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Concerning the History of Education of Music Theorists and Composers
in the First Russian Conservatories'

The article is focused on the sources of education for music theorists and composers in Russia. It examines
the question, for the preparation of what kinds of musicians the major studies of “Music Theory” were directed:
whether it brought up instructors of music theory disciplines, or provided for education for composers? This
question is legitimate already because Piotr Tchaikovsky in his aspiration to become a composer wrote a request
to enroll into a special class of music theory at the St. Petersburg Conservatory, while in his diploma among the
enumerated disciplines that of “Composition” is lacking. The historical documents, preserved in the archives of
St. Petersburg, Moscow and Klin, bear witness that the music theory students were taught according to one program
of preparation of composers. The entire process of study, in which the theory and practice of musical composition
were placed on par with each other, was directed towards the achievement of this aim. The sources of the given
concept lie in the German practice of teaching professional musicians, first of all, in the theoretical pedagogical
system of Adolf Bernhard Marx. His pupil and follower, Nikolai Zaremba became the founder of Russian
conservatory education, which was based on Marx’s system. And Zaremba’s pupil Tchaikovsky transferred the
principles of parity teaching of the theory and practice of composition to the Moscow Conservatory. How these
principles were carried out in the teaching of the disciplines “Harmony,” “Counterpoint,” “Form and Fugue,”
“Orchestration” and “Composition” is examined in the article on concrete examples, which are the archival
sources: the textbook “Forms” by Zaremba’s pupil Vasily Safonov and the rough drafts of the programs for music
theory disciplines made by Tchaikovsky.

Keywords: first Russian conservatories, education for music theorists and composers, musical source studies,
Adolf Bernhard Marx, Nikolai Zaremba, Piotr Tchaikovsky.
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K uctopum TeopeTMko-KoMno3uTopckoro o6pasoBaHus
B MePBbIX PYCCKUMX KOHCEPBATOPUSAX

Crarbst oOpalieHa K MCTOKaM TEOPETHKO-KOMIIO3UTOPCKOro oOpasoBanus B Poccuu. B Hell paccmarpuBaercs
BOIPOC, Ha MIOITOTOBKY KaKWX MY3BIKAaHTOB ObUIA OPUEHTHPOBAHA CIICIMANBEHOCTh « Teoprst My3bIKM»: BOCIIHTHIBAJIA
JI OHA TpernojaBaTeield TEOPETUIECKUX MUCHUIUIMH WM XKe JaBajia KOMIIO3UTOpPCKoe oOpa3oBaHue? DTOT BOIPOC
IIpaBOMEpPEH yke noTomy, uto I1. Y. YalikoBcKkuil, cTpeMaACh CTaTh KOMIIO3UTOPOM, UCAJ MPOIIEHHE O MOCTYIUIEHUN
B CIICNMAIBHBIN Ki1acc Teopun My3bIKH IleTepOyprckoil KOHCEpBaTOpHUH, a B €r0 JUIUIOME CPEAd MEepeYHCIeHHBIX
JUCIUILIMH OTcyTcTBYyeT «Kommosumusi». lcTopuueckue IOKYMEHTHI, XpaHsmuecs B apxuBax [lerepOypra,
Mockssl n KimHa, CBHIETENBCTBYIOT, UYTO YYalIMECS-TEOPETHKH OOyYalIuCh IO E€IMHOW NporpamMMe IOIrOTOBKU
KOMIIO3UTOpOB. Ha nocTikenue 3Toit menn ObUT HallpaBiieH BeCh Mpouecc 00ydeHus, B KOTOPOM TEOPHs U IPaKTHKa
COYMHEHMS] MY3BbIKM HaXOAWIHMCh B MApUTETHBIX OTHOLIEHUsAX. MICTOKM NaHHON KOHLENIMM JIeXKaT B HEMEIKOM
MIPaKkTHKe O00y4YeHUs! NMpoQeCcCHOHANBHBIX MY3BIKAHTOB, IPEXKAE BCETO — B TEOPETHKO-IIEAArOTHUECKOM CHCTeMe
A.Bb. Mapkca. Ero yuenuk u nocnenosarens H. WM. 3apemba ctast 0cCHOBOIIOJIOXXHHUKOM POCCHHCKOTO KOHCEPBATOPCKOTO
oOpazoBanus, Oazupyromerocsi Ha cuctemMe Mapkea. A ydeHuk 3apeMObl YalKOBCKMII TepeHeC NPUHIUIIBI
MAapUTETHOTO MPENoiaBaHus TEOPUHU U IMPAKTUKU COYMHEHMsI B MOCKOBCKyr0 KoHCcepBaroputo. Kak ocymiecTBiasiiuch
9TH NPUHIMIIEI B TPENOAaBaHuH JUCHUIUINH «[ apMoHus», «KoHTpanyHKT», «Dopmbl 1 dyra», «ITHCTpyMEHTOBKa» 1
«KomMmo3suuusy», paccMaTprUBaeTCsl B CTaTbe¢ HA KOHKPETHBIX NMPUMEPax, KAKOBBIMHU SIBIISIIOTCSI apXUBHbBIE HCTOUYHUKHU:
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uestions of musical education and musical

pedagogy, undoubtedly, stand among the

universal and eternal ones. Inexhaustible
are theoretical and methodological issues of
educating a musician in each separate country and
in each separately examined period of time: this
may be proven even by a random choice of works
by present-day researchers, such as, for instance,
the one proposed by the author in the present
article [5; 11; 13—19]. The solution of imperative
questions of musical education and pedagogy, as
a rule, is preceded by study of the history of the
question. Such an approach, in particular, makes
it possible to comprehend the present from the
positions of the losses and discoveries and, in many
ways, to anticipate the future. This is particularly
why historical research is so multi-faceted, while,
in the meantime, history continues to pose us more
and more new enigmas. Among the latter is the one
which this work is dedicated to.

On August 22, 1862 a petition came from
nobleman Piotr Tchaikovsky to the Directorate
of the Russian Musical Society in St. Petersburg
with the following content: “Having the wish to
study music, and for the most part music theory,
in the College? newly established by the Musical
Society, I have the honor of kindly requesting of
the Directorate of the indicated Society to admit
me amongst the pupils of this institution <...>3.”
Three and a half years later, after having presented
at the public final examination a cantata composed
by himself set to Friedrich Schiller’s “Ode to Joy,”
Tchaikovsky would graduate the aforementioned
College as the first specialist “in theory*,” and the
only one to graduate that year. His diploma would
bear the information that he passed “the entire
course of musical education and in the examinations
has demonstrated the following proficiencies in the
major fields of study: the theory of composition (in
the class of professor Zaremba) and orchestration
(in the class of Professor Anton Rubinstein), having
received the marks of ‘excellent’.” At the same
time, the list of the main subjects would show an
absence of the discipline of “Composition,” nor
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would there be any written indication of what major
qualification Tchaikovsky received. The question is
valid: which major field of activity did the future
great composer plan to pursue, and how was he
indicated in the documentation when he graduated?
The answer to this question is a crucial one for
the comprehension of the conception of the major
discipline of “Music Theory” in the first Russian
conservatories.

The introduction of the word “theory” into
the name of the major discipline indicated at its
goal of bringing up the so-called “theorist®,”
i.e. a specialist in music theory. This category
could include a future composer — who may also
pertain to this category, since his knowledge of
music theory in its fullest capacity comprises the
indispensable foundation for his creativity, —as well
as a future instructor of music theory disciplines.
Thus, both qualifications were combined in their
studies by a single major discipline. In the report
of the proceedings of the Directory of Professors
of the Moscow Conservatory from February 1870
we can read: “As for the music theory classes,
most of the students pursuing studies of Music
Theory are especially intent on becoming teachers,
since only few people become composers’.”
Upon his graduation the composer received a
diploma of the first category, whereas a teacher
received the diploma of the second category. Such
a dispensation also took place at the performers’
departments of conservatories, where the virtuoso
soloist received a diploma of the first category,
while the orchestral musician or an instructor of
various instruments received a diploma of the
second category®. In the preparatory instruction of
these two qualifications for performers there was
a distinction in the tutorial programs and in the
examination requirements, which was specified
in the relevant documents’. It would have seemed
that in the instruction of composers and instructors
of music theory disciplines the situation should
have been the same. However, “Music Theory”
was the only major discipline where the intrigue
regarding the student subsequent specialization
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was kept up until the final examination. History
has preserved a remarkable document — the report
of the proceedings of the Board of Professors of
the Moscow Conservatory from January 13, 1872,
where the resolutions included the following: “The
goal of the class of major studies in music theory
consists in submitting for the examination musical
compositions the forms of which are stipulated by
the board of professors two months prior to the
examination. This goal is equally applicable for
receiving diplomas of the first category, as well
as those of the second category. Upon examining
(sic!) the submitted compositions the examination
commission decides'® whether the student
demonstrates compositional (artistic) abilities, or
merely knowledge of musical form, orchestration
and general composition technique. In the first
instance the committee awards a diploma of the
first category, while in the second instance it awards
a diploma of the second category''.” The content
of this document shows that the division into the
future composers and teachers of music theory
disciplines was not reflected in the process of
education — all the students of the major discipline
of “Music Theory” were taught in accordance with
one single program of preparation of composers.

Such a state of affairs is what determined
the conception of the major discipline of “Music
Theory” in the first Russian conservatories:
each of their graduates, regardless of whether
he completed studies as a composer or a music
instructor, was required to know how to write
music and to possess the abilities of writing it.
Such ability was considered an indispensable trait
of professionalism, not only of a composer, but
also of a teacher, as well as a critic. Tchaikovsky
wrote: “Every good musician, especially a theorist
and critic, must try himself out in all types of
composition” [12, p. 201].

Essentially, this position presents nothing
other than the didactic principle of the famous
German music theorist Adolf Bernhard Marx,
whose scholarly and pedagogical system, as is
known, comprised the foundations of the Russian
music theory education in the first conservatories
— it was introduced into the educational system
by his student and the first professor of music
theory at the St. Petersburg Conservatory, Nikolai
Ivanovich Zaremba. In the introduction of the
first volume of his monumental work “Die Lehre
von der musikalischen Komposition, praktisch-
theoretisch” Marx expressed the thought that his

book is addressed not only to the composer but to
any musician, especially to a conductor and teacher,
who only then would be able to comprehend the
deep meaning of a musical composition, when they
would know how to write it [18, S. 3]. To take it more
broadly, this was the general European principle of
musical education, which the founders of the first
conservatories in Russia successfully adapted to
Russian conditions.

From the aforementioned testimony it follows
that the theoretical and practical components of
the educational process of major studies in music
theory were required to be in sort of paired relations
with each other. How was this demonstrated?

The specialized course of music theory
designated for student theorists was divided
into cycles of predominantly theoretical and
predominantly practical disciplines. The theoretical
cycle presented that very “Theory of Composition”
which we find indicated in Tchaikovsky’s diploma.
The enumeration of subjects of the theoretical cycle
comprising the theory of composition in its broad
meaning may be found in the encyclopedic article of
N. F. Solovyov'? from the Brockhaus & Efron Large
Encyclopedic Dictionary, titled “Music Theory™:
“The T[heory] of composition <...> is subdivided
into elementary T[heory], harmony, counterpoint,
summary of polyphonic and harmonic forms, both
instrumental and vocal, as well as the summary of
the characteristics of all musical organs, i.e. the
human voice and instruments” [10, p. 890-891].
The article contains a subtle remark: “T[heory] of
composition in itself cannot create a composer, but
is merely conducive to an accurate development of
compositional talent” [Ibid.]. Professor Zaremba
also regarded the theory of composition as a basis
for acquiring compositional skills. He compared it
with “the material part of the art of composition”
[2, p. 2], upon the mastery of which “the student
proceeds to practical composition of orchestral and
vocal pieces” [Ibid.].

At the same time, in its tutorial practice per
se, the discipline of “Theory of Composition” was
comprised of a smaller number of subjects. As a
rule, these were “Harmony,” “Counterpoint” and
“Forms and Fugues'.” As for “Elementary Music
Theory” and “Orchestration,” the first, having
been transformed into a preparatory course, was
gradually taken off the curriculum of the theory
of composition. At the same time, “Orchestration”
during the first years of the existence of
conservatories, being a significantly more practical
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discipline, was joined with practical composition.
Such a combined course was identified either by
the single title of “Orchestration,” most frequently
found in documents, or the double-title of
“Orchestration and Practical Composition.” The
content of such a combined course was comprised of
a system of exercises for mastery of the technique of
orchestration, as well as preparation by the students
of their own compositions in various forms for
different instrumental ensembles. This composite
of disciplines, undoubtedly, was conducive to the
development in a future composer of symphonic
thinking, which was so eagerly sought for by the
musical practice of Romanticism.

The combined course of orchestration, or
the separated instruction of the aforementioned
disciplines in combination with the subjects of
“Orchestral Performance” (from the 1870s called
“Direction of Chorus and Orchestra”) and “Score
Reading” comprised the aggregate of practical
disciplines which concluded the education for
composers and theorists in the first Russian
conservatories. Thereby, its structure consisted of
two parts, which is what substantiates the parity
origins of the theory composition and creative
compositional practice.

It is indicative that this parity found its reflection
not only in the correlations between the subjects of
the theoretical and practical cycles of disciplines,
but also within each one of them. A vivid example
of this is the penetration of the practical component
of instruction into the theoretical courses of
harmony, counterpoint, form and fugue as a system
of exercises in prescribing the studied forms, known
in contemporary practice as modeling.

In confirmation to this let us examine two
documents, which have direct bearing on the
discipline of “Music Theory” in the first Russian
conservatories — the musical notebook of Zaremba’s
pupil, subsequently the outstanding pianist,
conductor and musical public figure Vasily Ilyich
Safonov, as well as Tchaikovsky’s autograph
manuscripts of rough drafts of tutorial programs for
theory of composition, which he put together during
the period of his work as a professor at the Moscow
Conservatory.

Safonov’s musical notebook with the title
“Forms'*” imprinted on the side of the cover
presents a documentary source, where the course
of musical forms as it was taught by Zaremba
was written down on paper. Despite the fact that
the notebook belongs to an individual student

of Zaremba!> and pertains to a time when the
professor had already ceased his work at the
St. Petersburg Conservatory'®, there is a good
reason to view the course of forms taught to
Safonov as a typical example of Zaremba’s
teaching such a course at the Conservatory. As is
well-known from the utterances about Zaremba on
the part of his students!’, he was a strict adherent
to the theoretical and pedagogical system of
A. B. Marx. Safonov’s course compendiums
confirm this. Several pages of the given document
contain references to concrete sections from
Marx’s work “Die Lehre von der musikalischen
Komposition, praktisch-theoretisch.” In his
practice of modeling of the studied forms Zaremba
likewise bases himself on Marx, utilizing a system
of three types of exercises: “foundations,” “Skitz”
and “execution'®.”

It is noteworthy that such exercises had not
been held out either by the teacher or by the student
as finished compositions — their completion was
presented as a mandatory practical component in
the mastery of the course’s theoretical topics. The
forms (from sentences and phrases to simple song
forms and from chorale harmonization to fugues),
texture, harmony and melodies of the exercises
from Safonov’s notebook testify of the student’s
mastery of sorts of clichés of the time period, which
comprised an indispensable foundation for the
formation of the professional musician.

Let us now turn to Tchaikovsky’s notebooks!’.
They give a perception on the basis of which
statutes the education for composers was founded
in the second Russian conservatory.

On pages 110-113 of the archiving in the
frameworks of the years 1870—1877 there is a sort
of strategic path of the major discipline “Music
Theory” prescribed by Tchaikovsky’s hand,
namely: a practical mastery of the forms parallel
to the music theory subjects, i.e. the same kind of
modeling. According to these notes, in a harmony
course the student learned the simple forms: from
the two-measure structure, containing in itself
both a motive and a phrase, to a parallel period;
in a counterpoint class he mastered in practice
irregular periods, simple binary and ternary
forms; in the course of “Canon and Fugue” the
student tried his hand in the rondo and sonata
Allegro forms.

An analysis of the document shows that the
mastery of the forms was through, and towards
the time of the student’s entry into the zone of
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creativity, which was demonstrated by the course
of free composition proper, the student already had
the perception formed of the main musical forms,
prescribed, played and understood through the
practice of systematic exercises.

Let us observe that in his prescribing the
practical part of the theoretical courses, Tchaikovsky
constantly makes use of the term “exercise” in all the
programs, including that of orchestration, but does
not use this term in the course of free composition.
Here, there are no other forms of practical work
present, besides that of composing itself.

For the sake of understanding better the practical
difference between exercises and composition let
us return to Safonov’s notebook titled “Forms.”
Having examined the system of three assignments,
comprising the essence of practical work in
mastering the theoretical course, we see that the
student constantly dealt not with the creation of
a ready-made musical composition, but with its
preparation. And usually he stopped merely on this
level of preparation. In our view, it is particularly
this “preparatory character” which distinguishes the
exercise as a certain didactic unit from a composition,
as a unit of creativity, albeit in merely a tutorial
process. Presumably, this is particularly what was
presumed by Zaremba’s student Tchaikovsky, when
in the working-out of his program he distinguished
the exercise as the chief form of practical work in the
classes of theory of composition from composition
per se as the basic form of practical work in the
class of free composition.

It is noteworthy that it is particularly the
principle of division between the exercise and the
composition which lay at the foundation of the
content of the final examination in music theory,
both the specialized and the mandatory subjects
(i.e. mastered as part of the main disciplines for
performers). Thus, if the requirement for the music
theory majors involved the creation of a completed
symphonic or vocal-symphonic composition
in a large-scale form?’, in other words, a full-
fledged composition, the graduate of one of the
major disciplines in performances completed
his theoretical education solely with exercises,
consisting “in proposing that the student add to a
given voice, for ex[ample], a fragment of a quartet,
separate voices; or to write an accompaniment to
some art song, or — to write a variation, imitation,
fugato, etc.2.”

Thus, the educational principle itself of teaching
how to write, as well as the process of education
itself, which presents nothing else but a path towards
a consistent achievement of mastery in composition,
and the final result of teaching the major discipline
of “Music Theory,” is the creation of a composition
in a large-scale form, and even the intrigue of the
final examination, which passes its resolution in
the last moment concerning the crucial question, or
whether or not the graduate will be a composer — all
of this testifies to the fact that the main purpose of
the major discipline of “Music Theory” which the
young Tchaikovsky decided to study in 1862, was
the education of a composer.
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' The present article is essentially a redaction of
article [9], revised and complemented.

2 During the first years of their existence the
St. Petersburg and the Moscow Conservatories were
officially called musical colleges. The first conservatory
statute confirmed on October 17, 1861 was called
particularly that way: “The Statute of the Music
College” (see: [3, pp. 11-15]). In the documentation
from the 1860s and early 1870s both of these titles
may be found. Officially the name of “Conservatory”
as the sole one was confirmed by the “Statute of the
Conservatories of the RMS,” adopted on November 25,
1878 (see: [Ibid., pp. 45-64]).

3 TSMM, al2 No. 4/2.

* Tchaikovsky was called a graduate in music
theory studies in the “Program of Exit Examinations for
December 29 and 31, 1865 (CSAA, f. 408, inv. 1, i. 47,
s. 92).

> TSMM, al2, No. 198.

¢ This is how in the documentation both the student
of the major discipline of “Music Theory” and the teacher
of music theory disciplines are called.

"RSALA, f. 661, inv. 1, No. 8, s. 113 b. — 114.

§ In the major vocal class such a division was not
present.

?RSALA: f. 661, inv. 1, 1. 8, 5. 178 b. — 179; f. 661,
inv. 1,1. 9, 5. 13-13 b.; [4, pp. 25-26].

10 Here and onwards in the quotation the words are
underlined as they were in the document.

"RSALA, f. 661, inv. 1,1. 9,s. 12'b.

12 Solovyov Nikolai Feopemptovich (1846—1916)
— composer, musical critic and faculty member (since
1885 — a professor) at the St. Petersburg Conservatory,
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