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MamsaTn Mapka lNeHpuxoBH4a ApaHOBCKOIo

«BCETAA OCTABATbCS YECTHDbIM...»

»

(nocaepHee MHTEPBbLIO XXYPHaAy)

16 nexadps 2009 roga ymén u3 skuznu Mapxk I'enpn-
XOBHY APaHOBCKHI1 — BbIIAKOIIMICH POCCUHCKUI yué-
HbIll — MY3bIKOBe/l, JOKTOP HCKYCCTBOBE- [
JeHus, npogeccop, 3ac/1yKeHHbIH JesATeb
uckycers Poccuiickoit ®egepauun. Bero
CBOIO ’KH3Hb OH OTAJ1 HCCJIC0BATEIbLCKOM
padoTe — cHayaJ1a B JIECHMHIPaICKOM Hay4-
HO-HCCJIC0BATe/IbCKOM HHCTUTYTE TeaTpa,
MY3bIKH M KHHemaTorpaguu (HbiHe Poc-
cHiicKMii MHCTUTYT HCTOPUH MCKYCCTB),
a ¢ 1980-ro rona — B I'ocynapcTBeHHOM
HHCTHUTYTe HCKycCTBO3HAHUsI B Mockse.
B TeueHHe MHOIHX JIeT OH BO3IVIABJISLI
3nech Jduccepranuonnblii coBer, OtTaen my-
3bIKH, a2 B MOCJEIHHe ToAbl — co3aaHHbIi UM OTaen
COBpPeMEeHHBIX MPodJieM MY3bIKAJbHOI0 HCKYCCTBA.

Mapk T'eHpuxoBu4 Obl1 Y4€HBIM-aHAJIUTH-
KOM, TBEpPAO OTCTAMBAIOIIMM BbICHIME Hay4HbIe
npuHuunel. Ero tpyasl «Mejoguka IIpokodgnesay,
«Cumponnyeckue HckaHus», «CHHTaKCHYeCKas
CTPYKTYypa Mesaoaun», «My3bIkaabHbI TekeT. CTPyK-
Typa M cBoiicTBa», «IlepBoHAYAIbHBIN NJIAH ONEPbI
M. W. I'nunku “Pycaan n JrogmMuiaa’y, MUK MCCJIe10-
BaHuii My3biku IllocrakoBuua, psig crareii 1o BOnpo-
€aM MY3bIKAJIbHOI'0 MBILLJICHUS U TBOPYECKOIO IPO-
ecca BOLLIU B KJIaccnueckuid poHx oTe4ecTBEHHOI0
MY3bIKO3HAHMA. B maMaTh 0 HEM KypHaJ nmpeacTaB-
JsieT oNny0IMKOBAHHBII HUKe MaTepHaJ — HHTEPBbIO
m1aBHoMy penakropy «IIMH» JI. H. Illaiimyxamero-
BOii, cTrarbi0 «Ci10BO 00 yuHTesde» CT. HAy4YHOro CO-
TpyaHuka 'MW H. A. PeikkoBoii, nngopmanuio oo
U3/IaHUAX, NocBAMEHHBIX M.I. ApaHoBckomy.

Bomnpoc (JI. H. IllaiimyxameToBa)

— Mapk I'enprxoBud, 3a MHOTHE TOfbI IPOHECCHOHATb-
HOH McClieoBarebCcKoil paboThl Bel okazanuch cBuieTenem
Ppa3Ho00pa3HBIX MPOIECCOB, MPOUCXOMSAIINX B POCCHICKOM
Hayke. MOXHO Ji 0003HAYHUTh CaMble BOYKHBIE, Ha Balll B3IV,
CO6I>ITI/I5[ B Pa3sBUTHUU OTCUCCTBCHHOT'O My3bIKO3HaHI/IH?

Question ( L. N. Shaymukhametova) — Mark Gen-
rikhovich, during the years of your professional research
you have become a witness to a variety of processes, which
took place in Russian music scholarship. Could you mark

M. I Apanosckuii

103

In Memory of Mark Genrikhovich Aranovsky

«TO ALWAYS REMAIN HONEST»
(The Last Interview to PMN)

December 16, 2009 is the day of untimely death
of Mark Genrichovich Aranovsky — a prominent
Russian scholar, musicologist, Doctor
of Arts, Professor, Honored Worker of
the Russian Federation. He gave all his
life to research, first, at the Leningrad
Research Institute of Theater, Music and
Cinematography (currently — Russian
Institute of History of Arts) and, from
1980, at the State Institute of Art Theory
in Moscow. There, he has chaired the
Dissertation Committee, the Division of
Music and, in the recent years, his own
creation, the Division of Contemporary
Problems of Musical Art.

Mark Genrikhovich was a scholar-analyst, the
one who stood firm in defense of the high scientific
principles. His works “Melodicism of Prokofiev”,
“The Quest for Symphonicism”, “Syntactic
Structure of Melody”, “Musical Text. Structure and
Characteristics”, “Initial Plan for M. I. Glinka’s Opera
Ruslan and Ljudmila”, a cycle of essays on music of
Shostakovich, a number of articles concerning the
questions of musical thinking and creative process
have become a part of golden collection of Russian
musicological texts. In his memory, our journal
publishes the following materials: an interview
taken by the Chief Editor of the PMN Ljudmila N.
Shaymukhametova, an article “A Word about the
Teacher” by the Associate Professor of State Institute
of Art Theory N. A. Ryzhkova, and the information on
published materials dedicated to M. G. Aranovsky.

the most important events in the development of Russian
musicology?

Oteet (M. I. ApaHoBckuii)

— CoObITHIA OBLTO TaK MHOTO, YTO JIJIs OTBETa Ha Bar Bor-
poc noTpeGoBaiock Obl HAITKCATh OOJIBIIOE UCCIICIOBAHHUE.

Answer (M. G. Aranovsky) — There were too many
events, so many, that in order to answer to your question I
would have to write a large study.
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Bomnpoc (JI. H. IlIaiimyxameToBa)
— Xotenoch Obl y3HaTh, KTO OBLIN BAlIMMH YUUTEIIIMU?
Q — We would like to find out, who were your teachers?

Otser (M. I'. ApanoBckuif)

— IepBbIM cBOMM yuuTeneMm s cuntaro FOpus Hukonae-
Br4a TroiauHa, KOTOPBIM MoAep:Kal MO HHTEpPEC K My3bl-
KO3HAHHIO U [OCOBETOBAJ IIOCTYIaTh HAa TEOPETHKO-KOM-
no3uTopckuil akynsreT JIeHUHIpaJICKOW KOHCEPBATOPHUH.
Jlanee cnenyioT pyKOBOIUTENb MOETO JUIJIOMHOIO IPOEKTa
Owmunus Jlazapesna @put u pyKOBOIUTENb paOOThI HaJl KaH-
nuaarckoi aucceprauueit Muxaun Kecapesnu Muxaiiinos.
DT0 — y4uTelsi, C KOTOPBIMH 5l HEIOCPEICTBEHHO O0IIAICSL.

Bropoii kpyr yunTenel, — Te, y KOTOPBIX 51 CIIyIIa JeK-
. Cpenyt Hux —Muxann Ceménosuu Jpyckus, FOpuii Bee-
BostotoBrY Kenapi, Ta sxe Dmuinus Jlazapesna @pun, bopuc
Anekcanzposud Apanos, Huxonaii I'puropsesuu [Ipusano.

A — My first teacher was Yuri Nikolayevich Tjulin. He
had supported my interest in musicology and advised to ap-
ply for the Department of Theory and Composition at the
Leningrad Conservatory. Then, I would name the supervisor
of my conservatory Diploma project Emilia Lazarevna Fried
and the supervisor of my Candidate dissertation Mikhail
Kesarevich Mikhailov. These are my teachers with whom I
have spent years in daily communication. The second circle
of my teachers includes those, whose lectures I have been
attending. Among them there were Mikhail Semyonovich
Druskin, Yuri Vsevolodovich Keldysh, Emilia Lazarevna
Fried (whom I already mentioned), Boris Alexandrovich
Arapov, and Nikolai Grigorievich Privano.

He mory He cka3arhb 0 JHO/ISX, ¢ KOTOPBIMU s paboTan u
KOTOpBIE, HECOMHEHHO, TOBIMSIN Ha MOE NPOoheCCHOHAIb-
Hoe craHoBieHue. Oto ApHoiaba HaymoBuu Coxop u I'en-
pux Anexcanaposuu OpioB. HakoHel, camblil MIHMpOKuUi
KPYT Yu€HBIX, BO3AECHCTBUE KOTOPBIX s Ha ce0e OLLYTHII, —
9T0 uckyccTBoBen I'enpux Bénbdmun, Mmy3bikoBensl bopuc
Bnagumuposuu Acadres, Buktop AGpamosuu Llykkepman,
Jleo AbpamoBuu Masenb, auHrBuctsl fOpuii Muxaiinosua
Jlorman, Ponan bapr.

Ho riaBHOe, Kak ObI 3TO HU I10KA3aJI0Ch CAMOHA/ICSHHBIM,
sl HE TIPUHAJUIEkAaJl HU K KaKOH 1IKOJIe, HU K KaKOM TpaJuIiy.
51 Bcerga ObLI aBTOAMIAKTOM, TO €CTh «YyYCHHKOM CBOMX
uzeih»: U30Mpal Te METO/bI MCCIICI0BAHMS, KOTOPBIC TUKTO-
BaJIM BO3HUKAIOIIUE TIEPEI0 MHOW Hay4YHbIE IPOOIIEMBI.

I have to mention also the people I have been working
with, those who have influenced my professional becoming.
These include Arnold Naumovich Sokhor and Genrich Alex-
androvich Orlov. And, at last, I would like to name a wider
circle of scholars, whose influence I have sensed during these
years: an art critic Genrich Woelflin, musicologists Boris
Vladimirovich Asafiev, Victor Abramovich Zuckerman, and
Leo Abramovich Mazel, linguists Yuri Mikhailovich Lotman
and Rolland Barthes. But most importantly, no matter how
strange this may sound, I never belonged to any school, to any
tradition. [ have always been an autodidact, that is, “the stu-
dent of my own ideas”; I always chose those methods, which
were dictated by the scientific problems I had to solve.
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Bomnpoc (JI. H. IllaiimyxameToBa)
— Kakoii u3 Bamux omycoB ObLT HepBbIM?
Q — What was your first opus?

Oteer (M. I'. ApaHoBckuif)

— Moum IEPBBIM IICYATHBIM OITyCOM SABJIACTCA CTAaThs B
coopuuke JITMTMUKa «Bonpocs! TeOpUU U S3CTETUKU MY-
3BIKWY, BBII. 4 — «POMaHTU3M U PyCcCKasi My3bIKa.

A — My first printed opus was an article, placed in the
Collection of Works of LGITMIK “The Questions of Theory
and Aesthetics of Music”, volume 4. The title of my article
was “Romanticism and Russian Music”.

Bomnpoc (JI. H. IllaiimyxameToBa)

— Bbl — aBTOp MHOrMX KHUT ¥ (yHIaMEHTAIbHBIX HC-
CJICIOBAHMH B Pa3HBIX 00JACTIX MYy3BIKO3HAHUS, KOTOpPbIE
BO MHOTOM OIPEJEIHIN Ka4eCTBEHHOC COCTOSIHUE COBpE-
MEHHOH Hay4HOI MbIciH. O HUX TOBOPAT: «Y ApaHOBCKO-
I'o 4TO HHU CTaThsA — TO KOHLCIIIWA, YTO HU KOHLCIIIWUA — TO
OTKPBITHE». A MEXKIY IIPOUUM, Y MUCATEIEH, PEKUCCEPOB,
akTEPOB OOBIYHO €CTh 0c00asi —lIEHTPaIbHAs TeMa TBOpYEC-
TBa. HaBepHoe, oHa ecTh 1 'y yuéHoro?

Q — You have authored many books and fundamental stud-
ies in various areas of musicology, which, in many aspects, have
defined the high standards of contemporary scholarly thought.
They say about your works: “Each article of Aranovsky presents
a concept; each such concept is a discovery.” By the way, actors,
writers, theatrical directors — each have a central theme. Per-
haps, there is such theme in the life or a scholar, as well?

Oteer (M. I'. ApaHoBckuif)

— Jla, neficTBUTENBHO, Y MEHS €CTh LIEHTpallbHasl IpPO-
O1ema, KOTOpOif 1 3aHNMAIOCh Ha MPOTSHKCHUH TOJTHX JICT,
uccienys e€ ¢ pa3HbIX CTOPOH. JTO — IpodieMa My3bIKallb-
HOT'O MBIIIJICHHA.

A — Yes, true, there is a central problem, which I have
been working on throughout many years, approaching it
from different angles. It is the problem of musical thinking.

Bomnpoc (JI. H. IllaiimyxameToBa)

— Poccuiickyto HayKy HOpUHATO O(UIMANBHO NEIUTh
Ha aKaJCMHYECKYI0 M BY30BCKYIO, U HEO(DHIHAILHO — Ha
CTOJMYHYIO U nepudepuiinyo. 1o — GopManbHOe AeIeHHe
wi Baie 30pkoe mpodeccHoHanbHOE OKO BHANUT MEXKIY
HHUMHU KaUCCTBCHHbBIC pa3ﬂl/l‘{l/lﬂ?

A — Russian music scholarship is officially divided into
academic and university-based, and unofficially, into central
and peripheral. Is it a mere formality, or your well-trained
professional eye sees here a qualitative differentiation?

Oteer (M. I'. ApaHoBckuif)

— MHe Ka)XeTcsl 3TO JeeHHEe YCIOBHBIM U HECYIIECT-
BEHHBIM. BCE 3aBHCHUT OT TajaHTa HCCIIEIOBATElIsd, OT €ro
CBEXKEro B3IVIsA/a Ha pooIeMy.

A — I think that this division is conditional and unim-
portant. Everything depends on the talent of the researcher
and on his or her fresh perception of a problem.
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Bomnpoc (JI. H. IllaiimyxameToBa)

— B paznuusbIx oTpacisix HpodhecCHOHANBHON mae-
ATEIBHOCTHU €CTh IIOHATUE «HAy4Has mKoja». Kakoil cMbich
1 OLICHKY BbI BKJIAIBIBACTEC B HCTO IIPUMEHUTEIIBHO K MY3bI-
KaJIbHOM Hayke?

Q - Different fields of professional activity present
“scientific schools”. What is your approach to a “scientific
school” and how do you interpret such notion in application
to musical scholarship?

Otser (M. I'. ApaHoBckuif):

— Jla, neficTBUTENBbHO, B MY3bIKO3HAHUU CKJIQ/IbIBAJIUCH
U CKJIIAJAbIBAIOTCA B HAIIC BPEMS HAYUHBIC IIKOJIBI. HO, KakK
MHE KaXE€TCs, 3TO HMMCECT U IIOJIOKUTCJIbHBIC, WU OTpHLIa-
TCIBbHBLIC ITOCJIICACTBHA. TTonoxurensHbIe INOHATHBI, OTPHU-
[aTeJIbHBIC K€ 3aKITIOYAIOTCSl B TOM, YTO IIKOJTA OKa3bIBAeT
CKOBBIBAIOIIEE BO3JCHCTBHE HA MBIIUICHAES UCCIISIOBATENIS,
npejiaras eMy 3apaHee KeM-TO BbIpaOboTaHHbIe TyTH. 51 ObLI
HEOJIHOKPATHO CBHETENIEM U TOro, U Apyroro. C Moei To4-
KM 3pEHHUsI, BCEra HaJi0 OCTABATHCS CAMUM COOOI.

A — Yes, indeed, musicology as a field gave birth to dif-
ferent scientific schools. However, it seems to me, that their
creation has both positive and negative consequences. The
positive ones are self-evident; the negative ones are such,
that the scientific school limits the freedom of a scholar,
handing down ready-made paths of research. I have been a
witness of both effects of such schools. I am convinced that
it is always important to remain yourself.

Bomnpoc (JI. H. IllaiimyxameToBa)

— Jlonroe Bpemst Hayka B Poccuu 1 Ha 3amajie CynecTBo-
BaJia B napaJuICJIbHBIX MUpax. OIlHaKO HHUYTO HE MEIIAJIO HA-
IIMM CIEUAINCTaM YCICIIHO CYIIECTBOBATh B ITOJIHOW H30-
JISILIMU OT MUpA U IIPU 3TOM COBEPLIATh OTKPbITUA. MupoBas
HayKa II0-IIPEKHEMY Pa3BUBAETCs aBTOHOMHO M HE3aBHCHMO
OT poccuiickoro My3blkozHanusi. Hu Ha 3anane, Hu Ha Boc-
TOKe Hac He 3HaroT. [IpoBrraemcst HaBcTpedy Apyr APYry ¢
OoBIIUM TPYOM. UTO BBI JiyMaeTe Mo 3TOMY IOBOTY?

Q —For along time the sciences' in Russia and in the West
existed in the parallel worlds. Nothing has kept our scholars
from successful work in complete isolation and from making
great discoveries. The science in the world is still developing
autonomously and independently from Russian musicology.

OtBer (M. I. ApaHoBcKHii)

— 51 nymato, 310 oueHsb miaoxo. Hayka nomkHa nuTarh-
Csl B3aMMOOOMEHOM HJICH, YTO OTHOCHTCS K MY3bIKOSHAHHUIO
TaK K€, KaK U K (PU3UKE, MEAULIUHE, MHOTUM TOYHBIM COB-
PEMEHHBIM HayKaMm.

" In Russian language, the word “science” (nauka) has the root
“to learn” and applies to all scholarly fields, including, besides what is
commonly called science in Anglo-Saxon tradition, humanities in gen-
eral and , the art theory in particular. The translator is aware of this dis-
crepancy and offers a compromise: in this context, Russian musicolo-
gists are talking about music scholarship, rather than science. However,
the translator decided to retain the term “science” in few places in this
interview in order to bring in the flavor of genuine Russian discourse.
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A — I think that it is very bad. The science has to be nour-
ished by the exchange of ideas. This applies to musicology just
as it does to physics, medicine, and other natural sciences.

Bomnpoc (JI. H. IllalimyxameToBa)

— Ceilfuac MHOTO TOBOPST M CIOPAT 00 «OTTOKE» U
«MPUTOKE» MOJOIBIX CHI B HayKy. VI3MEeHHIach JIH B TOC-
JICITHUE TOJIbl 3TA CUTYaIHsI?

Q — It is common nowadays to discuss the “inflow” and
the “outflow” of young people in and out of science. Has the
situation changed in the recent years?

Orteer (M. I'. ApanoBckmii)

— 51 nymato, 4To IPUAETCS TOBOPUTH TOJIBKO 00 OTTOKE.
K coxanenuto, My3bIKO3HaHUE B CHIIy Pa3HBIX IIPUYUH, B
TOM YHCJIC M MaTepHAIBHOIO XapakTepa, 0Ka3aJoch Majo-
IIPUBJICKATEIILHBIM ISl MOJIOAEKHU.

A —I think, it is mostly the outflow. Unfortunately, musi-
cology, due to many reasons, material one being not the least
of them, becomes less and less appealing to young people.

Bomnpoc (JI. H. IllalimyxameToBa)

— A B I'MU Bcé€ Tak ke TpyAHO 3allUIaTh AUCCEpPTa-
nun? KakoB MpoLeHT MONOIEKU Cpelid TUCCEPTAHTOB?

Q — How about the State Institute of Art Theory? What is
the percentage of the young among the degree candidates?

Otser (M. I'. ApanoBckmuii)

— Huccepranuu 3amuiars B [ocyqapcTBeHHOM HHCTH-
TyT€ UCKYCCTBO3HaHHs B MOCKBE HUUYTh HE TPyJHEE, YEM
B JIPyTOM JHCCepTallMOHHOM coBeTe. Beé 3aBucuT ot Kauec-
TBa paboThl, K KOTOPOMY MBI IPEIBSBISAEM JCHCTBUTEILHO
cepbE3Hble, akageMuueckue TpedoBaHus. Mosloa&xXb MOsB-
JISIETCs1, HO TOPA3/io PEKe, YEM B IIPOIUIBIC TOJIBI.

A — It is not more difficult to defend a dissertation at the
State Institute of Art Theory than in any other Dissertation Coun-
cil. Everything depends on the quality of the work, to which we,
indeed, approach with serious, academic requirements. Yo-
ung people are coming in, but not as often as in the past.

Bomnpoc (JI. H. IllalimyxameToBa)

— VY Bpaueii ecTb «knATBa ['mnmokparay», y cynei — «xo-
JICKC YECTH», IIMPOKO U3BECTHBI «3aIIOBEAHU HKYPHAIHCTA.
Moxete nu Bbl chopmyaupoBarh Ui MOJOABIX YUYEHBIX
Ba)KHEHIIME, HA Balll B3MVISL, PUHIMIIEI MPO(ECCHOHAIb-
HOI paboThI UcCIenoBaTeN-My3bIKoBea?

Q — The medical doctors have the Hippocrates Oath,
the judges—the Code of Honor; it is known that there is the
“Testament of the Journalist.” Could you formulate, for the
young scholars, the most important principles of profession-
al work of a music researcher?

Oteer (M. I'. ApanoBckmii)

- Bcema OCTaBaTbCs YECTHBIM — U K JIYOJAM, U I10 OTHO-
IICHUIO K UCCISyeMOMY MaTepHaIy.

A — To always remain honest—in relation to people, as
well as in relation to the research material.



