HbITb BblpaXkeH GOH, TaK U NOCPeACTBOM



HeBepbanbHOro — cmbic. Beayulyto ponb 34ecb UrpaeT UHMOHAYUSA, onpeaenatoLLasn
bYHKUMOHANBbHYIO NPUHAANEXKHOCTb PpparmeHTa.

Hepapom moHoonepa BO3HWMKNAA B Hadane XX Beka («Oxupanue» A. LLUEHGepra,
TPAAULUMOHHO cuuMTaloweecs NepBoM B UCTOPUM MY3bIKM MOHOOMEPON, AaTUpPYeTCs
1909 ropom). MoHoonepy, TakMm 06pPa3soOM, MOMKHO CUYMTATb POBECHULEM
KMHOMCKYCCTBA M TEOPMM MOHTAKa, BbICLUMM BblpaXeHMEM HayaBLUENCSA e B KOHLE
XIX BeKa TeHAEHUMM MCKYCCTBA K TOTa/NbHOM ncmxonormsauuun. OTpaxkeHue 3ToK
TeHaeHunKn, 6e3ycnoBHO, MOXKHO YBWAETb B KAaHPEe MOHOOMEpPbl, CoAep’Kallen
BOM/IOWEHME KaK BepbanbHbIMKM, TaK U HeBepbaNbHbIMM CPeaCTBAMU BHYTPEHHErO
NMCUXONOTMYECKOro MMpPa IMYHOCTU (B MOHOOMNEpPE — LLEHTPAIbHOrO NepcoHarka). Utak,
MMEHHO B BOKa/JIbHOM My3blke — cdepe CUHTe3a WMCKYCCTB — BUMAUM MOCTOAHHOE
coyeTaHune BepbanbHOro M HeeepbasbHOro Hayan. TKaHb BOKAZIbHOrO NPOM3BEAEHUA
COCTOMT M3: CMbICNIOBbIX KOHCTPYKUMN M PoHeTmyeckoro ¢oHa. CopeprkaTenbHble
OPUEHTUPbI BOKAJIbHOM MY3blKM HaUE/NEHbl Ha OTpPaXKeHMe BHYTPEHHero Mmupa
IMPUYECKOro repos / nepcoHa)ka: MOXHO B UCTOPUM ONepbl MPOCaAeanTb yBeInYeHme
06bEMa KOKOH» BO BHYTPEHHMUIN MUP NEPCOHAXKa OT apuKn A0 MOHOOMNEPbI.

EkatepuHa AHaTonbeBHa [MpUXO[0BCKaA, OOKTOP MCKycCTBOBeAeHMA, npodeccop
NMHCTUTYTa UCKYCCTB M KynbTypbl TOMCKOro rocyfapCTBEHHOrO yHUBEPCUTETA, Y/1eH
Coto3a komno3utopoB Poccun. YneH Poccuiickoro Coto3a nucatenen. BoinycKHUUA
MockoBcKkoro JlutepatypHoro uHctutyta um. M.U. Topbkoro u HoBocubupckon
rocygapctBeHHon KoHcepBaTopum wum. M.U. TanHku. Mpodeccop Poccuinckon
Akagemunmn EctectBo3HaHMA. Mo3MUMOHUPYIO cebA KaK OMepHbIM KOMMNO3UTOP, aBTOP
(Komno3utop M AM6pPeTTUCT) Bonee 7 onep M PAAA KaMepPHO-BOKa/IbHbIX COYMHEHUN.
Mpenogatd B MHCTUTYTE WCKYCCTB W KyAbTypbl TOMCKOro rocyaapCTBEHHOro
YHMBepcUTeTa; B Kypce «OnepHasa ApamaTyprmsa» COYMHAEM CO CTYAEHTAMU U CTaBUM
HOoBble HebosbwKe no obbEmy onepbl. B Tomcko PunapmoHUM HEOAHOKPATHO
NPOXOAMIN U NPOXOAAT aBTOPCKME Beyepa. 3aHMMAKOCb HAay4YHOW OeATeNbHOCTb —
rnaBHbIK pegakTop My3blKasibHOrO asibMaHaxa yHuBepcuTeTa. [encTByowmn nosT 1
KOMMNO3UTOP.

Veronika Krivopalova, «Music by Edison Denisov for radioplays».

The creative heritage of Edison Denisov is represented by a great variety of genres:
operas, ballet, symphonies, concerts, chamber instrumental and chamber vocal works,
music for the choir, for solo instruments and much more. A separate area of creativity
is applied music for cinema, theater and radio. Despite the strict separation of the main
creativity from applied music, a great composer and a great professional took these
genres very seriously and often got real pleasure from working in theater and cinema.
Among the films (there are more than 60), Denisov called the most successful
"Nameless Star" (1975, director Mikhail Kozakov), "ldeal Husband" (1980, director



Viktor Georgiev), "The Scarlet Flower" (1977, director Irina Povolotskaya), "Paper Eyes
Prishvina” (1989, director Valery Ogorodnikov) and others. The smallest but notable
area of creativity is music for radio plays. There are only four of them, currently there
are records of three wonderful performances available: "The Kid and Carlson" based
on the book by A. Lindgren (1958), "Gargantua and Pantagruel" according to the book
by Francois Rabelais (1981) and "The Magic Lamp of Aladdin" based on Arabic fairy
tales (1984). Originally released as radio performances, they were later released as
vinyl records, and then digital discs by the Melodia company, and all are included in its
golden fund. The principles of working with applied music can be judged by the
questionnaire that Denisov filled out for the encyclopedia of film music composers
(Berlin: Henschelverlag Kunst und Gesellschaft, 1975). These are: 1. Music in films
should be of high quality. 2. Ability to freely express your new ideas. Film studios and
directors did not interfere with the style of music, and the composer had the
opportunity, working with the cinematography orchestra, to use new compositional
techniques (sonorics, aleatorics, electronic music, etc.). 3. The need to feel the function
of music in cinema and to be a real professional and bring your individuality into the
film. So, in almost all works of film music and music for the theater, one can hear the
so-called "chromatic ligature", which distinguishes the composer's mono style. It
originates from a monogram - the signature of the composer EDS. The music for radio
plays presents different styles: in "Little Boy and Carlson" sensitive neo-romanticism,
for the play "Gargantua and Pan-Tagruel" the composer wrote ballads in the style of
secular songs of the Renaissance, and in "The Magic Lamp of Aladdin" - enchanting
elements of oriental music. The applied music of Edison Denisov is an unexplored, but
important part of the composer's work, which does not lose its relevance.

Veronika Krivopalova is a teacher of the Department of Choral Conducting and Vocal
Art, Institute of Arts and Culture, Tomsk State University Since 1994, Veronika
Alekseevna has been working at Tomsk State University. At the department of choral
conducting and vocal art, V.A.Krivopalova teaches the following disciplines: Theory of
Musical Content, Harmony, Polyphony, Analysis of Musical Forms, History of Foreign
Music (19th and 20th centuries) and History of Russian Music (late 19th - 20th
centuries). She has been working at the Tomsk College of Music since 1990, teaches
the Methods of teaching music-theoretical disciplines and the author's course "Music
of the XX - XXI centuries". For over 20 years, VA Krivopalova has been the host of
concerts of musical groups of Tomsk State University. She also develops concert scripts.
Over the years, over 300 concerts have been held. Since 1999, Krivopalova V.A. is an
active participant and organizer of many events at the Denisov Center of the Tomsk
College of Music. From 2009 to 2018 - the head of the Denisov Center. Among the
activities of the center are not only concerts of contemporary music, educational
lectures, but also the organization of festivals and competitions bearing the name of
an outstanding compatriot.



BepoHuka AnekceeBHa KpuBonanosa, «My3bika 3aucoHa [leHucoBa K
paguocneKkraknam»

TBopyeckoe Hacnegue SaMcoHa [eHucoBa npeactaBAeHO OONbLIMM KaHPOBbIM
MHOroobpasmem: onepbl, 6anetr, cUMPOHMKU,  KOHUEPTbI, KAMEpPHO  —
WMHCTPYMEHTA/IbHble U KAMEPHO — BOKaJIbHble MPOU3BEAEHMSA, My3blKa 1A XOpa, ANA
CO-IMPYHOLWMX MHCTPYMEHTOB M MHoroe gpyroe. OtaenbHas o6a1acTb TBOpYECTBA — 3TO
NPUKNagHaA My3blKa 41 KMHO, TeaTpa M pagno. Cam KOMNO3MTOP NPUHLMANANBHO
OTAENAN 3TY YacCTb TBOPYECTBA, HEPEAKO HA3bIBAA €€ «XanTypom». 3To BblI0 CBA3AHO C
TEM, YTO B YC/IOBMAX BbIHYXAEHHOrO MOIYaHUA, KOraAa NpPou3BeaeHNs KOMNO3UTOpa —
aBaHrapaucTa He  WCMOJIHANUCL, HanWcaHWMe MPUKAAAHOM  My3blkM  Bblno
TPAAULUMOHHBIM cnocobom 3apabaTbiBaHMA aeHer. HecMoTpA Ha XKECTKoe pa3aeneHne
OCHOBHOrO TBOPYECTBA OT NMPUKAAAHOM MY3blKKU, 6ONbLIOKM KOMMNO3UTOP M 60AbLIOM
npodeccmoHan OTHOCUACA K 3TUM XaHPaAM OYeHb CEPbE3HO M HepeaKo Mnoayyan
HacTosLee yA0BOIbCTBME OT paboTbl B TeaTpe u KMHo. Cpean punbmos (Mx 6onee 60)
Hanbonee ygayHbiMn [leHMCOB HasbiBan «be3biMAHHYl 3Be3ay» (1975, pexuccép
Muxann Kosakos), «WMpaeanbHoro myxa» (1980, peskuccép Buktop [leoprues),
«AneHbKMn uBeTouek» (1977, pexuccép MpuHa Mosonoukan), «bymarkHble rnasa
MpuwsnHa» (1989, pexxkuccép Banepuin OropoaHukos) u apyrue. Cpeam mysbliku K
APaMaTUYECKMM CNeKTakNAM 0cobeH-HO BblAeNATCA COBMECTHble pPaboTbl €
pexuccépom HOpuem Jllobumosbim B TeaTpe Ha TaraHke — «Mactep n Mapraputa»,
«Mepesa». Camon HeboNbLION, HO 3aMETHOM 06/1aCTbi0 TBOPYECTBA ABASETCA MY3blKa
K paAnocneKkTaknam. Mx Bcero 4yeTbipe, B HACTOALLEE BPEMA B AOCTyne ecTb 3anucu
TPEx 3ameyaTeNibHbIX cnekTaknen: «Manbiw u KapacoH» no KHure A. JiuHarpeH (1958),
«lapraHTioa 1 MaHTarpoanb» No KHUre PpaHcya Pabne (1981) n «BonwebHaa namna
AnagauHa» Ha oOcHoBe apabcKux cKasoK (1984). Bblwegwme M3HA4YaNbHO KakK
paAnocneKkTakan, no3gHee oHM Obln BbINyLWEHbl KAK BUHUI0BbIE NIACTUHKM, @ 3aTeEM
undposble AUCKM dupmoin «Meno-gua» u Bce BXogAT B eé€ 3o0s0Ton ¢oHa. O
npUHUMNax paboTbl C NPUKNALHOM MY3bIKOM MOXHO CYyAMTb MO aHKETe, KOTOpYHo
[eHncoB 3anosHAN ANnA  3HUMKAONeAMM KOMMO3UTOPOB KMHOMY3bIKM (Berlin:
Henschelverlag Kunst und Gesellschaft, 1975). 3to: 1. My3blKa B KUHO A0/13KHA ObITb
BbICOKOrO KayecTBa. 2. BO3MOXKHOCTb CBOOOAHO BblparkaTb CBOM HOBble WAEMN.
KMHOCTYaMMN 1 peKUCCEPbl HE BMELLMBANUCL B CTUIMCTUKY MY3bIKK, @ Y KOMMNO3UTOPaA
6blna BO3MOXKHOCTb, paboTana ¢ OPKECTPOM KMHemaTorpapumm Mcnonb3o-BaTb HOBbIE
KOMMNO3ULMOHHbIE TEXHUKU (COHOPUKY, aNeaTOPUKY, 3/IEK-TPOHHYIO My3bIKy 1 A4p.). 3.
HeobxogmMmocTb 4yBCTBOBATb (YHKLMIO MY3blKM B KMHO M ObiTb HACTOALLMM
npodeccMoHanom U BHOCUTb B PUIbM CBOKO MHAMBUAYANIbHOCTb. TaK, MPAaKTUYECKM BO
BCEX MPOM3BEAEHUAX KMHOMY3bIKM M MY3bIKM ANA TeaTpa MOMKHO YC/blwaTb TaK
HA3bIBAEMYHO «XPOMATUYECKYIO BA3bY, OT/INYALOLLYIO MOHOCTUAb KOMNo3uTopa. OHa
6epéT CBOE Hayano M3 MOHOrpammbl — nognucu Komnosutopa EDS. B mysbike K
pagnocnekTaknto «BonwebHaa namna AnagguHa» € NepBbiX 3BYKOB Mbl BXOAMM B
My3blKanbHbIA  MWP  DamcoHa [eHucoBa. WHAMBMAYANbHOCTb KOMMO3MTOpPA



nposBaserca W B Bblbope «reHepanusn-pyroLen» My3blKalibHOM MHTOHALUMK,
XapaKTepu3ytowen npovssegeHne B Lenom. Hanpumep, B My3bike K «Manbiwy u
KapnacoHy» [JeHUCOB YCUAUN NNPUYECKOE Ha4yano, YyBCTBO OAMHOYECTBA M AETCKOM
ropeym OT HecObIBLIMXCA *KenaHui. TakoB NenTmMoTus Manbiwa € TUNUYHBIMM
MHTOHauMAMM lamento — Xanobbl (Nnpumep). 4. CTUAb KMHOMY3bIKM 3aBUCUT OT
CTUANCTUKM KapTUHbI. KOMNo3nTop AonXKeH BXoAMTb B 06LWMit aHcambb, oborawaTb
ero, a He paspyLwaTtb. OrpaHUYeHU ANA CTUANCTUKN PaboTbl B KUHO AN1A KOMNO3MUTOPA
He OO0/KHO ObiTb. B My3blKe K paaMocneKkTaknaM NpeacTaB/ieHbl pasHble CTUAKN: B
«Manbliwe n KapncoHe» 4yBCTBUTENbHbLIN HEOPOMAHTU3M, ANA CNEeKTakNa «lapraHTioa
1 MaH-Tarpo31b» KOMMNO3UTOP Hanucan 6annaabl B CTUINCTUKE CBETCKMX NECEH 3MOXM
PeHeccaHca, a B «BonwebHon namne AnaganHa» - Yapylouwme 31eMeHTbl BOCTOYHOM
My3blKK. [puKnagHas mMysblka d4MCOHa [leHMcoBa — HeuccnenoBaHHasA, HO BaXkHanA
YyacTb TBOpYECTBA KOMMO3WUTOPA, KOTOpaA He TepsAeT CBOEM aKTya/libHOCTW.
HecnyyaHo, ero AeTcKkMe paAMOCMNeKTakKAM CHayasna obpenu HOBYHO XM3Hb B
BMHU/IOBbIX MN/IAaCTUHKAX, @ B NOC/NeAHME AecATUNeTMA B GUNAPMOHNYECKUX NPOEKTaX
«CKa3KM c opkecTpom». M3BecTHa 3anucb «Manbiwa M KapncoHa» B MOCKOBCKOM
dnnapmoHmMn B UcnosHeHUN akTépa Muxanna MNopeyeHkoBa. He ogMH pa3 3Ta CKasKa
3By4Yana B bK3 ropoga TomcKa.

KpuBonanosa BepoHnKa AneKkceeBHa 0UEHT Kadeapbl XOPOBOro ANPUMKMPOBAHUA U
BOKaNbHOro UCKyccTBa MHCTUTYTa UCKYCCTB U KyNbTypbl TOMCKOro rocy4apCTBEHHOrO
yHmBepcuteta C 1994 ropa BepoHuKka AneKkceeBHa pabotaeT B TomcKom
rocyaapctBeHHOM yHuBepcuTeTe. Ha Kadeape XOpoBOro AUMPUMNKMPOBAHUA U
BOKanbHOro McKycctBa Kpusonanosa B. A. npenogaért cneayrowmne AUCUUNANHDI:
Teopusa Mmy3blKanbHOro cogeprkaHus, FapmoHus, NMonndpoHuna, AHanmM3 mMmy3sblKaibHbIX
dopm, Uctopua 3apybexkHon my3sbiku (19 1 20 BB.) U UcTopms oTe4ecTBEHHOW MY3bIKU
(koHew, 19 — XX BB.). B TomcKOM My3blKanbHOM Konneaxke pabotaet ¢ 1990 roaa,
npenogaér MeToauky npenoaaBaHUA MY3blKaJbHO-TEOPETUYECKUX AUCUUNANH U
aBTopCKuit Kypc «My3sbika XX — XXI BekoB» CBbliwe 20 net Kpueonanosa B. A. agnaertca
BEAYLWEN KOHLEPTOB MYy3blKa/iIbHbIX KONNEKTMBOB TOMCKOrO rOCyAapCTBEHHOrO
yHuBepcuteTa. OHa Ke pa3pabaTbiBaeT CUeHAapUM KOHLEepPTOB. Bcero 3a 3Tu rogpbl
nposegeHo cebiwe 300 koHuepTtoB. C 1999 roga KpusonanoBa B. A. aKTMBHbIM
YY4ACTHUK W OpraHM3aTop MHOIMMX MeponpuatTui  [eHUcoB-ueHTpa TOMCKOro
My3blKanbHOro konneaa. C 2009 no 2018rr — pykosogutens eHucos-ueHTpa. Cpegm
MEPONPUATUA  LEHTPAa He  TONbKO  KOHLEPTbl  COBPEMEHHOM  My3bIKW,
NPOCBETUTENbCKUE NEKLUWN, HO U OpraHnsaumna dectmBane U KOHKYpPCOB, HOCALLMX
WMA BblOAloLWEeroca semnsaka.



5. Sitzung. Chair: Flavia Hennig (Humboldt-Universitat zu Berlin) / 3acegaHue IV.
MoaepaTtop: Flavia Hennig (YHuBepcuteT um. N'ymbonbara, bepaunH)

Tanja Maiboroda, “Visual and sound effects in industrial urban symphony by Dziga
Vertov and music for mute film by Yuli Meitus”

“A man with the movie camera” and “The Enthusiasm: a Symphony of the Donbas” —
both films directed by Dziga Vertov at the end of 1920s and early 1930s — was made
like specific visual soundtrack of a big modern city — Odesa and all Donbas region. As
for the first film “A man with the movie camera” — it is mute, so nowadays composers
can write their experimental soundtracks and making audiovisual real-time
performances. As for “The Enthusiasm: a Symphony of the Donbas” — this is a first
sound film made in USSR. But the first and the second films are more than experimental
documentary movie — this is visible music in two parts and big original symphony with
lyric and industrial propaganda chapters. In “A man with the movie camera” we have
an “envision” sound — rhythmical author’s montage, but “The Enthusiasm: a Symphony
of the Donbas” it’s polyphonic orchestra, which include synergy of visual and sound
parts where soundtrack is multistep and difficult set of passages from radio programs,
Third (or Pervomayskaya) Symphony written by Dmitri Shostakovich, March written by
Timofeev especially for this film, church choir and street/industry real sounds. There
was a time when film soundtrack and film sound were born only and all special effects
and techniques at this field were new and unique. So these films are good material for
the research of nature of the sound in early Soviet documentary avant-garde film,
methods of making “film symphony” by Dziga Vertov and conditions of emergence of
the sound in films like important part of visual documents and art. But also some
composers started to write their music especially for mute cinema before film sound
was born. One of these composers was Yuli Meitus who was writing his “soundtracks”
in USSR (Ukrainian Socialistic Soviet Republic). In 1920™ he worked with avant-garde
theatre director Les Kurbas and with his experimental and nontraditional theatre
laboratory “Berezil”. Also Meitus was a curator of one of the first jazz bands in Ukraine
and a creator of modern Ukrainian opera. Unfortunately nowadays we have one of his
early film scores only which was saved in Ukrainian archives. It is a final song for mute
feature 35 mm film “Kira Kiralina” directed by Boris Glagolin, 1927. The film stored in
Russian State Film Found (Gosfilmofond), Bundesarchiv (Berlin) and National Archives
of Romania (Romanian Cinematheque). These scores were founded with a poem of
Arkadii Argen and have written especially for the vocal of Galina Maslova. Meitus was
an innovator at this field and also have wrote music for later Ukrainian and soviet films,
for example, “lvan” directed by Oleksandr Dovzhenko, 1932 (first sound feature film in
Ukrainian Socialistic Soviet Republic) — epic screen story with epic music. He also has
written many songs and romances. Nowadays we can rethink his music and
compositions with help of information technologies and other instruments of modern



audiovisual performance. That’s why Ukrainian electronic composer Alla Zagaykevych
and Ukrainian sound artist Georgii Potopalskyi created their multimedia installation for
exhibition “VUFKU: Lost & Found” which was demonstrated at the Dovzhenko Center,
Kyiv. The name of this performance was “A came of the Sound” and include also a vocal
part by Anastasiia lantsur (soprano), video by Waldemart Klyuzko and Alla Zagaykevych
Electroacoustic Ensemble: Elizaveta Soloviova — bandura (Ukrainian national music
instrument), Igor Zavgorodnii — violin, Dmytro Pashynskyi — clarinet, Nazar Stets —
contrabass, Alla Zagaykevych — electronics. At this way all of them played with this song
for soprano and fortepiano which was a dramatically foxtrot with exotic East
harmonies at 1927.

Tanja Maiboroda in 2012 — 2015 studied her Ukrainian history PhD course (1920s).
Since 2017 till 2018 she was a keeper of funds at Oleksandr Dovzhenko National Centre,
Ukraine. Since 2019 she is self employed researcher and film critic. Her professional
interests are making a research of Ukrainian film history, searching for lost mute films,
archiving and restoration of the film heritage (film posters, photo and film cameras,
scripts, photos and negatives from the backstage, film scores etc.). Tania’s most
projects are finding a dupe negative with lost Ukrainian scientific full time movie The
Man and the Ape directed by Andrii Vinnitskii, cameraman — Joseph Rona, 1930,
Ukrainfilm studio at the National Film Archive, Tokyo (Japan) and finding a lost score
of Ukrainian composer Yulii Meitus with the final song for the mute Ukrainian film “Kira
Kiralina”, 1927. This score maybe is the one of the first score which was wrote
especially for the film accompaniment in Ukrainian SSR which was a part of exhibition
“VUFKU: Lost & Found” — the very first exhibition of the Film Museum at Dovzhenko-
Centre.

Tatarintseva Evgeniya, “Musical collages "Post scriptum" - a project for recording the
sounds of everyday life “(Sound designer & composer, Sankt-Petersburg)

Musical collages "Post scriptum" is a project about sounds that are usually overlooked.
| take them from a noisy environment and give them the opportunity to sound
harmonious so that they are noticed. | love that everyday sounds take on a voice of
their own. If I don't record it, it may go unheard.
| also find this project ironic. When a recognizable classical motive is heard in the sound
of the drain tank, it becomes a place where the profane and the sacred mix. It turns
out that | create such a strange place for everyone.

My name is Evgeniya. | am a musician and sound designer. | was born in Tomsk where
| graduated from the Denisov College of Music and Tomsk state university as a pianist.
Now my life and work city is St. Petersburg. | study sound design, give lectures on music
- about noise, avant-garde artists, John Cage and modern musical techniques.



EsreHna TatapuHueBa, «Mys3blKanbHble Koanaxku Post scriptum — 3anucu 3ByKos
NoBCeaAHEeBHOCTU »

My3blKanbHble Konnaxu "Post scriptum" — 3To NpoeKT 0 3ByKax, Ha KOTopble 06bIYHO
He obpallatoT BHUMaHUA. A 6epy UxX U3 LWYMHOW cpeapbl U Aato BO3MOXKHOCTb 3a3BYy4aTb
CTPOWMHO, 4TObbl HAa HUX 0O6paTUAN BHMMAHME. MHe HpPaBMUTCA, YTO ObITOBble 3BYKMU
obpeTatoT cobCTBEHHbIN ronoc. Ecnum s He 3anuLy ero, OH OCTaHETCS HeYC/bILWAHHbIM.
Eweé A HaxoXy 3TOT NPOEKT MPOHUYHbIM. Korga B 3ByKe CAIMBHOMO Hayka CAbIWMTCA
Y3HaBaeMbI KNACCMYECKMA MOTUB - 3TO CTAHOBUTCA MECTOM, rAe CMellMBaeTcs
npodaHHoe 1 cakpanbHoe. [MonyyaeTcs, A co34ato BOT TaKOe CTPAaHHOE MEeCTO AJ151 BCEX.

MeHa 30ByT TatapuHueBa EBreHMs — A My3blKaHT, cayHA-Au3anHep. Pogunace B
ToMcKe, 3aKoHUYMNA My3blKasibHbIN Konneax JeHncosa v TIY, Kak nMaHUCTKA. KuBy n
paboTtato B CaHkT-lMNeTepbypre. N3yyato cayHa-AM3aMH, Be4y NEKLMN O My3blKe — Npo
Wym, aBaHrapanctos, [yxxoHa Kengrka n coBpeMeHHble My3blKa/ibHble TEXHUKW.

YyacTHMUa € Te3UCHbIM A0KAaA0M (3a04HO)
AHHa OKuwesa, «KomnaeKCHbI NOAX0A K UCNO/THEHUIO NPOU3BEAEHMUA B Npouecce
TBOPYECKOW AeATeNIbHOCTU MUAaHUCTa»

Nioboe nponsseneHme UCKycCTBa NpeacTaBiaeT cobo COBOKYNHOCTb MAaTeEPUAIbHOTO
N naeanbHoro, byapb TO KapTMHa WAW CTUXOTBOpeHWe. MaTepuanbHOM OCHOBOM B
[aHHOM cnyyae ByayT ABAATLCA XONCT M Bymara, naeanbHOW e — Xy[,0XKeCTBEHHbIN
ob6pas. «llpon3BeseHMe UCKyCcCTBA BCerga BOMJIOWAETCA B MaTepuasibHOM obbekTe,
AOCTYMHOM BOCNPUATUIO OpPraHamm 4YyBCTB. «3aKOAMPOBAHHanA» B 3TOM OObekTe
Xy[oxecTBeHHaa MHbopmauma pacwndpoBbIBAeTCA, BHOBb MPUHMMAA MAEANbHYIO
dopmy, B CO3HAHMM BOCNPMHUMALOLLLETrO — 3puTens, caywatena». lNoa matepuanbHON
OCHOBOWM My3blKM caefyeT NOHMMaTb ee 3By4aHMe MPU UCMONHEHMUN, KOTOPOE MOXKET
CyLL,eCcTBOBATb /IMLWb B OTAE/bHO B3ATbIX MCNONHUTENBCKUX aKkTax. W3 aToro cneayer,
4YTO TOrO OPUrMHANA B MY3bIKaJIbHOM WMCKYCCTBE, KOTOPbIA CyLLecTByeT B MCKYCCTBE
nsobpasmtenbHom, Het. B 3tom cnyvae, Heobxoaumo BblAEAUTb TpU GOPMbI
CYLLEeCTBOBAHMA MYy3bIKa/JIbHOrO MNPOU3BEAEHUA: MNOTEHUMANbHYI, aAKTyasibHYl0 W
BMpPTyanbHyto. [log  noTeHuManobHoM  GoOpMOM  MOHUMAETCA  My3blKaZbHOE
npousseaeHne, 3annucaHHoe Ha bymare, HO ewe He WUCNOJHEeHHoe. B aKkTyanbHOMU
dopme npounsBeseHme cyLecTByeT 34eCb U ceryac ( Kak M3BECTHO, My3blKa OTHOCUTCA
K BPEMEHHOMY UCKYCCTBY) — B onpeaeneHHOM UCNONHUTENIbCKOM akTe. BupTyanbHas
dbopma cKnagbiBaeTcA U3 HAKOMMBLLEroCA OnbiTa B CO3HaHMM caywartena bnaropapa
PasNMYHbIM MHTepnpeTaunam QJAaHHOro npoussegeHuAa. M3 3toro cnegyeTt, 4To
NCNONHUTENb UMEET He MeHbllee 3HaYeHne, Yem KoMnosunTop. «Komnosumtop — oTtel,
TBOPEHUA, UCTMOJIHUTENb — ero MaTb», - nuuweT B. NaspuinH. Komno3nTop, B NepsByto
oyepeab, 3aWMPPOBLIBAET CBOM MbIC/IN, 3MOLUKU, NEPEXMBAHUA B HOTHbIN TEKCT,
cobnogan aBa OCHOBHbIX YCN10BUA:



1. Komnosutop, CNOBHO aKTep, cnocobeH nepeBoNnnoWaThCa B MEPCOHAMKEM
CBOEro COMMHEHMUS, CAbIWATb, BUAETb, YYBCTBOBATb KaK OHM.

2. C ppyroit CTOpPOHbl, KOMMO3MTOPY C/AeAyeT WMHOraa BbIXOAUTb M3 0bpasa,
abCTparnpoBaTbcA OT CBOErO reposi U CO CTOPOHbI OLLEHWBATbL NPOUCXOAALLEE.

CywiecTByeT Tpnaga «KomMnosutop — COYMHEHNE — UCMOHUTENbY. Ha OocHOBe 3TOro
pas3NMyaloT TPU Noaxoaa B CO34aHUMN U UCNONHEHUM NPOU3BEAEHMUA:

e CybbeKTMBHbIMA NOAXOA — BbipaXKeHMEe KOMMNO3UTOPOM U UCMOJIHUTENEM CBOUX
JIMYHbIX MbICNEN.

e [lpy 06bEKTUBHOM NOAXOAE KOMMNO3UTOP U UCNONHUTENb OTXOAAT «HA 3aAHUI
NAaH», YTobbl MNPOAEMOHCTPUPOBATL UCKAOUYUTE/IbHO OOBEKTUBHYIO KapTUHY
NPOUCXOAALLETO

e CuHTEe3 cybbeKTUBHOIo N 06beKTUBHOIO.

«Yem rnybrke n NPOHUKHOBEHHEE NPOYTEH 3aMbiCe/1 KOMNO3MUTOPA B HOTHOM TEKCTE,
Tem ucnonHeHue boraye u cogepkatenbHee. 3HAYNTENbHOCTb MY3bIKa/lIbHbIX UAEN,
KOTOpble B CBOEM Urpe nepeaaeT UCNOIHUTE b, 3aBUCUT OT TLLATE/IbHOCTU NPOYTEHUA
M BHUMAHMA K HOTHOMY TeKCTy»oKakK M3BeCTHO, B OAHOM MYy3blKa/lbHOM
NPOU3BEAEHUM Mbl CTAaZIKUBAEMCA C PA3/IMYHBIMU SMOLMAMMU U UX OTTeHKamu. (Ona
KOMMNO3MTOPa U UCNONHUTENA BAXKHO NoA0OpaTb NOAXOAALLMN OTTEHOK AN TOYHOCTH
BblPa*KeHMA OaHHOM 3mouuun. B gaHHOM cnyyvae cnepyeT ynomMaHyTb O CAOBape
«3CTETUYECKUX NMPU3HaAKoB amoumn» B.I.PaxkHuKoBa. CnoBapb COCTOUT U3 ABaALATU
CeMU MOAANbHOCTEMN, KOTOPAA, B CBOK ovepeab, BK/AO4YaeT B ceba oT ABaauatm o
COpOKa MNpu3HaKoB). «BO3MOMHOCTb My3blKaHTa Bblpa)aTb B  My3blKa/IlbHOM
npousBeaeHnn 6onblioe pa3Hoobpasme 3MOUMOHANbHbLIX NEePEeXMBAHUA 3aBUCUT
HaNpPAMYIO OT ero BHYTPEHHelM CNOoCOBHOCTU reHepupoBaTb B CBOeM COBCTBEHHOM
NCMXMYECKOM annapare 3TU NeperKMBaHMA». B cBoem TBOpUYECTBE My3bIKaHT BblpaXKaeT
He TO/IbKO CBOM MHAMBMAYA/NbHbIE YYBCTBA M MEPEKMBAHUA, @ COObITUA, 3MOLUMU U
MUWPOBOCNPUATUE NOAEN TOrO BPEMEHM, B KOTOPOM Cam ueeT. Hanpumep, /.
betxoseH, ®. LWoneH, P. BarHep, . Bepan v mHorme gpyrme KOMNO3UTOPbI MNO-
pa3sHOMY OT3bIBA/INCb Ha Pa3/InyHble 3HAMeHaTe/IbHble COObITUA B CBOMX CTPAHAX, YTO
CTaNi0 NPUYMHOM ANA Cco34aHMAa  UX npousBedeHui. Cnaywaa npousBeneHus
«PeBontoumnoHHbI 3TIoa» ®. LoneHa, «Pakoum-Mapwy» ®. Jiucrta, «CnaBAaHCKU
mapw» MN.U. YalnkoBCKOro, mbl 6yaTO CamMu NepeHoCUMMcA B TO BPEMA, MPUHMMAEM
yyacTve B TeX UM MHbIX COBbITUAX, BHOCMM CBOM JIMYHbIN BKAAL NYyTEM BblparKeHuA
CBOMX YyBCTB M1 IMOLUM.



OkuweBa AHHa AneKcaHAPOBHA — CTyAeHTKa Kadeapbl MHCTPYMEHTaIbHOro
MCNONHUTENbCTBA MHCTUTYTA MCKYCCTB M KyNbTypbl HaunMoHanbHOro
nccnenoBaTenbCKoro TOMCKOro rocyapCcTBeHHOro yHusepcuTeta (Tomck).

E-mail: larianna.ok@mail.ru
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